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Maud Island 

If   you read the Notice board on the camera website you may have seen the 

proposed  Club  trip  to  Maud Island.   We originally planed to do this on 

21st November this year, but after talks with the organisers and the Department of 

Conservation, we have decided to delay until February 2011 because it will fit 

better with the Takahe breeding season, and weôd have far better photo opportu-

nities.  Unlike the Pukeko that Takahe resemble, Takahe numbers are  very lim-

ited ð but then Pukeko can actually fly.   

There will be plenty of other rare photo opportunities on the day, and it will be a 

great day out even without a camera, so contact Liz Davidson if youôd like to go. 

 

While on the subject of Conservation, Phil Bradfieldôs talk on the Huttonôs 

Shearwater Conservation Project at the June meeting proved to be very well 

received. The content was fascinating, and Philôs wry wit helped things along nice-

ly.  I must admit that it was not until well into the talk that I realised that the birds are 

nocturnal, but I donôt suppose too many of us were going to climb the Kaikouras to 

photograph them anyway.  Phil has since contacted us and said he was impressed 

with our enthusiasm for the project. 

W elcome to the first issue of our new look for Photo News.  From now on Photo 

News will only be available to view online, or 

to download and read on your computer at 

home, and we will no longer be posting out the 

photocopied version. This has a number of ad-

vantages, as mentioned last month, but the pri-

mary one is that we will now be able to pro-

duce a brighter more colourful newsletter with 

plenty of colour photographs and graphics.  We 

will be providing local camera shops with 

cards containing contact details of the Camera 

Club for prospective new members. 

Another advantage is the ability to include live 

links, so if you see some underlined blue text, 

you will be able to click on it and go to the 

relevant web page, or clicking on a picture may 

open a larger  version in your web browser.   

The process of creating these graphics rich 

pages is quite therapeutic ð rather like bas-

ket weaving, but without the men in white 

coats ð and we are hoping Club members 

will feel inspired to join in the fun.  You can 

now tell us about a special trip you have 

made, and illustrate it with pictures.  Or if 

you have a tip youôd like to share, write it 

up, and have it published in glorious colour.  

As well as our regular contributors, Chook 

Searles has written a description in this issue 

on how he creates his amazing Out of Bounds 

pictures, and will be giving a demonstration of 

his technique at our July meeting ð so donôt 

worry if you have trouble following the article.  

My email address is at the top of this page, so 

if you have an idea for an article, please get in 

touch.  

If you are on the list to exhibit your photo-

graphs at the Marlborough Gallery this Octo-

ber, then Roger has written a useful guide on 

how to present your work.  The gallery has 

asked that we provide them with good sized 

images, so it wonôt be cheap if you have three 

or four photographs to display.  We have been 

in discussion with local companies to make the 

process as painless as possible, so get in touch 

with me if youôd like more details. 

 

July 2010 

Taken by Chook Searles on the recent Club field trip to Pine Valley. 

The August Club meeting will be 

held at the Millennium Gallery, 

and not at St Marys.  

http://www.marlboroughcameraclub.org.nz/
mailto:trevor.dennis@xtra.co.nz
http://www.flickr.com/groups/marlborough_camera_club/
mailto:info@marlboroughcameraclub.org.nz
http://www.whattheduck.net/
http://www.marlboroughcameraclub.org.nz/?page_id=3
http://www.marlboroughcameraclub.org.nz/
http://www.doc.govt.nz/parks-and-recreation/places-to-visit/nelson-marlborough/sounds-area/maud-island/
http://en.wikipedia.org/wiki/Takah%C4%93
http://en.wikipedia.org/wiki/Kaikoura_Ranges
http://farm5.static.flickr.com/4051/4647915393_e1e396d02c_o.jpg


 

D ave Tose and myself gave our time to photograph the SMOG ladies netball 

clubôs 80th Jubilee recently. And we managed 

to provide them with a nice set of pictures.  

Dave also managed to get two of the pictures 

he took published in the Marlborough Express 

complete with a credit.  Well done Dave! 

This picture of SMOG old girl ð and current vice-

president of the International Netball Federation ð  

Kereyn Smith, is one of the two pictures Dave got 

a credit for in the Marlborough Express. 

Presidentôs Page 

T he photographs illustrating  Rogerôs article in this issue of Photo News were taken specifically for that 

purpose, and I have to say, I was pleased with the environ-

mental portrait of Roger using his under-pinning machine, 

(see the next page).  Itôs not that it is a great picture, but 

when Roger opened the door to the workshop, and I saw 

the situation, my heart sunk.  There was no room to work, 

and there was a lot of clutter ready to spoil the shot. But after a moments 

thought I came up with a plan, and from the very first exposure we could 

see we had it nailed. 

The trick was to illuminate Roger and his machine with a local pool of light, 

and let the distracting background be lost in relative darkness.  The light is 

coming about equally from the  tungsten bulb in  the bench  light,  and a 

camera mounted flash which was bounced off a small gold reflector hung 

from the wall camera left, and held in place by some number eight wire 

naturally ð this is the honest truth). Roger suggested that we block out the 

window in the background, and an 80cm black reflector was used for this. 

The camera was set to manual mode, because I wanted to underexpose 

the background. So I selected the largest aperture that would contain the 

depth of field, and the slowest shutter speed I thought I could hand hold.  

This gave me f5.6 @ 1/80.  I then used ISO to set the exposure settling 

on ISO 800.  This gave a good overall exposure, but the highlights from 

the tungsten bulb were still a little hot on Rogerôs face, so I fine tuned 

by brining the aperture down to f6.3. 

The flash was also set to manual because there was too much light bouncing 

around to trust to e-TTL. I also attached a half CTO gel to the flash head to 

match its colour balance to the tungsten bulb. 

And thatôs it.  You can see from the perspective that I used an ultra wide 

angle lens, but I love to work very wide because it gives a more interesting 

perspective.  The shot of the Marlborough Gallery on the same page (taken 

on the way home from Rogerôs) was shot using the same focal length, 

which let me frame the building facade with those actually quite small 

plants.  I tried from across the street with a longer lens, but that picture 

looked dead and boring by comparison.  

 

 

 

The Lighting Workshop on the 19th June was a success, and I have been 

asked to do some more ð which is as well as I didnôt manage to cover all I 

had intended to. There still seemed to be a lot of information to take in, so 

weôll probably spread it over several sessions, and make it more hands-on to 

reinforce the lessons.  Iôd welcome feedback and suggestions for future ses-

sions, so we can focus on what you are really interested in. 

We now have 81 members in the Marlborough Camera Club, and thatôs a 

number I am quietly proud of considering our relatively small catchment 

area.  It occurs to me that with so many new members, we must have all 

sorts of talent and expertise that we donôt know about.  The Club competi-

tion results admirably reflect the photographic skills of our new members, 

and it often follows that the ability to produce great photographs goes hand 

in hand with other creative skills.  You may be a dab hand with websites, or 

a skilled graphic artist, or be able to produce a nice turn of phrase when 

writing about a favourite subject.  Our Club website has turned into a great 

resource, and our new look Photo News now offers tremendous creative 

possibilities.  Weôd like as many Club members as possible to be involved, 

so make yourselves known, and tell us how youôd like to help. 

W e are always pleased and proud to pass on news of Club memberôs 

successes when we hear about them, so a 

slightly belated congratulations go to Sue 

Clifford for her image of a Sushi Set that 

was part of New Zealandôs winning Trans 

Tasman entry.  Well done Sue! 

D onôt be shy.  If you have won a 

competition, or gained a few let-

ters after your name, or had a picture 

published, or have any photography 

related claim to fame, please share it. 

Do you have a picture with a story behind it?  

Send us the picture, and tell us how it was done. 

Trevor 
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PHOTOGRAPHY # 74 ~ EXHIBITION PRESENTATION 

By Roger Thwaites, APSNZ 

It ôs not every day, that an opportunity comes along, to exhibit our photos, and when it does, it is important to ensure that the presentation is such that our work is shown in the best possible 

way. (After all, the building of, and maintaining of oneôs reputation, will rely on it). 

These are the days when most galleries insist 

on art and photographic works being mounted 

and framed, ready for potential art buyers to 

purchase ñsight-seenò from the exhibitions.  

As  exhibitors,  we  have  a  number  of responsibilities towards 

the exhibiting gallery, the potential buyers of our work, and last-

ly,  to ourselves.  Galleries like to maintain a high standard, and 

like to ensure that the work to be displayed, is properly mounted 

and framed, and ready-for-sale in the best possible condition.  

They also like all work on offer, to be ófor saleô with a label 

stating the title of the work, the medium, and the asking price 

(bearing in mind, that the Gallery will take a percentage of the 

asking price, as itôs commission, on any sales).  For our part (as 

exhibitors), we have a duty to  potential clients, to ensure  the  

integrity  of the artwork, ensuring that it is the genuine articleô 

and that  the  best  craftsmanship  has  been  used to extend the 

lasting qualities of the picture so that longevity and value of  

the  artwork are maintained  for  future investment  and herit-

age values.    Limiting the print edition and signing the work 

adds more value to it, making it more attractive to would-be 

buyers. 

The óasking priceô should take into account, the óhardô costs of 

producing and printing the photo, as well as the framing costs 

and any exhibition overheads (including publicity). Added to 

this, will be the expected profit margin, which will generally 

reflect the amount of personal effort and time used to produce 

the finished article. 

The sizing of the picture (enlargement size) and framing, are 

two of the most important considerations for exhibition work.  

Make sure that the picture size is designed with good dimensional 

balance in mind, and that it suits the overall look of the picture. 

The Framing of the picture, should be kept fairly simple (that is, 

not too lavish!).  The frame and mount, should complement the 

picture, without competing for attention. The picture mount, should be made with óconservationô quality materials, in order to 

extend the overall life expectancy of the picture, and the colour of the mount(s) should not be so garish, as to take away the 

visual impact of the picture itself. 

Photos on canvas, are another option for exhibitors, but 

if you intend to do this, make sure that there is suffi-

cient excess of canvas around the outer edges, for it to 

be stretched onto the canvas stretcher frame, otherwise 

the end result may not be quite as you visualised it.  

When an exhibition includes photos from different 

contributors, it is sometimes an advantage to appoint 

someone to co-ordinate and oversee the exhibition, so 

that there is some cohesion and visual harmony 

amongst the pictures as they are placed on the walls. 

This will result in a more eye-pleasing exhibition, in-

stead a mish-mash of óindividualô pictures. Generally, 

most galleries will offer their expertise with this. 

Remember! Presentation, is most important. Pictures 

that look as though they have been thrown together, 

not only look ócheapô, but are usually seen to be unat-

tractive to the viewers and buyers alike. The Yealands Estate Marlborough Gallery where the Marlborough 

Camera Club has an exhibition this October. 

Roger operating some of  his picture framing equipment. 

Roger 
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Lighting Workshop 
St Ninians ð 19th June 

 

It  was prophetic that I suggested it was as well the June Field Trip was going 

to be an indoors event after the endless 

wet weather weôve had, because it was yet 

another wet day that saw about 15 people 

turn up at St Ninians for our Lighting 

Workshop.  As the presenter, it did not 

help my state of mind when I discovered 

that Jim Tannock was among them!   We  

covered a lot of subjects, involving a lot of 

information, so I am going to spread the 

notes over several issues of Photo News. 

There are five main criteria that govern any 

lighting situation: 

¶ How reflective or diffuse the subject. 

¶ How diffuse the light sources. 

¶ The colour of the light source. 

¶ The distance between the light source 

and the subject. 

¶ Angles (of everything). 

 

How reflective or diffuse the subject  

A good way to make a point is to exagger-
ate, so I used two examples to illustrate 

reflectivity; a mirror and soft black material 

weôd use for backdrops.  If you aim a light 

at a mirror, all of that light is bounced right 

off again.  If the mirror was square on to 

the camera then youôd see that light and it 

would probably spoil the shot.  The black material, on the other hand, would reflect very little of your light, and it would not 

make too much difference what angle the light came from.  But most subjects are going to be somewhere in between.  A reflec-

tive subject is also going to make us think about where we place our lights, as shown in the Family of Angles cut out. 

How Diffuse the Light Source  

A silver reflector would be an example of 

a  hard light source. Light hitting it is going 

to be reflected in one direction resulting in 

a dramatic look to our images.   A white 

reflector is more diffuse and will reflect 

light in a far wider spread giving us a softer  

look to our images. 

This portrait of Tom Bourne was taken 

next to a window,  with a medium silver 

reflector camera right.  The fill on the re-

flector side of Tomôs face would have been 

much softer if weôd used a white reflector, 

or warmer in colour if weôd used a gold 

reflector.  A gold reflector can give rich  

flattering skin tones to your subject, and 

works well with late afternoon sunlight 

The Colour of the Light Source  

The dark brown background in the portrait 
of Tom is the result of the tungsten room lights.    These  have a warmer colour balance than the daylight,  but  if  

they  had  been  the  main  light  source  we  could  have  adjusted  white-balance accordingly.  Itôs when you mix 

two or more different light sources that we need to take additional steps.  This might involve coloured gels over one 

of the light sources, or we could have replaced the tungsten room lights with daylight bulbs.  If your light sources 

all have the same colour temperature, then you can adjust and correct White Balance.  Itôs useful to take a test shot 

including a neutral grey card as a reference, (black works just as well). 

Family of Angles 

 A good way to establish 

where to place your lights is 

to think of the subject as if 

it were a mirror.  If you 

could see your light reflect-

ed in that imaginary mirror 

while looking through your 

viewfinder, then ð if the 

surface is even slightly re-

flective ð it is going to 

cause glare.  If your lights 

were placed outside of the 

field of view of this imagi-

nary mirror, then you know 

you are safe from glare.  

This field of view is called 

the óFamily of Anglesô. 

The second image demon-

strates that moving the cam-

era position back from the 

subject reduces the   Family  

of  Angles making it easier 

to place your lights.  This 

presupposes a flat surface. 

Tom Bourne who kindly volunteered to be our model at the Lighting Workshop. 
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The Distance Between the Light Source and the Subject  

Light falls off with distance by a rule known as the Inverse Square Law, which sounds complicated, but boils down to 

óevery time you double the distance between the light source and subject, your exposure is reduced by one stopô.  The fol-

lowing graphic demonstrates what this means in real terms.  If we placed a group of people close to our source, the fall off 

might cause the people at the back of the group to be underexposed compared to the people at the front.  Increasing the 

distance between the group and the light source would reduce the effective fall off, and result in a more evenly lit group.  

Angles (of everything)!  

A favourite analogy of mine when talking about photographic lighting, are the games of snooker and pool.  We know 
that if a snooker ball hits the cushion, it will bounce of at an angle opposite to the one it arrived on.  In physics they say 

ôthe angle of incidence equals the angle of reflection ó.  In photography we donôt use the fancy terminology, but the  

same law applies.   We  saw  from the family of angles  diagrams one way this affects us, but angles govern a great many 

things when we are talking about lighting.  

A large light source close to our subject will supply light to that subject from more angles than a smaller light source, or 

same light source placed further from our subject.  Light bounced off a convenient surface from a flash gun, will be 

mostly reflected in accordance with the angle of incidence. . .  law.  It would also depend on how diffuse that surface 

was, because a flat highly diffuse surface will reflect light in more directions.  (I never said this was going to be easy!) 

Putting it all Together  

This short article has barely touched on what we covered at the workshop, but Iôll 
continue these articles in future issues of Photo News.  Weôll finish this article 

with a practical application combining some of the advice just given. 

The Family of Angles diagrams on the previous page deal only with flat surfaces, 

but things get more complicated if our subject has a curved surface.  Itôs all about 

the angles.  The diagram on the right demonstrates that even a small curve can 

leave us with no safe place to place a small light source, so the answer is to make 

our light source large enough to cover as much of the family of angles as possible.  

A light tent is one way to do this, and the cheap light tents available from Trademe 

can produce amazing results with very little effort.   

The bracelet at the bottom of this page was initially lit with a large octagonal soft-

box on a studio strobe, mounted on a boom arm stand.  The total value of this kit 

was about $2000!  We then removed the studio light, and produced a nearly identi-

cal photograph of the bracelet by bouncing a camera mounted flash off a sheet of 

white foam board placed in the same position previously oc-

cupied by the studio light.  We stopped light directly reaching 

the bracelet from the flash by attaching a 150mm square of 

black card with Velcro. The result is the same image at a 

fraction of the cost. 

I rarely obsess over background lighting in product photog-

raphy, because it is easier to fake them with Photoshop.  The 

very clean look to  the bracelet image was achieved by select-

ing the bracelet , and copying it to a new layer. A new layer 

was placed under the bracelet copy, and after Ctrl clicking 

the bracelet copy to load its selection, the new layer was 

filled with black; blurred, reduced in opacity, and offset to 

produce a fake shadow. The final step was to place a new 

layer under the bracelet copy, and fill it with white. 

We spent a large part of the Workshop dealing with the mys-

teries of modern dedicated flash units.   These are incredibly 

useful, but tricky to make the most of,  so next month Iôll 

concentrate on TTL (Through The Lens) flash. 

Family of Angles with a curved surface. 

Taken by bouncing a camera mounted flash off a large sheet of 

foam board placed behind and above the bracelet. 
Trevor 
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Digital é 
A monthly column by Harry 

High Pass Sharpening 

W e are following on from last month where we discussed the sharpening available in Lightroom or Adobe Camera Raw (ACR), which is appropriate for initial sharpening of the image. Now we will discuss one 

method suitable for final sharpening. 

I'm ready to print. What about final sharpening? 

The built-in sharpening options in Photoshop (Smart Sharpen filter) or Elements (Enhance/Adjust Sharpness...) 

work quite well. However, in some cases High Pass sharpening may be more effective. The High Pass method 

selects edges and applies sharpening only to them so that areas with smooth tonal variations are protected from 

potentially damaging sharpening. Here's how it works in Photoshop Elements 7 (other versions are similar).  

If necessary, re-size your image so that it is ready for printing (also Elements requires you to convert to 8-bit 

mode if you are working in 16-bit up to now). Open the image in the Elements editor at full size (View/Actual 

Pixels) or 50% of full size. Move the image around so that a critical part is showing. Look for the Layers palette. 

(If it doesn't show, click on Windows in the menu bar and put a check mark beside Layers.) The Layers palette 

shows one layer, called Background, with your image in it. Right-click on this Background layer in the Layers 

palette and choose Duplicate Layer ... from the right-click menu. Type in a name for the new layer, such as High 

Pass and press the Enter key on your keyboard. 

Find the layer blending modes at the top of the Lay-

ers palette, beside the Opacity slider. The blending 

mode is probably set to Normal. Open the list of 

blending modes with the little triangle near the word 

Normal and from the list choose Overlay. (Your im-

age probably looks horrible now but don't worry.) On 

the menu bar, click on Filter, then Other, then High 

Pass é . A dialogue box will open with one slider, 

for Radius. The High Pass filter finds and selects 

edges. With a small radius setting only very sharp 

edges are found; the filter will find more edges as the 

radius value is set higher. The window in the dialog 

box shows the edges that have been selected. 

Try changing the value of the high pass filter's radius   

by clicking on the slider bar in the dialog box; notice 

how only the strongest edges are selected when a low radius is used but almost everything becomes an edge at high 

radius. There is a happy medium, if you are lucky, where true edges are selected but noise is not. For pure sharpen-

ing, we generally use a low radius value, depending on the image. You can use a large radius to give a local contrast 

enhancement effect. When you have chosen your best 

radius value, click OK in the dialog box. 

This is basically it, but there are is some fine tuning 

we can do. If the effect is too strong, it can be re-

duced with the opacity slider (at the top of the Layers 

palette) when the High Pass layer is selected in the 

Layers palette. More interesting changes can be made 

by using different blending modes for the High Pass 

layer. Instead of Overlay, try Soft Light or Hard 

Light or Vivid Light. Choose the one that gives the 

look you want for this image. 

Different images will respond differently to different 

sharpening strategies. There are two major pitfalls, 

halos and noise. Look for these carefully in your 

sharpened image. If they are a problem, you can try a 

different sharpening technique, such as the one described here. Another alternative is to use a layer mask or a lo-

cal adjustment brush to reduce the amount of sharpening in just the areas where it is a problem. 

Original Image 

Image after applying High Pass sharpening 

Harry 
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