
Stockton Camera Club

Sandhill Crane in Flight 
Class AAA Image of the Month - Heide Stover

Fly Over
Class A Image of the Month – Richard Bullard

Monarch Butterfly 
Class AA Image of the Month - Gary Brown



Looking For The Finish Line
Class A Print of the Month - Ron Wetherell

Leucospermum In Black & White
Class AAA Print of the Month - Doug Ridgway 
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Regensburg, Germany
Richard Bullard

Geraniums on Running Board
Joanne Sogsti 

Yellow Banded Bumble Bee With Pollen
Sharon McLemore

Cormorant with Carp
Heide Stover 



4

Bugs
Trey Steinhart 

Taffy
Ron Wetherell

Spring Rose
Elizabeth Parrish

Yosemite Firefall
Christine Blue



Spring Comes to the Rockies
Sharon McLemore

Old Dodge Flatbed Truck 
at Night Bodie  CA

Ed Richter
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Great Egret in Flight
Heide Stover 

Lake and Sky Communion
Susanne Nichols



SCC Officers 2016
President
Heide Stover
Email: h1stover@aol.com

Vice President Programs
Dean Taylor, 986-9848 
Email:  ditaylor49@aol.com

Vice President Competition
Sharon McLemore, 401-0192 
Email:  sfmsap@aol.com

Secretary
Em McLaren, 823-7287
emmclaren@comcast.net

Treasurer
Janelle DeRuosi, 838-1881
Email: jderuosiphotography@gmail.com

Committee Chairs

Activities Chairperson
Susanne Nichols
Email: susnic@me.com

Hospitality Chairperson
Paul Chapman
Email: uscgchappy@yahoo.com

Print Competition Chairperson 
Trey Steinhart 471-8438
Email: Steinhart4@sbcglobal.net 

Refreshments Chairperson 
Sheldon McCormick 931-0461
Email:smccormick11@Hotmail.com
Shutter Tripper 
Doug Ridgway 617-7050
Email: doug_flyfisher@yahoo.com

Web Master
Janelle DeRuosi, 838-1881
Email: jderuosiphotography@gmail.com
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President’s Message
June 2016

By Heide Stover
Fellow Camera Club Members,

It was great to see so many awesome pictures at the last meeting. I was very impressed 
with how well the beginner group did. Great job all of you!!!!

It is important to understand the rules of photography in order to improve on your 
pictures. There is a reason these rules were made, they work. Cropping in close to a 
subject is important but it is just as important to give the subject room. If a picture 
is to tight it is uncomfortable to look at. You can learn these rules by going online 
and doing a search. Go to your search engine and put in rule of thirds. Reading this 
should help with your compositions.

Competing in the club is a great way to learn as well. Dean did a great job of judging 
and had very good comments to make. I hope you take these to heart. I look forward 
to seeing many more of your great work. 

The year is half over already. We will be nominating a new board before you know 
it. Any of you interested in taking a position on the board please email me and let me 
know. 

Looking forward to seeing you all at the next meeting!

Happy Shooting.
Heide

219 E Weber Ave (Across From The 
Court House)

Stockton, CA 95202-2706
Phone: 209-464-2299/Fax: 209-464-9229

www.ulmerphoto.com
Email: Ulmerphoto@aol.com

A Big Thank You to Our Sponsors!

mailto:h1stover%40aol.com?subject=
mailto:%20Sfmsap%40aol.com%20%0D?subject=
mailto:%20Sfmsap%40aol.com%20%0D?subject=
mailto:sfmsap%40aol.com%0D?subject=
mailto:emmclaren%40comcast.net?subject=
mailto:susnic%40me.com?subject=
mailto:uscgchappy%40yahoo.com?subject=
mailto:Steinhart4%40sbcglobal.net?subject=
mailto:sfmsap%40aol.com?subject=
smccormick11@Hotmail.com
doug_flyfisher@yahoo.com
http://ulmerphoto.com/
mailto:Ulmerphoto%40aol.com?subject=


Topaz Labs

Bryan Peterson School of Photography
 

For a 10% discount go to bpsop.com and apply the code, 
stockton2016, at checkout

breakthrough.photography

For a 15% discount go to 
Topaz Labs and apply the code, 
SCCC15TOPAZ, at checkout
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http://www.topazlabs.com/store
https://www.topazlabs.com/store
http://bpsop.com/
bpsop.com
http://bpsop.com/
http://breakthrough.photography/
https://www.topazlabs.com/store
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CreativeLive empowers you to unleash your potential by bringing 
the world’s greatest experts directly to you, live. Featuring 
workshops in photography, video, design, business, audio, music, 
and software training, CreativeLive unlocks previously closed 
doors by making dynamic education accessible to everyone.

Anyone can watch our live online workshops — for free — and 
interact with instructors in real time. The future of education is 
interactive, free, and live now. Join us.

www.creativelive.com

Trey Ratcliff

RedRiverPaper

https://www.creativelive.com/catalog/all
https://store.stuckincustoms.com/
http://www.redrivercatalog.com/browse/index.htm


Stockton Camera Club Monthly Meeting
May, 2016

Heide opened the meeting. She announced that we now have name tags for everyone. You can pick up your name tag when you 
come to the meeting but be sure and leave it in the box at the end of the meeting. Paul introduced three new guests. 

1. S.J.V.C.C.’s next meeting is June 12. You need to submit images before June. Heide will send out instructions as to how to do 
that. If you want to do prints, Doug or Dean will take the prints for you. However, Dean invited everyone to attend the meetings 
if they are able as it is a good learning experience. For more info contact Dean.
ditaylor49@aol.com or doug_flyfisher@yahoo.com

2. Dean announced that Delicato will be having a photo show at their winery from June 6 to June 25. Entries start from May 15 
to May 26. Please contact Deliato for more info on entry requirements or applications. The e-mail address is: info@delicato.com 
or call 209-824-3505.

3. Sharon announced that she will be gone for 2 months and Doug will be handling the competition for her.

4. Please note that there is no Special Subject for June but instead bring in 4 (only) prints. The category is “Open” and it can 
be a print from a digital you have shown in the past. Remember there is no digital competition for June. However in July the 
Special Subject will be Night Scenes. 

5. Some of the club members come early and meet at 5:30 PM at the Bowling Ally Restaurant for dinner. Everyone in the club is 
invited, so come and get to know the members.

PRINT COMPETITION OF THE MONTH WINNERS

CLASS A “LOOKING FOR THE FINISH LINE” BY Ron Wetherell
CLASS AA None Entered

CLASS AAA “LEUCOSPERMUM IN BLACK & WHITE” by Doug Ridgway

DIGITAL COMPETITION OF THE MONTH WINNERS

CLASS A “FLY OVER” by Richard Bullard
CLASS AA “MONARCH BUTTERFLY by Gary Brown

CLASS AAA “SANDHILL CRANE IN FLIGHT by Heide Stover

Congratulations to all the winners!

Please let me know if there are any corrections or additions to the notes. Thanks, em
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A. GENERAL RULES
1. Only paid-up members may enter club competition. 
2. Regular print and digital image competition period: Once 
each month except January. A competition year is February 
through December. Current regular meetings are February, 
March, May, July, September, October and December. The 
number of meetings may change from time to time at the 
discretion of the Board of Directors and approval of the 
general membership as facilities permit. The Annual Awards 
Dinner will be held in January.
3. A total of four (4) images (all prints, all digital or a 
combination of both) may be entered each competition 
month. A total of three (3) images may be entered in the Open 
Division and a total of one (1) in the Special Subject Division. 
The number of entries may change from time to time at the 
discretion of the Board of Directors and the approval of the 
general membership. 
4. Each image will be scored from 6 to 12 points. All prints or 
digital images receiving 11 or 12 points will be classed as an 
honor image. The title of each print or digital image entered 
will be read before being evaluated. The name of the maker 
will be read for 11-point honor winners. Maker’s names will 
be announced for the 12 point images after the Print & Digital 
Image-of-the-Month winners are chosen. 
5. A print or digital image that does not receive an honor score, 
may be re-entered one more time in the same division. 
6. A print or digital image may be entered in all divisions for 
which it qualifies; i.e., an honor image in Open may also be 
entered in the Special Subject Division at another competition. 
A print or digital image that receives an honor score may not 
be re-entered in the same division.
7. Any print or digital image that appears to be ineligible for 
competition or not qualified for a specific division could expect 
to be challenged. The Competition Vice-President shall decide 
whether or not the image is acceptable.
8. The exhibitor must have exposed each negative, slide or 
digital image entered. All images submitted for judging must 
be the work of the photographer/maker including the taking of 
the images and any digital enhancements and/or manipulation 
of the image. This does not apply to the processing of film or 
printing by a commercial processor.
9. The same image should not be entered both as a print and a 
projected digital image in the same competition.
10. In the event of absence or barring unforeseen circumstances, 
a member may submit make-up prints or digital images for 
one competition night per competition year; and whenever 
possible must submit all make-up prints or digital images at 
the meeting immediately following the month a member failed 
or was unable to submit the prints or digital images. Make-ups 
in the Special Subject Division must be the same subject as the 
month missed. Also, in case of absence a member may assign 
the responsibility of submitting his or her prints and/or digital 
images for competition to another member.
11. A club member who serves as judge cannot enter his or 
her own prints or digital images in the same competition. The 
judge’s make-up prints or digital images can then be entered 
in another competition during that competition year. This 
is in addition to the once-a-year make-up provision already 
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2015 Competition Policy

allowed.
12. Prints or digital images may be projected/viewed briefly 
before the judging of each division if the judge indicates he/she 
would like a preview.

B. PRINT ENTRY RULES
1. Each print entered must have a completed label attached 
to the back of the print including; name of maker, title, date 
entered and Division (Open or Special Subject). The writing or 
printing on the form must be legible. Labels must be attached 
on the back of the print in the upper left-hand corner for 
correct viewing of the print.
2. All prints must be matted or mounted with a total size 
(including mat board) of no larger than 18” X 24” and no 
smaller than 8” X 10”. Exception: One side of a Panorama 
Print may be no larger than 36”. Prints that are smaller than 
5” X 7” will not be accepted. The maker’s name must not 
appear on the viewing surface of the image. Framed prints 
shall not be entered.
3. Prints accompanied by entry forms should be submitted no 
later than 15 minutes prior to the start of the regular monthly 
meeting.
4. Prints receiving a score of 12 points, in each class, will be 
regrouped and judged for selection for the Print-of-the-Month 
honors. Print-of-the-Month honors will be given in Class A, 
AA & AAA. 
C. DIGITAL IMAGE ENTRY RULES
1. Digital images must be submitted in a format and by the 
deadline specified by the Competition Vice-President. Digital 
images may be submitted by email, mailed (CD) or delivered 
(CD) to the Competition Vice-President. Definition of Digital 
Image: An image taken with a digital camera, a negative, slide 
or print scanned into the computer and processed digitally.
2. Images must be in a format compatible with the projector. 
The key thing to keep in mind when formatting photos for 
submission is that the projector we use in the competition has 
a (maximum) resolution of 1024 x 768 pixels. This means that 
any photo that exceeds this size in either dimension, could end-
up being cropped by the projector. In other words: the image 
width cannot be more than 1400 pixels and the image height 
cannot be more than 1050 pixels. If your image is horizontal, 
only change the width to 1400, if your image is vertical, only 
change the height to 1050. Do not change both. Down-sizing 
the image from the “native” resolution coming out of your 
camera also significantly reduces the file size. This helps when 
emailing the files and takes-up less space on our hard-drives.
3. The maker’s name, title of image, date entered and division 
(Open or Special Subject) must be included as the title of the 
image. When you have finished re-sizing your image save your 
image with a new title. For example do a Save as: Smith_
Sunrise Splendor_05-15_O.jpeg. (O-Open or SS-Special 
Subject). Specify whether you’re Beginner, Advanced or Very 
Advanced.
4. Digital Images receiving a score of 12 points, in each class, 
will be regrouped and judged for selection for the Digital 
Image-of-the-Month honors. Digital Image-of-the-Month 
honors will be given in Class A, AA & AAA.
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Stockton Camera Club
Monthly Competition - June 2016

This month’s judge, Dean Taylor, viewed 81 images with an  average of 10.98.  He awarded 26 twelves.  
The following received image of the month honors.

Congratulations to all the winners!!!

DIGITAL COMPETITION
A CLASS: “FLY OVER” by Richard Bullard

AA CLASS: “MONARCH BUTTERFLY by Gary Brown
AAA CLASS: “SANDHILL CRANE IN FLIGHT by Heide Stover

PRINT COMPETITION
A CLASS: “LOOKING FOR THE FINISH LINE” BY Ron Wetherell

AAA CLASS: “LEUCOSPERMUM IN BLACK & WHITE” by Doug Ridgway

Please check out the website, http://www.stockton-cameraclub.com/home.html
May 2016 - Class A TOTAL OPEN SUBJECT FEB MAR MAY JUNE JULY SEPT OCT NOV DEC

Paul Chapman 117 95 22 42 32 43 0 0 0 0 0 0
Richard Bullard 70 70 0 0 36 34 0 0 0 0 0 0
Diana White 64 64 0 0 33 31 0 0 0 0 0 0
Lanny Brown 52 52 0 10 22 20 0 0 0 0 0 0
Shari Liwanag 45 45 0 22 0 23 0 0 0 0 0 0
Ron Wetheral 35 35 0 0 0 35 0 0 0 0 0 0
Josh Caine 21 21 0 0 21 0 0 0 0 0 0 0

May 2016 - Class AA TOTAL OPEN  SS FEB MAR MAY JUNE JULY SEPT OCT NOV DEC
Ed Richter 129 97 32 39 45 45 0 0 0 0 0 0
Kris Borgen 126 95 31 41 44 41 0 0 0 0 0 0
Elizabeth Parrish 126 96 30 40 42 44 0 0 0 0 0 0
Gary Brown 124 90 34 42 40 42 0 0 0 0 0 0
Sheldon McCormick 118 86 32 40 43 35 0 0 0 0 0 0
Christine Blue 89 67 22 45 0 44 0 0 0 0 0 0
Charlene Martin 30 30 0 30 0 0 0 0 0 0 0 0

March 2016 - Class AAA TOTAL OPEN SUBJECT FEB MAR MAY JUNE JULY SEPT OCT NOV DEC
Joanne Sogsti 139 104 35 45 47 47 0 0 0 0 0 0
Susanne Nichols 137 104 33 45 47 45 0 0 0 0 0 0
Sharon McLemore 135 99 36 45 44 46 0 0 0 0 0 0
Heide Stover 135 104 31 44 44 47 0 0 0 0 0 0
Em McLaren 132 99 33 44 45 43 0 0 0 0 0 0
Doug Ridgway 132 101 31 41 44 47 0 0 0 0 0 0
Stan Sogsti 132 99 33 44 43 45 0 0 0 0 0 0
Trey Steinhart 124 101 23 33 46 45 0 0 0 0 0 0
Dean Taylor 93 71 22 45 48 0 0 0 0 0 0 0
Carol Marshall 83 62 21 41 42 0 0 0 0 0 0 0
Debra Goins 0 0 0 0 0 0 0 0 0 0 0 0

http://www.stockton-cameraclub.com/home.htmlhttp://
http://www.stockton-cameraclub.com/home.htmlhttp://
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2016 Calendar of Events
Every 3rd Thursday

(Except April, June & 
Aug) 6:30 PM

West Lane Bowling Alley
Stockton

Membership Meeting
Contact Heide Stover

h1stover@aol.com

Sunday
June 8

Ramada Inn
324 East Shaw, Fresno, CA June SJVCC Meeting

Thursday
June 16

West Lane Bowling Alley
Stockton

June General Meeting
Special Subject - Prints

Thursday
July 21

West Lane Bowling Alley
Stockton

July General Meeting
Special Subject - Night Scenes

Thursday
September 15

West Lane Bowling Alley
Stockton

September General Meeting
Special Subject - MACRO (Close-ups) 

Thursday
October 21

West Lane Bowling Alley
Stockton

October General Meeting
Special Subject - Black & White/Monochrome

Thursday
November 16

West Lane Bowling Alley
Stockton

November General Meeting
Special Subject - Prints only with no special subject

Thursday
December 21

West Lane Bowling Alley
Stockton

December General Meeting
Special Subject - Nature (Using PSA rules)

2017 Calendar of Events
January TBA Annual Banquet

Thursday
February 21

West Lane Bowling Alley
Stockton

February General Meeting
Special Subject - Humor

Thursday
March 16

West Lane Bowling Alley
Stockton

March General Meeting
Special Subject - Series of 3 

Thursday
May 21

West Lane Bowling Alley
Stockton

May General Meeting
Special Subject - Movie Titles

Thursday
June 21

West Lane Bowling Alley
Stockton

June General Meeting
Special Subject - Prints only with no special subject
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Intro To DSLR Telephotos
Text & Photography By Tin Man Lee
Insights into long-lens technique for wildlife 

photography
Labels: How-To, Camera Technique  

I still remember the first time I tried a 
500mm ƒ/4 super-telephoto lens a few 
years back, and it wasn’t pretty. Having 
rented the lens for the weekend, I was 
overwhelmed by its size, and I was a bit 
self-conscious to bring it out to a local 
park in Los Angeles near where I lived. 
As I was carrying the lens and walking 
from the parking lot to the river where 
there was an egret rookery, I felt as if 
everybody there was looking at me. It 
took me half an hour to figure out how 
to fit the heavy lens onto the tripod, and 
by then I was soaked in sweat. I saw 
a great egret preening in the rookery 
about 50 feet away, so I pointed the 
camera toward it. I couldn’t locate the 
egret at all by moving the lens. All I saw 
was patches of green. Then the egret 
took flight, and, of course, I was far from 
being able to focus on the bird. 

Within a few years, however, I was able 
to create lots and lots of images that I 
love using 500mm ƒ/4 and 600mm ƒ/4 
lenses. I was fortunate to become the 

grand prize recipient of the Nature’s Best Photography photo contest, with photos displayed at the Smithsonian’s National 
Museum of Natural History in Washington, D.C., and most recently held my first invited solo exhibit. 

So what happened in these few years? How did I change from someone who couldn’t aim from the viewfinder to winning awards 
using a super-telephoto lens? The first thing to learn about is the lenses themselves. 

A wild barn owl, not called or baited, in central California.
Canon EOS-1D X, Canon EF 600mm ƒ/4L IS II USM, ƒ/8, 1/1600 sec., ISO 2500, 

Canon Extender EF 2X III teleconverter, Really Right Stuff TVC-33 tripod, 
Wimberley WH-200 II head

A part of the background turned a 
“salmon” color at the last rays of 
sunset in the Alaskan Arctic. A 600mm 
telephoto lens and a 1.4x teleconverter 
made use of that background. The polar 
bear cub suddenly woke up, sat against 
its mom and made this expression, while 
its mom and sibling were in deep sleep. 
Canon EOS-1D X, Canon EF 600mm 
ƒ/4L IS II USM, ƒ/5.6, 1/800 sec., ISO 
1600, Canon Extender EF 1.4X III 
teleconverter, handheld from a small 
boat.

http://www.outdoorphotographer.com/labels/camera-technique.html
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Price 
I have to admit that it took me years to bite the bullet and invest in a 500mm ƒ/4 lens because of its price. Instead, I rented it 
from lensrentals.com and borrowlenses.com several times to make sure the focal length of the lens was right for what I needed. 
(Both companies are reliable.) The rental fee is quite expensive, but at least it’s not as expensive as buying the lens. I recommend 
that you try before you buy—but beware—the cost of multiple rentals does add up. One good thing about investing in a super-
telephoto lens is that it retains value well. I purchased my first 500mm ƒ/4 lens for $5,800 and sold it three years later for $5,500. 

Weight
The second thing that turns most people off is the weight of these lenses. Indeed, it’s true that not many people can handhold a 
super-telephoto lens for an extended period of time. A sturdy tripod and head are essential. I like to use the Gitzo 3542XLS or 
Really Right Stuff TVC-33 carbon-fiber tripod with the Wimberley WH-200 Head Version II for support. The fluid motion of the 
Wimberley head enables movement of the lens without the need to carry it. This setup is good for slow-moving wildlife or birds 
on a perch. When one needs to move around a lot, a monopod such as an Induro monopod paired with the Really Right Stuff 
MH-01 Pro monopod head (designed for heavy telephotos) is a good combo. 

Telephoto Wildlife Tip
I don’t wear camouflage clothing. I just approach wildlife slowly and observe their behavior closely. If I sense they’re not 
comfortable, I back down. 

When the wildlife action requires a bigger range of lens movement, handholding the lens is necessary. The key to handholding a 
heavy telephoto lens is to observe and anticipate the flight path of a bird or the moving path of an animal, and lift up the lens only 
when the moment is right. If you can minimize the time between holding up the lens and when autofocus is acquired, you won’t 
need to handhold it for an extended period of time. You can rest your lens on your shoulder or even put it on the ground to save 
your energy. Once action happens, all you need to do is swing the camera with the lens up to your eye, focus and click the shutter. 
Once the action finishes, you can put the camera down. On a related note, I always use a Don Zeck lens cap to protect the front 
element of the lens when not in use. I also replace the standard lens foot with an aluminum foot to reduce weight.  

Size
With the huge size of a telephoto lens, it’s easier to get scratched when you carry it out in the field. (I always cover it with a 
LensCoat to protect it.) I “upgraded” from a 500mm ƒ/4 lens that I used for four years to a 600mm ƒ/4, thinking that the extra 
100mm would give me an edge. It turned out that I couldn’t even fit the lens with a 1.4x teleconverter mounted to my camera on 
the passenger seat of my car.

One time while I was driving on a backroad, I saw a bobcat. When I tried to point my newly acquired 600mm lens toward the 
bobcat, I could barely stick the front element of the lens out the window due to its much bigger diameter. Maneuvering the lens 
to follow the bobcat was also more difficult. I ended up missing more shots with the 600mm than I did with the 500mm lens, so 
this is something to consider. 

The huge size of these super-telephoto lenses also creates a challenge for commercial air travel. I always put the lens in my Gura 
Gear Bataflae 32L camera backpack. For some reason, airline personnel tend to ask you to gate-check your bag if it has wheels, 
so I avoid roller bags for carry-on. I sometimes pack a Kinesis Long Lens Case (L522 or L622) in my check-in bags. These fit 
my camera, teleconverter and 600mm ƒ/4 all attached, with just the lens hood inverted, so I can quickly take it out without 
assembling the pieces. 

The endangered San Joaquin kit fox, 
which once thrived in the San Joaquin 
Valley of central California, has had to 
adapt to live secretly amid development 
and rarely comes out in daytime. 
With lots of urban structures in the 
background, I crouched and stood, 
moved left and right, to find only this 
remaining part of the background that 
didn’t include man-made distractions, 
when the backlit kit fox mom and pup 
had this interaction. 
Canon EOS-1D X, Canon EF 600mm 
ƒ/4L IS II USM, ƒ/5, 1/1600 sec., ISO 
1600, Canon Extender EF 1.4X III 
teleconverter, Induro monopod, Really 
Right Stuff MH-01 Pro monopod head

lensrentals.com
borrowlenses.com
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Narrow Field of View
Finding a subject through a super-telephoto lens is like looking through a straw. One needs a lot of practice to quickly find and 
lock the subject in the viewfinder. For a fast-moving subject, it’s much more difficult. I suggest going to a local park where there 
are waterfowl to practice tracking them with the lens.

Teleconverters
I almost always have my 1.4x teleconverter on my 600mm ƒ/4 lens, as I don’t see any degradation of image quality. For a 2x 
teleconverter, traditional belief is that it degrades image quality significantly, but in recent years, I’ve seen in several online 
forums where professional photographers and enthusiasts posted their reviews of the performance of 2x teleconverters. The 
results blew me away, especially for Canon teleconverters. 

Essentially, to the naked eye, the image quality was excellent when a 2x teleconverter was attached to a prime super-tele. The 
secret is to “stop down” the aperture. For example, with a 500mm ƒ/4 lens, when attached to a 2x, it becomes 1000mm ƒ/8. If 
one shoots wide open at ƒ/8, the quality degrades a bit, but once you set the aperture at ƒ/11 or smaller, the image quality is 
spectacular. This opens up a whole new world, as most wild animals are elusive and like to stay far away from us. In order to 
capture interaction, a super-close-up perspective always helps tremendously. 
Shutter Speed and Image Stabilization
We’ve been taught that, in order to get a sharp photo, the rule of thumb is to have a shutter speed of 1/focal length of the lens. 
So, for a 600mm lens, one should have a shutter speed of at least 1/600. However, as long as the subject isn’t moving quickly, one 
can obtain a sharp picture with a lower shutter speed. 

The traditional way is to put the camera on a tripod and use a shutter release, but as I mentioned, a tripod slows you down, and 
often it’s not suitable depending on the terrain, such as on a boat or in tall grass and twigs. We can, instead, use two advantages 
that technology provides: high frame rates and image stabilization. Nowadays, many lenses offer four stops of stabilization. I’ve 
produced sharp images with a shutter speed of 1/30 handheld.

A brown bear pouncing for salmon in 
Katmai, Alaska. Never attempt to get 
close to animals that are apex predators, 
such as this brown bear; use a super-
telephoto lens to photograph them from 
a safe distance.
Canon EOS-1D Mark IV, Canon EF 
500mm ƒ/4L IS USM, ƒ/5, 1/1600 sec., 
ISO 800, Really Right Stuff TVC-33 
tripod, Wimberley WH-200 II head



Technology has helped advance super-telephoto photography significantly. The weight of 
many long lenses is more manageable and image stabilization has greatly improved to 
allow a much slower shutter speed to create sharp images handheld. Also, the high ISO 
performance of many cameras opens up a whole new world for wildlife photography, as 
most wildlife and birds are active in early morning and late evening when light is insufficient 
for lower ISOs. By pushing the limit of the telephoto lens and your camera, you can create 
artistic images with perspectives unseen by the naked eye! 

Tin Man Lee has had a deep love for wildlife since childhood. His dream is to capture 
emotion through wildlife photography and to awaken empathy among us. See more of his 
photography at tinmanlee.com. 
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Subjects of different sizes can create tension and unexpectedness, 
as when this American bison was grazing closer and closer toward 
a brown-headed cowbird at Yellowstone National Park, Wyoming. 
Canon EOS-1D Mark IV, Canon EF 500mm ƒ/4L IS USM, ƒ/6.3, 

1/1250 sec., ISO 800, handheld

Creative Technique: Isolation & Interaction
Isolation. The narrow field of view of super-telephoto 
lenses allows us to isolate wildlife and creates soft, 
surreal backgrounds. Sometimes, less is more in 
wildlife photography. The ability to remove distraction 
is a strength of telephoto lenses. When using a super-
telephoto, we always should have our eyes open to the 
way these lenses “see,” meaning we should remain aware 
of the small portion of background behind the wildlife 
and understand how the background that’s captured will 
get compressed, magnified and blurred because of the 
telephoto effect to create something surreal. Always move 
around to look for that background. Just a step to your 
left or right, or crouching down, will create a completely 
different—and better—background.

Interaction. The way super-telephoto lenses isolate 
the subject from the background allows us to show split-
second actions and the intimate interactions with up-close 
details that aren’t easy to see with the naked eye. Those 
split-second actions require quickness to focus on the 
wild animal. In my experience, many of the interesting 
moments happen within a few seconds from when we see 
the animals or when we least expect it. The ability not to 
miss the moment requires us to minimize the time from 
when we acquire focus to the moment the action happens. 
Handholding the lens, or using a monopod instead of 
tripod, sometimes helps.

tinmanlee.com
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Ask Tim Grey 
Answers for Photographers…
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Print Brightness
Posted on February 5, 2015 by Tim Grey     

Today’s Question: I still need to calibrate my monitor – but I also read that just by bumping up the brightness to 20%-30% 
more, would be good enough to compensate for monitor brightness? 

Tim’s Quick Answer: As far as I’m concerned, increasing the brightness of an image for the sole purpose of correcting for a 
print that is too dark is something that should be considered a last resort. Such a step should only be taken after troubleshooting 
the real reason the print is too dark and not being able to properly resolve that issue. While making an adjustment can certainly 
result in a print that better matches what you see on your monitor, I would generally regard this approach as representing a bad 
color management workflow. Also, the monitor should absolutely be calibrated before even trying to consider whether a print is 
too dark in the first place.

More Detail: When it comes to producing an accurate print, the desired result is often described as having a print that 
matches the monitor display. That is certainly our goal when printing, but it doesn’t quite explain what’s really going on. And I 
think that additional detail can be helpful.

What we’re really doing when printing within the context of a color-managed workflow could better be described in two steps. 
First, we want to make sure our monitor is presenting an accurate display of the information contained within our image, so that 
the adjustments we apply are based on an accurate view of the photo. Second, we want to make sure that the printer is producing 
an accurate print based on the information contained in the photo.

When the print doesn’t match what we see on the monitor display, the first thing to be done is figure out why the print doesn’t 
match the monitor display. If your print is too dark, it is quite possibly the result of the display being too bright. So if your 
monitor display is inaccurate, resulting in a print that is inaccurate, to me it makes absolutely no sense to change the print 
settings so that the printer is no longer producing a print that matches the information contained in the photo.

In other words, if your monitor is too bright, the solution is to set the monitor to an appropriate brightness level, not to make 
the printer produce lighter prints.
The first step then, is to calibrate and profile the monitor display so that what you’re seeing is an accurate reflection of the 
information in your photos. Most monitors with their default settings are about twice as bright as they should be. That is a full 
stop of light too bright. Calibrating the display will provide compensation for this issue, so that the brightness of the display 
is appropriate. That, in turn, will help ensure that the adjustments you’re applying are appropriate to the actual photo you’re 
working on.

You also want to make sure, of course, that you’re using a good profile for the printer, ink, and paper combination you’re using 
for printing, and that you’ve established correct settings in the software you’re using to print and in the printer properties dialog.

The bottom line is that you want to be sure that any work you’re doing in the context of color management is helping to make 
all of your devices (monitors and printers, for example) more accurate. Taking this approach will help ensure predictable and 
consistent results both when making prints yourself, and when sending photos to someone else to be printed. 
About Tim Grey
Tim Grey is a photographer who has written more than a dozen books for photographers, has published 
dozens of video training courses, and has had hundreds of articles published in magazines such as Digital 
Photo Pro and Outdoor Photographer, among others. He also publishes the Ask Tim Grey eNewsletter, the 
monthly Pixology digital magazine, and a wide variety of video training courses through his GreyLearning 
website. Tim teaches through workshops, seminars, and appearances at major events around the world. 
Learn more at http://www.timgrey.com. 
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Why are my prints too dark?
By Keith Cooper - Northlight

Why monitor brightness matters.
One of the questions we often get asked at Northlight is: 'Why are my prints too dark?"
Often this comes with a query as to whether it's worth getting print profiling equipment such as the ColorMunki or SpyderPrint.

'Your monitor is probably too bright' is our most common answer.
Keith looks briefly at the issues and suggests some differing approaches to dealing with the problem.
We've got many related articles on this site with more detailed information, along with some useful info we've found on other 
sites.

Your prints look too dark
You've spent a lot of time getting an image to look just right on your screen, you select your paper, you hit the 'Print' button, out 
comes the print. Something doesn't look right. You take the finished print out of the printer and it's just too dark. That shadow 
detail you'd worked on in Photoshop - all gone.

The quickest answer...
I'm going to try and avoid a lot of the more technical answers here - the simple answer is likely to be 'turn down your monitor 
brightness' - if you were just after a quick fix, then try it (of course I'm going to suggest coming back to the article later and 
finding out why it helped, and how to do it more accurately).  

Many people decide to do something about their print problem and after reading up on the web, possibly including some of my 
colour management equipment reviews, they decide that they need to profile their printer.

It's at this point I often get asked as to what equipment is best value/quality. We make a specific point of not selling equipment 
or software at all, so I'm always happy to answer questions like this for people, even if the answer is rarely as clear cut as they'd 
like. I regularly profile papers and create ICC printer profiles here, for our large prints, so yes I'd say profiling can be of use for 
some people, but...

It's a big BUT though...

First there are a whole load of other things you need to consider.
Think of it as a chain running from taking the picture, through to holding the final print in your hands - lots of potential weak 
links.

Camera settings
For the purposes of this article, it doesn't matter if you capture your pictures in JPEG or RAW format. I'm assuming that your 
pictures have the right white balance and are correctly exposed. I choose to always shoot in RAW format, but that's for a whole 
lot of reasons.

Your choice of working colour space

Not too much to worry about here, but you do need to be consistent. Although there is some debate whether, for example, you 
work in Adobe98 or sRGB, the key thing is to be consistent.

For many real world prints, your choice makes little difference. I've an article covering this in more detail - Choosing a working 
colour space.

Editing software
Use colour managed editing software, such as Aperture, Photoshop, Lightroom or the much cheaper (but still very good) 
Photoshop Elements. If you can't find anything about colour management settings in your photo editor, then there is a serious 
possibility it doesn't manage colour correctly - this is not a good thing. 

Keith runs a LinkedIn group (~7900 members) 
for people interested in any aspects of modern Black and White photography: 

Digital Black and White 

http://www.northlight-images.co.uk/leicester_colour_management.html
http://www.northlight-images.co.uk/article_pages/why_use_raw.html
http://www.northlight-images.co.uk/article_pages/colour_management/colour_space_choice.html
http://www.northlight-images.co.uk/article_pages/colour_management/colour_space_choice.html
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Calibrate your monitor
I'll come back to this one, but suffice to say, you need to calibrate your monitor 
to some known consistent setting.

The picture shows a typical monitor calibrator, the Spyder3 Elite.

Working conditions - editing
Your room lighting level for working at a screen makes a difference as to how 
you perceive brightness and contrast levels. It affects colour a bit too, but 
that's a bit beyond what we're looking at here.

Ideally your monitor at it's brightest (white), should be the brightest white you 
can see when looking towards the screen. i.e. no bright desk lamp next to the 
screen where you can see the bulb.

A while ago I wrote an article specifically dealing with room lighting and related 
issues, this includes some suggestions as to appropriate monitor calibration 
settings.

Working conditions - print evaluation
• The print looks too dark? How do you know?
• The best lighting conditions for print evaluation depend on what you're evaluating it for.
• For an exhibition print, then similar lighting levels and lighting type to where it will be displayed are important for those 

final checks.
• For looking at detail for imperfections, such as a misfiring nozzle on an inkjet printer, you need a bright light.
• For soft proofing and editing, the print should be viewed in a light that is bright enough to make the whitest part of your 

screen match the brightness of the brightest white in your print (usually the paper itself).
• I'm lucky enough to have an adjustable print viewing cabinet that I use, but once again the key factor is that I'm adopting 

a consistent approach. There are quite a lot more details about viewing, lighting and proofing in the viewing cabinet review.

I often get asked for suggestions about learning more about the nuts and bolts of Colour Management.
My usual suggestion is Bruce Fraser's Real World Colour Management. My own copy is well thumbed. 
It's my first port of call if I'm asked a question and I feel I don't quite understand an issue well enough 
to be absolutely sure of an answer.

Check latest price/availability from Amazon.com  or Amazon.co.uk  
RWCM  1st Edition RWCM   
RWCM   2nd Edition RWCM  
Other Amazon sites
Amazon France / Amazon Germany  / Amazon Canada

See some other books Keith has on the shelf, on our Books Page
Whatever approach you take to viewing your prints, try and make it a consistent one. In producing my own prints, I try and 
make the whole process as consistent as possible. Then when I see something not looking quite right, I can pin down where the 
problem is likely to be.

The Dark Print problem
• First of all ...you do have your monitor calibrated?
• This has to be the first variable you tackle.
• There are a number of monitor calibration solutions on the market - we've reviews of most, so I'll not go into details of 

http://www.northlight-images.co.uk/reviews/profiling/spyder3elite.html
http://www.northlight-images.co.uk/article_pages/room_lighting.html
http://www.northlight-images.co.uk/article_pages/room_lighting.html
http://www.northlight-images.co.uk/reviews/lighting/viewing-pdv3.html
http://www.northlight-images.co.uk/reviews/lighting/viewing-pdv3.html
https://www.amazon.co.uk/World-Color-Management-Bruce-Fraser/dp/0201773406/279-7972512-5032535?ie=UTF8&camp=1634&creative=6738&creativeASIN=0201773406&linkCode=as2&redirect=true&tag=northlightima-21
http://www.amazon.com/gp/product/0201773406?ie=UTF8&tag=northligimage-20&linkCode=as2&camp=1789&creative=9325&creativeASIN=0201773406
https://www.amazon.co.uk/Real-World-Color-Management-Industrial-Strength/dp/0321267222?ie=UTF8&camp=1634&creative=6738&creativeASIN=0321267222&linkCode=as2&redirect=true&tag=northlightima-21
http://www.amazon.com/gp/product/0201773406?ie=UTF8&tag=northligimage-20&linkCode=as2&camp=1789&creative=9325&creativeASIN=0201773406
https://www.amazon.fr/b?_encoding=UTF8&site-redirect=&node=13921051&tag=northimage01-21&linkCode=ur2&camp=1642&creative=6746
https://www.amazon.de/b?_encoding=UTF8&site-redirect=de&node=562066&tag=northimage05-21&linkCode=ur2&camp=1638&creative=6742
https://www.amazon.ca/b?_encoding=UTF8&site-redirect=&node=677230011&tag=northimage-20&linkCode=ur2&camp=15121&creative=330641
http://www.northlight-images.co.uk/digital_photo_books.html
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functionality, but they're all pretty easy to use.
• The key to the dark print problem is usually that people have their monitors set too bright. When the monitor is bright, the 

dark areas are brighter too, this gives the subjective effect of 'opening up the shadows'. As with most things connected with 
vision, it's not quite as simple as this, but it'll do for the moment.

• The usual approach is to recommend a particular value for the brightness (or luminance) of your monitor. This is even more 
important with modern LCD screens, since they are inherently much brighter than our old CRT monitors.

No luminance setting?
Some more basic calibrators don't have a setting for screen brightness adjustment. For an initial guess, I'd try setting screen 
brightness to around 60% of maximum before calibration (or 40% for iMacs and other 'bright' displays). Whatever you set it 
to, just reduce it from the settings that are giving the dark prints.
The luminance value depends on your ambient light levels to some extent, and some profiling solutions will suggest monitor 
settings for a screen brightness based on these ambient light levels.
Do note that this ambient measurement is -not- the same as the dynamic adjustment you can get with the huey calibrator - a 
feature I always tell anyone with a huey, to leave firmly turned off.

There are some suggestions for actual screen brightnesses to try in the Room Lighting article, but my own monitor is currently 
set to ~110 cd/m2, 6500K and a gamma of 2.2
• How dark should your room be? Article on the ISO lighting standards
• Using your camera as a lux meter

If you are producing good quality prints, but are having difficulty with them looking a bit too light or too dark, it's quite possible 
to use a print to get a better idea of the monitor luminance you should try.

If you just print your own work, then 
matching your screen brightness to 
a known good print of a test image 
when viewed under your normal print 
evaluation lighting will usually suffice.

We have a range of free test images 
available for colour and black and white 
- just don't use one of your own photos 
as a test print.

I often use the Datacolor one, for which 
we've a full description of what each 
part of the image is there to test.
Once you've got the monitor and viewing 
levels set, it's much easier to evaluate 
overall print quality by comparison, 
and then edit your images to get better 
prints.

The photo above, shows the difference you get when looking at images with different white points (colour temperatures). The 
light from the viewing stand is warmer than the laptop. Normally you just wouldn't put the two next to each other. In real life, 
in the time it takes you to look from one to the other, your eyesight will compensate.

This example is from our review of a professional viewing cabinet, where I've written more about this aspect of matching. 
There is a slight weakness in this system if you send your images to a third party for them to use. Your print might not be a 
'correct' version of the test file, so if you are basing your edits on how your own prints look, there is a potential for introducing 
a systematic error. The expensive way to get round this is to use a certified proof print for your comparisons, however using a 
known good test image is more than good enough for most people. A good colour test image contains enough 'common' colours 
that should show up printing problems (skin colours for example).

One quick way to see whether your print viewing light level is at the same as your monitor is to display a white screen, and take 
a photo of it. Then with the same camera settings, take a photo of a blank white sheet of paper under your viewing lighting.
Look at both images on your monitor and you'll see which is brighter. In fact, you don't even have to take the photos if your 
camera has a spot meter or you get close enough to fill the field. I'm not talking of exact matches here - half a stop shouldn't 
make much difference.

After monitor calibration...
I've assumed that to adjust your editing, you have a good print to look at. What if your printer isn't producing very good prints? 
This is where printer profiling may help. It's a way of matching up the colours and brightnesses in your image to the particular 

http://www.northlight-images.co.uk/reviews/pantone_huey.html
http://www.northlight-images.co.uk/article_pages/room_lighting.html
http://www.northlight-images.co.uk/article_pages/test_images.html
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capabilities/quirks of your ink/paper/printer combination. It's not a panacea, there are some combinations that don't work, 
and there are some printers that just aren't very good for particular types of print. We've many reviews of printer profiling 
solutions on this site, several of which also contain more general information about the process. The thing to remember, is that 
the effectiveness of profiling in helping you produce better prints depends on you being able to correctly evaluate profile and 
print quality. Having consistent print evaluation lighting is important. It's no good taking one print to the window to check in 
daylight, whilst the next one is looked at with a desk lamp. 

Let's say you have set up some Solux lamps or even a simple Grafilite 
(right) to evaluate prints. This should produce more consistent results. 
(The similar Ott-lite is under $40 at Amazon.com).

What though if your consistent results are to be shown in dim lighting (a 
restaurant for example)? Your prints will probably look too dark in dim 
light.

My own general solution is add a lightening curves adjustment layer to the 
final sharpened print file, before printing. For a large bespoke print I may 
create several small test prints with different settings, I'll take these along 
to where the print is going and see which looks best. 

It is possible to create different ICC profiles for different viewing conditions 
(the SpyderPrint software allows this, as does the more expensive i1Profiler 
software, I often use at Northlight) This takes more work, so is generally 
only something I'd use for my larger commissioned prints.

Summary
Thank you for supporting our site. The articles and reviews are written in my spare time - I really 
appreciate all the people who have taken the time to write to me to say when they have been useful.
Could you help? -- I'm determined to keep this site 100% free, but if you'd like to contribute at no 
extra cost to yourself then just use one of my links to visit an Amazon site or other supplier when you 
want to buy something.

If you follow a link below and then buy absolutely anything (not even camera related) we get a small 
commission Amazon UK / Amazon France / Amazon Germany | Amazon USA / Amazon Canada / 
Amazon Italy | B&H | Adorama | Macphun | Topaz | Wex (UK)

(Other ways to help the site)
BTW If you've just found the site via the rumours pages - please do have a look round the articles and reviews, since they are far 
more important to me, in helping people get more out of their photography.

Thanks again - Keith and Karen at Northlight Images

Don't set your monitor too bright - this is the classic reason I find for people getting prints that look too dark. It's no good turning 
down your monitor while still editing images in a bright daylight lit room - the environment sometimes needs 'turning down' too.
'Too Dark' is somewhat subjective - evaluate proper test images and look to set up some consistent approach to print lighting 
for evaluation.

A bit more care in setting up your surroundings will help improve the consistency and accuracy of your work. Aim for consistent 
printing and then apply corrections for special print lighting as and when needed for specific prints.

More Info on this site
• Why don't my prints match my screen? - title says it all...
• Dark prints revisited - If you're having problems adjusting your monitor, I've some details of an experimental approach, 

using adjustment curve layers that may be of some help.
• Beware the colour management tar pit - As colour management hardware comes down in price, more and more people are 

being told it will cure all their problems. A personal view from Keith covering some of the things it is good for, but also why 
you should be careful to understand why you are doing it in the first place.

• Room lighting and decoration
• The Viewing page - basic monitor set-up.
• Print viewing distances - what printer and image resolutions to use for different print sizes.
• An Introduction to colour management article by Keith and collection of CM info.

http://www.northlight-images.co.uk/reviews.html
http://www.northlight-images.co.uk/reviews.html
http://www.amazon.com/gp/product/B00070PA8U/ref=as_li_tf_tl?ie=UTF8&tag=northligimage-20&linkCode=as2&camp=217145&creative=399373&creativeASIN=B00070PA8U
http://www.northlight-images.co.uk/reviews/profiling/spyder3print.html
http://www.northlight-images.co.uk/reviews/profiling/i1_profiler_rgb_print.html
https://www.amazon.co.uk/Photography-Accessories-Bundles-Scopes/b?ie=UTF8&node=560834&ref_=sa_menu_p2
https://www.amazon.fr/b?_encoding=UTF8&site-redirect=&node=13921051&tag=northimage01-21&linkCode=ur2&camp=1642&creative=6746
https://www.amazon.de/b?_encoding=UTF8&site-redirect=de&node=562066&tag=northimage05-21&linkCode=ur2&camp=1638&creative=6742
http://www.amazon.com/b?_encoding=UTF8&site-redirect=&node=13900861&tag=northligimage-20&linkCode=ur2&camp=1789&creative=9325
https://www.amazon.ca/b?_encoding=UTF8&site-redirect=&node=677230011&tag=northimage-20&linkCode=ur2&camp=15121&creative=330641
https://www.amazon.it/278-7562289-2315834?ie=UTF8&camp=3370&creative=23322&linkCode=ur2&tag=northimage03-21
http://www.bhphotovideo.com/c/browse/Rebates-Promotions/ac/rebates/N/4090209567/promotionPage/BI/2008/KBID/2711
http://www.adorama.com/searchsite/default.aspx?category=1000075&utm_term=Search&utm_medium=Affiliate&utm_campaign=Search&utm_source=rflaid64416
https://secure.avangate.com/order/product.php?PRODS=4626017&QTY=1&AFFILIATE=52214
https://www.topazlabs.com/store
http://www.wexphotographic.com/?awc=2298_1464196310_d3c4661adc6248daaac9a6acb3aa0fdb&utm_source=aw
http://www.northlight-images.co.uk/helping_our_site.html
http://www.northlight-images.co.uk/rumours.html
http://www.northlight-images.co.uk/articles.php
http://www.northlight-images.co.uk/article_pages/match_prints_to_screen.html
http://www.northlight-images.co.uk/stuff2/?p=1361
http://www.northlight-images.co.uk/article_pages/colour_management.html
http://www.northlight-images.co.uk/article_pages/room_lighting.html
http://www.northlight-images.co.uk/viewing.html
http://www.northlight-images.co.uk/article_pages/print_viewing_distance.html
http://www.northlight-images.co.uk/article_pages/CM_intro.html

