
Stockton Camera Club

Careful, Don’t Touch the Pole
Class A Print of the Month Ron Wetherell

Coral Pink Sand Dunes, Kanab, UT 
Class AAA Print of the Month - Susanne Nichols

Great Egret With Hatchlings
Class AA Print of the Month Christine Blue
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Reflections on the Vietnam Wall
Christine Blue

Barnwood and Lichen
Dean Taylor

What A Day
Trey Steinhart

Palace of Fine Arts
Elizabeth Parrish
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Moonlight on Angels Wings
Christine Blue

California Condor Portrait
Dean Taylor

Leucospermum Tango
Trey Steinhart

Posing Tintype
Em McLaren
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June Meeting Notes

A big thanks to Sheldon McCormick and Heide for taking the notes for this meeting.

Heide opened the meeting at 6:30 PM. There were no guests in attendance. She mentioned that Em’s sister passed away and that 
car and flowers will be sent. The next SJVCCC competition will be held at the Oct. meeting. They are now on break.

1. The Lodi Grape Festival is coming up. You can pick up entries at the Lodi Fair Grounds or go to:  www.grapefestival.com and 
download them.

2. The Stockton Camera Club will hold their annual potluck in Aug.  It will be held at Trey’s house on Aug. 17 at 6:00 PM. Trey 
will send out the gate code to those attending. Doug will be putting on a presentation. Please RSVP to Heide letting her know 
what you are bringing and how many in your group will be there. Her e-mail is:  h1stover@aol.com

3. Dean talked about the success at the Delicato Photo Show. Dean took 3rd and an honorable mention in the “Animal Category”. 
Doug took 2nd; Elizabeth took 3rd, and Gary honorable mention. In the “Other Category”, Joanne took 1st and Em 3rd in the 
“People/Portrait Category”. Gary took 1st, and Doug took 3rd in “Travel/Architecture Category”. Our new member Dawn had 
an acceptance. Congratulations to everyone!

4. The San Joaquin Fair is now going on. No one from our club entered the photography show.

Dean introduced this month’s judge, Rich Turner. The competition this month is Prints only.
Rich had worked at the Stockton Record until 1990. He now does Commercial Aerial Photos and has done a lot of work 
photographing the Delta. He has a book called the Delta Grandeur and also has a traveling show. The show will be at the 
Pleasanton Museum in July, with a reception on July 12th.

PRINT WINNER COMPETITION FOR JUNE

A        “CAREFUL, DON’T TOUCH THE POLE” by Ron Wetherell

AA        “GREAT EGRET WITH HATCHLINGS” by Christine Blue

AAA    “CORAL PINK SAND DUNES, KANAB, UT” by Susanne Nichols

Congratulations to the winners!

The SPECIAL SUBJECT for July will be Action Sports.

If there are any additions or corrections to the notes, please let me know. 

Thanks, em

www.grapefestival.com


SCC Officers 2017
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
Susanne Nichols
Email: 66susnic@gmail.com
Committee Chairs

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/Educational 
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
July 2017

By Heide Stover
It was fun to see all the prints members entered at the June meeting. Attendance was 
low but most members got their images in anyway, it looked like!

Congratulations to those who showed at Delicato. Our members that entered did 
well. Grape festival is coming up next so hope all of you are checking that one out. I 
sent out the info on it. If you didn’t receive it let me know. 

With that hot streak we had I sure didn’t feel like going out to take pictures. But there 
are things people can take pictures of in an air conditioned home.

And now with July 4th coming up there should be plenty of things out there to shoot. I 
look forward to seeing what comes up on the screen or print box at our next meeting.

The potluck is in August. Please remember to RSVP to me. The potlucks are always 
fun and a good way to get know members as this is a social event.

See you all at the July meeting. Till then, 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!

RedRiverPaper Trey Ratcliff

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:66susnic%40gmail.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=
http://www.redrivercatalog.com/browse/index.htm
https://store.stuckincustoms.com/


Topaz Labs

breakthrough.photography

For a 15% discount go to 
Topaz Labs and apply the code, 
SCCC15TOPAZ, at checkout
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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

http://www.topazlabs.com/store
https://www.topazlabs.com/store
http://breakthrough.photography/
https://www.topazlabs.com/store
https://www.creativelive.com/catalog/all


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 10 points. All prints 
or digital images receiving 9 or 10 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 9-point honor winners. Maker’s names will be 
announced for the 10 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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2017 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 10 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 1400 x 1050 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 10 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
June 2017 Competition Standings

This month’s judge, Rich Turner, a local profession photographer viewed 76 images with an average of 8.37. He 
awarded 12 tens.  The following received print of the month honors.

Congratulations to all the winners!!!

Print of the Month Class A – Careful, Don’t Touch the Pole by Ron Wetherell
Print of the Month Class AA – Great Egret with Hatchlings by Christine Blue

Print of the Month Class AAA – Coral Pink Sand Dues, Kanab, UT by Susanne Nichols
Please check out the website, http://www.stockton-cameraclub.com/home.html

June 2017 - Class A TOTAL OPEN SUBJECT FEB MAR MAY JUNE JULY SEPT OCT NOV DEC
Richard Bullard 144 117 27 37 37 37 33 0 0 0 0 0
Wayne Carlson 139 110 29 33 38 37 31 0 0 0 0 0
Dawn LeAnn Bassnett 52 34 18 0 16 36 0 0 0 0 0 0
Ron Wetheral 45 45 0 0 10 0 35 0 0 0 0 0
Lanny Brown 44 35 9 27 0 17 0 0 0 0 0 0
Matt Lawson 27 18 9 0 0 27 0 0 0 0 0 0

June 2017 - Class AA TOTAL OPEN  SS FEB MAR MAY JUNE JULY SEPT OCT NOV DEC
Christine Blue 151 123 28 37 37 38 39 0 0 0 0 0
Kris Borgen 146 118 28 37 38 37 34 0 0 0 0 0
Elizabeth Parrish 145 118 27 36 36 37 36 0 0 0 0 0
Paul Chapman 143 116 27 37 36 37 33 0 0 0 0 0
Sheldon McCormick 142 114 28 36 34 38 34 0 0 0 0 0
Gary Brown 139 111 28 35 37 36 31 0 0 0 0 0

June 2017 - Class AAA TOTAL OPEN SUBJECT FEB MAR MAY JUNE JULY SEPT OCT NOV DEC
Trey Steinhart 154 126 28 40 39 37 38 0 0 0 0 0
Sharon McLemore 152 122 30 37 40 40 35 0 0 0 0 0
Dean Taylor 152 122 30 39 38 38 37 0 0 0 0 0
Doug Ridgway 151 122 29 37 40 39 35 0 0 0 0 0
Ed Ricter 151 122 29 38 40 38 35 0 0 0 0 0
Joanne Sogsti 150 121 29 39 37 38 36 0 0 0 0 0
Susanne Nichols 150 132 18 38 40 37 35 0 0 0 0 0
Heide Stover 149 120 29 39 39 38 33 0 0 0 0 0
Stan Sogsti 145 115 30 36 38 38 33 0 0 0 0 0
Em McLaren 142 116 26 34 33 39 36 0 0 0 0 0

http://www.stockton-cameraclub.com/home.htmlhttp://
http://www.stockton-cameraclub.com/home.htmlhttp://
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2017 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

Thursday
July 20

West Lane Bowling Alley
Stockton

July General Meeting
Special Subject - Action/Sports

Thursday
August 17 Trey Steinhart’s Home Annual Potluck

Thursday
September 21

West Lane Bowling Alley
Stockton

September General Meeting
Special Subject - Environmental Trash

Thursday
October 19

West Lane Bowling Alley
Stockton

October General Meeting
Special Subject - Black and White

Thursday
November 16

West Lane Bowling Alley
Stockton

November General Meeting
Prints only with no special subject

Thursday
December 21

West Lane Bowling Alley
Stockton

December General Meeting
Special Subject - Roadscapes (Like Landscapes)

2018 Calendar of Events
January, 2018 TBA 2018 Annual Banquet

Thursday
February 15

West Lane Bowling Alley
Stockton

February General Meeting
Special Subject - Neon/Lighted Signs

Thursday
March 15

West Lane Bowling Alley
Stockton

March General Meeting
Special Subject - Arches

Thursday
May 17

West Lane Bowling Alley
Stockton

May General Meeting
Special Subject - Travel With PSA Rules

Thursday
June 21

West Lane Bowling Alley
Stockton

June General Meeting
Prints only with no special subject

Thursday
July 19

West Lane Bowling Alley
Stockton

July General Meeting
Special Subject - Flowers

mailto:h1stover%40aol.com%0D?subject=


How to Photograph a Solar Eclipse
By Todd Vorenkamp 

When the moon passes directly between Earth and the 
sun, those on Earth are treated to one of nature’s greatest 
spectacles—a total solar eclipse. It is a phenomenon 
that almost every observer would like to capture in a 
photograph.

Due to the rarity of the event, the short duration in which 
to capture it, and the dynamic nature of the subject, it is 
one of those photographic opportunities that requires the 
proper gear, setup, planning, and practice.

I cannot emphasize the previous sentence enough. Plan 
your eclipse photography, have the right gear, and 
practice, practice, practice on the non-eclipsed sun before 
the big event. 
SAFETY FIRST
DO NOT look at the sun with your naked eyes. 
Permanent damage to your eyesight, and even blindness 
may result. ALWAYS wear certified solar viewing glasses 
when viewing the sun before, during, and after an eclipse. 
We have all glanced at the sun, but prolonged exposure 
causes permanent damage. During an eclipse, when the 
moon covers a portion of the sun, the intensity of the light 
remains constant. The ONLY time it is safe to look toward 
the sun with the naked eye is during the brief period of 
totality at the height of a total eclipse of the sun.

DO NOT point a camera at the sun unless the optics are 
fitted with a certified solar filter. Optics can magnify the 
intensity and brightness of sunlight, and this can cause 
damage to your equipment.

DO NOT look through the viewfinder of an unfiltered 
SLR camera when it is pointed at or near the sun because 
of the increase in intensity and brightness of the sunlight 
passing through magnifying optics.

DO NOT look through the viewfinder of a rangefinder 
camera when it is pointed at or near the sun, as the optical 
viewfinder will not protect your eyes from the sun’s 
damaging light.

DO NOT point an unfiltered digital camera at the sun 
and use live view or an electronic viewfinder, due to the 
possibility of focusing concentrated, unfiltered sunlight at 
your camera’s sensor.

ENJOYMENT SECOND
A solar eclipse is not an everyday event. Some people 
will go their entire lives without witnessing one. Some 
will travel far and wide to try to see one or more in a 
lifetime—especially for rare total solar eclipses.

So, what you DO NOT want to do is spend an entire eclipse event messing around with your camera gear, or viewing it entirely 
through a camera’s viewfinder or on an LCD screen.

LOOK at the eclipse. Enjoy it with your own (protected) eyes. As amazing as it would be to get a great photograph, I promise 
you that you will have a lifetime of regrets if you miss the whole show because you are hyper-focused on photographing the event. 
Besides, I’ve been told it looks much more amazing to the eyes than it does to the camera.

10

Above photograph by Todd Vorenkamp

 Diamond-ring effect

https://www.bhphotovideo.com/explora/users/todd-vorenkamp
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Be present! Now that we have that stuff out of the way, let’s look at how to get the shot!

Basic Gear

1. Eclipse glasses. You’ll need these for a couple of reasons. a) You’ll want 
to view the eclipse with your own eyes and, b) you’ll need them to better 
aim your camera at the sun.

2. Camera. You do not need a professional DSLR camera to photograph 
the eclipse. In fact, any camera will do, depending on how you want to 
capture the event. You just need to take the proper precautions to protect 
the camera (and your eyes).

 

3. Tripod. The sun is beyond bright, so, when photographing the partial 
phases of an eclipse, you don’t technically need a camera support to avoid 
camera shake, because your shutter speeds will be very short. However, 
during totality, the sun is blocked out, which basically means that you are 
photographing in darkness. Here is some further reading on gear needed 
for night photography, to fully prepare you for these conditions. Also, since 
the eclipse happens over a stretch of time, you may not want to be holding 
a heavy camera rig for minutes or hours at a time.

4. Remote shutter release. When it gets dark, your shutter speeds will 
fall and you’ll want to trigger your camera remotely with a cable release, 
electronic release, or mobile device to prevent camera shake and blurring 
of your images.

Celestron EclipSmart Ultra 
8-Piece Solar Observing and Imaging Kit

Panasonic LUMIX GH5

Really Right Stuff TVC-33 
Versa Series 3 Carbon Fiber Tripod

 Vello Shutter Boss II Timer Remote Switch

https://www.bhphotovideo.com/c/buy/solar-eclipse-glasses-accessories/ci/32948/N/3537148337
https://www.bhphotovideo.com/c/buy/Digital-Cameras/ci/9811/N/4288586282
https://www.bhphotovideo.com/explora/photography/buying-guide/10-recommended-tripods-photography
https://www.bhphotovideo.com/explora/photography/tips-and-solutions/8-essential-tools-night-photographers
https://www.bhphotovideo.com/c/buy/Remote-Controls/ci/4948/N/3777857690
https://www.bhphotovideo.com/c/buy/threaded-cable-releases/ci/27981/N/3777857687
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Gear: Solar Filters
When photographing the sun, you will need a solar filter for your camera 
and lens. The ONLY time the filter is not needed is when the sun is 
completely obscured by the moon during the totality portion of a total solar 
eclipse. 
Several online tutorials mention using a neutral density filter or stacking 
neutral density (ND) filters. I ONLY recommend using a properly designated 
solar filter. I am not alone in this recommendation. Experts at NASA, the 
National Science Foundation, the American Astronomical Society, Nikon, 
Space.com, Sky & Telescope magazine, and others all recommend solar 
filters instead of neutral density filters. Why? Because these are the only 
filters designed specifically for viewing the sun, and they are constructed 
to not only sufficiently dim the sunlight, but they also protect your eyes 
and equipment from non-visible IR and UV radiation. Solar photography 
is NOT the time to experiment with homemade filtration concoctions, like 
stacking polarizers and ND filters, in an effort to save a few bucks. 
There are some ND filters out there marketed for solar photography. If you 
are looking for this type of filter, it looks like the consensus among brands 
is that 16-stops is the minimum strength for a filter. In comparing different 
brands, there was a dramatic difference between the light transmission of 
one brand’s 16.5-stop filter and a competing brand. This concerns me a bit. 
Use at your own risk! 
WARNING: Do NOT use these filters with an optical viewfinder! Many 
come with fine-print on their packaging, so use due diligence and stick to 
using your Live View mode or an electronic viewfinder. Your safest option 
is a solar filter, but the optical glass ND filter may have other uses besides 
solar photography.

When it comes to solar filters, you have several options: filter sheet, screw-
on front filter, or a solar filter that mounts between the camera and lens on 
an interchangeable-lens setup.

Filter sheet Mylar white-light solar filters come in different shapes and 
sizes. Some, like the one included in this Celestron EclipSmart kit, are 
round and have tether holes to secure to your camera and/or lens. Many 
veteran observers also use sheets of #14 Welder’s Glass, which they mount 
or hold in front of the camera.

Screw-On Filter These white-light filters thread on your camera lens 
just like a standard threaded filter. However, they are designed for solar 
observing. Some are made of Mylar film inside of a filter ring, and others 
are made from optical glass. Pay attention to the fine print, some filter 
brands state that you should not look through an optical viewfinder or 
eyepiece while using them—they are for electronic viewfinders or LCD 
screens only.

MrStarGuy 
95mm Thread-in White-Light Solar Filter

A solar filter on the front of a Nikon 300mm f/4 
lensTodd Vorenkamp

A Mylar filter on the front of a Leica APO Televid 
77 spotting scopeTodd Vorenkamp

Space.com
https://www.bhphotovideo.com/c/search?Ntt=Celestron%20EclipSmart%20kit&N=0&InitialSearch=yes&sts=ma&Top+Nav-Search=


If a screw-on filter does not have the correct diameter for your chosen lens, 
you can simply employ a step-up ring and adapt the larger filter to your 
smaller lens.

The color of the sun in your images is dependent on the type of white-light solar filter used. Metal-coated glass and black polymer 
filters result in a yellow or orange tint. Aluminized Mylar filters show a bluish sun. #14 Welder’s Glass creates a greenish image.
Intermediate Filter Intermediate filters, like the DayStar Quarks, are designed for solar imaging. They mount between your 
Canon- or Nikon-mount lens and your camera. The design of the optics filters out different wavelengths of light, allowing you to 
see detail on the surface of the sun that is not visible with standard white-light solar filters. 

WARNING: Regardless of the filter system you employ, take care to ensure 
the filter does not accidentally come off your rig while photographing the 
sun.

Restated to emphasize: Filters are needed at all times for solar viewing, 
except during the height of a total solar eclipse. So, when photographing 
the sun during totality, you should remove your filters. More on this later.

Gear: Lenses and Focal Length
When we think of the midday sun overhead, we envision it filling the sky 
with brilliant light. The truth is that even though the sun is 864,000 miles 
wide (109 times the size of Earth), the fact that it is approximately 93 
million miles away means that it appears to be almost the same size as 
the Moon in our skies. Don’t believe me? Just look at a solar eclipse to see 
how the moon, when it is at or near its closest approach to Earth (perigee), 
blocks out the entire sun. (When the moon is farther from Earth (apogee), 
the result is a partial blockage of the sun during what is called an annular 
solar eclipse.)

What this means is that, with a wide-angle lens, the sun is very small in your frame. With a standard-length telephoto lens, the 
sun is slightly larger, but not frame-filling. To fill your viewfinder, you will 
likely need to go well past a 300mm focal length lens.

 

During the total eclipse of the sun, when the umbral shadow passes over the 
observer, the sun’s corona, usually invisible to the naked eye, is suddenly 
visible and it extends well away from the surface of the sun. So, an extreme 
telephoto lens may cause you to crop out significant portions of the corona. 
Keep this in mind when selecting a lens for an eclipse image. A focal length 
between 500mm and 1000mm will allow you to capture most of the corona 
while keeping the sun a good size in the frame.

Do some research online by looking at the thousands of images of solar 
eclipses available on photo sites. Many have information on the gear used 
to capture a particular image, including camera type, lens focal length, and 
exposure settings.
 

 Sensei 67-77mm Step-Up Ring

DayStar Filters Camera Quark H-alpha 
Solar Filter
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https://www.bhphotovideo.com/c/search?Ntt=DayStar%20Quarks&N=0&InitialSearch=yes&sts=ma&Top+Nav-Search=


A popular approach is to capture the many phases of the eclipse and some 
scenic foreground detail with a standard focal length lens or a standard 
telephoto. You do not have to go out and buy an extreme telephoto to capture 
a beautiful image of a solar eclipse, but if you are looking for a telephoto 
lens on a budget that reaches farther than your trusty kit lenses, consider 
the relatively inexpensive catadioptric mirror lens for solar viewing. These 
lenses are small, light, and easily portable.
 

Gear: Digiscoping
Digiscoping is a popular way to photograph the sun and solar eclipses. 
Many telescopes and spotting scopes allow cameras to be affixed to the 
scopes via adapters. Additionally, you can just hold a mobile device camera 
or point-and-shoot to the eyepiece of a scope or binoculars for casual 
digiscoping. The advantage of digiscoping is that, like with a mirror lens, 
you can achieve high levels of magnification without much of the expense 
of an exotic photographic telephoto lens.

Unless you are digiscoping through a dedicated solar viewing telescope, 
you must use a solar filter for imaging the sun. Some spotting scopes or 
telescopes have threaded front openings that allow the attachment of 
screw-in filters, and others have solar-viewing eyepieces. If your scope isn’t 
threaded, you can cover the objective lens with a filter sheet (described 
above).
 

Rokinon Reflex 300mm f/6.3 UMC CS Lens

 Vortex Razor HD 27-60x85 Spotting Scope 
(Angled-Viewing)

Digiscoping the sun with a Leica APO Televid 
77 spotting scope, eyepiece adapter, and Fujifilm 

X-T2 camera Todd Vorenkamp
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https://www.bhphotovideo.com/c/search?Ntt=catadioptric%20mirror%20lens&N=0&InitialSearch=yes&sts=ma&Top+Nav-Search=
https://www.bhphotovideo.com/explora/photography/tips-and-solutions/guide-birding-and-digiscoping
https://www.bhphotovideo.com/c/search?Ntt=solar%20viewing%20telescope&N=0&InitialSearch=yes&sts=ma&Top+Nav-Search=


Camera Settings: Aperture, Shutter Speed, ISO and Bracket!
During the progression from direct sunlight to the height of a total solar 
eclipse, the light will quickly change from broad daylight to twilight-like 
darkness. For the photographer, this is a blessing and a curse. The light 
really will not change dramatically until the eclipse approaches totality, so 
your camera settings can be static for a huge portion of the event—a good 
thing. The curse is that, when the eclipse show is at its most exciting, the 
light will be changing quickly, and you must be ready to adapt. Bummer! 
Luckily for all of us, eclipse photographers have given us some great 
exposure guidelines on which to base our settings, so we can efficiently 
prepare for the show.

When the eclipse reaches totality and you have removed your solar filter 
from your camera, this is the time to start bracketing your shots heavily. 
Use the exposure guide as just that, a guide. Bracket, bracket, and bracket 
some more. According to experts, there is a vast 12-stop dynamic range 
from the corona at the sun’s surface to the outer edges of the corona. Shoot 

a ton of shots at different exposures. When you post-process later, you can choose the one that looks best. But, during this rarest 
of events, do not just lock into one exposure and take a bunch of equally exposed images.

When it comes to ISO, you should set your camera to its native ISO—the lowest un-boosted ISO setting. For most Canon and 
Sony cameras, this is ISO 100. For most Nikon and Fujifilm cameras, it is ISO 200. Research the Web for your make and model 
and the native ISO of your particular camera.

TOTAL SOLAR ECLIPSE EXPOSURE SETTING GUIDELINES
ISO200

Aperture (f/stop)
 f/2.8 f/4 f/5.6 f/8 f/11

Shutter Speed
Outer Corona 1/4 1/2 1 sec. 2 sec. 4 sec.
Mid Corona 1/30th 1/15th 1/8th 1/4 1/2
Inner Corona 1/1000th 1/500th 1/250th 1/125th 1/60th
 
Diamond Ring 1/1000th 1/500th 1/250th 1/125th 1/60th
 
Baily’s Beads ---- 1/32,000th 1/16,000th 1/8000th 1/4000th
 
Prominences 1/16,000th 1/8000th 1/4000th 1/2000th 1/1000th

Here are some additional settings to consider for your eclipse photographs.
1. DO NOT USE A FLASH. When the sun is out, the flash is useless. When the sun is obscured and all is dark, your flash will 
not illuminate the dark side of the moon, but it will annoy those around you trying to enjoy the spectacle. Also, by popping a 
flash, you will prove to everyone present that you don’t read this blog and, therefore, have no idea what you are doing with your 
camera.
2. Stock up on memory cards and shoot raw files. Have sufficient memory to handle a lot of raw images.
3. Use mirror lock-up on an SLR camera to minimize vibration.
4. Don’t be afraid to underexpose by a stop or two, or more. Avoid blown-out highlights. Use the highlight “blinkies” if your 
camera has them.
5. Take an occasional glance at your histogram to verify exposure.
6. Use live view or an electronic viewfinder for the “what you see is what you get” advantage. It is also safer for your eyes to NOT 
be looking through an optical finder if you ignored my advice about securely mounting a filter.

The view on the LCD screen of the Fujifilm 
camera and a 1500mm-equivalent Leica APO 

Televid 77 spotting scope Todd Vorenkamp
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Composition Tips
If you are photographing the sun (and the eclipsing new moon) as the 
only subject in your image, you can certainly center the sun in the frame. 
But, feel free to position your subject using the rule of thirds, or place it 
somewhere else in the frame for potentially dramatic effects or a unique 
look. 

If you are shooting a wide-angle image and want to include some foreground 
detail, be sure that whatever you include in the foreground will not block 
the path of the sun, and be careful not to let that scenery dominate the 
scene—the dramatic display of this rare event will focus all attention on 
the solar eclipse. Also, with a solar filter in place, the foreground scenery 
will not show up in a photograph, so you will likely need to make multiple 
exposures.
 
Shooting the Eclipse: Telephoto Lens
Of course, you can just wait for totality, point your camera at the sun 
and moon, and snap a photo, but you will likely want to capture all the 
wonderful phases of the solar eclipse. This means you will need to track the 
sun across the sky for a few hours, and keep shooting as the eclipse moves 
toward totality and then back toward a full sun on the other side.

This is where planning comes in. How many photos do you want to take? 
Should you divide the eclipse up into equal parts by time and capture, 
for instance, one image every six minutes before and after totality? Many 
photographers put together beautiful montages showing the progression 
of the eclipse through its entire cycle. If you are planning on a montage or 
image series, you will want a solid game plan going into the event. For those 
planning multiple exposures, know that the Earth’s rotation causes the sun 
to move the distance of one solar diameter through the sky approximately 
every two minutes.

Also, you have to track the sun across the sky—either manually by hand or 
on a tripod, or with an electronic tracking telescope mount. One advantage 
of the mount is that, if used correctly, the sun will remain at a constant 
position through your frames and you will not have to work to manually 
track the event.

Here is the standard progression.
1. The eclipse approaches, you attach the solar filter to your lens and start by shooting the full sun, and then continue to shoot as 
the moon intercepts the sun’s light.
2. Once the sun is totally obscured, you must then remove your filtration and photograph totality without a filter—capturing the 
awe-inspiring sight.
3. At the end of totality, when the sun starts to reappear, replace your filters and continue to shoot as the moon slides clear of the 
sun.

Shooting the Eclipse: Wide(r) Angle View
The benefit of using a normal focal length lens or a non-super telephoto is the ability to include some surrounding scenery in the 
foreground of your eclipse image(s). This is especially cool if you are shooting the sun before a spectacular mountain range, rock 
formation, man-made landmark, something else visually complimentary, or something that provides a sense of location.

The progression will be the same as above, but you will also have to capture images that are exposed for your foreground as, 
during totality, all will be dark.

Again, research is the key here. No two scenes will be exactly alike as far as lighting, composition, and the position of the eclipse 
are concerned. Many photographers shoot with two cameras (or more) during an eclipse, to capture the celestial show from 
different perspectives and to improve their chances of getting a memorable image, or series of images.

Sky-Watcher Star Adventurer 
Motorized Mount Astro Package
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Shooting the Eclipse: Projection Viewing/Imaging
There are many ways you can create a pinhole camera obscura to project 
an image of the eclipse on a secondary surface. This can be done using 
optics like a telescope or binoculars, or it can be done simply by putting a 
small hole in the center of a piece of construction paper. 
Light passes through the “lens” and a monochrome image of the eclipse will 
appear on your surface. This camera obscura image can be photographed 
by any camera, even a mobile phone camera, without any filtration.
 

A Baker’s Dozen General Tips
1. See “SAFETY FIRST,” above.
2. See “ENJOYMENT SECOND,” above.
3. DO NOT USE YOUR FLASH. AT ALL. EVEN WHEN IT IS DARK.

6. If you do not have an accurate infinity hard stop on your lens, pre-focus your camera and lens at infinity and lock the focus or 
use gaffer tape to keep it from changing, if you can.
7. For goodness sake, again, DO NOT use a flash!
8. Practice your solar photography days, weeks, months before the actual eclipse. Practice, practice, practice.
9. Scout your location a day or two in advance to see the path the sun will take across the sky on the day of the eclipse.
10. Make a checklist of the gear you need. Check it twice.
11. Pray to anyone (or anything) you think can help for clear skies during the eclipse.
12. See #1 on this list.
13. See #2 on this list. Read it twice. ENJOY THE SHOW!

Watson NP-FW50 
Lithium-Ion Battery Pack

4. Bring extra batteries. Charge them 
the night before and bring at least one 
more than you think you need. How 
awful would it be to run out of power 
just before the show?

SanDisk 128GB Extreme PRO 
UHS-I SDXC Memory Card

5. Bring extra memory for the same 
reason. Pack a secret memory card in 
your bag that you can reach for if you 
took way more photos than you planned.
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Macro Field Studio
Text & Photography By Niall Benvie

Want to create studio-quality macro images of wild subjects in their 
environments? Try these tips to build a macro field studio for photos on 

location 

By getting rid of excess white background, it becomes 
easy to composite elements close together, creating a 
stylized representation of the species together growing in 
this field. 

In the work of Richard Avedon, Jim Balog, Susan 
Middleton and David Liittschwager, we see the power of 
a simple white background, whether the subject is human 
or animal. Without the distraction of a background, 
we can concentrate on the appearance of the subject, 
which creates its own composition within the limits of 
the frame. In animal and plant photography, without the 
context provided by a background, the subject becomes 
an individual rather than the member of a species or 

community. It’s an approach that personalizes. And it makes for very striking images.

Field studio photography — and all of this work is done 
in the field rather than indoors—frees the photographer 
from the tyranny of bad light. Strobe light means you can 
be productive even if the conditions would see you give 
up on a regular macro shot. And if you’re trying to fit 
your photography in around other responsibilities, that’s 
a boon. The approach also allows you to revisit subjects 
you have shot many times before but to present them in 
an entirely different way and with an unparalleled degree 
of clarity.

The field studio is a brilliant way not only to highlight 
overlooked species but, in the case of flowers, to make 
them really glow. The white background here was placed 
about a foot behind the subject. 

The Twist: Backlight
Shooting on white is nothing new, but the twist we bring is to backlight the white 
background. By doing this, the translucent qualities of the subject are shown, 
introducing a depth that is absent in cut-outs or front-lit photographs; it glows.

In field studio work, we’re also scrupulous about how we work with subjects in 
the field. Plants are photographed in-situ; animals introduced into the set or tank 
remain there for only a short time before being returned to the spot they were 
found.

Late in the afternoon, this butterfly in a high alpine meadow became lethargic 
enough for me to place the piece of white Plexiglass behind it and make a few 
pictures. 

Cornfield weeds, Brechin, Scotland.

Spergularia, Alicante, Spain.

Spotted fritillary, Fliess, Austria.

https://www.outdoorphotographer.com/tips-techniques/nature-landscapes/macro-field-studio/#comments
http://www.outdoorphotographer.com
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What You’ll Need For A Macro Field Studio
This technique calls for minimal investment to get 
started, and the results from very simple gear are pretty 
much indistinguishable from those from a high-end set-
up. More money buys more convenience, but not quality.

I’d recommend you learn the technique on plants before 
applying the principles to more active subjects. So, in 
addition to your normal macro gear, you will need:

• Two strobes with controllable output, one for 
lighting the background and one for front-fill.
• A radio trigger that allows both strobes to be 
synchronized off-camera.
• A piece of translucent ⅛-inch white Plexiglass with 
a light transmission rating of about 40 percent, at least 
15x18 inches in size (this acts as the background).
• A piece of translucent corrugated plastic sheet 
around 15x15 inches (this diffuses the front light).

Clamps and supports for the background and lights are 
very helpful too, but not vital at this stage.

Key Principles Of A Macro Field Studio
When we talk about a “pure white background,” what we mean is one that is blown in all three channels: R255, G255, B255. 
There are two main reasons we want this. As I’ve already mentioned, a bright backlit background will make any translucent 
parts of a subject glow. But there are also implications for what we can do with the photograph after. If the background is pure 
white, it makes the matter of compositing several images together on a page — perhaps to illustrate biodiversity — a breeze. If 
you have tried to cut out an out-of-focus edge, you know how hard it is to do convincingly, especially if the edge is very complex 
(as you often find with insects). But if the subject has been shot on a pure white background in the first place, you can make a 
loose selection well away from its edges and drop it seamlessly onto a white page.

 

This rare insect is the only silk moth found in Europe, and I had the assistance of 
a group of entomologists to find and photograph the species in a pine forest high 
in the French Alps. We shot this male and female first thing in the morning, when 
it was still cold enough for them to be lethargic. 

In this work, it’s important to understand the principle of “forward light spill.” 
If you create a pure white background, it’s pure white whether it is 5 inches or 
5 feet behind the subject. Its inherent whiteness doesn’t change. But what does 
change is how much light spills forward from the background onto the subject. 
The closer it is, the more translucence is shown, but the risk of overwhelming 
the subject, of light wrapping around the edges of it in an unattractive way, is 
greater, too. As the background is moved further back, so the backlighting effect 
is diminished, but edges of the subject are likely to be better defined and less at 
risk of blending with the background if they are light. So, the principle is simple: 
for dark or opaque subjects, have the background close; for pale or translucent 
ones, have it further away. Thus, by managing distance and front light, it’s quite 
feasible to photograph white subjects on a white background, with intriguing 
results.

Field studio set in the Austrian Tirol, shooting fire lilies. Although 
I have used a couple of older Lumedyne heads here, the heads can 
be substituted with strobes to get exactly the same effect. The only 

downside is carrying all of this gear up a steep hill. 

Spanish luna moth, Guillestre, France. 
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If you’re working with plants, it’s as simple as moving the background closer or 
further away. With subjects that need to be contained, however, you can’t simply 
set them directly onto a white background, for the reasons above, so instead I 
use a transparent set that allows me to manage the subject’s distance from the 
background.

This was a case of “wait and see”. There were a lot of agrions flying about the 
pond, so I put up my set around this arrowhead leaf—and waited. 

One final point concerning the front light. The universal principle that a large 
light close to the subject gives softer shadows than a small one further away is 
relevant here. Soft front fill is the most sympathetic type of light for field studio 
work, hence the large front diffuser sheet. The front strobe should be held far 
enough behind the sheet to light it all. Ring flashes and similar set-ups that hold 
the flash close to the axis of the lens aren’t suitable for this work.

Getting The Exposure Right
Your camera’s histogram and highlight warning are your best allies when it comes to working out the right exposure. You should 
have values recorded on at least two-thirds of the histogram; if there is nothing in the left half, then the picture will be too light.

1. Set the camera to shoot RAW and the exposure mode on the camera and flash to Manual. No Auto ISO, please.

2. Select a low ISO, perhaps 320, ƒ/16 and your camera’s highest flash sync speed for manual units (1/200 second in my case).

3. Set the background flash to about ½ power and, with the front flash out of the way, take a test exposure. Do this by firing the 
flash from behind the background Plexiglass, far enough from it to light the whole sheet. The background should all be over-
exposed (blinking on the back of the camera if highlight warnings are enabled) — but only just. Keep reducing the power until 
it is no longer overexposed, then increase again until it is, and no more.

4. Swing the front flash into position without changing any of the existing settings, and make a test exposure. Adjust the flash’s 
output as needed for more or less front light or, if you can’t adjust it independently of the background flash, alter its distance 
from the subject until the front exposure is good, too. That equates to not overwhelming the backlight effect.

5. It should be necessary now to make only small adjustments as you shoot at different magnifications.
If the corners of your image aren’t as white as they should be, it may be because the pool of light thrown by your flash isn’t quite 
big enough. Either pull it back a little or simply crop out the corners during processing.

Working Principles For Field Studio Photography
There is a bit more gear involved in this sort of photography compared to other macro work and hence more scope for causing 
damage. I tend only to photograph isolated plants or those on the edge of colonies. Rather than cut vegetation that’s getting 
in the way, I hold it aside with small sheets of lightweight corrugated plastic held down with pebbles. If you are working with 
animals, set up in the shade and work out exposure before introducing any subjects to keep their time “on set” to a minimum. 
And if you’re working with freshwater subjects, observe strict hygiene to avoid the risk of introducing infection from one water 
body to another.
 

Banded agrion damselfly, Préporché, France



21

My parents-in-law’s garden pond is home to a colony of 
edible frogs. I set up the tank in the shade beside it, then 
placed my white background about 2 yards behind it to 
minimize the effects of “forward light spill,” which would 
have caused the fine webbing on its feet to blend with the 
background. 

A Word About Photo Processing
As Adobe Lightroom has evolved, so has its ability to 
recover highlight detail. In just about every type of 
photography this has been a great advantage, but in field 
studio work, it’s a real nuisance — while your camera’s 
histogram indicated a pure white background when you 
were shooting, Lightroom now disagrees and “helpfully” 
finds detail in it. Different photographers have different 
workarounds, but the simplest by far (with negligible loss 
of image quality) is under Camera Calibration, to revert 
the Process Version to 2010. Make sure, too, that the 
Profile is set to Adobe Standard. With these adjustments 
made, camera and Lightroom agree on what is pure 
white, and the remaining processing is straightforward.

What Follows: Macro Field Studio Applications
In some ways, the image you’ve just made is the starting-off point for something much more exciting. It is very easy to bring 
many subjects together on the one page to illustrate, for example, biodiversity or variation within a species in a way that just 
isn’t possible with conventional photography. Photographer Clay Bolt and I founded an international project in 2009 called 
“Meet Your Neighbors” in which dozens of photographers across the globe use field studio techniques to illustrate the overlooked 
wildlife where they live or work, and bring it to a wider audience through various outreach schemes and presentations. The 
team, which includes a number of field biologists, is building a remarkable record of biodiversity, some of which hasn’t been 
previously recorded.

This is one of four composites I’ve made to illustrate the 
biodiversity in just one garden in this part of France. Each 
element was introduced on to the page in Photoshop as a 
Smart Object so it could be scaled, non-destructively, to 
fit the composition. Elements are not to scale—the visual 
balance, in this case, was more important to me. 

The technique is great, too, for renewing our fascination 
in the familiar. It can render extraordinary detail that is 
hard to match in conventional photography. And when 
the subject is enlarged on the back of the camera or a 
tethered iPad, the reaction of onlookers often makes all 
the trouble worthwhile.

With the spring season, there’s no better time to dig out 
those neglected strobes and see your “neighbors” like 
you’ve never seen them before.

________________________________________
Niall Benvie’s ebook, The Field Studio, is a comprehensive guide to the technique, available on his website at niallbenvie.com. 
You can follow Benvie’s work on Instagram @niallbenvie.

Edible frog, Préporché, France

Species found at des Garriaux, Préporché, France
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