INSPIRATION

Another Tree on a Rock, this is from Honeymoon Bay, which is part of Coles Bay in Tasmania.
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INSPIRATION

‘The one thing
I do have
control of is my
photography.’
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INSPIRATION

With the advent of good digital cameras, his
interest in picture taking surged.
‘I'd been thinking about photographing
insects and macro stuff,’ he said. ‘It was my
dream to explore this amazing world and digital
was my way in.’
His first digital camera was a Canon 550
which, while certainly a good piece of equipment,
would eventually be replaced with a 5D and
Canon’s classic MP-E 65mm macro lens.
These days he’s onto his fourth iteration of
the 5D and still relying on an MP-E, but not the
original one. ‘The MP-E’s got no weatherproofing,
so they get full of dust and I've ruined I think four
or five lenses now.’
It’s easy to understand why he’s managed
to wear out so many expensive optics when
you hear how he talks about the life of the
dedicated mesofauna photographer.
‘We'll put ourselves through absolute hell
to get one picture,’ he said. ‘I'll be covered in
leeches or bitten by mosquitoes, I’ll be risking

scorpions and spiders, just because it's bloody
glorious. When you're in these places, taking
photographs with a backdrop of the most
beautiful scenery, sounds, and bird calls, it's joy.’
Although Mesofauna are most abundant in
leaf litter and soils of tropical rainforests,
they are far less common in tunnels or caves.
Even so, there are subjects for his lens and he
is definitely not averse to a little spelunking.
‘I’m at my happiest when I’m deep in a
cave system, looking for life to photograph,’
Andy says. Indeed, being more likely to
experience claustrophobic sensations in a loud
and crowded room, he positively looks forward
to squirming through narrow passages in the
pitch dark.
‘Oh my God, caving's the best. It's the most
fun! When you combine caving and macro
photography, honestly, it's the ultimate,’ he said,
adding, ‘I've walked down caves for three or
four hours, quite dangerous caves where you
occasionally have to swing off metal pegs in

A Pseudachorutes species of springtail, eating a slime mould fruiting body. North Queensland, Australia.
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the walls or go down on your hands and
knees. Caves are friendly places for me,
they're dangerous but they're friendly and
dangerous. It's nice.
‘And then, when you find invertebrates
down at that level, they've been there
sometimes for millions of years and they're
completely different. If you put them in the
light they’d die. It is such a privilege to go and
see these animals interacting where there's
hardly any food, and there's no light. And in
caves, everything, predator and prey alike,
moves very slowly.
‘They have adapted special sensory organs,
or elongated hairs on their bodies and
elongated antennae just so they can survive.’
Whether in a cave or in the gloom of
jungle understory, the mesofauna that Andy
photographs usually live in a world of utter
darkness, so their response to a bright light
source like his headlamp or his powerful flash,
is not always predictable.

INSPIRATION

An Acanthanura species of giant springtail eating slime mould. NE Tasmania, Australia.

‘When you're in these places,
taking photographs with a backdrop
of the most beautiful scenery, sounds,
and bird calls, it's joy.’
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INSIDER

Image stabilisation
update
WE LOOK AT HOW IMAGE STABILISATION IS ENABLING PHOTOGRAPHERS
TO CAPTURE IMAGES THAT WERE PREVIOUSLY OUT OF THEIR REACH.
Margaret Brown

I

mage stabilisation (IS) has quietly
revolutionised picture-taking since it first
appeared in the mid 1990s and has become
a hot feature in the imaging arena, with different
manufacturers offering different stabilisation
systems. Essentially, there are two components
in an imaging system where stabilisation can be
applied: in the camera body or in the lens.
Initially, Canon and Nikon started out with
stabilised lenses, while Sony, Olympus and
Pentax worked on sensor-shift technology.
But with the passage of time most have seen
the advantage of combining both systems,
even though they work differently and involve
different components. Today, all leading
camera manufacturers include IS in their
cameras and lenses, using labels like VR, OS,
OIS, VC, SR and variations on those themes.
When the first stabilised products were
developed, the degree of stabilisation was
never specified; it was enough just to claim
its presence. However, by 2007 three stops of
vibration correction was seen as excellent for any
kind of image stabilisation system. These days it’s
common to find 5.5-stop sensor-shift correction
provided in many camera bodies, while up to
eight stops of shake correction can be achieved
when the IS systems in the latest cameras and
stabilised lenses are combined.
While you might think the greatest
benefits from IS would be felt by everyday
snapshooters, ironically, testing has shown
more experienced shooters tend to benefit
most from IS systems. But even shaky
shooters can achieve useful reductions in
shake-induced blur if they understand how
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stabilisation systems work and can train
themselves to take advantage of them.
The first step is to understand that no IS
system can correct blur caused by moving
subjects so if your shutter speed isn’t fast enough
you’ll end up with motion blur. The second
step involves conducting tests to work out
the slowest shutter speeds you can use while
maintaining an acceptable percentage of sharp
shots (check out the advice in the Avoiding Blur
section of this feature).

How IS works
Both lens-based and body-based (sensor
shift) stabilisation systems have the same
objective: to counteract blur caused by camera
shake. Because cameras can be moved in

three dimensions, stabilisation systems are
required to operate in up to six different planes
to provide adequate correction. The diagram on
the opposite page shows the directions in which
shake correction must be provided;
Shake correction is achieved in two different
ways, although the end results are quite similar.
Lens-based IS involves moving a ‘floating’
element or small group of elements, which is
controlled by a microcomputer that shifts the
optical path in the opposite direction to the
camera shake. Gyro-sensors are used to detect
vibrations; one to pick up horizontal and the
other for vertical movement. It’s all done in
microseconds and can provide up to five stops
of correction, depending on the degree of
movement, lens and focal length.

These two diagrams show the components involved in sensor-shift and lens shift IS systems.

SHOOTING + BUYING TIPS

‘Photographers
normally use
wide-angle
lenses when they
want maximum
depth of focus in
the scene.’

These two images show the differences between an ultra-wide (14mm equivalent) and a normal wide-angle
(28mm) lens. Both shots were taken from the same position.
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OUTPUT + BUYING TIPS

How to do it
Remove framed originals from the frame.
Torn prints may be repairable with tape on the
back of the print to hold the pieces together but
cracked originals will require post-capture editing.
Get rid of loose dust and fibres with a soft brush
(make-up brushes are ideal) or an air blower.
Make sure the original is evenly-lit with no
reflections produced by directional lighting.
Line up the camera so the edges of the original
are parallel with the image frame and as close
to it as practical to minimise background
interference and maintain high resolution.
Steer clear of wide-angle lenses as they
will introduce distortions; a 50mm or longer
focal length is best. Set the ISO to a low value
(100 or 200) and mount the camera on a
tripod. Disable any in-camera sharpening
settings. Set the lens aperture to between
f/5 and f/8 to reduce diffraction. Use the
self-timer to trigger the exposure. Capture raw
files for the best results.

Match resolution to
end usage
Different usages have different scanning
requirements, primarily with respect to
resolution. Typical resolution settings for
different applications are shown in the
table below.
When originals are small (e.g. 35mm
film frames) and you want to make large

prints from them you should scan at higher
resolutions than those shown in this table.
For a 36 x 24 mm film frame, scanning
at 600 ppi will give you a two times
enlargement potential, while if you want
to make A4 sized prints from a 35mm slide
you would need to scan it at a resolution of
2400 ppi. For an A3 print 4800 ppi would
be required.

Application

Ideal Image Size
(in pixels)

Resolution
(in pixels/inch)

For display on phones and tablets

1024 x 768 pixels

72-92 ppi

Viewing on TV and monitor screens

1920 x 1080 pixels

72-92 ppi

Printing to 15 x 10 cm

At least 2000 pixels wide

300 ppi

Printing to A4 size

At least 4000 pixels wide

300 ppi

Printing at A3 and A3+ size

4500-5500 pixels wide

250-300 ppi

Scanning
Dedicated scanners come in various sizes,
types and capabilities. Cheap film scanners
are available for 35mm negatives and/or
mounted slides but their resolution is likely
to be quite low (typically under 5 megapixels)
and they provide few (or no) adjustments.
The scans are often saved directly to an
SD card.
If your collection consists mainly of prints,
you can probably start straight away with your
existing home office equipment. Virtually any
inkjet-based home and office multi-function
printer/copier/scanner can be used to scan
B&W and colour prints.
Most scanners of this type will provide
a range of output resolution settings and
many will let you select the area you wish to
scan. However, they won’t provide any in-built
corrections. Black and white prints will usually
scan well on a multi-function device, although
the end result will depend on the quality of
the original.
Any multi-function printer/copier/scanner can be used for scanning prints up to A4 size (B&W or colour) since
they support most of the essential settings. (Source: Canon.)
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OUTPUT + BUYING TIPS

‘The best way to make sure [old photos]
are protected and kept safe throughout the
years is to digitise them.’

The original print was scanned on a basic multi-function printer/copier/scanner
with the result shown in the top image. Roughly 15 minutes of work with the spot
healing tool in an image editor to remove the blemishes followed by unsharp
masking produced the end result shown in the lower image.

A colour print scanned on a dedicated flatbed scanner. The top image shows the
faded original, while the lower image shows the result of editing adjustments
(Levels, Auto Tone, Auto Contrast and increases to Vibrance and Saturation) plus
removal of marks with the spot healing brush. The white area in the lower right
corner was cut off the original. It’s almost impossible to repair such damage.
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OUTPUT TIPS

Printing on canvas sheets
Start by setting the printer to use the feed slot
that accepts thicker media. It may be at the
front or, more commonly at the back. If there’s
no ‘canned’ profile for canvas in the printer
driver, choose the closest match with respect
to thickness and surface finish.
Attach a leader strip to your canvas. Cut a piece
of inkjet photo paper between 2.5 cm (for A4) and
3.5 cm (for larger sheets) wide and the width of
the canvas, making sure it has a straight edge
like a natural edge of paper. Attach it to the back
of the canvas so it runs right across on the end
of the canvas that will feed into the printer where
it will mimic the edge of a piece of paper. Tape it
in place with lightweight masking tape, making
sure the tape lies flush against the canvas so
the machine will feed the canvas through evenly
on both edges. Tape the other side of the leader
strip to keep it in place and make it easier to
pass through the printer.
You’ll need to allow for the extra length in your
image editor when setting up the image to print.
Use the Custom or User Defined paper size to
adjust the height of the area to be printed.
You must also adjust the position of the image
so it doesn’t fall on the tape. Use the Print
Preview function to check this before printing.
Feed the canvas into the printer, leader strip
first with the printable face up, making sure it's
positioned to feed in perfectly straight. Make a
final check that you’ve set the width and height
of the picture correctly and selected 'canvas’ in
the media type dropdown menu before you hit
the Print button.

A floating frame encloses a stretched canvas print
in an outer frame. The style and width of the frame
and the width of the gap between the picture and the
frame are at the photographer’s discretion.
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Attaching a leader strip to a cut sheet of canvas. The scissors will be used to trim off the excess on the left hand side.

Media options
A Google search on inkjet-printable canvas
will yield plenty of options. You’ll find relatively
cheap packs of A4 sized sheets of canvas that
sell for between $15 and $30 in office supply
stores. Cheap canvas may not be acid- and
lignin-free so your prints may not be durable.
Higher-quality canvas is available from some art
specialists, with varying prices from $40 to $55
for a 10-sheet pack of A4 or a six-sheet pack of
A3 canvas.
While these products are fine for your initial
experiments, if you’re at all serious about
canvas printing you’ll have to buy your canvas
on rolls from an imaging specialist. If your
printer doesn’t accept roll paper you’ll need to
cut the canvas to the size you want and treat
it like a sheet following the instructions in the
previous section. (Dressmakers’ or wallpaper
scissors are ideal for cutting canvas.)
For those with A3 printers, Epson appears
to be the only manufacturer offering 13-inch
(330 mm) canvas rolls, with Matte and Satin
surfaces available in six metre rolls at an RRP of
$59. If you have an A2 printer, Epson, Breathing
Color, Canson, Hahnemühle and Ilford have
17 inch (432 mm) rolls in their portfolios, mostly
in 12.2 metre lengths. Prices range from around
$125 to $254, depending on the thickness
and surface of the canvas and the re-seller it is
purchased from (it pays to shop around).
As with all inkjet printing, the best results
will come through using ICC profiles. If you use
the same canvas brand as your printer, canned
profiles should be available. Third-party canvas

can be problematic as some manufacturers
haven’t yet published canvas profiles for printers
that have been in use for a decade or more.
Note: ICC profiles will only be available for
professional-standard printers and media.
If you can’t find a profile, workarounds are
possible – although a bit of guesswork is
required. For example, when aiming to print
images on Canson Infinity PhotoArt ProCanvas
Water Resistant 395g/m² canvas with the Epson
SureColor SC-P906 printer we hit an obstacle
because no profile was available via Canson’s
website. Setting the Photoshop profile to Epson
Matte Canvas (which is included in the driver
download) and the paper setting on the control
panel to Epson Archival Matte paper (the closest
match of only two options provided) delivered
good results.

Mounting and framing
The pliable nature of the canvas medium requires
it to be stabilised before it can be displayed.
This means stretching it over a frame or bonding
it to a backing using an appropriate adhesive.
It’s a good idea to consult a professional for your
first mounting/framing job to see the options
available. A Google search will help you to find a
suitable local framer and, again, we recommend
using a specialist rather than an office or art
supplies store.
Commercial operators tend to standardise
on the ‘gallery wrap’ look in which the canvas
is stretched over a rectangular wooden frame
and secured to the back of the frame with
staples. The picture extends over the sides of the

OUTPUT TIPS

‘The ‘look’ of
a canvas print
creates an
impression
that is subtly
different from
prints made on
textured Fine
Art papers.’

The ICC profile page on Breathing Color’s website showing profiles for the Epson SureColor P800 printer. Note:
Breathing Color also provides profiles for Canon printers and has the best coverage of printers among the canvas
media suppliers.

Epson’s Print Layout software includes a Gallery Wrap setting that will print fine fold lines on an image as a guide.

#87 photoreview.com.au

55

COMPETITIONS

Faerie Pools
By David Scott
Canon EOS 5DS; Sigma 17-35mm f/2.8-4 DG HSM;
1/4s; f/16 @ 24mm

A trip back home to Scotland in March 2020 cut short
by Covid-19, I had visited the Isle of Skye as a child but
always wanted to photograph it. Skye has so many iconic
landscapes, I had to cut my short trip down to 3 locations,
this one being the Faerie Pools in Glen Brittle. Bit of a hike to
get to this scene but worth it. I just love that volcanic shaped
lump of rock overlooking the pool. This island is a landscape
photographer’s dream.
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Don’s response
What a stunning and dramatic landscape
this is. Being unfamiliar with the location,
my first thought was that it must be someplace
in Iceland, so it was intriguing to learn that
David Scott took this image in his native
Scotland. There is a sweeping quality to David's
composition that invites the eye to dip and soar
from foreground to background again and again.
A beautiful photograph of what must be an
astonishing landscape.

COMPETITIONS

Colobus monkey
By Shane Walker
Canon 1Ds lll; Sigma 500mm; 1/85s; f/8; ISO 320

A Colobus monkey sleeping on a limb of a tree at
Melbourne zoo.

Don’s response
One of those pictures that almost demands
a cute caption, Shane Walker's close up of
a dozing Colobus monkey has an attractive
delicacy thanks to the pin-sharp focus in the
most critical part of the image. The extremely
shallow depth of field that is the optical
consequence of a super telephoto lens at
close range draws the viewer's eye to the all
important facial details. The central in-focus
area and the black-and-white rendering remind
me of a 19th century portrait.
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