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Digest 17 contains more inspirational Brighton modelling! 

Three authors have documented their thoughts on photographing layouts using the technique of 
photostacking. Happily, the examples come from some very fine models of the LB&SCR! I am 
particularly grateful to Phil Parker, editor of Garden Rail magazine and Features Writer for BRM 
magazine, for adding his thoughts on his use of the technique when he was photographing     
Hayling Island. 

There is the first of a series of articles on some ñmight have beenò Brighton locos. Like almost all 
pre-grouping companies, the Brighton considered - sometimes in considerable detail - possible 
new designs, which did not get built. The history behind the tank engine version of Colonel     
Lawson Billintonôs K class moguls will be documented in the Brighton Circular, but, for the Digest, 
we have a description of the construction in 7mm scale of a loco to run on Mike Cruttendenôs  
Ashcombe Down layout. Spoiler alert - there are more ñmight have beensò to come! 

Welcome to Gary Smith and John Shaw, as new authors to the Digest, and I look forward to more 
of their articles. 

Finally, I hope that there is some inspiration in this edition for those taking their first tentative steps 
into modelling the LB&SCR. The purpose of the Digest is to stimulate your curiosity to explore 
ways to model the Brighton and to find out more about the history through the Brighton Circle. 

The cover photo is by Barry Luck, showing Plumpton Green goods yard - see following article. 

Eric Gates, Modelling Steward, The Brighton Circle,  

ericgates1310@gmail.com 

 Editorial  

Return to contents page 

https://www.lbscr.org/index.html
mailto:ericandannegates@btinternet.com
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In this article Ian outlines some special considerations and techniques that can be applied when 
photographing a model railway. Barry describes his experience of applying a technique called 
ñfocus stackò to his layouts by processing digital SLR photos through special software, and Ian 
experiments with cameras that have built-in focus stack software. A gallery of additional focus 
stack images follows this article. 

Introduction 

When we look at photos of model railways, we like to see a reasonably lifelike image, and there 
are three things to consider: viewpoint should be nearer ground-level than birdôs-eye; the amount 
of the view that is in focus covers the full depth of the subject of interest; we choose our lighting 
with care, e.g. to avoid conflicting shadows (Picture 1 on following page). 

When taking ground-level photos, it can be difficult to get enough of the subject in focus. The 
closer the camera is to the subject, the less will be in focus (technically, this is a narrowing of the 
ñdepth of fieldò). Keeping to a ñstandardò length of lens, we could perhaps take the picture from 
further away; more of the image will be in focus but the object will be smaller, and hence the   
photo will need to be cropped to get the desired result, and cropping results in a loss of pixels 
and thus detail and sharpness (not so much of a problem with a high-resolution camera or if the 
photo is merely to be posted on the web). Using a telephoto lens from further away would distort 
the perspective and still give problems with depth of field. Similarly, using a wider-angle lens from 
closer would distort perspective. Sensor size also has an impact on depth of field (sensor size is 
the digital equivalent of film size). 

Keeping the Layout in Focus Keeping the Layout in Focus   

By Ian White and Barry LuckBy Ian White and Barry Luck   
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Photo 1. A very simple ñstageò for taking the ñportraitò of a Billinton C2 using a Canon 750D Digital 
SLR. The model is placed on a neutral (greyish) sheet of thin card which is curved up behind it. 
The camera is tripod mounted and lighting comes from a single lamp.  

Model and photograph, Barry Luck. 
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The Technical Stuff! 

Taking photographs of small objects close to the camera requires special attention to focus, and 
that applies equally to ñportraitsò of individual models such as locomotives, and photographs of 
layouts which might be thought of as ñlandscapeò photography in miniature. For a portrait the  
photographer aims to keep the model, be it a 12-inch scale human or a 4mm scale locomotive, in 
sharp focus against an out of focus background. For that we need a camera that allows some   
degree of manual setting, in particular the ability to choose an aperture setting. Aperture settings 
are measured as f-stop numbers, typically in the range f2.8 to f22. The smallest value allows light 
through the entire lens diameter while the largest restricts the light to a tiny spot in the centre of 
the lens. Standard values follow an exponential series, namely f1.4, f2.8, f5.6, f11 and f22, and 
there may also be intermediate values such as f4, f8 and f16. The smaller the aperture (higher the 
f number) the greater the range that is in focus. That range of focus is called ñdepth of fieldò and 
to take a locomotive portrait we need to find the aperture setting that gets the whole of the         
locomotive in sharp focus, while leaving foreground and background out of focus. To do that we 
could simply take a series of photos at different aperture settings and select the one that is most 
in focus. However, even with a small aperture it may not be possible to achieve complete focus 
(Photo 2) and in that event we need to turn to a special technique called ñfocus stackò (Photo 3). 
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Photo 2. A single shot locomotive portrait 
(Billinton C2 No.522) with inadequate 
depth of field; the front and rear of the lo-
comotive (see insets) are not in sharp fo-
cus. Aperture was f14; ISO 200; exposure 
1 second.  

Model and photograph, Barry Luck. 
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Photo 3. Subject and settings as Photo 2, 
but the entire locomotive is in sharp focus 
after a series of 11 images were taken at  
different focus settings and ñstackedò with 
Affinity Photo (version 1.10.6); aperture was 
set to f14. 

Model and photograph, Barry Luck. 
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Layout photography is more difficult than taking a portrait of a single model. If we want to create a 
plausible ñlandscapeò we need to avoid a birdôs-eye view, so we need to keep the camera low, 
ideally no higher than the uppermost window levels of the buildings on the layout or some other 
plausible position for a scale sized observer. Creating an image in sharp focus from the nearest to 
the farthest point using a single click of a camera shutter is almost impossible, although ironically, 
the simpler the camera the nearer we can get to that ideal! Depth of field not only increases as we 
increase the f-stop setting, it also decreases as we increase the size of the image sensor, and as 
image sensor size is a major factor influencing the quality of a camera, the better the class of 
camera the less its depth of field. The following table shows the near and far points of acceptable 
focus when a camera lens is manually set to focus at 30, 60 and 90cm from the sensor (there are 
several web sites and mobile phone apps that allow these values to be calculated). Note that our 
hypothetical lens has been set to a focal length of 50mm on a ñfull frameò camera, i.e. a camera 
with a sensor the size of a 35mm transparency or negative (some cameras have sensors larger 
than so called ñfull frameò).  

A fixed focal length lens with a focal length of about 40-50mm on a full-frame camera, or its  
equivalent on any other camera, is called a ñstandardò or ñnormalò lens; anything longer is         
telephoto and anything shorter is wide-angle. If we halve focal length, we double depth of field but 
note that wide-angle lenses can distort when used close-up. The table below shows the depth of 
field at distances likely to be appropriate to layout photography, for lenses set to f11 and 
ñstandardò focal length for each of the common sensor size categories. It is easy to calculate 
some other values from this table of f11 values; f22 would double the depth of field; f5.6 would 
halve it; f2.8 would quarter it. Lenses usually work best at mid values such as f8 or f11; large        
f-values can cause diffraction fringes and low f-values, which use the entire diameter of a lens, 
may soften focus at the edges of an image. 
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Table. Near and far focus values for cameras of equivalent focal length @ f11 

Camera 

type
1
 

Focal length
2
 Sensor mm

3
 30cm focus 60cm focus 90cm focus 

near far near far near far 

Full-frame 50mm 36.0 x 24.0 29.1 31.0 56.1 64.5 81.2 101.0 

Digital SLR 31mm 22.3 x 14.9 28.4 31.8 53.7 68.0 76.3 110.0 

Micro 4/3 25mm 17.3 x 13.0 28.0 32.3 52.3 70.3 73.6 116.0 

1-inch sensor 18.5mm 13.2 x 8.8 27.3 33.2 50.0 75.0 69.0 129.0 

Most com-

pact & bridge 

9.0mm 6.2 x 4.6 24.9 37.7 42.3 103.0 55.3 242.0 

Smart phone 3.1mm 2.5 x 1.8 17.7 98.1 25.0 infinity 29.1 infinity 

1. Typical camera types with each of the main sensor sizes. 

2. All the above focal lengths capture the same width of view at any given distance, so they are 

all the full-frame equivalent of 50mm. 

Cameras with the so called 1-inch sensor or smaller, often describe focal length by its full-frame 

equivalent value rather than by the true values given here; lenses fitted to micro 4/3 and larger 

sensors are marked with their true focal length.  

3. Most cameras with sensors in the top 3 sensor sizes above have interchangeable lenses, and 

most in the bottom 3 sizes have fixed lenses. There are variations in the size of sensors used in 

DSLR, compact and bridge cameras, and smartphones; full-frame, micro 4/3 and 1-inch are     

always as stated above. 
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The above table shows that with a full-frame camera depth of field is very limited, e.g. at 30cm we 
only get a depth of field of 1.9cm (in focus from 29.1cm to 31.0cm). To use a full-frame camera 
and those settings to capture the 60cm depth of a typical small layout we would have to combine 
the focussed portions of a large series of images, each with a near focus point that overlapped 
the far point of the previous. This problem of inadequate depth of field is especially acute in       
micro- and macro-photography, so when digital photography started to develop in the 1990s some 
microscope manufacturers developed systems that could capture a series of images and combine 
them into a single new image that was sharp through the full depth of the subject. Some model 
railway magazines were quick to realise that focus stack could also be applied to the specialist 
task of photographing model railways, and one of us (Ian) has written on the subject previously 
(HMRS Journal v.22, Oct.2016), but the available technology has moved on considerably since 
that publication. 

The algorithms used for ñfocus stackingò are now available to the wider public through dedicated 
programs such as CombineZP, which is free, and Helicon Focus, both of which are very technical 
in use and designed for micro and macro photography. The stacking algorithms can also be found 
embodied into some general image editing packages like Adobe Lightroom, Paint Shop Pro (from 
version 2023) and Affinity Photo, and these tend to be more user friendly than the dedicated    
programs. All of these approaches to focus stack require the photographer to take a series of 
photographs at selected focus settings on a tripod mounted camera. There are a few rules to    
observe when using a tripod to ensure that it minimises camera shake: turn off image               
stabilisation; use a remote shutter release, e.g. a smartphone app; if using a Digital SLR use ñlive 
viewò, i.e. use the viewing screen in preference to the viewfinder, or else lock the mirror up before 
taking each shot (live view automatically locks the mirror up); set the shutter type to electronic 
front curtain (usually the default in live view) or electronic (these are sometimes called by other 
terms such as anti-shock and silent, respectively). Regardless of what software you use, the      
focus stack process requires that you take a shot, re-focus, take the next and so forth, until the 
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required depth is covered by the series of images. Some cameras can be set to automatically 
take a series of shots at different focus settings, and that is called focus bracketing, although 
some limit the number and focal range of the shots. Some cameras may not order the shots      
sequentially from nearest to furthest (note that some  dedicated stacking programs require the  
images to be arranged nearest to furthest). If the camera does not provide focus bracketing, then 
it must be set to manual focus. It does not need to be an expensive interchangeable lens camera, 
and the example given in Photos 4 and 5 was created several years ago using a compact camera 
with a tiny sensor. In the following section we provide further examples stacked using PC        
software. Some cameras can now stack in-camera and three examples are put to the test in the 
last section. A gallery of additional images follows. 
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Photo 4 - previous page.  

Three images from a series of 10 taken in 
2011 using a 7MP compact camera (Canon 
PowerShot A710 IS; f8, İ second exposures; 
focal length 23mm, which is a full-frame  
equivalent to 140mm; sensor size 5.76 x 
4.29mm). Note that in the left-hand image the 
foreground is in focus, then in the centre     
image the middle area is in focus, and finally 
the right-hand image has the notice in the 
background in sharp focus. The layout is East 
Grinstead Town.  

Model and photos by Ian White. 

 
 

Photo 5 - right.  

The result of stacking the 10 images using 
Paint Shop Pro 2023. Sometimes photo stack 
software can generate image artifacts such as 
blacked out or double imaged areas, and this 
software allows troublesome areas to be 
masked off in some of the images prior to 
stacking, but those facilities were not needed 
in this example.  

Model and photos by Ian White. 
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Focus Stack using PC Software 

There are a few fundamentals to be observed: 

¶ A series of photos is required differing only in focusing distance, so they must all be taken 
from the same position, same focal length of lens, same aperture, and same light level.       
Between them all, every part of the subject (layout) must be in focus on at least one image. 

¶ Software is required to convert the stack of images into a single composite photo. 

¶ The camera must be operated in manual mode, so that aperture, shutter speed and ISO (the 
digital equivalent of film speed) are the same throughout the stack of images. 

¶ To obtain identically posed images a tripod is essential. 

¶ Good lighting is beneficial to give an even level of brightness across the whole image,       
preferably with no hard conflicting shadows. 

Photos 1, 2, 7-10 and 25-33 were taken with a Canon 750D DSLR, which has a 24MP sensor 
measuring 22.3 x 14.9mm (0.62 times the size of full frame). A mid-range aperture was set (f14- 
f16), low ISO (100-200), and shutter speed at whatever was required to give adequate exposure. 
When taking photos using a tripod itôs essential that you do not simply press the shutter button, 
but use either a remote trigger, e.g. a cable release, software control (called tethering), a 
smartphone app., or easiest of all, a 2 second time delay. The ISO is set low, as the higher the 
ISO value the greater the noise (the digital equivalent of film grain) in an image. The importance 
of good lighting has been mentioned already and there are great benefits from investing in       
photographic lighting. Photos 7 and 8 were illuminated using two tripod mounted 50 x 70 cm    
soft-box lights, each 3000 watts (sold for example by Wex, Essentialphoto, Ezylite). The soft-
boxes are inexpensive (typically Ã30-50) but the bulbs (five for each soft-box) are not so cheap at 
Ã25-30 per bulb. 
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There are various ways in 
which the necessary stack of 
images can be obtained. 
There are many webpages 
which can be used to       
calculate the number of     
images and focus points    
required for given camera 
settings, and the desired   
finished depth of field. A simpler alternative is to take a series of photos, starting at the            
foreground, and adjusting the focus by increments of, say, 25 or 50mm each time (smaller incre-
ments for the foreground). This is a bit hit and miss, and may occasionally result in some out-of-
focus areas in the finished image. Twenty or more photos may be required for a depth of field on 
the finished image of anything up to 2m. An alternative, if you have a camera with a touch screen, 
is to use the screen to focus on particular points working from the foreground to the background 
(Photo 6). This ensures that the parts you want to be in focus, really are in focus. 

 

Photo 6.  

The same setup as Photo 1, 
showing the image on the 
cameraôs touch sensitive 
viewing screen.  

Model and photograph,   
Barry Luck. 
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When taking several stacks of multiple images, itôs worthwhile adding a óblackô image (with the 
lens cap on) between each set; it helps identify where each set starts and ends when processing. 

Having obtained the stack of images, all that remains is to load them into your chosen software, 
and let it do its magic. It can take a few minutes to process the stack, depending on the number of 
images, their size in pixels, and the processing power of your computer. The examples shown in 
Photos 7-10 were stacked using Affinity Photo. 

The software typically takes the images through several stages, firstly aligning and resizing them, 
as the view changes very slightly with a change of focusing distance. Finally, it identifies the 
sharpest parts of each and combines those to produce the finished composite image. The original 
stack of images remains unchanged, so itôs very straightforward to select only those images in the 
fore- and midground, leaving out the more distant images so that the background is left out of    
focus on the final product (Photo 9), and if needed the foreground could also be left out of focus 
(Photo 10). 
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 Photo 7. This image looking along the length of 
a layout from roughly signal-top height, has 
ñinfiniteò depth of field, achieved by stacking a 
large series of images. The layout is Plumpton 
Green. Models and photo by Barry Luck. 
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 Photo 8. This example shows a detail from a 
viewpoint that roughly corresponds to carriage 
window height. The layout is Plumpton Green. 
Models and photo by Barry Luck. 
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Photo 9. This image shows that depth of field can be 
controlled, by omitting images from the stack that were 
focussed on more distant elements, so that the principal 
object of the photo stands out. The original images     
remain unchanged, so that stack can be repeatedly    
rerun selecting only the images required.The layout is 
Plumpton Green. Models and photo by Barry Luck. 
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Photo 10; How to get it wrong! Not enough images in the mid-ground, so that the foreground and 
loco are in focus, but not the middle track. Models and photo by Barry Luck. 
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Focus Stack in a Camera 

Some cameras are now available that include built-in facilities for focus stacking, and most of 
them are made by Panasonic (branded as Lumix) and Olympus (now OM System). The Lumix 
cameras that have focus stack range from small compacts, through micro 4/3 and up to full-frame; 
Olympus include focus stacking in cameras from compact to micro 4/3. The cameras tested here 
were a 1-inch sensor Lumix (DMC-LX15), and two micro 4/3 cameras (Lumix DC-G9 and OM 
System OM-5; the similarly named Olympus OM-D E-M5 does not support in-camera focus 
stack). Lumix cameras capture the stack as frames of an MP4 video file which is then processed 
in-camera, with the option to exclude frames taken in front or behind chosen points of focus. The 
Olympus and OM System micro 4/3 cameras take a series of still images which can be combined 
in-camera provided they were taken on one of a limited set of Olympus lenses. The Lumix micro 
4/3 cameras do not make that restriction, so in-camera stacking can be carried out with any micro 
4/3 lens, including those made by Olympus. Most Lumix and Olympus cameras also allow focus 
bracketing, including those that do not include in-camera stacking, and some allow the number of 
sequentially focussed shots to be set between 3 and 999 for off-camera stacking; the camera 
stops firing when focus reaches infinity. The test subject was a 4ft long diorama called ñHailsham 
Millò, which is still under construction. 

Although the Lumix user-manuals recommend that a tripod is used for focus stack it is likely that 
owners of compact cameras would rather not do so, so the LX15 was hand-held, and lighting was 
limited to room lighting. The resulting images appear sharp when examined at screen or print res-
olution (Photo 11, 12), but close examination indicates that they are far from sharp, and it is likely 
that a single shot with a high-quality smartphone would have given similar or better results. 
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Photo 11 

detail on 
following 
page. 
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Photos 11, 12. Two views of Hailsham Mill (under construction), captured using a Lumix LX15, 
using its built-in focus stack system. The camera was hand-held and no special lighting was   
supplied, thus testing the possibility of using the system at exhibitions, although to do so the ISO 
had to be set high (1600 ASA) and the aperture opened to f4. The focal lengths were kept close 
to ñstandardò length (the full-frame equivalent values were 41mm for Photo 4, and 51mm for  
Photo 5). Each MP4 video was comprised of about 45 frames (1.5 seconds @ 30 frames per  
second). The resulting JPG images were edited with Paint Shop Pro, to crop them and replace 
remaining non-layout areas with a uniform colour. As focus is our interest, they have not been 
given any sharpening or other adjustments to image quality, except for slight brightening and    
adjustment to white balance. Models and photos by Ian White. 
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The Lumix G9 was tripod mounted and as it uses a higher video standard than the LX15 (6K     
rather than 4K) and has a larger sensor it was expected to give better results. A pair of flood lights 
and a desk lamp were added to the normal room lighting to improve the illumination of the layout. 
The tests were carried out at apertures ranging from f1.7 to f11, but all the stacked images      
contained distortions, and none were useable (Photo 13). A manually focussed stack was created 
for comparison, using the same lens, viewing position and lighting, and processed with Paint 
Shop Pro 2023, with a good result (Photo 14). A likely explanation is that as the focus of the lens 
has changed, so the apparent position of some of the structures and stock on the layout has  
shifted, and while the alignment algorithm used by Paint Shop Pro has allowed for the shift, the in
-camera software has not. Another possible problem is that the G9 captured too many shots and 
tried to create the stack from about 120 images, as opposed to the 40 images used when the  
process was carried out manually, or about 45 images used by the LX15. Even if the video      
capture and in-camera processing can be made to work well, it should be noted that it does not 
use the full resolution of the camera, both of which have 20MP sensors able to produce still    
photos over 5000 pixels wide (LX15 5472 x 3648; G9 5184 x 3888); video capture effectively     
reduces the LX15 to 8.2MP and the G9 to 18.6MP (LX15 3504 x 2336; G9 4992 x 3744). 

Following pages photos 13, 14. Two identical views of Hailsham Mill (under construction)        
captured using a Lumix G9; both using a 40mm full-frame equivalent lens (Lumix 20mm f1.7) with 
an aperture of f5.6; the camera was tripod mounted and flood lighting was provided. The first was 
created in-camera from a 6K video capture of about 120 frames (4 seconds @ 30 frames per  
second), and the result is very poor. The second was based on 40 sequentially focussed images 
stacked using Paint Shop Pro 2023, with good results. The resulting JPG images were edited with 
Paint Shop Pro, to crop them and replace remaining non-layout areas with a uniform colour. As 
focus is our interest, they have not been given any sharpening or other adjustments to image 
quality, except for slight brightening and adjustment to white balance.  

Models and photos by Ian White. 
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Photo 13 
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Photo 14 
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Some Olympus and OM System cameras provide a range of multi-shot facilities that can be used 
handheld thanks to sophisticated image stabilisers, and some include in-camera focus stacking. 
The number of images for an in-camera stack is limited; the OM System OM-5 used here takes a 
maximum of 8 shots and the Olympus E-M1X can take up to 15. The images are captured very 
rapidly using an electronic shutter, and provided the camera is held by a steady pair of hands, it 
can compensate for between-shot as well as within-shot movement. It does that using a clever 
combination of accelerometer readings, a servo stabilised sensor, and software to compensate for 
any measured movements between shots. The original images are also saved so they can be 
separately processed off-camera if it is decided to limit the focal span of the stacked image,      
although tripod mounting may be essential for that to work. The in-camera processing creates a 
JPEG image to the 20MP standard of the camera (5184 x 3888 pixels), although there is a slight 
crop relative to the area seen in the viewfinder. A major disadvantage of this system is that it only 
works with a limited range of Olympus lenses; the examples given here used a 30mm macro lens 
and a 12-45mm lens; the camera was the OM-5, and the layout was only illuminated using room 
lighting, thus mimicking exhibition use (Photos 15, 16 on following pages). 

Photo 15. Hailsham Mill (under construction) captured using a handheld OM System OM-5 and 
its in-camera focus stack, with all stack settings left at the manufacturerôs defaults (8 images, with 
focus differential set to 5). The lens used was a full-frame equivalent to 60mm (Olympus 30mm 
macro) with an aperture of f8; ISO 800 ASA; shutter speed 1/5

th
 second. The slow shutter speed 

and lack of a tripod placed heavy reliance on the image stabiliser. The image has been slightly 
cropped but is otherwise as produced by the camera.  

Photo 16. A more detailed view of Hailsham Mill captured using a handheld OM System OM-5 
and its in-camera focus stack: 8 images were taken; focus differential set to 3. The lens used was 
a 12-45mm zoom set to 26mm, giving a full-frame equivalent to 52mm; aperture f11; ISO 1000 
ASA; shutter speed 1/2 second, which places a very heavy demand on the image stabiliser. The 
image is exactly as created by the camera. Models and photos by Ian White. 
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Photo 15 
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Photo 16 
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The OM-5 documentation lacks detailed explanation of the settings, so a little experimenting was 
needed to get an idea of how they worked. The magnitude by which the camera changes focus 
between shots is adjusted by a special setting called the ñfocus differentialò, and appears to be 
further adjusted according to the chosen aperture. Consequently, if a wide aperture such as f2.8 
is set the overall stack will have a shallow range of focus, whereas a small aperture like f22 will 
create a stack with a very deep range of focus (the overall depth may also be increased with   
wider angled lenses). The ñfocus differentialò can be set to any value between 1 and 10, with a 
manufacturerôs default value of 5; choosing a lower value increases the focal overlap of adjacent 
shots and thus reduces the overall depth of the stack; choosing a higher value reduces the focal 
overlap and deepens the stack.  

As noted above, it is necessary to have an overlap between the in-focus zone of one shot and the 
next to avoid zones of soft focus. A series of test shots along a steel ruler exhibited soft focus 
zones at all focus differential values above 3. Before pressing the shutter, the camera needs to be 
focussed about one-third the way into the intended stack; if the camera is set to take 8 images, 
two will be taken in front of that point, one at that focus point, and five beyond it. When a 30mm 
macro lens was used the results were good (e.g. Photo 15) but when the OM-5 was fitted with a 
12-45mm lens the quality dropped off markedly at the shorter   focal lengths. With the latter lens, 
the best results were obtained when small areas of the model were photographed (e.g. Photo 16), 
which is to be expected of a technique largely designed for macro photography. Olympus produce 
30, 60 and now 90mm macro lenses, and using any of those their in-camera stack process can 
produce stunning images of small natural history subjects, assuming you find one that stays still 
long enough for the stack to be captured! 
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Conclusions and Additional Focus Stack Images 

For model railway photography, the Olympus in-camera approach has the potential to allow    
capture of focus stack images of layouts in an exhibition, but off-camera PC-based stacking has 
the potential to do a great deal more, allowing a level of control over the stack process that cannot 
be achieved with an in-camera ñblack boxò approach. 

In 2011 Ian had an article published in British Railway Modeller, describing his East Grinstead 
Town layout (BRM September 2011). A great many stacked images were created using a compact 
camera (Canon PowerShot A710 IS; sensor 5.76 x 4.29mm) and the stacks were processed     
using CombineZM (a forerunner of CombineZP). This is a selection of the images not used for 
that article. East Grinstead Town combined features of the real 1855 East Grinstead terminus and 
its 1866 through station on the Three Bridges to Tunbridge Wells line. The latter closed in 1883 
when the new two-level station became fully operational on a site further to the west. 
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Photo 17. A general view of East Grinstead Town, with the through lines to the left passing under 
the 1866 station building, and the 1855 terminus on the right. The locomotives are a 2-2-2 Jenny 
Lind class (5 & 9 Models) and 0-6-0 Manning Wardle No.219 (scratch built).  

Photos 17 to 24 are the 
copyright of Ian White 
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Photo 18. The terminus area with No.219 forming-up a mixed goods train. The buildings in 
ñLondon Rowò are modelled on actual buildings in East Grinstead High Street and London Road. 
The creeper covered house in the background is modelled on the 1855 station building, which still 
stands.  
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Photo 19. Another view of ñLondon Rowò with the Jenny Lind in the headshunt.  
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Photo 20. Birdôs-eye views should be avoided (a lower view went to BRM). This shows additional 

detail of ñLondon Rowò.  
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Photo 21. ñLondon Rowò again, with the 1866 station building on the left. Although this building 
closed in 1866 it was not demolished until 1908, and given a little ñlicenceò, it gives the layout a 
wider possible date span than the prototype had!  
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Photo 22. A detail of the 1855 platform in the foreground, and 1866 station in the background. The 
adverts were all based on examples found in a local newspaper from the period, although some 
of the surname choices were biased!  
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Photo 23. A view towards 
the left end of the layout, 
beyond which lies the 
main ñThree Bridgesò    
fiddle yard (a second 
small fiddle yard lies     
behind ñLondon Rowò to 
represent Tunbridge 
Wells). In reality, the old 
1855 terminus was merely 
a goods yard from 1866 
but on the model, it        
remains open as an active 
station and provides an  
excuse for some signals 
which date from an earlier 
period than those on the 
1866 through lines. The   
locomotive standing in the 
doors of the one-road     
engine shed is a scratch 
built model of 0-4-2ST 
No.22, which was built in 
1855 and allocated to this 
line at that date.  
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Photo 24. Another birdôs-eye view!  



 40 

  

Plumpton Green layout has featured previously in the Digest (v.8 pp 67-70; v.12 pp 202-210) and 
Photos 25-33 are additional views of the layout prepared using focus stack. Copyright Barry Luck 

Photo 25. Plumpton Green station viewed from the signal box steps.  
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Photo 26. The creamery.  
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Photo 27. Stroudley E1 class No.109 'Strasbourg' running round its train prior to shunting the 
yard. 
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Photo 28. The signal box, with a photo of real trees used as a background. 
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Photo 29. Stroudley G class single No.328 'Sutherland' on the level crossing. 
























































































































































































































































