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The Stereo HegimsmeE0
Stereography Is just as easy for the beginner as it 13 

for the experienced photographer. In many respects It is 
easier for the beginner does not have to forget so many rules 
vhich have been learned in the processes of planar photography. 
If you can make a good picture with a box camera you can make 
a good stereo. The films are processed for you, and the pictures 
are mounted for you, so the process is simplified.

This does not mean that stereo is so easy there is 
nothing to it. It Is more complex than ordinary photography; in 
fact you vill never learn everything there is to know about It, 
so it vill never grow stale. One great beauty of stereo Is that 

can make good pictures from the start, but there is always

even

you
something new to learn, something nev to be done. Stereo never 
grovs monotonous.

The planar photographer sooner or later comes to the 
point where he makes negatives, examines them to see what results 

obtained and then rarely makes a print. Photography becomes 
a mere technical exercise. In stereo however, there Is such a 
compelling beauty in the result that the pictures are made to be 
looked at, and the stereographer looks at his pictures over and 

again. They never seem to lose their freshness and appeal.

were

over
This is because the results are not pictures, a picture is a 
collection of lines and tones which bear some resemblance to the 
appearance of the original object. So we shall call our "pictures" 
stereograms, because they actually re-create the original.

You vill not be ready for advanced stereo theory for 
some time, but right from the start It makes stereo more inter
esting If you know WHY certain things are done. That is theory.
So ve shall start our theory with the simplest explanations.

If you look at some scene, your living room perhaps, 
several objects all at different distances. You can seeyou see

these distances easily, but if you cover one eye so that you see 
with just or.e eye, you will see that these distances are not as 
easily distinguished as they were. You see depth and roundnes3 
and distance because you have two eyes.

An eye is just like a camera. It is a dark box and in 
the front there is an Iris diaphragm and a lens. This lens forms 
a picture inside the eye, upon the surface of the retina just 
like that formed upon the film by a camera lens. In-bright light 
the iris of the eye closes and the pupil is. small, but in dim 
light this iris opens and the pupil Is large. The lens of your 
camera has a similar iris which is controlled by the diaphragm 
ring, and this Is marked in numbers, usually from 3-*5 to 22, 
and known as the "f" numbers. So in every essential respect
the camera Is just a mechanical eye.

Usually we have one camera box with one lens and it Is 
used to make one picture. But we have two eyes which are spaced 
about two and a half Inches apart, although this differs a little 
among different people. You may think that both eyes see just 
exactly the same thing because you are not conscious of any 
confusion in the appearance of what ^ou see, but this is not true. 
The two eyes each see things in very different ways. This Is 
easy to demonstrate by means of a simple experiment which you 
should try. In fact if you actually do the veriou3 experiments 
which will be mentioned from time to time you will gain an 
understanding of stereo much more rapidly.

/
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Hold a pencil upright about a foot In front of your 
face, arid In a position which lets you see some more distant 
obiect, a tree for example, almost in line with the pencil.
Nov look at the pencil but at the same time try to see the tree 
without looking at it. If you do see the tree you will see two 
trees and both will be transparent. Now look right at the tree 
and you will see two pencils, both of them transparent. If you 
will- study the figures upon the opposite page you will see why 
this Is true.

In stereo you can see only ONE object sharply and 
single figure. Every dther object in the field of vision is 
somewhat blurred and Is seen as TWO images. Usually these two 
images overlap and leave only a narrow edge of each transparent 
image visible so the effect Is one of slight blur Instead of the 
two completely separate Images such as those of the pencil.
Only when one object is very near the eyes and the other Is 
at some distance do you see the complete separation of the images. 
But it Is this diplopia or "seeing double" which produces the 
appearance of stereo. Because there is a serious defect of 
vision which causes you to see two images even when you look 
right at something, and because this condition is also known as 
diplopia, we call the normal stereoscopic double vision by the 
— "stereoscopic diplopia".

This shows that the two eyes see two different aspects 
of the field of view. And you may for the present accept it as 
fact that this difference Is the cause of stereoscopic vision. 
Then It seems sensible to think that If a photograph could be 
made to show just what the left eyes sees and another to show 
just what the right eye sees, we should be able to produce stereo 
vision by such means. That Is just what stereoscopic photogra
phy does. But there Is one other thing we must not forget. When 
we look at these pictures some means must be provided to prevent 
the left eye from seeing the right eye picture and vice versa. 
This Is usually done by means of a viewer, although there are 
other ways as we shall learn later.

These two photographs are nothing but pictures, that 
is they are just ordinary, simple, planar photographs in-no way 
different from those made by all photographic amateurs. The 
stereo factor is Introduced by the fact that ,there are TWO such 
pictures and that these two are not identical but are different 
to a definite degree.

The stereoscopic camera is nothing but two cameras 
built into a single box, side by side, with the lenses spaced 
about two and a half Inches apart to correspond to the average 
spacing of the human eyes. If the lenses are only an Inch apart 
or If they are a yard apart the stereo effect will still be 
obtained, but the apparent distance will be less than the true 
distance when the lenses

as a

name

are close and It will be greater than 
the true distance when the lenses are far apart, so to obtain 
a true stereo effect, which we call orthostereo, it is necessary 

at the camera lenses be spaced about the same as the eyes 
, ' ^ y°u vish to make a stereogram of a scene In which

there is no motion you can make a picture with an ordinary camera, 
:^m°VVit t0 one 3lde ab°ut two and a half inches and make 

the3e are correctly mounted and viewed they will 
produce the stereo effect.
are tvn ^®reoscoplc vision is a purely mental process. 
ve look ft ™r pla?ar images formed in the eyes, either because 
and the winH real scene or because ve look at a stereogram, 

mixes these two to produce the stereo image.

are.

There
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The eyes L & R look at pencil P and the lines of sight extend 
toward R® and Lon These llne3 pass at sides of tree T by dlatano 
W and X. This causes the appearance shown at bottom of diagram. 
In which the pencil P Is seen as a single solid Image by both 
eyes, while a more distant object. In this Instance a tree T ,
Is seen as two ghost Images. The left eye ghost Is seen at the 
left and vice versa when the nearer object Is focused upon.

R r. n
i *n
I*ii ii ii

L*
P-R P-l-

L-*

Here the eyes are focused upon the tree T, and the lines of slghi 
pass the pencil by distances Y and Z. The appearance Is shown 
below the diagram where a solid, single Image of the tree T la 
seen by both eyes. In this Instance note that the pencil being 
nearer than the object focused upon, the right eye ghost Is seen 
at the left and vice versa, just the opposite of the condition 
shown In the upper figure. These diagrams Illustrate the causes 
of the effects described In the pencil experiment.



To those of you familiar with radio, this thing of mixing two 
different things to produce a third which is different from both 
is vaguely similar to heterodyning.

The one essential characteristic of orthostereo is 
that it reproduces the original in full life size and at full
natural distance.

But, you will object, it is Impossible to make a life 
size picture of a man in a one inch film. Perfectly true, but 
you can and you do produce a full life size image of a man in 
a one inch stereogram. From a piece of paper cut a small open
ing about the size of a postage stamp. Hold this up in front of 
one eye and look at someone. You can easily see the full figure. 
You can even see all of a skyscraper if you get far enough away. 
This shows how the apparently impossible is really simple. You 
do not look AT a stereogram, you look THROUGH it out into space, 
and there at the full natural distance you see the original 
object In full natural size. Optically speaking you actually 
do look through the image because the visual image is reproduced 
away out beyond the viewer where the two lines of direct vision 
from the two eyes would meet normally. We shall have more to 
say about this when you get farther along.

There are a few simple rules which you should observe 
in making stereograms. For example you can point the camera 
up or down without the poor results which come from using a 
one lens camera in the same way; but the stereo camera MUST 
be level from side to side. You cannot straighten the pictures 
by twisting them in their mounts. To do so will result in painful 
eye strain. The two pictures must be made upright to start with. 
This is easy because you can align the sides of the finder with 
some vertical object such as the corner of a house, when making 
the exposure. There is almost always some vertical element in 
any composition.

It is highly advisable to use a tripod, because the best 
stereograms are made by using a small iris. This lets very little 

through the lens so the exposure must be increased. 
It Is difficult to make a really sharp stereogram with the camera 
held in the hand and using an exposure of more than 1/50 second. 
With a small iris and color film, the exposure may be l/lO or 
even longer, so the tripod is advisable.
3hort, that is less than 1/50 second

Ordinarily an aperture of f 11 to f 16 is preferable, 
but If there is nothing very near you 
to as much as f 5-6 or even larger, 
and this is one thing you will learn be experience.

As a matter of fact you should start from the beginning 
by doing everything wrong at least once. That is make one picture 
at full lens aperture, f 3-5 for example. You should make one 
exposure holding the camera In the hand while giving a half or a 
full second with the appropriate iris. You should try each error 
at least one time so you will know just what the result is.
Keep these mistakes in your reference file and study them from 
time to time. This is one of the most efficient methods for 
self instruction I have found during a period of more than twenty 
years spent In teaching photography.

Later we shall get into some of the more "fancy" stereo 
processes but right now we will try to do nothing more than to 
get started making good, straightforward stereograms.

*
light pass /i

If the exposure Is 
the camera may be held In

the hand.
, this may be opened up 
Each Instance is different
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MetQBE°©S C<a&B€>r
Modern stereography is color photography. While color 

remains a matter of choice in planar composition, it has such 
a tremendous influence upon the realism of the 3tereogram that 
it becomes practically essential to the ultimate in stereography.

While the use of color film i3 commonplace, very few 
photographers use it to the best advantage. Therefore in this 
department we shall endeavor to present the more common color 
troubles and their solution. To do this it is necessary to Intro
duce some theory, but an attempt shall be made to reduce all 
technical explanations to a readily understood simplicity. The 
theory presented in this installment is basic and should be 
thoroughly understood if the following discussions are to be 
of value. *

Color is light. That is perhaps a now conception but 
it is essential that it be fully understood. Color is light and 
light is color. Paints, dyes and the like are pigments, and have 
a distinctive color only because 
light and reflect the remainder to the eyes. Therefore remember 
that when the word "light" i3 used it refers to color and when 
"color" is used it refers to light. Light is simply the general 
term which embraces all color.

One of the most difficult of all color phenomena to 
explain is that which concerns white, gray and black. Just 
remember that when all visible colors are mixed in approximately 
equal proportions the result is white. When white has a low 
value of intensity, that is a dim white, we call it gray, and 
when there is very little light indeed we have black. True black 
which is the absence of all light is obtainable only under the 
most difficult conditions and in the laboratory. About the only 
common experience with black is that when one is phut up in 
a perfectly closed in darkroom.

White is not a definite term. For example a ribbon 
manufacturer made up a sample card which Included 21 different 
colors all of which were labelled "white" and to which no other 
terra could adequately be applied. In ordinary life we encounter 
such terms as "cream white", "blue white", "oyster white", and 
the like. These variations of white occur because the material 
absorbs the colors of white light to a very slightly non-uniform 
degree so that the reflected light is not quite the same as that 
which fell upon the object.

White is the light to which we are accustomed. If we 
have a sheet of white paper, we call it such. If we are working 
In a room lighted with ordinary incandescent lamps we still think 
of that paper as white, but if we could compare the actual oolor 
of that same sheet of paper under daylight and under artificial 
light, the latter would be seen to be a strong yellow. Unless the 
light is deeply colored, that light which we have about us we 
regard as white.

they remove some colors from

*
/1

Turn on a lamp in a room which is brightly lighted by 
sunlight. Notice how very yellow the lamp appears. Then turn on 
a photoflood. It will also be distinctly yellow but a paler yellow 
than the house lamp, 
artificial light. It appears to be black and a blacker black than 
does a piece of truly black cloth. This change in our mental 
color standard Is of the utmost importance and should be familiar.

Examine a piece of deep blue cloth by
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If ve can alter our mental color standard to accept 
either a vhite or a distinct yellov as being true white, how 
much more easily can we adapt our mental standard to the ever 
changing color of daylight. We have as a standard the so-called 
normal daylight, but unfortunately we rarely see it. As a matter 
of fact a daylight color which is nearly enough the standard to 
give excellent color shots is comparatively rare. It Is not too 
much to say that four color pictures out of five are made under 
light conditions which result In erroneous color. Fortunately 
foliage is usually some shade of green, and bright colors such as 
flowers are reproduced In the general color band. Flesh tones 
simply become more or less tanned in color and so on. But if we 
photograph a flower which contains very delicate violets and 
purples, and very complex colors we find that the color has 
changed in the film. We then proceed to blame the film or the 
processing or anything but the true villain, an off color light.

The simple fact which is so hard to believe is that 
ordinary, daylight type color film will record color under any 
kind of light in just the way we should see it If we had a fixed 
visual standard of color. The whole trouble Is that we are all 
unconsciously trained to see colors as we know them to be under 
white light, and we make these allowances without knowing It. In 
fact It goes deeper than that. The response of the eye soon be
comes very weak when we look at any one thing steadily and when 
we see a fixed color for a long period of time the eye Itself 
ceases to respond to this color stimulus.

Another disturbing factor is that of local color. Light 
beneath trees is inclined to be green, that near a brick wall Is 
red and so on. The light reflected from the surface of the earth 
may be colored if the earth itself is not a neutral hue. Light 
reflected from water may be unchanged if it Is a mirror reflection, 
or it may become colored. Indoors the colors of the walls of a 
room have a very definite effect upon the film provided such walls 
are included in the illuminated area. It is even possible to 
obtain very disturbing color shadows by reflection from a colored 
dress. All of these things must be taken into consideration 
when making the color shot. Many of these factors are easily 
controlled, but the color of daylight is beyond our control. All 
we can do is to exert a compensating force through the use of 
special color compensating filters. However as this is a somewhat 
complex subject we shall leave it for discussion in a future 
issue of The Third Dimension.

The point of importance Is the fact that you can obtain 
perfect color results at least eighty percent of the time if 
only you are willing to take a little time and trouble. In stereo
graphy even more than in planar photography, haste will ruin the 
result. To make a good stereogram requires a certain amount of time 
but the effort Is amply repaid when you view the excellent results 
obtained through the expenditure of a little pains.

To understand the requirements of practical color work 
it is necessary that we have some knowledge of the spectrum and 
of the theory of color temperature. Both will be kept as simple 
as is compatible with reasonable accuracy.

6



White light is not a homogenous thing at all. It Is a 
mixture or a blend if you prefer, of an Infinite number of colors. 
In the laboratory full white light is subdivided into 3500 lines 
each of which varies in color from its neighbors. This division 
is far too fine to have practical application in the study of 
color as such. In fact few people could distinguish definitely 
among even 100 colors in the whole. In ordinary language, when 
white light is divided Into Its components, we speak of the 
resulting colors as)(the "rainbow colors"; the scientist speaks of 
it as the "spectrum". As children we were taught there were 
seven colors in the rainbow. As a matter of fact, the whole 
series can be divided into three portions, one blue, one green 
and the third red. True, these, are broad and general color terms, 
but inasmuch as we make use of this triple division in practical 
color photography, we shall make use of it in our discussion.

White light is made up Of these three colors In about 
equal parts, but It is also very common to have one of the part3 
less Intense that the others. Before this is considered, it will 
be necessary to mention the phenomenon of minus colors. If a 
very narrow band of medium red is taken away from white light, the 
remainder will be a delicate sky blue. If the blue is taken 
away the remainder Is yellow. Thu3 artificial light sources are 
commonly deficient in blue. A3 a result the light itself is 
yellow, and having no blue to be reflected from surfaces, a blue 
object appears very dark or even black under such light. But 
perhaps most significant Is this; If blue is taken from the 
total white light it is obvious that both red and green remain.
If then this remainder is yellow it would 3eem that the mixture 
of red and green will produce yellow. That is exactly true. No, 
you cannot mix red and green paint3 and produce yellow; but if you 
have two slide lanterns and project beams from both upon a screen, 
and then cover one lens with red and the other with green filters 
the screen will be illuminated with yellow light where the two 
beams overlap. Where they do not the screen will be red or green 
depending upon which beam illuminates It.

Blue, green and red are the primary colors. The blue, 
yellow and red of which we were taught in school are the primary 
negative colors. That Is if you remove pure blue from white the 
remainder is yellow. If green is removed from white 'the remainder 
is a magenta red and if red is removed the remainder is Prussian 
blue. Because of this negative phase in colors, this color system 
is applied practically to color reproduction by photography. Each 
primary color has its negative phase which makes possible the 
production of any number of positives In the positive phase.

Artificial colors are usually more or less pure colors. 
Red dye has relatively little color pther than red. However in 
nature most of the colors are minus ones, simply white from which 

often small, of one color has been removeda certain amount, 
leaving all the rest. For this reason the apparent visual color 
effect of green foliage and a green ~barn will change relatively 
under varying light conditions. The practise of using patterns 
made of colored paper for color film tests Is worse than useless. 
The only test is provided by objects similar to those to be 
photographed.

In a later issue we shall give a more detailed discussion 
of the spectrum and the characteristics of natural minus colors.
For the present remember that normal white light is made up of 
proportionate parts of blue, green and red; and that any of these 
may be present in abnormal amount, a condition which will adversely 
affect the results obtained with color film.
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JAnother factor of Importance is that of the color tem
perature of light. This has often been misunderstood, so ve shall 
consider it briefly.

When a metal such as iron is heated, it will eventually 
become red. As the temperature is Increased it brightens to orange 
then to yellow and finally to a dazzling blue-white. This means 
that the higher the temperature the more the color progresses from 
red toward blue. At a low temperature the red is predominant and 
at very high temperatures the blue is the greater. This has 
been made the basis for the identification of the color of light 
which is produced by an Incandescent body such as the sun or an 
incandescent light bulb.

We also have light sources such as the mercury vaopr arc 
and neon tubes. Some workers have attempted to assign color tem
peratures to these light sources, something which is impossible.
The only light which can have a true color temperature is one 
which contains substantially all of the spectrum from red up to 
the characteristic color of the light. Thus an Incandescent bulb 
is deficient in blue but it does have both green and red. On the 
contrary the mercury and neon lights have only minute portions 
of the spectrum visible as single bright lines of color rather 
than the broad, continuous rainbow colored band. The color of these 
lights has no relationship to temperature, and to speak of their 
"color temperature" is a mistake.

Color temperature is based upon the actual temperature 
at which a perfect typical mass will produce the color in question. 
We are indebted to Harrison & Harrison Optical Engineers for the 
following list of ordinary light sources and their color tempera
tures as given in the manual of the H&H Color Corrector, which 
will be described in a future issue. I~ 
in degrees Kelvin and equals Centigrade

Dull red hot iron........................
Candle flame.................................

\

IThe temperatures are given 
plus 273°.
800 A1850 

2400
Ordinary house tungsten lamp..2900

3200 
3400 
3500 
3600 
3800 
4000 
4300 
4800 
5000 
5400 
5900 
6500 
8000 
9000

Vacuum tungsten lamp *
Projection type lamp...
Photoflood lamp..............
White fluorescent lamp.
Photoflash lamp..............
Average Photoflash........
Daylight tungsten lamp. 
Early and late daylight

to
Daylight photoflood.
Mean noon sunlight..
Sun and sky................
Daylight fluorescent
Hazy sky......................
Blue sky......................
Obviously all of these are average values, all of them, 

particularly the photoflood values, subject to wide variation.
In the red group a difference of 100° may result in a visible 
difference in the film while in the high temperatures a variation 
of 500° or more are necessary to show an appreciably visible 
effect. It is obvious that with both artificial and natural 
light subject to wide variation, it i3 essential that ve have 
some means of identifying and controlling these changes. This 
subject is one which we shall discuss in the near future. I
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I
t There are various brief notes vhich we shall use 

upon this page, from equipment reviews to personal items. Those 
which are followed by the initials L.R. indicate the result of 
actual tests in our own laboratories. It is important that mem
bers remember that news of apparatus and equipment which does not 
bear this identification is based solely upon the reports which 
are provided by the manufacturer or obtained elsewhere.***

REALIST CAMERA. .L.R. 1. .This camera has been in use for 
about 18 months. Results have been uniformly excellent. The 
camera is standing up well; functions and appears like new.
Used with and without flash. Highly satisfactory.

REALIST VIEWER..L.R.2..The same satisfactory results 
have been obtained with this viewer the companion to the camera 
of L.R.l.

Rev.Whitney Ward of Norwich, N.Y. builds stereo cameras 
as a hobby. He not only turns out a real factory finished job but 
he grinds his own lenses and mounts them. We admire his patience 
but fear we could never Imitate it.

Bob Hayes of Tyler Texas has a flair for making paper 
prints of the standard American size, 3x6. Mounted and boxed In 
sets they are equal in quality and appearance to the finest of 
commercial views.

TRI-VISION CORONET. All plastic molded camera and 
lighted viewer. The illustrations look well, but we have not as 
yet tried the camera nor seen any of the work. Satisfactory 
reports have been received from owners. At the low price of 
$22.95 it will appeal to many beginners who cannot make the 
necessary investment to acquire a de luxe camera.

STEREOVTSION PROJECTOR. This is a flicker type stereo 
projector which should be good. We have not had the chance to 
try It out, but the system Is one which has been used before to 
good satisfaction.

REALIST SLIDE CABINET..L.R.3.. This Is a 4 drawer 
cabinet holding 150 slides in 3 drawers and the viewer in the 
lower one. It is a welcome addition to this line as the problem 
of keeping slides is a vexing one.

Mr.R.W.Strong. Secretary of the Stereoscopic Society is 
in the Guild. I'm sure all members will join in saying 
" to Mr. Strong. Incidentally Mr. Strong produces some

I
>'*

with us 
"Welcome
beautiful examples of gold toned landscapes in paper prints.

Mr. Chas. Bass of the Bass Camera Company, a personal 
friend of years standing tells me he has some attractive used 
stereo cameras. If you are interested write him at 179 West 
Madison Street in Chicago. No, it isn't an ad;"Charlie will not 
know about this until he sees It. We are not running ads as yet.

AMERICAN SIZE VIEWER. Have you your parlor viewer yet? 
Every stereographer should have one particularly for technical 
and demonstration slides. Do not use old, shaky viewers, get

solid one. The stand type is best. If you want a reallya new,
deluxe model get the Keystone Telebinocular.

The Guild is going to try to organize a stereogram 
contest. The trouble Is financing the prizes, but perhaps it 
can be done. Are you interested? If so send your suggestions.i
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Pictorial Stereo
Stereoscopic pictorialism involves all of the usual 

factors of planar composition and several additionsl ones which 
are peculiar to stereo. In this series we shall try to describe 
the method whereby the principles of planar composition may be 
applied in three dimensions to meet the requirements of stereo.

We shall not try to cover the whole ground of planar 
pictorialism as most of you are probably familiar with it; but 
shall immediately proceed to the discussion of composition as it 
affects stereo. In the first installment we shall moke a general 
survey of the problem and gitfe one or two examples. \n the 
succeeding installments the various elements will be discussed 
in detail. When possible stereo slides will accompany the'text.

'
#*««***«*««#

The first point to be considered in making any picture 
is that the picture should be one complete picture. Most of the 
prints made by amateurs Include two or more partial pictures 
and a great deal of extraneous material. Try to select a point 
of view which will Include everything which adds to tae one 
picture and to exclude everything else.

To this end we have the working principles of unity, 
harmony and balance to help us out; and we also have the rules 
of cardinal composition to help us point out the center of inter
est of the composition. Cardinal composition is so called because 
it is a system whereby the center of Interest is made to stand 
out from the rest of the picture; and at the same time objects 
which are not the center of interest are subjugated in interest.

These rules are added to those of design composition to 
perfect the picture. While all of this has been rather well 
worked out for planar design, the application to stereo depth 
has not been developed at all. Therefore we shall try to point 
out desirable working directions, but it must be remembered that 
the formulation of stereo pictorial principles is something for 
the future and every one of you may well have a hand in making 
the ultimate rules.

In planar design we have the rectangle divided into 
subdivisions. The lines are spaced to divide the rectangle 
Into three equal parts vertically and horizontally; or the 
division may be made in the sequence two-fifths, one-fifth and 
two-fifths. Where the four lines intersect are the strong points 
of the picture. This may be taken as a rough guide, but it 
must be remembered that Instead of a small central rectangle 
whose corners are the strong points, we have a solid space 
the front end of which is represented by the rectangle but 
which extends backward into space for an infinite distance.

The stereo strong points will be located in the 
edges of this solid which extend backward, with the strength of 
position diminishing with distance from the camera. However in 
any plane, the Intersection of that plane with this solid space 
will Indicate the strong points for that plane.

This is somewhat difficult to understand perhaps, but 
it Is simply an extension rearward of the usual pictorial plan.

r-
1,1O

.
■

}
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Slide 1 illustrates this point, hut there are some 
things about the draving itself vhich must he explained. When ve 
speak of monocular vision ve mean the vision of one eye and a 
type of vision vhich is necessarily non-stereoscopic. At the 
same time true stereoscopic vision is essentially monocular in 
that ve see a single Image, but one vhich vould theoretically 
be seen by a single eye in the center of the forehead and 
endoved vith stereoscopic perception. To avoid any error, the 
vord monocular is kept for its original meaning, and this 
idealized stereo-monocular vision is knovn as Cyclopean vision.
In all stereo vork, the original stereogram is made up of a pair 
of differentiated planar Images, but the image vhich is seen is 
a single, unified stereoscopic image, 
fore vhen making stereo dravings It is 
tain components vhich have no directly perceptible relationship to 
the Cyclopean Image; and at the same time certain distortions of 
the planar images are essential In the production of the desired 
Cyclopean image.

one

I

the Cyclopean image. There- 
necessary to Include cer-

Never forget that the physical picture, the print is 
simply tvo different planar images and that the perception of 
stereoscopic depth is a mental reaction.

In the draving the image at the left may be taken as 
the foundation. The square field has been divided by the lines 
1,2,A and B, Into nine smaller squares. According to the usual 
rules of composition the points x,x,x,x are the strong points.

Nov if ve similarly divide the right image ve haye 
an Identical netvork, and from the rules of stereo ve knov this 
netvork must lie at an infinite distance as it is spaced by the 
full stereo separation. Therefore to bring the netvork into the 
foreground it Is necessary to displace the vertical lines toward 
the center. Thus ve have as a result the lines A^B^C^D' 
replacing A,B,C,D. The horizontal lines remain unaltered as

differences are differences in the position of vertical 
elements.

i

I stereoC
I The extension of the face y.y.y.y of the center square 

must be much smaller due to the loss of size vith distance, 
and if it Is to appear at stereo infinity it must be centered 
vith the original square x,x,x,x. If the rear face vere at 
infinity it vould be a point not a face, but as it only lies 
at stereo Infinity, vhich is the decidedly finite distance of 
some 670 meters, It has appreciable size. When the corresponding 
corners of y,y,y,y are connected to the rear face ve have the 
stereo representation of the extension into space of face y,y,y,y.

Any position along these connecting edges are the 
strongest points in any plane vhich Intersects the extension.
Note that vith the dimunltion of size vith distance, the positions 
of the strong points drav nearer together, and the rectangle of 
strength becomes Increasing smaller as compared vith the total 
Included field.____________________________________________________

The dravings referred to vlll be found in bitMMMMf 
this Issue printed vith blank backs so they may be removed for 
viewing. It is suggested that a 6x13 or a regular 3x6 Inch 
parlor stereoscope be acquired for vievlng these dravings.
Paper prints are not suitable for the Realist viewer, but if 
any member should vant them, film transparencies of all figures 
are available at fifty cents each, vhich covers the cost to the 
Guild for laboratory vork, handling and mailing.____________
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The object of greatest interest may be given prom
inence in several vays. A dark object is conspicuous among light 
ones; a cube is conspicuous among balls; an object vhich stands 
alone at some distance from a group of similar objects draws 
attention; a large object stands out among several small ones, 
as does a small one among large ones. In fact anything which 
indicates strongly some way in which the central object is not 
like others in the picture makes it an important center of 
interest.

In the examples shown, the first one. Slide 2, there 
is an arrangement of the circles which, in planar work would be 
a haphazard one. However viewed stereoscopically there is one 
which is made prominent by being placed in a plane far distant 
from all of the others which are grouped more or less in a 
single plane. Thus we have an example of cardinal interest being 
strengthened by on arrangement wholly impossible in planar 
photography.

In Slide 3 there is a mixed form. The single circle 
below and at the right of center is by all the rules the out
standing center of Interest, yet when viewed stereoscopically 
it will be seen that one of the opposed group holds the strongest 
position, near the observer. Here there is a conflict between 
the planar and the stereoscopic strength, and of such degree 
that there is an almost equal pictorial weight in two opposing 
centers of interest. In this example, although the composition 
shows unity as far as the planar design Is concerned, it shows 
stereoscopically a duality which splits the interest effectively. 
This must be guarded against.

In Slide 4, while the arrangement is not too poor for 
planar work, there is a triple division of Interest stereo
scopically. There Is a somewhat isolated circle in the upper 
left corner which draws the eye, and it has a companion which 
Is near enough for the two to be regarded as a group balanced by 
the larger group below. In the lower group there Is one circle 
which is black and so dominates the whole composition for the 
difference of color has more weight than the difference of 
position. Therefore in planar composition, there Is a strong 
center of Interest with a supporting group, and removed from it 
a lesser group of secondary interest.

However when this slide is viewed stereoscopically, 
the black circle is removed some distance, still Its color 
difference is great enough to give It weight. 'Some of the 
surrounding group are nearer and some farther than the black one 
but not markedly. However the upper central circle is moved to 
the near foreground giving it strength to compete with the color 
difference and the circle In the corner is removed to the far

c
\

background thus effectually breaking the group bond which held 
these two together In planar design, and giving it noticeable 
negative weight. Thus we have a strong weight of color, an equally 
strong weight of foreground position and a somewhat lesser 
weight of Isolated distance. The arrangement forms a rather 
confused stereoscopic composition.

These factors will be discussed in more detail as will 
other related ones. This first Installment has been only for 
the purpose of outlining the problem. In further Installments 
ve shall try to take up these factors one at a time and show 
their stereo as well as their planar values. I

12
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Slide Exchange
Please write directly to the members vith vhom you wish 

to exchange slides. Do not correspond vith Guild Headquarters 
about this. In the list belov appear names, addresses, type of 
slide to be exchanged and in some instances the size. Kindly 
that when no size is given Realist slides are understood. As 
a considerable majority of our members are users of the Realist 
it is not necessary to repeat this in each listing.

Brooks, Chas.A. 5902 Argus Road, Cincinnati 24, Miscellaneous

Dahl, Robert, 939 College Ave, Racine, Vise.
Miscellaneous; Realist or 6x13 cm.

Fairley, Joseph, 3400 Laurel Ave, Cheverly, Maryland. 
Miscellaneous; 6x13 cm.

Friedson, Jerome E, 309 Brush Creek Blvd, Kansas City, Mo. 
Architecture and 3cenic.

Faulkconer, Lynn, 647 N. Walnut St, Seymour, Indiana.
Landscape.

Hayes, Robert. POB 741, Tyler, Texas. Bob specializes in 3*6 
paper prints-, but is also in the 6x13 cm. field. He 
makes beautiful slides of Texas scenery.

Jacobs, L.V., Jr. Commercial Trust Co, Fayette, Mo. 
Miscellaneous.

Lockvood, John D., 3418 Rodman St NW, Washington 8, D.C.
Miscellaneous. Stereotach and 3*6 parlor size.
Stereotach is single frame 35 mm.

Murphy, E. Clair,
Landscape and general in 6x13

Moss, Bernard, 11 Queensbury St,
Miscellaneous

note

i

c
V

3
131 West 13th Ave, Homestead, Penna.

Boston 15» Mass. Apt 25

Pearl, Tom, 2295 Francisco Street, San Francisco 23, Calif 
Miscellaneous 6x13

Piper, Mr & Mrs E.E., 5438 Chesley Ave, Los Angeles, 43, Calif 
Miscellaneous

Shepardson, Ernest, _ .
Covered Bridges, Miscellaneous, 6x13

Weakley, W.H., 4o4 Hadley Street, Houston 6, Texas 
Landscapes and flowers.

If you want your name added to this list advise us at once.

509 Broadvay, Troy, New York
!
■
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Equipment Exete&sige
Notices herein may be without name, and addressed in 

care of the Guild. Replies will then be forwarded to the member 
making the notice. There is no limitation placed upon the offer 
nor the request. For example we received the following for inser
tion:

LEICA PROJECTOR, Fine condition. Will exchange for 
mounted human skeleton or human anatomical model. Care of Guild.

That seemed to be getting rather far afield, but inquiry 
proved that the advertiser was a student who wished to make a 
series of osteologlcal and anatomical stereograms. Therefore ve 
decided to leave the field wide open. Offer anything, ask for 
anything. W© leave it to your judgement not to abuse the prlvelege• « «

ROLL HOLDER WANTED for Verascope 45 x 107. Win consider 
purchase or exchange. Care of the Guild.

TRANSPOSING PRINTER. Richard automatic stereo printing 
box for sizes up to 6x13. Built in time clock. Imported printer. 
Want stereo or scientific or radio equipment. Care of Guild.

KERN CAMERA. Fine Swiss 35 mm stereo camera. Import cost 
over $300. Will exchange for stereo equipment or cash. Care Guild.

CONTESSA NETTLE 45 x 107 camera, Meyer- double 
speeded shutter. Filmpack adapter and 6 holders. Care Guild.

STEREO GRAFLEX. matched Goerz original Dagors, Good 
condition. Takes 5*7 film. Complete with holders. Win 
or exchange for photo or laboratory equipment. Care Guild.

Do you have any books you do not want? Several members 
are interested in books concerned with stereo, pictorial and art 
subjects and the like. Send your list, if we get enough we shall 
print one book page.

anas, lenses.

sell

n

0Many members are collectors of old stereo equipment and 
Our library new contains the work of a dozen of theviews.

old timer stereographers Including Smith of Boston; Watkins 
Pacific Coast Studio; Parker of Niagara Falls; Loeffler of 
Staten Island; E.& H.T.Anthony of New York; Parks of Montreal 
and many others. If you have any of these or want them try 
this department. Our ovm library could use more of them.

3TERE0LY, prismatic camera attachment and prismatic 
viewer. The finest reflector ever produced. Fits Leica camera but 
easily attached to other 35 mm cameras with 2 inch lenses. 
Excellent condition. Win consider exchanges. Care of Guild.

ZEISS CABINET VIEWER with one belt for 45x107 glass 
transparencies. Views presented in consecutive order. Will 
sell or trade. Good used condition Care cf Guild.
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