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It’s Up To You
The future of stereo lies in your hands' 

Some of you have complained about the difficulty*in 
obtaining stereo supplies, but there will be no 

. fully adequate manufacturing until there is_ a veil
established demand. There are two veil established 
firms and a scant half dozen who are trying to get 
upon their feet; but in the end the answer will 
lie with the demand. "When that is established the 
supply will be ready.

Stereo is not only the most satisfactory 
form of photography for personal purposes, it is 
potentially the most valuable photographic medium 
possible for scientific, for commercial and indus
trial, for educational and for military purposes. 
It is not only possible, it is quite probable that 
in the event of another war, the existence of a 
number of fully experienced stereographers in our 
country would exert a powerful influence for our 
good. It is certain that in any event, no other 
photographic medium can possibly offer the service 
to mankind which stereo does.

This is a thing which lies outside the 
domain of politics, it is something which depends 
wholly upon individual support, 
one of the individuals concerned. But even if you 
had unlimited time and unlimited funds, you could 
hardly do enough to affect the balance. Your indi
vidual stereo sctivity is not the answer. However 
if YOU interest only three new people in stereo 
within the next half year, and each of those in 
turn do the same, it would mean that stereo has 
increased almost tenfold in power within the year, 
and at the end of three years we should have one 
thousand stereographers where we now have but one.

The Guild stands as the rallying focus for 
It stands not for exclusiveness, nor

and YOU are

all of this.
for any selfish interest, but for the spreading of 
the truth about stereo. A strong Guild means more 
for you individually, more for society in general 
and the development of stereo from a highly spec
ialized, almost experimental photographic stunt 
into a strong, universally recognized movement.

This is your opportunity and your respon
sibility. Try to interest at least one newcomer 
in stereo this week!



PULL DOWN THE WINDOW SHADE

In 3tereo there are many points of conventional 
photography which must be more closely observed than 
in snapshot work with an ordinary camera. We shall 
take these up one at a time, and try to show just 
what the importance of each may be.

The first factor is that of APERTURE, which 
is more commonly known as the stop or the f number. 
To start out with just remember that an aperture is 
simply a hole or opening. A window in a room is an 
aperture. The aperture of the camera is normally 
occupied by the lens, but for reasons which we shall 
explain, provision is made to change the size of the 
aperture by means of an iris diaphragm. The position 
of the diaphragm is shown by a number, known as the 
f number. Ordinarily the numbers are 3*5* 4, 5-6,
8, 11, 16 and 22.

To show the value of the aperture you should 
perform a simple experiment. Hold a pin directly in 
front of one eye, and about two inches or less away. 
You can see nothing more than a blur. Now make a 
very small hole in a card, using a fine sewing need
le. Hold this close to the eye, look through it at 
the pin and you will see a very large pinhead but 
it will be upside down. The point is you can see 
it with fair sharpness.

In the camera we use the aperture to regulate 
the sharpness of the image more than for any other

)

purpose.
When the aperture is as large as possible, for 

example at 3-5* you can photograph a landscape in 
which the nearest object is thirty feet or more 
away, and the whole scene will be sharp. But if you 
have some object within five or six feet of the 
camera you will find that you can only get this 
object sharply defined, or the background, as you 
choose. You cannot make an exposure in which BOTH 
the near object and the background will be sharp.

However, if you close down the aperture to 16 
or 22, you will find that you can make a picture in 
which both the near object and the background are
sharp.

The size of the aperture determines how near 
the closest object may be to the camera while keep
ing the distant background sharp.
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A good stereogram has every object within it 
sharply defined.

If your scene includes distant background and 
a nearby object, you must use a small aperture to 
get full sharpness throughout the picture. The size 
of the aperture depends upon the distance of the 
nearby object. This is best determined from the 
table of hyperfocal distance which is placed upon 
most cameras of today. The hyperfocal distance 
comes nearer the camera as the aperture is made less 
in size. But the one thing which is sometimes con
fusing is the fact that the hyperfocal distance is 
the distance for which the focusing button of the 
camera is set. The actual range of sharpness includ
es everything from HALF the hyperfocal distance to 
infinity, or far distance.

For example if you have a model posed six feet 
from the camera, and there is a distant background, 
you choose the aperture which corresponds to a hyper 
focal distance of twelve feet. Of course you may use 
a smaller aperture If you wish, but this is the 
largest one you can use successfully.

There is also the time when the model at six 
feet is posed against a wall only twelve feet away. 
Then you do not need to have the focus go clear 
back to Infinity, and you can use a larger aperture. 
The choice of aperture under such circumstances is 
something you will learn by experience... and you 
should know that experience is very often spelled 
e-x-p-e-r-i-m-e-n-t. While you are still a beginner 
you may safely use one stop larger than that which 
Is indicated by the hyperfocal distance.

Thus the choice of aperture is governed by the 
range of distances through which your subjects are 
spread. Get into the habit of using your hyperfocal 
tables and you will soon find it easy to select the 
correct aperture.

But just what is this aperture, aside from its 
control of sharpness?

Imagine you are In a room, lighted by a single 
window 36 inches high. This window has a shade and 
along the sides of the window there are yardsticks. 
Pull the window down three and a half inches, or 3.5 
Inches. The room is as bright as before. Pull it 
down 8 inches and still you see little difference. 
Pull It down 16 Inches and the room Is darker.
Pull it down 22 inches and the room is still more 
dimly lighted. At' 32 inches the room Is almost dark.

i

i
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Now imagine another room, this time the window 
is round and covered with a round shade which has 
a drawstring so that it may he closed much like the 
mouth of a hag, with an opening remaining in the 
center. Opposite the window, ten feet away there is 
a white wall. The window has a diameter of two feet.

The light falling upon the white wall is then 
measured with an exposure meter. As the wall is ten 
feet away and the window is two feet across, the 
window could he placed edgewise across the room five 
times. So we say that the room width, which we call 
R, divided hy the window diameter, equals 5- Or 
more" simply we say that the diameter of the window 
is equal to R/5, that is the room width divided by 
five.

If the shade is drawn until the diameter of 
the sindow is only one foot, then the window has a 
diameter of R/lO. But when this is done the meter 
shows only one quarter of the original light now 
falls upon the wall. How can you compare a relation 
ship of one to four and that of one-fifth to one- 
tenth? If you multiply 5*5 you get 25; and if you 
multiply 10x10 you get 100. 25 is just one quarter 
of 100, and that is the relationship. So if you 
want to know how much light falls upon the wall of 
the room you first make the division of R hy the 
window diameter. This time let us say the window is 
only six inches across.
Now you "square” the first value of 5 which gives 
you 25* Square 20 and you get 400. 25 will go into 
400 sixteen times, so the wall is now only one-six
teenth as bright as it was at first.

No matter how large you make the room, a round 
window whose diameter is one-fifth the room width 
will give just as much illumination to the opposite 
wall. That is the whole story.

Now imagine you are a gremlin Inside a camera. 
There you have your room with a wall, which is the 
film, and opposite It a round window with a circular 
shade. It works just the same. But we 
R for the room width. We know that the lens must he 
focused to produce a sharp image. We also know that 
when this is done, and the object is far away, the 
distance of the lens to the film is always the same. 
Only when the object is nearby do we move the lens 
■farther away from the film. This distance between 
the film and the lens when a distant object is 
focused is known as the focal length of the lens

Then the R value is 20.

do not use
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and for convenience we use the letter f to mean the 
focal length. Now then we do just what we did before 
The lens is focused upon a far object. The distance 
between the lens and the film is 3 inches, or 75 
millimeters. The aperture is just a half inch. Then 
because there are six half inches in three inches 
the focal length divided by the aperture will equal 
6. This is a long sentence to speak or to write, so 
we abbreviate it this way: f/6. That is to say the 
lens aperture equals focal length divided by six.

In this country is has become customary to 
replace the division sign "/" by a period ".M.
This is confusing, but it accounts for the use of 
such an expression as f.8. 
that the correct way should be f/8. Then 
never forget the actual meaning of the 
and you can remember very easily why f/22 is much’ 
smaller than f/4 for example.

Again it makes it easy to remember that f/8 
lets in just four times as much light as does f/l6, 
because 8x8=64 while 16x16=256, and 256 is four 
times as great as 64.

You can easily remember that each marked stop 
is substantially one-half or twice the value of the 
next one. 8x8=64; 11x11=121; 16x16=256. True the 
squared value of 11 is 121 and not 128 as we can 
see it should be. The fact is this stop should be 
called 11.3+j but the fraction has no practical 
value, so it is disregarded.

If you do not like simple mathematics, all of 
this has been boring, but if you will just take a 
half hour and be sure you thoroughly understand it, 
the use and selection of the correct aperture will 
never again bother you, and you will have the answer 
to that eternal question, "But how do I know what 
stop to choose? My meter gives a dozen different 
ones. How can I pick the right one?” Experienced 
photographers make this selection for the reasons 
just explained, to control the degree of sharpness 
in objects which are not at the center of focus. A 
good lens will make a sharp picture wide open, but 
the sharpness will be limited to the object which 
was focused upon and those objects very near it.
When both near and far objects must be made sharp in 
the same picture, only a small aperture will do it.

the depth of field

Just remember however
ou willn y
numbers;

;

It is the range of sharpness or 
in. which you are interested.
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IT’S YOUR BULLETIN

Hov do you vote? Just drop a postcard if you do not 
vant to write a letter. Just note your comment this 
vay, l.Yes 2.No” or -whichever it may be for all 
the suggestions noted below. We want to make the 
bulletin the way you want it.

1. This issue has type face a little larger. We 
hope soon to go to a broad face printer’s type, but 
we do not know just how soon this can be done. Do 
you like the larger type?

2. Stereograms are printed upon a separate sheet
so they may be cut out without marring the bulletin. 
Do you like the idea?

3- As a heavy majority of members use the Realist, 
stereograms are printed in this size. They may also 
be cut out and mounted for any larger size although 
they appear smaller than normal. Do you prefer this'

4. Instead of reprinting exchange information in 
every issue, we shall only print corrections and 
cancellations. This saves space. Are you in favor?

5- It has been suggested that the Guild establish 
a set of rules controlling exchanges of slides. We 
preferred to leave this to the individual members 
as we consider rules unenforcible and in addition 
there are too many rules and not enough individual 
freedom in this old world. Do you want rules?

6. Several members wish to use stereo in advanced 
laboratory work such as photomicrography. The pro
blem is this, how many members are interested in 
these advanced applications. Shall we include this 
type of material at least every other month or 
only occasionally? Vote "yes" for every other month.

I

7. It has been suggested that the material in the 
first issue was somewhat too heavy, and that there 
should be some feature type of material included. 
This was originally intended to be purely a|ftechni
cal bulletin but it is up to you. Vote yes for 

popularization of material. This does notmore
mean that the serious material would be dropped 
altogether. 5.



8. Several members are Interested in atereo drawing, 
-o present this subject would require a monthly- 
installation for the better part of a year. We can 
do this or we can issue a separate booklet covering 
the subject which would have to be sold for about 
one dollar. Shall we issue it in the bulletin?

j

9- The bulletin has been made in a size which will 
fit the pocket. It has been approved by some members 
while others consider it too small. If the size is 
increased the number of pages will be made less. We 
are now running right up against our printing budget 
and cannot increase the actual content of the bull
etin, although we hope to do this later. Shall we 
keep it in the present size? If you vote for a 
change Indicate the size you prefer.

10. Do you want a Guild contest? Frankly we do not 
know right now where the prizes would come from 
and we do not want to charge a fee to cover this. 
Would you be Interested in a contest with nothing 
more that certificate awards, without prizes of 
any intrinsic value? Vote 10a Do you want any kind 
of contest and 10B Will certificate awards be satis
factory?

j

If you want to say more than a postcard will 
hold letters will be welcome; but If you simply 
wish to vote, the card will do- We strongly urge 
each member to send in his vote. Our next issue 
and eech Issue thereafter will carry a result of 
the current vote. Changes in policy will be made 
when the vote has stood unchanged for four conse
cutive months. Questions for member voting will 
be numbered consecutively. That Is, the next 
question to be raised will be number 11 and so on 
so there will be a permanent record of member vote. 
After six months active use of any voted change 
any member may call for a second vote to maintain 
or again change the point involved. We wish to 
keep the Guild and membership active. Action upon 
votes may b.e held up at the option of the Secretary 
when such action involves certain problems of 
administration or finance which cannot be solved 
immediately.

I

Both bouquets and brickbats are welcome. 
We certainly prefer the .
least if you kick, you

6
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Exchange
IMPORTANT NOTICE: Those of you vho were undecided 
about exchanging slides and now wish to do so will 
kindly send a postcard giving your subject choice 
and the size you wish to exchange.

-X-****

Dahl, Robert; 939 College Ave; Racine, Wise.
Correction. Should have' been 3x6 Inch instead 
of 6x13 cm in addition to Realist slides.

Hall, Earl G; 217 Wood St; Burlington, N.J.
General subjects in parlor size 3x6 inch.

Swain, Winthrop C: 4 Leavitt St: Hingham, Mass
6x13 or 45x107 - New England landscape; general.

Wolfe, Paul J.; 124 E. Jefferson; Butler, Penna 
Landscape and figure studies - Realist.

For others, see the first issue of the Bulletin.

Equipment Exchange
Our anatomical student has not yet obtained his 
skeleton nor his anatomical model...but he may 
do so. Now we are Interested and by cross trading 
may be able to enlarge the offers. If you have a 
skeleton in your closet, what do you want for it?*****
Custom made Gaumont stereo-panorama, Zeiss Tessars 
3.5 with stops to f/36; speeds to 1/175 second.
Full size direct finder, all metal body, FPA plus 
2 magazines and 24 extra septums; closeup lenses 
for 1 meter; filters; sunshades; range finder 
separate; 2 leather cases. New condition. $250.00

2 7x13 magazines for Richard Verascope; 6x13 Taxi- 
phot, Richard printer: extra Taxiphot trays: Dalian 
tank and darkroom sundries. All above offered by 
Adolf G. Hoffman; 4511 N. Richmond St: Chicago 25 *******
Robert Hayes, POB 741, Tyler, Texas has a complete 
H&H Color Corrector set in good condition at a 
bargain price. ******
CORRECTION. Remove Graflex camera and Zeiss

viewer from lists offered in the firstcabinet 
issue. 7



Practical Stereo

Mounting
The problem of mounting color films is 

a serious one. Those who work in the larger sizes 
and are accustomed to having glass covered slides 
usually mount color films in this same way. The 
Realist worker usually has his mounting done at the 
factory in the usual cardboard mounts which leave 
the film exposed.

It is true that the Kodachrome films are 
lacquered-and this provides a certain amount of pro
tection, but It Is not enough. Therefore we shall 
consider the changeover briefly.

If the adhesive tape is stripped from the 
top of the cardboard mount, the films Inside will be 
found attached to a silver paper mask. This mask and 
the films are removed, placed between glass and 
bound all around with adhesive tape. This leaves 
the raw film edges visible from one side of the 
slide, and to overcome this unfinished appearance, 
many stereographers add a second binding mask, back 
to back with the original. This provides a complete 
finish to the slide. As the masks are Inexpensive 
the added cost Is Insignificant.

However, many of you will want to do all 
of your own mounting, and now that the mounting jig 
is ready for distribution, this is very easy.

The film received from the processing 
laboratory is carefully cut apart using the special 
film cutter provided with the mounting set. The 
individual frames are put Into the numbered compart
ment of the sorting box. This is all done before 
any other step Is started.

The heater is now plugged into an electri
cal outlet and the tacking Iron allowed to become 
hot. Lay a mask in the lower jig, silver side down. 
Place the film holder in the frame above the mask. 
With forceps pick up a film frame, be sure that it 
is right side up and the shiny side of the film 
toward you. Insert the hold-down and press firmly 
down upon the film. Pick up the iron and press it 
firmly against the bottom edge of the film through 
the openings in the hold-down. This will attach 
the films to the prepared surface of the mask.

8



If the films do not stick firmly and the 
adhesive surface is barely marked/ the iron is not 
hot enough. If the films do not adhere and the ad
hesive coating seems to have been removed from the 
mask, the iron is too hot. Adjust the heat control 
of the heater until the iron is kept at the right 
temperature.

Prepare a label and attach it to a second 
mask. Lay this upon the first and bind the whole 
between two slips of glass.

The glass slips are dusty and often have 
a thin film of grease upon them. They should be well 
washed in hot water and soap, rinsed and dried. A' 
modern kitchen detergent is even better than soap. 
When dry, repack in the box to prevent them from 
becoming soiled again.

Place the mask assembly between two 
clean pieces of glass and squeeze together...you can 
clean the outsides later... place the edge lengthwise 
upon a strip of adhesive tape, well centered. Roll 
the slides upon one corner keeping in the tape cen
ter and repeat until the tape has been applied all 
around. Some make an overlap in the tape at one side 
but I prefer to start at one corner. There is also 
a difference of opinion about the corners. Some 
simply compress the tape tightly at the corner and 
bend over the ear which results. I prefer to slit 
the corners carefully and thus obtain a thinner and 
positively attached corner. This is a matter for 
personal preference.

In binding run the fingers down the edges 
to attach then firmly to the tape, then crimp over 
the sides of the tape upon the edges of the sides 
of the glass. It is advisable to do the long sides 
first. Before going ahead to the next slide be sure 
that the tape is well sealed all around upon both 
sides.

Incidentally 45x107 film positives may 
be mounted in the same Realist glass by trimming 
about 3 mm from the ends and from one side.

It is not difficult to learn to do your 
own glass mounting, and you will be assured that 
your color slides will remain is good condition for 
a far longer time than if they are kept in the open 
cardboard mount.

Glass, masks and all supplies can be had 
from your dealer, or if he cannot supply you they 
may be obtained from the Guild. Masks are supplied 
for both normal and closeup subjects.

9.



Pictorial Stereo
If we may for the moment except 

things as abstractions, we such
may say that a picture

is essentially a picture of something. There is 
doubt that more than 99% of the stereograms made are 
intended to be pictures .of something. But note that 
intended to be . Therein lies the difficulty, for 

far too often the picture includes so many'other 
things that we are in doubt as to just what the 
subject actually was intended to be.

But for the time being we shall ignore 
that part of the discussion. When it is said that a 
picture is a picture of something, we do not at all 
mean that It is to be a record and nothing else.
True, many of our most highly prized stereograms 
pictures of our friends, our family, our homes, 
pets; and to that extent they are record shots. But 
then too we very often see pictures which have as 
their subjects beautiful scenery, figure studies, 
portraits which are type shots and not the usual 
souvenir portrait. All of these are just as truly' 
pictures of something, but the something is one 
which is of interest to anyone no matter whether he 
Is familiar with the original or not. These are the 
subjects which are truly pictorial.

It has often been said that the stereogram 
by virtue of its realism is necessarily limited to 
record shots. That Is to say there Is no beauty in 
naturei How absurd.' The truth is that because of its 
superlative realism, stereo lends itself to a new 
kind of pictorialism infinitely superior to that 
which depends for its existence upon the conventional 
factors of design deliberately incorporated into the 
composition by the photographer. The latter is a 
conventionalized pictorialism, so limited and so 
stilted by the imposed rules that we can understand 
the revolt of the modern artists. Stereo pictorialism 
need not be more limited than nature itself, and 
because here we have a full realism instead of a 
planar semi-realism, the subtle natural beauty which 
disappears from the planar shot Is fully retained.

But to return to the subject of the picture 
and its importance, the usual fault to be found in 
the beginner's picture is that it is a picture of 
several things and not something. In short, the 
first requirement of the picture is that there be 
one dominant, unmistakable subject and that every
thing else in the picture be subordinate to it.

no

are
our
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If ve are making a figure study for example, and 
use black velvet for a background, then there is 
nothing left but the figure, and the picture seems 
to be incomplete. Therefore ve do not exclude all 
other objects from the scene, ve only make sure 
that vhat is included is of distinctly less interest 
than the principal subject.

Whenever possible other objects are those 
vhich vill support the central subject. A child for 
example may be shovn vith toys or pets. Thus the 
unimportant objects tend to support the central 
If this is not possible other objects should be 
neutral, as for example a rose bush in the picture 
of the child. The one thing to avoid is something 
vhich vill compete in interest vith the principal. 
For example if the child has tvo kittens, and at 
the moment of making the picture these kittens 
engage in a mock fight in the foreground, they at 
once assume the dominant interest. Hovever, if 
the child laughs at the kittens, then the child 
becomes a principal subordinate and the picture 
remains unified. Hovever if the child is frightened, 
starts to cry and turns avay from the kittens to- 
vard its mother vho is not in the picture 
there is a division of interest and ve have tvo 
pictures in one. This is the thing to be avoided.

It Is common in stereo, vhen making 
pictures of distant landscapes, such as mountains, 
to have some figure in the near foreground to 
accentuate the stereo effect. This is good stereo 
technique but it Is often not good pictorialism.
The foreground figure becomes of necessity the 
subject of the picture and no matter hov majestic 
the distant mountains may be they remain nothing 
more than subordinate scenic background. If, hovever 
the figure is a guide or the like, definitely appro
priate to the background, the effect Is less divided 
but there is no excuse at all for using a fashionably 
garbed voman for this purpose. Then the division 
becomes acute. Later ve shall discuss hov the dista
nt mountains themselves may be given a prominent 
position but that belongs to advanced vork.

So for your first shots, concentrate 
upon UNITY. Keep the pictorial elements confined 
to ONE subject, and have everything 
nature that there Is no conflict of 
This not only preserves unity, but if veil g°nwV-lt 
also establishes the almost as important HAK»uni.

one.

then

else of such 
interest.
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THE WINDOW EFFECT

.. . ^ There are many stenographers who contend 
that the presence of the conventional window framing 
is a requirement of good stereo. This is exactly B 
upon a par with saying that photographic mounts must 
always be white and never cream or ivory. There is 
not the slightest foundation for regarding the 
window as an essential factor. Rather it is a matter 
of choice on the part of the stereographer. In fact 

very striking effects have been made by using 
a window which is violently displaced from the 
ventional position.

some
con-

Now just what is this window ? Stereograms 
13. 1^ and 15 illustrate this. The window is the 
frame or edges of the picture area^ and it need not 
be a line or border to achieve the window effect. 
Assuming that the window has certain definite dimen
sions, in these stereograms a circle, the relative 
positions of these two frames determine the result.

In 13 there is a triangle suspended obliq
uely in space. It extends from the window toward 
the spectator, and the plane of the window is that 
of the farther corner of the triangle. In 14, the 
figure is the same, but the window lies in the plane 
of the apex of the triangle. In 15 the figure is 
still the same, but the window is nearer than any 
part of the triangle. This last is the conventional 
window, that is a frame of emptiness which is nearer 
the than any part of the subject.

To attain this effect it is necessary 
that the spacing be opposed. That is the LEFT stereo
gram must contain more of the RIGHT edge of the com
position than the right image and vice versa. It may 
also be stated that the corresponding edges of the 
window must lie nearer each other than the separa
tion of the homologous images of the nearest object 
in the stereogram.

Those who make their own prints and do 
all of their own mounting may easily obtain the 
window effect simply through trimming the images 
to give the distances required. However when using 
some of the better stereoscopes in these larger 
sizes this window trimming is useless because the 
field of the stereoscope is masked by black tunnels 
the edges of which cut slightly into the actual 

. This fixed framing eliminates tne

eyes

picture area 
window effect. 12. i
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When working with the Realist, the condi
tions are standardized, but even so the user has the 
choice of "regular" or "closeup" masks. The window 
of the latter are much nearer, an effect achieved by 
making a slightly narrower opening in the mask but 
keeping their inner or facing edges at the standard 
separation.

The above statement should not be misunder
stood. Realist technique has been standardized and » 
much of the tedious labor removed, but if you wish 
to take the trouble which older stereographers re
gard as quite normal, you may do anything with the 
Realist stereograms that is done with the larger 
size.

Borne stereographers make excellent use of 
the window in closeup work for example. An actual 
window may be used, and for the subject of intricate 
detail it is highly advisable, 
is a group of roses on the parent bush. You will 
probably use a distance of about thirty inches to 
a yard. Let us say 84 centimeters for example. The 
lens you use has a focal length of 35 mm or 1/24 
of this distance . Your frame is just under 22 mm 
wide, so the field will approximate 53 cm wide and 
58 tall, or nearly enough that for practical purposes 
of computation.

Suppose the subject

Make a frame of heavy cardboard 60x70 
cm, and in it cut an opening about 40x45 cm. Coat 
this with sizing and give it a coat of black flock. 
Next best,, cover it with black velvet. Set this 
black frame around the flowers, and use a black 
velvet drape for a background to cut out any unwant
ed pa*t of the bush. You now have a composition in 
which the background cloth forces the flowers out in 
front of the frame. Make the stereogram and when the 
films are returned, very carefully go over the frame 
spotting out any detail which may have photographed. 
Then you will have the true stereo window, but the 
flowers will be growing through the window and 
protruding upon your side.

The same thing can be done by knifework 
upon the negatives, but it is far more tedious than

It may be done by blackingto use the black frame, 
out a positive and making a copy, but this involves 
the quality loss so common to copied photographs.

This is the type of stunt work which may 
be varied almost infinitely. Remember you have 
three dimensions to work with, so make the most of

13.them.



Stereo Notes
Fritz Sloman of Ann Arbor tells us that 

he has been very successful in selling stereograms 
for commercial use, particularly to real estate 
dealers. This is good news. Of course there are 
many stereographers who do not wish to commercialize 
their hobby, but that is beside the point. In such 
applications a far greater number of people are 
introduced to stereo, and that in our estimation is 
of even greater Importance than the fact that stereo 
may be made to pay its own way...but we cheerfully 
admit the Importance of the latter point as well.

Why not give it a trial If you have the 
time and opportunity. If you do not wish to sell 
the stereograms, at least you can show them to your 
friends who might be able to use them in their own 
line of business.

As a matter of fact do you realize that 
there is not one business or professional man or 
woman among all of you who could not use stereo to 
excellent advantage in your own business? Think It 
over, and let's see if we cannot make stereo more 
widely known throughout this country.*****

Winthrop Swain tells us that Eastman will 
process outdated surplus Kodachrome sheet film which 
has been cut from the original size to 6x13 or to 
45x107* It is not advisable to use such film upon 
subjects of value or which cannot be duplicated, but 
for ordinary purposes it often proves satisfactory.*****

Stereo opens up new world's In connection 
with high speed and stroboscopic subjects. In our 
laboratory we recently made a stroboscopic stereo 
of a pingpong ball bouncing. The exposure Included 
some fifteen images of the ball and the effect was 
infinitely more spectacular in three dimensions than 
similar subjects are In the flat. The same thing 
is true of exposures made In 1/10,000 second or 
less. Our laboratory experiments started with the 
classic subject of milk dropping into a dish. The 
stereograms were highly interesting but more than 
that they were unexpectedly beautiful.
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Natural Color
Direct color film has three superimposed

emulsions which react separately to the blue, green 
and red elements of the original image. As the color 
reflected from the subject originates in 
any variation of color in that source will be reflect 
ed by the object photographed. As we have seen we 
are primarily interested in the blue and red, with 
green maintained at more or less a balance point 
between the two. Thus an abnormal light may be 
garded as having too much blue or too little red.
For practical purposes, because we can always take 
away from but cannot easily add to the light, we 
will consider abnormal light as always having too 
much of red or of blue.

The three emulsions of the color film are 
carefully balanced in their reaction to these three 
primary colors in such a way that when the mixture 
of the three colors is normal, the reaction of the 
three emulsions will be substantially equal.

If the light used has more red than nor
mal, the red sensitive emulsion will react more 
strongly and the film will exhibit an all over dun 
brownish or purplish cast, depending upon whether 
the otherwise predominant color is green or blue.
The general tone however Is dull and muddy. If the 
light has too much blue, then the overcast is a 
more definite violet-purple, and as a rule appears 
less dull than the too-much-red effect.

some source
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When these effects are not to marked they 
may be remedied and sometimes almost completely re
moved by backing the film with a colored film of 
pink, blue and sometimes even yellow. However this 
is a makeshift.

The actual remedy is the use of color 
correcting filters. Unfortunately this Is not as 
simple as it sounds. The color reactions involved 
are delicate, and the correction demands some care
ful preliminary study and always a somewhat pains
taking technique in making the exposure. It has 
always been the writer's practise to warn beginners 
in color correction that unless they are prepared 
to go slowly and to make perhaps as few as a half 
dozen exposures in a day, then they should net try 
It at all. Color correction is not a technique for 
the "three roll a day" snapshooter, nor for anyone 
who is' forced by circumstances to work rapidly.
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The color corrector consists of a meter 
which gives the color temperature of the light in 
use; plus a set of filters. There are 11 densities 
of blue and the same number of pink, and as there 

two filters for the stereo camera that meansare
a set of forty-four filters. True, for ordinary 
work the extreme densities will not be necessary 
and it is possible to work with a set of 20 filters, 
or even less, depending upon season, film, type of 
light changes to be expected and so forth.

The meter is discouragingly difficult to 
when you first try it. However in as short ause

time as one hour many of you will find the difficulty 
has vanished and you are able to make a reading 
with ease,which can be repeated with accuracy.
Once this difficulty is past, the rest of it is 
routine. You ^ead the color temperature, select the 
appropriate filters, note the filter factor and then 
make the exposure.

Very often, after you have carefully work
ed out the technique and are sure of yourself, your 
"corrected" films come back as bad or maybe even 
worse than when uncorrected. This is to be expected. 
The color meter is like any meter, you must "learn" 
it and must adapt its readings to your own interpre
tation; to your own color perception; to the type of 
film you are using; to the general conditions under 
which you work and under which the film is processed.

It is highly advisable that when first 
using the meter you make a careful reading and then 
expose with the filter indicated. As rapidly as 
possible make three additional exposures with the 
next three lighter filters than the one indicated; 
and then three more using the next three heavier 
filters. Because of the repeated exposures and be
cause of the delicate tints which make good tests, 
flowers are excellent subjects for these experiments. 
Make this test under direct sunlight; in open shade 
and in overcast shade. Repeat it when possible 
under storm clouds. Then you will have data upon 
which to base the true color correction. Surely it 
uses up a lot of film, but one roll will give you 
two tests, and after you see this roll you can cut 
further tests down to five exposures each and get 
three to the roll, if you use 35nm. In any event

using three or four or five rolls of 
i ilm for tests, you can proceed to make color expos
ures with full confidence that most of them will be
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excellent in quality, and you will be able to make 
color shots under light conditions which you 
consider to be impossible for color. The only thing 
is to remember that for each type of film and for 
each type of light, the full test should be made.
You will find, for example, that the correction for 
kodachrome will not serve for Ansco and vice versa.
You will find that if your daylight readings really 
require two degrees lighter than the normal, this 
does not mean that your incandescent readings will 
also call for two steps lighter. You must test the 
incandescent light. If you use Kodachrome sheet film 
you must test for it as it does not react the same 
as does 35 mm- Ektachrome and Kodacolor must each 
have its own test made.

Also, if after a few months you find your 
corrected films running to the blue or pink, make a 
new test. The emulsions may have been slightly alter
ed, or the processing may be a little different, or 
some other factor may have changed. It may also be 
that you are using a new bulb in your viewer or that 
you have cleaned the reflecting surface in the viewer. 
By the way do not think that color correction for 
your viewer is necessarily the best correction for 
projection. The light by which the film is viewed is 
an important factor in the whole chain.

Color correction is not complicated, nor is 
it difficult. It is tedious at times and always it 
takes up more or less time. The other side of the 
picture is that of having the freedom to make color 
shots under almost any light condition and to know 
that you are making color shots of unusual color 
quality. On the whole, color correction more than 
pays for the trouble involved.... and like everything 
else it eventually works into the routine.

You know some photographers who before 
making a shot take a general exposure meter reading, 
then they go ahead and shoot. They make mental adjus
tments for the basic reading, and they do get good 
pictures. You also know the man who makes a complete 
differential reading, sometimes taking as many as 
ten readings, for each shot he makes even though 
a sequence of a half dozen be made of almost identical 
subjects. It Is a matter of the individual. It is just 
the same with color, some will make it a chore and 
others will reduce it to a minimum and still get 
the benefits.

now
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Iiiterocmiar
It is important that the interocular of the 
viewer be adjusted to the interpupillary of 
the user. Stereogram 10 will be helpful in 
arriving at the correct adjustment.

Focus carefully so that the lines are 
sharp and distinct. Now move the interocu
lar adjustment. The star will move with 
reference to the circle. Adjust the lever 
until the star is centered within the cir
cle. After this adjustment the star may 
"wander" a bit. Close the eyes and count 
slowly to ten. Open them and note instant
ly the position of the star. When the ad
justment is such that the star appears to 
be centered within the circle at the inst
ant the eyes are opened, the adjustment is 
satisfactory.

After a time the habit of wandering will 
be overcome and the adjustment may be made 
very easily.

The stereogram is also useful is finding 
an adjustment for those unfamiliar with the 
viewer and in whom accomodation and conver
gence have not been divorced.

This application of stereogram 10 is an 
incidental one as it is one of a series 
designed for visual exercise, a subject 
which will receive more of our attention 
in later issues.
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