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■As you have no doubt noticed ve have not 

decided upon a cover as yet. This issue has a 
design sent to us by Rev. Whitney Ward, vho is 
to our best knowledge the only man in this 
country vho makes a hobby of building stereo 
cameras which have all the appearance of being 
factory jobs. It might be added that the build
ing includes making the lenses as well as the 
camera.

i

..

EI1€I€ SCIJLPTUCr:
We surrender.1 When two or three members 

proposed the use of this time honored term to 
denote stereo, we were not convinced as to its 
wisdom. The term was used in the early days of 
stereo to describe the novel effect, and it 
seemed there was the danger always attendant 
upon the revival of an obsolete expression. 
However the suggestion has come from so many 
members now that we are convinced. It cannot 
be denied that the term is probably the most 
expressive single word which can be used to 
describe stereo...ve should say double word., 
and we hereby apologize to those members vho 
severally made the suggestion.

With your approval we shall adopt the 
term, and hope that its new lease upon life 
will be stronger and longer than the original 
period of its use.

!

THE VOTE
The votes received up to February 20 1949 

upon the first 10 questions, expressed in per
centage is: 1. 91-3 yes, 4.35 not voting;
2. 95.7 yes, 4.3 no; 3. 78.3 yes, 13 no vote;
4. 95-7 yes, 4.3 no vote; 5- 91-3 no, 8.7 yes; 
6. 47.8 no. 34.8 yes, 17.4 no vote; 7. 52.2 no, 
43.5 yes, 4.3 no vote: 8. 87 yes, 4.3 no,
8.7 no vote; 9. 91.3 yes, 8.7 no vote;
10. 47.8 no, 34.8 yes, 17.4 no vote.
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)£■% The Stereo Beginner 535

It has been suggested that these first 
chapters addressed to the beginner are too ele
mentary, and can be found in any photographic 
book or magazine. This is true, but we cannot 
assume that our members will have access to 
other publications, 
in the 
sources.
elements of technique which are essential to 
stereo, and after the present chapter, the sub
ject matter will be more strictly confined to 
specific stereo technique.

'

nor can we place ourselves 
position of being dependent upon other 

However, we are stressing only those

As we have seen, 
the greatest importance, 
you what shutter 
erture.

the setting of the aperture is of 
The exposure meter will show 

speed is necessary with the chosen ap- 
Ordinarily this indication completes the shutter 

setting for the exposure.' However, there are times when 
the indicated shutter speed is inadequate for the subject 
which is being photographed.

When this is true it is necessary to make some com
it is often possible to use one or two stops

This permits the 
exposure to be made a half or a quarter of that indicated 
for the selected aperture, 
far distant background will be slightly blurred, but this 
is preferable to having the principal subject blurred by 
motion during the exposure.

The shutter speed is determined by the speed of the 
subject. For a motionless subject-, any shutter speed may 
be used.

promi se.
larger than the aperture which is best.

The result may be that the

However, it must be remembered that the leaves 
of a tree waving in a breeze are actually moving, so a 
tree cannot be regarded as a motionless object unless 
there is absolutely no wind.

Because it is always preferable not to have to open 
the diaphragm, that is to use a larger aperture than the 
correct one, it is advisable to. take advantage of those 
tricks which will enable a slower- shutter speed to be 
used with a rapidly moving object. Experienced photogra
phers can often make a good picture of a rapidly moving 
object at a relatively slow shutter speed.

i
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Therefore, the problem resolves itself into the tvo 
factors of preventing blur from inadequate focusing and 

The latter is further- subdivided intoblur from motion, 
the factors of blur resulting from the motion of the sub- , 
iect and movement of the camera during exposure. The 
latter is too often overlooked by the beginner. When the 
camera is held against the head it seems to have a very 
solid support, but when ve consider the movements which 
result from the heart beating and breathing it can be 
seen that the body is not actually motionless. The best 
way to avoid the ill effects of this movement is to make 
the exposure in such a short period of time that the mo
tion becomes insignificant.

It has been repeatedly demonstrated that no one can 
with any assurance, make a definitely sharp photograph 
with an exposure of more than l/$0 second, and it is 
advisable to use 1/100 or even less when the light con
ditions and the speed of the subject will permit.

There are many moving objects, such as plants in a 
mild breeze which can be "stopped" with an exposure as 
long as l/lO second. Therefore there is a band of very 
important exposure periods between l/lO and l/50 which 
may be utilized if the effect of the normal slight mo
tions of the body may be overcome. This is very easy, by 
a method which is undoubtedly familiar to every one of 
you. Use a tripodJ

Tripods have beer, used as long as cameras have been f 
but there is nothing which the average amateur seems to 
dislike quite as much. It is difficult, even impossible 
to overestimate the value of the tripod; and it is not 
too much to say that if you want really good stereos you 
will make a practise of using a tripod for every picture 
unless there are circumstances ■which make freehand work 
an absolute necessity. Make the tripod routine and the 
freehand exposure the exception. You will find such an 
improvement in the quality of your work that you will 
hardly be able to believe it.

;

v

.

Speedblur Control

There are two methods used to diminish the amount of 
blur caused by motion of the subject. These are distance 
and angle. Each time the distance between the camera and 
the subject is halved the shutter speed must be doubled. 
Remember that when speed is doubled the period of time 
is halved. In short if 1/5G is required at one hundred 
feet,^1/100 will be required at 56 feet.
4 i*-e other control is that of angle. When the subject 
_s moving a: right angles across the camera field, then

i
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the highest speed is required.
is at 45° the speed may be reduced and when the angle is 
about 120° to 140° a greater reduction is required. For 
example if the speed at right angles is 1/300. the speed 
at 45° will be about 1/100 and in the "head on'1 direction 
the speed may be cut down to 1/25.

>*

If the direction of motion

Ci
In the figure A, B, C and D represent 

four different camera positions. The lines 
with arrow points extending from these pos
itions indicate the direction in which the 
camera is pointed. The horizontal line with 
the arrow pointing to the right shows the 
path of the moving object.

The position A requires the highest 
speed, for example 1/300. B is next and 
would then require 1/150 second. C usually gives a much 
better picture and the speed may be cut to 1/100. The 
last position D sometimes gives an excellent picture and 
at other times it does not. It does have the advantage 
however of requiring a relative exposure of only about 
1/25-

A

i
B

In all of these examples it is assumed that the 
speed and direction of the object remains constant.

Thus it will be seen that stopping motion is not at 
all a matter of the speed of the subject exclusively, but 
always includes the factor of angle and distance of the
camera.

It is possible to compute the speed desired under 
these various conditions, but few of us like to work out 
such problems, and experience is far more dependable.

This concludes our brief resume of the fundamental 
factors of camera manipulation essential to stereo. We 
shall next consider those factors which are specifically 
applicable to stereo, and which are not of general photo
graphic interest.

a
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Slere® Viewing
There is one factor involved in stereo which 

to have been widely ignored. That is the method of view
ing. Stereographers seem to have the idea that once the 
stereogram has been made it may be viewed in any old kind 
of viewer. This is the gravest mistake which can be made. 
The use of a high quality viewer is far more Important 
than having a de luxe camera.

The viewing of stereograms is extremely beneficial 
to vision provided the stereograms are correctly made 
and provided the viewer is adequate. If the stereograms 
are not correct, and particularly if the viewer is one 
of the old parlor type which has become loose and shaky, 
there is no question about the detrimental effects upon 
vision. Eye strain must Inevitably result Is such an old 
or inferior viewer Is used.

Box type- viewers are usually the best. If the more 
familiar Holmes viewer is used, it should be of all metal 
construction rather than the commonly used wooden type.
It Is not advisable to make viewers at home unless you 
are familiar with the optical theory of stereoscopes and 
unless you have the tool equipment which will enable you 
to work with accuracy. A skilled craftsman’versed in op
tics and provided with proper bools can make excellent 
viewers; but do not let the apparent simplicity of the 
device lead you to believe that they are easy to make. 
Remember a thousand dollar compound microscope is nothing 
but some brass tubes with bits of glass at both ends, but 
you would hardly undertake to make one at homei

The Stereogram

seems

:

;

The stereogram Itself must be carefully mounted.
The camera should have been perfectly levelled from side 
to side at the time of exposure so that vertical lines 
in the image will be accurately parallel to the sides of 
the frame. These must also be vertical when the two 
images are mounted; and as naturally follows, the corres- 
ponding lines in the two images must be accurately par- 
ailel. If the camera was tipped to one side so that 
ver leal lines appear at an angle, the prints must be

t“ls same vaY.- Any attempt to straighten them as 
o done with a single photograph will introduce
_,^Ve po^ition with which the eyes cannot cope. lJ result is severe eyestrain.

■

The
n .

4
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Homologous Points

The two points in the two prints which represent the 
same point in the original are known as homologous points 
while the distance which separates them is known as the 
homologous distance. Thus the two tips of a steeple in 
the distance represent homologous points and when the 
stereogram is mounted for viewing the distance between 
the two steeple tips is the homologous distance. Because 
this distance varies with the apparent distance of the 
object from the viewer, the distance between the images 
of the steeple is sometimes called the infinity homolo
gous distance.

The homologous distance depends upon the type of 
stereogram. If the Individual Images are about two inches 
square or less, such as the 6x13, 45x107, 35mm and other 
standard stereo sizes, this distance is nominally 65 mm. 
Actually it will vary from 62 to 68 depending upon the 
design of the camera and viewer used. However 65 mm may 
be taken as the standard.

In non standard sizes such as the American which 
uses the old 3x6 prints mounted upon 3 l/2 x 7 cards, 
the Brewster type of viewer must be used. The Holmes 
viewer used so widely in this country is of this type.
The homologous distance then depends upon the optical 
separation of the viewer. In our laboratory the Holmes 
viewer is a Keystone Telebinocular with a basic homolo
gous separation of 93 mm. The ordinary parlor viewer 
has a normal separation of from 80mm to 85 mm. Thus if 
a stereogram is mounted for the 93mm instrument, it can
not be comfortably viewed in the conventional hand held 
instrument.

I

;
1

i

The separation of the two prints is not the same as 
the normal homologous of the stereoscope. Usually infin
ity points are separated by a distance which is less than 
the instrument homologous distance by from 2mm to 4mm 
for each 100mm focal length. Thus the scope equipped with 
8 inch lenses would have a print separation of 4mm to 
8mm less than the lens separation. A 6x13 scope equipped 
with 4 inch lenses would have the decrease from 2 to 4 
millimeters, while a viewer with 50 mm lenses would have 
the separation of 63 or 64 mm instead of the normal 
65- Even shorter lenses would make the decrease only 
a fraction of a millimeter.

These differences are not fixed, nor are they even 
essential. Therefore there is no relative separation 
which can truly be called "standard". It Is still a 
matter of Individual practice.

D
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Jig mounted stereograms from eight different Realist

oniy^^haif sst ssr^0^
provides for the anticipated convergence in individuals 
vhose interpupillary is normal or greater than normal, 
those who have a less than normal interpupillary 
easily compensate by the interocular adjustment of 
viewer.

mm

can
the

Violent Perspective

Stereograms, particularly diagrams, often exhibit 
perspective more violent than normal. This is often in
troduced deliberately either to exaggerate the stereo 
relief or for therapeutic reasons in visual exercise 
stereograms. This is often referred to as distortion, 
but the term is incorrect.

Stereo distortion applies only to those forms in 
which the viewer does not match the camera and there is 
a consequent increase or decrease in the degree of depth 
shown. If the depth is too deep or too shallow, there is 
distortion. Otherwise the effects usually so called are 
exaggerations of conditions which are normal in kind but 
unnatural in degree.

For example, in stereogram 17 a line is shown 
which recedes from the observer. The perspective of this 
line is well within normal limits, and the effect is 
readily seen. Stereogram 18 is similar but the perspect
ive is violent. It is easily possible to fuse the various 
circles, one at a time, but the observer is acutely con
scious of the ghost images of the remaining portions of 
the two lines. This is referred to as distortion, but it 
is in fact only a simple demonstration of the fundamental 

of stereoscopic vision, the stereo diplopia which 
is always present but of which we are not usually consc
ious

cause

’Slides of the type of 18 are often used for visual 
exercise. Looking at the various circles In order causes 
the eyes to undergo a constantly changing convergence 
which Is analogous to any specific muscular exercise. 
There are very few people who can fuse the lower circles, 
tut there should be no difficulty with the upper ones 
which are spaced at 65 mm. in both 17 and 18. It wi 
also be found that with practise the lower ones can be 
fused with increasing ease. With the viewer-t
fusion of the lower circles is even more difficult while 
the upper ones are very easy, being less than the normal 

for such Instruments.

I
homologou s

«
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'
Add to your list of slide exchanges:

Robert W. Burkhart, 1917 Avenue C, Scottsbluff, Neb 
Realist slides. General subjects 

L.B.Dunnigan, 519 s- Vermont St, Royal Oak, Michigan. 
Realist. General.

Robert W. Hartsook, 1637 Norwood Blvd, Zanesville,' Ohio. 
Realist. General. Also pairs of 2x2 slides for 
stereo projection with two projectors.

F.W.Kent, Photo Service, 7 East Market St. Iowa City, Ta 
Realist, 6x13 or 3x6. General.

John P. Medders, 512 N. Locust St. Denton, Texas.
6x13, general subjects.

Everett W. Nickerson, 14 Lewi3 Road, Belmont, Mass. 
Realist. General.

E.L.Robitarlle, 101 Hermosa Ave, Hermosa Beach, Calif. 
Split frame 35 mm.

Ken Scheldt, Box 768, Scottsbluff, Neb.
Realist. General.

John W. Shaver 1214 W. Lenawee St, Lansing, Michigan 
2 1/4 x 3 1/4 split frame. General.

Wm.H.Short, 54 Fairmont St, Cambridge, 39, Mass. 
Realist. General.

B.O.Smetzer, City Engineer's Office, Van Nuys, Calif. 
Realist. General.

Mrs.G.H.Smith, 843 Middle St, Portsmouth, N.H.
6x13 paper prints. General.

Sgt. Warren H. Thurston, 216 West 5th St, Junction City, 
Any size 2x2-up to 10x10. Kansas.
Aerial stereos for general subjects.

R.L.Treweeke, 610 S. Broadway, Los Angeles, Calif. 
Realist. General.

Ii.A.Whitcher, 119 Elgin St. Granby, P.Q., Canada. 
Realist. General Subjects.

***********
Geo.R.McKee, 309 Belvar, Louisville, Ky wants a viewer 
for 45x107. He is not particular as to type if it is OK.

Paul F. Brink, 4200 Troost, Kansas City, Mo. is looking 
for holders for his 45x107 lea Stereolette•camera. ***********
FOLIO. We hope to start the first box of Realist slides 
upon Its circuit during May. Kindly register at once If 
you wish to enter a slide, but do not send it until you 
are notified.

r
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There are hundreds of excellent stereo cameras In 

this country which are not being used because they are 
designed for plates, and the plates are not available. 
Some owners have been fortunate enough to obtain special 
rollfilm adapters for these cameras, but they are not 
commonly found. As a result these fine cameras have been 
put out of commission.

The usual design is that in which a sliding drawer 
type of magazine holds twelve sheet metal frames which 

ordinarily called septums. (It seems that "septa" is 
not used.) These may readily be converted for use with 
standard sheet film, so these cameras may be used :ust as 
satisfactorily as with plates.

The first step is to cut a set of cardboard fillers 
for the septums. These are cut to the original plate size 
such as 6x13 or 45x107- The cardboard should be firm and 
hard. The thickness should be just under a sixteenth inch 
or a thickness which will snugly fit the septum.

1

are

[
Front view of 
filler complete 
with four pockets

Z\i.
[ 7\ ]

Ic? l.Tape and paper triangle 
2.Same assembled.
3. Filler laid upon triangle
4. First tape leg folded.

!&

For each filler sheet cut four strips of adhesive
cellophane tape a quarter inch wTide and an inch and a 
balf long. Also cut four small triangles of thin paper 
which measure a quarter inch from base to apex.

Lay a paper triangle in the middle of a piece of 
tape. Lay the filler down upon this so that the corner 
of the filler just covers the triangle. Pull the ends 
of the tape up and around the corner, and press them 
firmly down upon the back of the filler card. Because of 
the corner angle these two ends will lie side by side as 
shown in the drawing.

This forms four corner pockets into which the cor
ners of the films may be tucked to hold the films in the 
septums. We have found that septums so equipped will 
handle cut films as readily as glass plates.

The drawing shows the successive steps. The whole 
process is extremely simple. The only other procedure is 
that of cutting the film.

8
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Film Cutting

It is not at all difficult to cut films dovn to the 
desired size, even when using fast panchromatic emulsions 
which must he handled in total darkness. The requirements 
are

!
1

■

a trimming hoard, heavy cardboard and scotch tape.
For the 6x13 size, original films 5x7 are ideal.

The seven inch length will cut three sheets, each two and 
a third inches wide. The five inch length is not quite 
13 cm long, hut like most photographic sensitive material 
the actual 6x13 plates measure only about 12.8 cm long, 
and five inches is ju3t 12.7. We have found in practice 
that the 5 inch length is fully satisfactory. The same 
thing is true of the width. The films -will cut three 
pieces, each 2.3 wide, and 6 cm is actually 2.36 inches.

A guide is cut which will fit into the cardboard 
filler which has been described. This guide is then used 
to set the trimming board. The guide should be of thin 
cardboard. It is laid upon the trimmer with its edge 
exactly aligned with the cutting edge of the board. A 
strip of heavy cardboard is then laid against its inner 
edge and taped in place with scotch tape. Paper sheets 
are then cut against this guide to make sure it is pro
perly aligned. After that the board is taken into the 
darkroom and the films cut against the guide using the 
sense of touch.

In cutting it is advisable to lift each film with 
the black paper on top, and to leave the paper there dur
ing the cutting to prevent accidental fingerprints. The 
paper is easily discarded when loading the films. You 
will find it advisable to cut and load each film rather 
than^to cut a full dozen before loading.

Positives

Sheet film may also be used for making the positives 
if a suitable emulsion is chosen, such as a non-ortho 
process or diapositive film. More care must be taken in 
using a self transposing frame, but the procedure is not 
difficult. The only points to watch are that the films 
are positioned correctly against the ends and bottom of 
the frame. Because of the curl this requires more care 
than if glass is used; nor does the film operate well 
with lever transposers. Otherwise there is no change in 
the technique .

Sheet film positives may be tinted or toned or 
subjected to any of the processes commonly used with 
glass plates.

9
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Pictorial Stereo *
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Let us leave aesthetic theory for a time and give 
attention to some of the practical aspects of stereo 

Stereo is unique in its ability to repro-
our
pictorialism.
duce depth faithfully. Therefore we must he able to make 
the fullest use of this property in producing stereo 
pictures. The first consideration is the three distinct 
kinds of depth with which we are concerned.

First we have that depth which is common to all var
ieties of photographs, the depth illusion which depends 
upon extrinsic factors. Next we have the extension of 
space or the appearance of distance. Finally we have the 
perception of solidity of an object. It has always been 
the practice of stereoscopists to regard the last two as 
identical, but it can be demonstrated that they are not 
at all identical. It is possible to make a stereogram in 
which the space dimension is half that of nature while 
the roundness if fully that of the natural obiect. More 
than that the discrepancy is not perceptible when the 
stereogram is viewed.' This sounds impossible but it the 
distinguishing characteristic of parastereograms as com
pared with the ortho type.

Extrinsic Factors

These are listed in various ways by different phy- 
lological opticians, but we can list the principal ones 
without difficulty.

Perspective. . It is important that you remember that 
perspective is not the same thing as stereo depth, but it 
Is in fact the direct opposite. Perspective, strictly 
speaking, is the representation of depth in a single 
plane. The ordinary single photograph is an excellent ex
ample of perspective; it would be perfect in fact were It 
not for minor, but definite optical aberrations. Any 
photograph reproduces perspective in a substantially per
fect form. Even wide angle photographs which are said to 
have distorted perspective are accurate. They are simply 
in violent perspective, but normal nevertheless.

Perspective is the phenomenon of the convergence of 
parallel lines which extend into the distance. By assum
ing imaginary lines extending into space It can be seen 
that this definition covers all of the appearance of the 
diminution of size characteristic of perspective.

By Including in the stereogram a number of objects 
at various distances from the camera, and by making sure
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that there is at least one significant object in the near 
foreground it is possible to take advantage of the best 
properties of perspective. A roadway leading into the 
distance, preferably at an angle always makes an excell
ent stereo picture.

Overlapping Contours. If you photograph a house 
which has a tree in front of it and .one behind it, the 
house will be partially obscured by the nearest tree and 
will in turn obscure the lower part of the far tree. This 
is one of the most obvious examples of overlapping 
tours. As it is automatic little can be done to deliber
ately include it, but a slight shift in point of view to 
bring a nearby object more or less in line with 
distant one will introduce the effect.

Lighting.. Lighting in stereo is most important. In 
ordinary photography, particularly when working with ar
tificial lights, the use of light as an element of the 
composition is common. This is not practical in stereo 
because light has no position other than the position of 
the surface upon which it lies. The use of a solid beam 
of light as though it were a tangible object in space is 
impractical in stereo; impossible in fact without very 
careful planning to give body to the beam by the use of 
smoke or the like.

Lighting in stereo, on the contrary, is useful in 
its ability to emphasize the solidity and roundness of 
the object.

The type of lighting most valuable for stereo is 
that known as "plain” or "broad" lighting. It is that in 
which the light falls upon the subject from above and 
from one side. This is the light normal out of doors in 
mid morning and mid afternoon with the subject facing 
generally south. Of course all subjects cannot be found 
under this lighting when out of doors, and the specific 
light is described only as typical of the most desirable.

If a ball is lighted from a light beside the lens, 
it will appear flat in the ordinary photograph. If the 
surface is perfectly uniform in color it will appear in 
a stereogram with a somewhat indeterminate degree of 
roundness. It lacks the specifically definite spherical 
shape it should have, even though it does appear to be 
a solid. With the light shifted to the angular position 
it takes on an appearance of roundness in the flat photo
graph and in the stereo- it presents its perfectly spher
ical form.

con-

a more

Thus the lighting, while it will neither create nor 
detroy the stereo solidity of the subject can and does 
increase or decrease the specific stereo roundness.

11
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The presence of haze in the atmosphere is one of the 
greatest aids in giving planar photographs an appearance 
of distance. It is also valuable in stereo, but its use 
is not always highly successful. If there is a thin, a 
somewhat transparent haze, a true haze, then it does add 
both to the distance and to the beauty of the stereogram. 
However if it is mist or smoke it too often simply gives 
to the distance tha appearance of being weak and washed 
out. However, this is something not under control, so 
whether or not it is present the picture is made.

These are the most important of the extrinsic fac
tors in non-stereoscopic depth. They will add, not to the 
actual depth, but to the attractiveness of the stereogram 
and should be used when available. However the absence of 
any of them need not deter you from making the exposure. 
Of them all the lighting has the greatest effect and is 
the most important. At the same time, any outdoor light 
may be used successfully because it is rare indeed that 
a completely flat outdoor light can be found.

Stereo Depth.
allactic differences between the two images, but the 
actual stereo result is a subjective phenomenon and so is 
individual to each person. Some have a highly developed 
stereo sense, others whose vision is otherwise quite nor
mal are practically stereo blind. It has been shown how
ever that in most instances of deficiency, the degree of 
stereo perception can be improved by practice, specifica
lly through the use of the stereoscope.

You will find people who see practically the same 
depth in a planar photograph that they do in stereo. They 
see full depth in the motion picture screen. These same 
persons will not see anything spectacular in stereo and 
will tell you that they see no difference between the 
stereo and any colored slide seen in a viewer. You will 
find them quite often closing one eye and looking through 
the stereoscope with one eye. These are those who have 
practically no stereo vision; and they suffer the same 
deficiency in looking at real objects.

Such instances involve primal experience. You cannot 
describe to them what you see in the stereoscope. You 
cannot say it looks just like the real thing because 
these astereoptic individuals also see in the scope the 
same thing they see in real life. Usually they believe 
you are the unfortunate one because you cannot see what 
is so obvious to them. These people who completely lack 
any degree of stereo perception are the most difficult 
to train. Having no conception of what it is they are ex
pected to see, the stereo sense remains dormant.

Stereo depth is due solely to the par-

12
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It Is a veil known fact that any 
kind of photograph when viewed through a refractive med
ium, that is through a lens system, or In a concave mir
ror will appear to have a certain solidity. However thi3 
solidity is vagur instead of having the definite stereo 
quality.

Refractive Depth.
I

Not long ago a beginner made a series of stereo pic
tures of clouds. These clouds were beyond ster-eo Infinity 
and of course had no stereo depth. However, as the maker 
pointed out, there was a definite planar displacement; 
some of the clouds did certainly appear to be nearer than 
others. The difference was demonstrated by transposing 
the two views. The stereo effect was not reversed, but 
instead, the relative positions appeared to be just the 
same as before. The effect was one of lighting enhanced 
by the pseudo-stereo effect of the lenses in the viewer.

In showing stereos to those who have not seen them 
be sure they are not merely seeing this refractive effect 
instead of the actual stereo.

Pruclical Application

The foregoing factors can be applied to stereo with 
ease. For example let us assume a nearby landscape, per
haps a location in a city park. The scene Is attractive 
but a little study will enable you to make It much more

Stereo has the uncomfortable ability to reproduce a 
scene exactly as you see it, not as you think you see it. 
If you are familiar with any scene or object you hardly 
see it at all. A glance is enough to Identify it and then 
you see what your memory tells you Is there. This may 
sound silly but it Is true.

Look at the scene carefully, item by item. First 
look exclusively at the foreground. If you move fifteen 
feet to the left you include a clump of shrubbery which 
fits into the composition nicely. The shadows are a 
bit short, so if you come back in two or three hours 
they will be much better. Just a few feet more to the 
left and suddenly a long vista opens up before you which 
leads back to stereo infinity, and another tree in the 
distant foreground blocks a distant grove to good ad
vantage. So make the exposure just as it first struck 
you, then make a second from the point of view located 
by study and at the time when the shadows are longer. 
Compare the two. Never fail to make both exposures for 
a time because a comparative study will do more to fix 
technique In your mind than will reams of printed words.

so.
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m Notes
"To promote interest in stereo I give lectures to 

camera clubs and other interested groups in the Zanes
ville and Columbus area. Stereo slide projection in color 
never fails to provoke a favorable reaction from the au
dience. Others in the Guild could do much to increase 
stereo interest by preparing an hours program explaining 
stereo in a simple, practical manner, followed4by pro
jection in stereo.1

Our compliments to Guildsman Hartsook for doing the 
kind of job which is needed. The more of this we have 
the sooner stereo will take its rightful place. We are 
all for him.

Robert W. Hartsook.

Lloyd Dunnigan brings up several Interesting points 
among which he says: "An interesting thought in this 
connection (color temperature) is that the socalled warm 
reds really are the coldest colors and the cold blues 
the hottest. At the same time infrared is hot and ultra
violet cold, or at least not hot to the touch. Confusing, 

Yes it is when put in that way. Whereisn't it?
is the catch?

Heat a piece of iron red hot and it will burn. That 
hardly needs demonstration. Continue to heat it until it 
is white hot and it will still burn....but if the metal 
is examined with a spectroscope its radiation is not all 
blue, but a mixture of all the visible colors, yes and 
a whole lot of infrared too. 
the•components except the blue and ultraviolet and the 
radiation will not produce a sensation of heat...but if 
you touch the metal you'll still get burned because that 
introduces heat of conduction which is something differ
ent thm radiation.

Remove the reds and all of

Incidentally L.D. brings up something about flash 
which is of interest, and which will be found in the 
color section.

Tom Pearl is seriously considering starting a club 
out in San Francisco. Good idea, Tom. There is a very 
good future in local stereo clubs, either as branches of 
local camera clubs or as independent groups.

Robert Dahl reports an instance of a child, subject 
to hay fever, experiencing a mild attack in midwinter 
after looking at flower stereograms. No, it's no joke.

14
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Sir Charles Wheatstone. 1802-1875- Scientist, mem
ber of the Royal Society. Inventor of the automatic tele
graph and of the Wheatstone Bridge used today in electri
cal measurement. Specialist in electricity and sound but 
interested in light also. Invented the type of stereosc
ope now used for X-ray and aerial vieving at about the 
time Brewster announced his work. Generally given credit 
for inventing the stereoscope, but documentary evidence 
indicates that the honor truly belongs to Brewster.

I

Sir David Brewster
who made enemies of his contemporaries because he insist
ed that observed results were more reliable than mathema
tical computations. Two examples of his deductive science 
are his refusal to believe the wave theory of light which 
is now no longer accepted: and his assertion that stereo
scopic phenomena involved elements not amenable to expla
nation by geometric optics, in other words an unexplained 
subjective reaction. In both he was right and a full cen
tury in advance of his contemporaries. Undisputed inven
tor of the practical stereoscope still in use and pro
bably the actual inventor of the stereoscopic system and 
the discoveres1 of the laws of stereoscopy. He is known as 
the discovered of the laws of polarization of light and’ 
of the double refraction observed in crystals.

Reading the argumentative papers between Brewster 
and Wheatstone will convince any stereoscopist that 
Brewster was the true inventor and discoverer and that 
Wheatstone was trying to assume the benefits of the work 
of the (then) practically discredited empirical scientist

Oliver Wendell Holmes, M.D.
writer of Boston. Professor in Harvard Medical School, 
where students were sent to his classes at the end of the 
day because he was the only professor who could- keep them 
awake.1 That alone is enough to win our approval. He was 
a co-founder of the Atlantic Monthly, and is recognized 
as one of the great American authors.

Although it does not appear in his usual biography 
he was an ardent amateur photographer and stereoscopist. 
He redesigned the somewhat clumsy box form of the Brew
ster stereoscope and gave it the skeleton form which we 
know today as the "parlor" stereoscope. An amusing 
account of his trials in trying to gain recognition for 
the Holmes-Bates stereoscope appeared in one of our 
photographic journals in 1868.
we could print a reproduction of the original article.

, 1781-1868. Empirical scientist

!

1809-189^- Physician and

If members are Interested
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We have just concluded another series of tests with 
the H&H color'corrector and the results cause us to value 
this filter set more than ever. The subject was a hibis
cus of light salmon pink fading to almost white at the 
edges of the petals. In addition to the foliage there was 

dead stalk beside the flower. The light condition wasone
* hazy with the flower in open shade.

With daylight Kodachrome and no filter the foliage 
was an artificial looking blue-green. The flower had a 
pale brownish tint as though dying and the center color 
was coarsened. Even the texture of the petals seemed to 
be changed by the unattractive color. Five tests were 
made. With the B2 filter the flower was reproduced in all 
its delicacy and with accurate coloring. The foliage was 
of living green and the dead stalk had the peculiar 
smoky gray it actually had.

With the same subject, similar lighting and Type A 
Kodachrome. Strangely enough a photograph made without a 
filter was actually better than in the preceding test.1 
There was of course a preponderance of blue about the 
whole thing, but the correction of a Cl filter gave a 
result substantially identical with that of the daylight 
film and the B2 filter.

It must be understood that these data cannot be

I

:taken as guides. Each instance must be governed by the 
color temperature of the light falling upon the subject, 
as revealed by the color meter. Nor can the results of 
the tests be interpreted as showing any deficiency of the 
film. The filters are used to correct for abnormal light 
conditions and not to correct a deficiency of the film.

As we have already said, color correction is not for 
the photographer who is in a hurry, but unless you are 
truly pressed for time, the use of the correction will 
well repay for the time consumed.

And. this brings us to the point raised by Lloyd 
Dunnigan. His suggestion is that daylight film be used 
with flashbulbs which have been treated with Jendip. 
Jendip is a dye obtainable from most dealers into which • 
flash bulbs may be dipped to convert them into "blue" 
bulbs. It works perfectly. Dunnigan's point is well 
taken and on the whole highly satisfactory in his part 
of the country.

One of his points is that the light will blend 
perfectly with outdoor light when used for accent work 
outdoors and also when using the light to illuminate the 
interior of a room through whose windows the exterior

i

i
i
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The question of using flash to supplement 
daylight is too involved an$ too important to be discuss
ed in the short space ve have left, but so far the argu
ment is perfectly sound as results will shov. Ve might 
add that Mr. Dunnigan is doing some highly preeentable 
work.

can be seen.
i

Geographical location affects the matter to a great 
extent. That is to say the color temperature of the day
light. Where ve are located the minimum is usually 5900 
and our color films made without correction in sunlight 
tend to go a bit blue. The use of white bulbs with day
light film tends a bit toward the red. The use of white 
bulbs as a supplement to open sunlight provides a balance 
under our light conditions which is usually better than 
either daylight or flash alone. There is an inherent 
correction between the overly red flash and the similarly 
overly blue daylight which is just about normal. There
fore when using flash to compensate daylight, be guided 
by the color temperature of the daylight present.

If you are a dyed in the wool experimenter you can 
do even more. The intensity of the blue color given by 
Jendip depends upon the time of immersion. By making this 
more or less the blue intensity is greater or less and 
you can make up at least three grades of color to provide 
different degrees of correction.

For straight flash it will be found that daylight 
film with the blue bulbs is satisfactory even for indoor 
work at night. Using the synchronized flash, the normal 
lights may be left on. Their effective intensity is so 
little that they will have little or no appreciable 
effect upon the color of the film. This makes It very 
easy to work. Nothing Is more irritating than to fumble 
around in dim semi-obscurity when trying .to focus a cam
era and arrange a composition, yet it Ls done by any 
number of beginners. Just forget the room lights and 
work as though they were not there.

Have you hesitated to t'ry flash work? It is as sim
ple as it can be. Just put the bulb in the reflector, set 
the shutter and aperture according to the bulb scale 
and shoot. Once you have tried it, especially to overcome 
troublesome daylight conditions and you will become a 
confirmed addict. However, more of that later.

And now that we have just begun to get this issue 
together we are at the bottom of the last page.1 But 
there will be more later. In the meantime, good luck and

Good Shooting!
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