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Photography I (Visual Arts 106) 
Emory University, Fall 2009 
Instructor:  Jason Francisco 

email:  jlfrancisco@earthlink.net 
Office hours:  Mondays & Wednesdays Noon - 1 PM 

Office location:  Room 135 Visual Arts 
In-lab hours:  Mondays 7:30-9:30 PM 

 
"Everyone alive was born giftedÑ with true sight"  
    Muso Soseki 
 
ÒNot all our insights come to us naturally.  Occasionally we unexpectedly come across a new one and 
are amazedÑ that we have already noted it in our work.  And then there are stationary insights, the 
ones we glide past, as if they themselves turned up on a shore just so that we might see what they 
look like as we flow by, on a stream.Ó 
    Elias Canetti 
 
This course will teach the basic principles of small format (35mm) black and white photography, 
both technical and aesthetic.  Topics will include camera use and techniques, film developing, 
darkroom and printing skills, image selection and presentation, and an overview of the history of 
photography, not to mention an embarking on the inner work necessary to make images of 
consequence. 
 
SUPPLIES 

1. Black and white film 
Kodak Tri-X 400 ASA. 

 Do not mistakenly buy Kodak T-Max 400 
Do not buy C-41 B&W film such as Kodak BW400CN or Ilford XP2 
Also okay are: 

Ilford HP5, Rollei Retro 400, Efke 400 
  But note:  **developing times change depending on the film ** 

The quantity you buy will depend on the seriousness with which you take your work in the 
course.  There is no substitute for practice, and you will do best if you photograph every day, 
ideally one 36 exposure roll per day once the course is fully underway, or some 40 rolls 
during 8 weeks we meet.  At a minimum, you should make half that number of rolls.  You 
can save approximately one third on film costs by buying your film in 100 foot rolls and 
spooling it yourself using the labÕs bulk film loaders.  If you choose to spool the film 
yourself, you must purchase reloadable metal (not plastic) cassettes.  Each 100 foot roll will 
make 18 ! rolls of film. 
 
From B&H, current costs for 100Õ of film (= 18.5 rolls of 36 exposures) are: 

 Tri-X:  $48.95 compare to 19 rolls factory spooled = $75.05 
 HP5+:  $44.95 compare to 19 rolls factory spooled = $75.05 

 
 

2. Multigrade paper, fiber based, glossy, 8 x 10 inches, 100 sheets minimum. 
Recommended: 

Ilford Multigrade MGIV FB 8x10/100 sheets glossy: 
3. Plastic negative preservers 5 frames x 7 strips; three ring binder; negative cleaner 
4. Stainless steel developing tank to hold two 35mm rolls, plus two stainless steel reels made by 

Hewes.  Note:  Make sure the metal reels are made by Hewes! 
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5. 35mm camera with manual controls, i.e. the ability to focus the lens, set the aperture and set 
the shutter speed.  Point and shoot cameras are not acceptable for this course. 

 
With the exception of cameras, most supplies are available from the Emory bookstore.  
Supplies may also be available locally from Showcase Photo, near the Emory campus.  Supplies are 
also available by mail from B&H Photo (www.bhphotovideo.com), and Adorama 
(www.adorama.com), both in NYC.  Note:  Both of these businesses close for Jewish holidays.  
Weekly they close at 1PM Friday, reopen Saturday night and are open Sundays.  Note their holiday 
hours on their website. 
 
The lab does not currently supply 35mm cameras, and it will be your responsibility to buy or borrow 
your own camera.  **You should make arrangements to do so as soon after the first meeting of the 
class as possible.**  If you need to buy a camera, I recommend KEH Camera Brokers in Atlanta, 
one of the best used camera dealers in the country.  (Used cameras are very often of excellent value 
and no compromise in quality, as the best 35mm cameras are older modelsÑ frequently made 
robustly, to last.)  KEH is an internet business onlyÑ www.keh.comÑ and has no showroom.  All 
cameras they sell are mechanically in good working order, and grading is based on cosmetics.  Note:  
look for equipment marked ÒBÓ for bargain if you want good equipment and are not so concerned 
with a small amount of surface wear. 
 
Bodies and lenses of cameras are normally sold separately.  For beginning photography you should 
buy one lens, of fixed focal length, wide to normal length as you like:  28mm, 35mm, or 50mm.  I do 
not recommend zoom lenses (i.e. lenses combining multiple focal lengths).  Whatever focal length 
you decide upon, buy the lens with the widest maximum aperture that you can afford (i.e. f/1.8 
instead of f/2, f/2 instead of f/2.8, f/2.8 instead of f/3.5).  I recommend the following cameras if 
you need to buy oneÑ listed from less to more expensive: 
 
SLRs       Rangefinders 
Pentax K-1000      Cosina Voigtlander Bessa R2A** 
Canon AT-1      Leitz/Minolta CL or CLE (eBay) 
Canon AE-1      Voigtlander Vitessa (eBay) 
Yashica FXII (mercury battery)    Zeiss Ikon Contessa 35 (eBay) 
Yashica FXIII       Kodak Retina II or III(eBay) 
    (*note option for Zeiss/Contax lens*)   Canon P or Canon 7 (eBay) 
Minolta X-570      Leica M2 (eBay) 
Minolta SRT-101 
Olympus OM-1 
Olympus OM-3 
Nikon EL2 
Nikon F2/F2A/F2S (buy w/prism) 
Nikon FM/FM2/FM2n (**highly recommended**) 
Nikon FM3A** 
Nikkormat FT/FT2/FTN 
Contax 139 Quartz 
Leicaflex SL (mercury battery) 
Leica R4sp 
Leica R6 
 
**Available new 
 
Estimated cost of these materials (without camera):  $150-$200 
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A $65 lab fee is required of all students, payable by the end of the second week of classes to Emory 
University.  This lab fee must be received to receive credit for the course. 
 
COURSE REQUIREMENTS 
A.  Final Portfolio 
The realization of a final portfolio is the center of the course, the goal toward which the assignments 
build, and the most important element of your grade.   It should comprise the finest photographs 
you have made during the semester.  The portfolio should comprise your best photographs, 
flattened, spotted and printed on fiber paper; any instructions for viewing the work (in sequence, in a 
particular configuration on the wall, for example) should be included.  Please note that final prints not 
need be mounted or overmatted.   
 
The final portfolio is due not later than Thursday, December 10th at 10 AM.  A minimum of 
twenty (20) photographs made during the current semester is required. 
 
B.  Assignments 
There will be five (5) assignments, due on the day indicated below, to be discussed openly as a 
class.  It should be stressed from the beginning that critiques are not public grading sessions, but are, 
rather, opportunities to speak and to listen about the ways that photographs work and do not work.  
Critiques will be organized in a "chain," in which the student whose work is under discussion will 
introduce the next portfolio.  Every attempt will be made to address each portfolio presented.  It is 
essential that everyone attend and participate in critiques.  Work must be dried, hung and ready for 
discussion at the beginning of the class.  (Please note that wet prints will not be allowed to hang for 
critique).  
 
C.  Quiz 
On September 30th there will be an in-class quiz on technical issues covered during the beginning 
part of the class.  This will be an open-book, open note examination. 
 
D.  Attendance at artistÕs talk by Joel Leivick, Thursday October 1st, 7pm. 
 
E.  Short exhibition review (3 pages) of Joel LeivickÕs exhibition at Emory, In the Garden.  The 
purpose of this review is not to praise or admire the work, but to describe its artistic premises and 
strategies, answering such questions as:  how does the photographer think visually?  What are the 
important choices that the photographer makes to communicate what he considers important?  What 
is it that the photographer seems to want us to understand through the pictures?  Do the 
photographs work by means of or in spite of the sense of an authorial ÒpersonalityÓ behind them?  
Use the Szarkowski/Rosler debate to help answer these questions, as well as the ÒWays to speak 
about photographs during critiqueÓ section in the syllabus.  Due November 23rd. 
 
 
EVALUATION AND GRADING 
One of the tricky things about studying art is that there is an inadequate in-advance answer to what 
grades mean.  In an ideal situation there would be no letter grades for a class such as this:  in my 
experience, letter grades are coarse indices of accomplishment, and also are freighted with the illusion 
that there is a single system of evaluation good for all artists, and commensurate with other types of 
evaluation (as in the sciences and the humanities).  The nature of an artistic subject is only partly in-
common, inasmuch as it is not ÒphotographyÓ that you are learning, as if there were such a thing 
independent of particular photographers.  The significant subject of this class is what you can do with 
photography.  The goal of this class is to help you (to push you, prompt you) to make meaningful 
pictures.  
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Of course, the university requires letter grades.  The most important thing in grading will be the final 
portfolio.  The following is a general guideline for evaluation: 
 
A-range 

1. Portfolio shows excellent technical control, i.e. technically fine prints according to the 
traditional standard of full tonal range, balance and control of shadow and highlight 
detail.  Sometimes fine prints alter or extend traditional standards. 

2. Portfolio shows a high level of insight and thoughtfulness about aesthetic issues 
(composition, lighting, timing and framing) and about conceptual issues relative to the 
subject.  Often there is the beginning of a sense of how sequences, series, combinations 
of images, and images and words working together create photographic meaning. 

 
B-range 

1. Portfolio shows good technical control, i.e. technically decent prints according to the 
traditional standard of full tonal range, balance and control of shadow and highlight 
detail. 

2. Portfolio shows thoughtfulness about aesthetic issues (composition, lighting, timing and 
framing) and the beginnings of a sense of conceptual issues relative to the subject.   

 
C-range 

1. Portfolio shows adequate technical control, i.e. the beginning of a grasp of how to make 
prints according to the traditional standard of full tonal range, balance and control of 
shadow and highlight detail 

2. Portfolio shows the beginning of a grasp of relevant aesthetic issues (composition, 
lighting, timing and framing). 

 
I will generally **not** consider the following issues as independent factors for grading:   
 

1. Timely completion of assignments:  I expect assignments to be turned in on time.  Note: you 
are welcome to redo and reprint assignments as much as necessary in this course. 

2. Attendance:  I expect you to come to class.  No classes are optional. 
3. Participation:  the more actively you participate (understanding that ÒactiveÓ legitimately 

means different things for different temperaments), the more you will learn.  ItÕs a simple as 
that. 

4. Effort:  most people donÕt accomplish important things without trying, and I presume that 
effort is required to accomplish things in this course.  It is not usually necessary even to take 
extraordinary effort into considerationÑ because it often results in exceptional work that 
speaks for itself. 

 
 
PENALTIES 
Though it rarely becomes necessary (because poor trying leads to poor work), I must reserve the 
right to lower grades based on the following criteria.   
 

1. Handing in any course requirement (indicated above) after its due date may result in your 
final grade being lowered one increment (e.g. B+ to B).  Likewise your final grade may be 
lowered by one full letter for each course requirement not received at all.   

 
2. Your final grade may be lowered by one increment (e.g. B+ to B) for each class missed 

without notice or acceptable justification.  I will take attendance at the beginning of every 
class.  I will mark you late if you arrive more than 15 minutes after class begins.  Please note 
that attending class means attending for the full period of the class session.   I will make 
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exceptions to the attendance policy only in advance and of course in emergency situations.  
You are entitled to know at any time what your official attendance record is. 

 
As a rule, I will not give letter grades for assignments, and there is no mathematic rubric in the 
calculation of your grade.  Rather I give specific feedback about the work itself.  The reason for this 
method of evaluation is that artistic developmentÑ the goal of this classÑ legitimately differs from 
person to person.  For some, it happens in a regular and predictable way, and for others less 
predictably.  Often the most meaningful development occurs during the last third or quarter of the 
termÑ and far outpaces what comes earlier.  To factor in the early stages in the form of a calculus 
would in many cases be to penalize a student for artistic development.  In short, internal motivation 
is what this class asks of you, and if you are able to achieve it, external validation in the form of a 
good grade will follow.  If it is necessary for you, you are entitled at any time to know what grade I 
would be inclined to give the work to date if it were the final portfolio. 
 
 
ASSIGNMENTS 
 
Assignment #1:  Blindwalk, due September 21st.  
For the first assignment, tie a blindfold around your eyes and take a walk with a friend, who narrates 
what is around you as you walk.  In response to this narrative (the more detailed and idiosyncratic, 
the better), make a roll of photographs.  If you are doing this with someone in the class, you can 
switch places at the end of the roll.  Make sure that you present your camera for focus (e.g. infinity) 
and exposure (e.g. in afternoon sunlight, 1/250 @ f/11).  Present a contact sheet plus one finished 
print from this roll. 
 
Assignment #2:  Light, contrast, mood, due September 30th. 
Make three prints from a single negative made in moderately contrasty light (i.e. not on an overcast 
day, not at twilight), using contrast filters #0, #2 and #4 consecutively.  Make sure to keep the 
density of the prints as consistent as possible (i.e. the overall lightness and darkness)Ñ by giving 
prints made using lower number contrast filters less exposure time, and higher numbers more time. 
 
Assignment #3:  Visual design, due October 24th. 
Make six asymmetrically composed pictures, three of which are close-up photographs, and three of 
which present a broad description of space. 
 
Assignment #4:  Due November 2nd/November 4th 

OPTION A:  Intervention with a mirror 
 Make six photographs holding a pocket mirror close to the lens, inflecting the scene with the 
reflected image.  ItÕs okay if the mirror itself makes a line that segments the picture plane. Remember 
issues of asymmetrical composition!  
 
OPTION B:  A photo-continuum 
 Present a careful study of space by making six photographs whose edges align.  Note:  this 
assignment works best when your subject is close to the camera, about 10 feet or closer.  
Begin by photographing a form, an object or a subject, noting where the edges fall on all four sides.  
For the second photograph, move the camera so that the one of the edges of the previous frame 
becomes the edge of the next frame.  DonÕt Òcorrect,Ó ÒcompensateÓ or ÒadjustÓ the composition of 
the second photographÑ simply accept what enters the frame.  Adjust focus and exposure as you 
wish/need.  Continue this process exploratively until you have made six frames.  Print all six and pin 
them side by side to make your continuum.  Diagrammatic examples (!  indicates first picture)  
 
               "   
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   ! " " "   !      "   etc, etc. 
    " "   " " "  
 
 
Assignment #5:  due November 30th/December 2nd 

Each assignment below asks for a minimum of six photographs, or more as necessary. 
 
OPTION A:  Work 

Select a type of work (labor), and explore it photographically.  Everything about that type of 
work is open to you:  its specific activities, the place(s) in which it occurs, the emotions and 
experiences it begets, and the life circumstances of those who perform it, the community (of the 
workplace and beyond) in which it occurs, and its social implications.  Your work will likely consist 
of making portraits of people as they work, or before and after they work.  Pay special attention to 
the timing and framing of your picturesÑ and stay with your subject!  DonÕt be afraid to photograph 
an entire roll of film on one aspect of one task, if necessary.  You are welcome to include a text either 
as an introduction or a conclusion that will help direct the reading of your pictures.    

 
OPTION B:  A Journey 

Undertake an open-ended exploration in which you present a set of linked observations that 
describe a passage from one place to another, one state to another, one predicament to anotherÑ
each photograph elaborating the previous one.  The journey can be physical, psychic, emotional or 
symbolic, and your pictures may include a range of types of pictures, as necessary.  To orient yourself 
for this task, consider a photograph in the mode of a poem, rather than in the mode of a (mere) 
record, report or declamationÑ a photograph as registering the quality or condition of things rather 
than the (denuded) fact of them. 
 
OPTION C:  Reading and Seeing 
Choose a poem by Pablo Neruda (or a poet you like), and respond to it in the form of photographs.  
Present the complete poem together with your photographs. 
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Session details, Fall 2009, Photography I 
Jason Francisco 

 
WEEK 1 
Monday, August 31  
Class overview, preliminary information, registration 

Darkroom tour; discussion of group darkroom use.  Introduction to protocol of shared 
darkroom use, including respecting the difference between dark and light areas, wet and dry 
areas, general cleanliness, tidiness, and consideration.  The basic rule:  “clean for yourself 
and a little bit more.”  Go through each area of the darkroom and explain what considerate 
use of the equipment is.  **Explain especially chemistry recycling and safety issues.**  
  

Wednesday, Sept. 2   
DEMONSTRATION:  Using the camera; metering 
Objectives of the lesson:  to explain the 35mm camera inside and out:  its design, controls and 

handling; how to load film, change lenses, check the battery, adjust shutter and aperture 
settings.   

¥ The physical properties of the shutter and the aperture, and how each is used to mediate 
exposure of film to light.   

¥ Metering, how one arrives at any "correct" exposure, including the concept of 18% middle 
gray and its relation to meter design; in camera meter design (center weighted reflective light 
meter); "thinking" meteringÑ especially the importance of making sure shadow detail is in 
the negative; metering in contrasty light (modified zone systemÑ take reading of shadow 
area with detail and stop down two stops); other instances of selective metering (what sorts 
of objects to meter off and not to meter off); difficult metering situations (a person standing 
in front of an open window, etc).   

¥ How film reacts to light; the concept of the latent image, grain and especially the relation of 
contrast to development, and the meaning of rule, "expose for the shadows, develop for the 
highlights".   

 
WEEK 2 
Monday, September 7   
DEMONSTRATION:  Conceptual foundations of exposure: 

¥ How exposure consists of light reaching film as mediated by a particular shutter speed and a 
particular f/stop relative to an ASA.   

¥ The principle of the stop (the halving or doubling of exposure using the shutter and the 
aperture).   

¥ Equivalent combinations of shutter and aperture relative to any given pair.   
¥ Memorizing aperture and shutter settings, and be able to generate equivalent exposures for 

any given exposure.  
¥ Depth of field and the pictorial differences that result from "equivalent" exposures. 

 
Wednesday, Sept. 9   
DEMONSTRATION:  Developing film 

¥ How film is developed and the developing process, including the function of each chemical.   
¥ Learning by loading (discarded) film onto reels and practicing until you are comfortable with 

the technique.   
¥ Memorizing the process, including times. 

 
WEEK 3 
Monday, September 14  
DEMONSTRATION:  Printing foundations 
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¥ Demystify the enlargerÑ explain it in all its parts, including the timer, and its use.   
¥ The process of developing a print, including archival washing.   
¥ The difference between density and contrast in evaluating prints, what a traditionally good 

black and white print looks like and the use of contact sheets in helping to guide print 
evaluation.   

¥ Printing a negative of normal contrast by finding the correct density (the exposure that will 
give highlight detail), and then changing contrast grade to control shadow detail.   

¥ Why a contrast filter should always be used, and the reasons for first printing soft and then 
moving up in contrast, arriving at a final print through several attempts.   

¥ Printing full frame; cropping in the camera rather than in the enlarger. 
¥ Printing contact sheets. 

 
Wednesday, Sept. 16   
Printing continued 

¥ Contrast control in greater detail 
¥ Using multicontrast printing filters.   
¥ Localized image control through  burning and dodging. 
¥ I strongly recommend that you make at least three prints from a single negative using 

contrast filters #1, 2 and 4 consecutively.  Make sure to keep the density of the prints as 
consistent as possible (i.e. the overall lightness and darkness)Ñ by giving prints made using 
lower number contrast filters less exposure time, and higher numbers more time. 

 
WEEK 4 
Monday, September 21 Evaluating negatives; open lab 
Wednesday, Sept. 23  Studying photographs:  The Lucid Eye, Emory Visual Arts Gallery 
 
WEEK 5 
Monday, September 28  No class (Yom Kippur) 
Wednesday, Sept.  30 Mid-term quiz 

Assignments #1 and #2 due (dry and hung) by 2:30 pm  
Thursday, October 1st ArtistÕs talk by Joel Leivick, Visual Arts Gallery 
 
WEEK 6 
Monday, October 5 
Studying photographs 

¥ The elements of design, including, primary and secondary emphasis through shape, line, 
size, proportion and figure-ground relations 

¥ Varieties of visual balance, especially asymmetrical balance. 
Wednesday, October 7 Studying photographs, continued 
 
WEEK 6 
Monday, October 12 No class (fall break) 
Wednesday, October 14 CRITIQUE 
 Assignment #3 due 
     
 
WEEK 7 
Monday, October 19 Studying photographs:  Picturing Place 
Wednesday, October 21   Open lab 
 
WEEK 8 
Monday, October 26 Studying photographs:  The Portrait 
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Wednesday, October 28    Open lab 
 
WEEK 9 
Monday, November 2 CRITIQUE 
 Assignment #4 due, group A 
Wednesday, Nov. 4 CRITIQUE 
 Assignment #5 due, group B 
     
WEEK 10 
Monday, November 9 Article discussion:  John SzarkowskiÕs ÒLooking at PhotographsÓ 
 Martha Rosler, ÒLee Friedlander, An Exemplary Modern PhotographerÓ 
 Studying photographs:  Joel LeivickÕs In the Garden 
Wednesday, Nov. 11     Open lab 
 
WEEK 11 
Monday, November 16 Studying photographs:  Journeys 
Wednesday, Nov. 18     Open lab 
 
WEEK 12 
Monday, November 23 Studying photographs:  library 
 Class will meet outside the library** 
 Exhibition review due 
Wednesday, Nov. 25 Open lab 
 
WEEK 13 
Monday, November 30 CRITIQUE 
 Assignment #5 due, group B 
 
Wednesday, Dec 2 CRITIQUE 
 Assignment #5 due, group A 
 
WEEK 14 
Monday, December 7 Open lab 
 

 
Final portfolios due no later than Thursday, December 10th at 10 AM in the darkroom.  The 
darkroom will open at 9 AM for last minute work.  Portfolios will be available for pickup later that 
day by 7 pm. 

 
 
 
Photography in Atlanta 
 
I strongly recommend visiting a museum or gallery during the semester to look at photography. 
 
Venues: 
HIGH MUSEUM OF ART 1280 Peachtree St, Atlanta 30309, 404/733-4444, Tues-Sat 10-5, Thur 
10-8, Sun 12-5. Aug 15-Jan 10: Look Again: A Selection of Photographs from the Collection. www.high.org 

JACKSON FINE ART 3115 E Shadowlawn Ave, Atlanta 30305, 404/233-3739, 
info@jacksonfineart.com, Tues-Sat 10-5. Sept 11-Oct 24, Mona Kuhn. www.jacksonfineart.com 
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LUMIERE 425 Peachtree Hills Ave, Ste 29B, Atlanta 30305, 404/261-6100, 
info@lumieregallery.net, Tues-Sat 10-4. Sept 18-Nov 14, Dorothea Lange and her Impact. 
www.lumieregallery.net 
 
and not least: 
 
VISUAL ARTS GALLERY, EMORY UNIVERSITY 
The Lucid Eye:  A Year of Photography at Emory, 2009-2010 
Tuesday-Friday, 12-4 pm, Aug 27-Sept 25, The Lucid Eye:  Photographs from the Collection of Arnall Golden 
Gregory; Oct 1-Nov 20, Joel Leivick:  In the Garden; December 3, 2009-January 29, Picturing Home: 
 Friends of Emory Visual Arts Juried Photography Exhibition. 
 
and donÕt miss: 
 
ATLANTA CELEBRATES PHOTOGRAPHY, aka Atlanta’s annual month of photography 
in October, featuring more than 150 photography related exhibits and events! 
www.acpinfo.org 
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Photography I 
Jason Francisco 

 
Basic terms for technical demonstration on the camera and exposure: 
 
APERTURE:  the adjustable opening in the lens that admits light into the chamber of the camera.  

The relative size of the opening is indicated by numbers called f/stops.  The size of the aperture 
is one important determinant of the depth of field in the photograph. 

DEPTH OF FIELD:  the amount of visual space in front of the camera that will appear in focus in 
the photograph.  More specifically, because depth of field is described relative to a point of focus 
in space, depth of field is the amount of space in front of and behind a point of focus that will 
appear to be in focus in the photograph.  A deep depth of field is generally achieved using a 
small aperture; a shallow depth of field is achieved using a wide aperture.  Depth of field is also 
affected by other factors.  Depth of field becomes shallower as the point of focus is brought 
closer to the camera; depth of field becomes shallower with lenses of longer focal length--
despite the constancy of f/stop numbers between lenses (see note on f/stops). 

EMULSION:  the light sensitive chemistry of film and paper, commonly made up of silver halides 
suspended in gelatin.  For film, the emulsion is the dull side and for paper it is the shiny side.  
Film and paper both curl toward the emulsion. 

EXPOSURE:  control of the action of light on the emulsion of photographic film or paper.  
Exposure is controlled in the camera by the aperture and the shutter speed, and in enlargers by 
the aperture and the timer.  In the camera these settings will be based on the reading of a light 
meter, which responds to a subject's luminance:  both overall illumination and the particular 
tonal characteristics of light at a certain time (for example, its contrast, its specularity, its 
diffusion, its reflectance, its direction, its brightness, its color).  Traditionally, an optimum 
exposure affords good detail in the shadows and highlights, with a full range of tones from white 
to black, or, to put it another way, is the least exposure that retains detail in the areas 
representing the shadows or dark tones (the least exposure in order to obtain reasonable printing 
times and optimal grain).  Underexposure results in the loss of detail in the dark areas and a loss 
of contrast.  Overexposure produces detail in the dark areas but high density (a thick negative) 
and a loss of grain; extreme overexposure results in a loss of highlight detail.   

  If the range of light values is very large, generally it is better to expose for the shadows (i.e. 
overexpose) and then develop for the highlights (i.e. develop the film for a shorter time).  The 
reason is that shadow detail, if not in the negative, can never be replaced, but highlight tone can 
often be achieved in the darkroom.  If you choose intentionally to overexpose by rating the ASA 
lower than normal, decrease development according to the published times. 

  Making good exposures is ultimately a matter of seeing, as much as possible, everything in 
the viewfinder in terms of its tonal qualities, understanding what in the viewfinder is important 
to your photograph, and exposing the film to communicate that importance. 

FILM SPEED:  a system of numbers, commonly called ASA, that indicates a film's relative 
sensitivity to light; the greater the ASA number, the more sensitive the film. 

FOCAL LENGTH:  the distance from the optical center of a lens to the point at which the light 
rays that move through the lens are focused, which is ordinarily the film plane.  For a 35mm 
camera, a lens of 50mm is considered "normal;" 28mm-35mm is considered wide angle; 70mm-
135mm is considered long or telephoto.  Focal length determines the magnification and to some 
extent the shape of objects, so that a telephoto lens shows, in effect, a "detail" of what a wide 
angle lens shows (i.e. if the same scene is photographed with both lenses, you can enlarge and 
crop a portion of the wide-angle scene to make an image with virtually the same proportions as 
the telephoto image).  A change in relative proportions occurs when the distance between the 
camera and the subject is altered.  

F/STOPS:  the relative sizes of the lens' aperture, represented by the following numbers:  f/1.8, 
f/2.8, f/4, f/5.6, f/8, f/11, f/16, f/22.  The higher numbers refer to the smaller aperture 
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openings, so that f/22 designates the smallest opening, and f/1.8 the widest opening.  This is the 
relationship between f/stops:  moving from one stop to the next either halves or doubles the 
amount of light that reaches the film.  Thus, for instance, f/4 admits 4X the amount of light as 
f/8, and f/22 admits 1/4 the amount of light as f/11.  F/stops are a numerical fraction:  the 
focal length of the lens divided by the diameter of the particular opening.  Because f/stops 
represent a fraction, they are constant from lens to lens, with the exception of the widest f/stop, 
which varies from lens to lens and which is often used as a shorthanded way of describing a lens.  
Because f/stops represent a fraction and not the actual size of the aperture opening, the depth 
of field they designate will differ from lens to lens:  f/4 on a 135mm lens will refer to a 
physically wider aperture than f/4 on a 28mm lens, and so will yield a shallower depth of field.  
Refer to the barrel of a lens for the precise depth of field in feet of any f/stop. 

LIGHT METER:  a device that reads the intensity of light falling on or, alternately, reflected from a 
subject.  This intensity is calibrated into f/stops and shutter speeds.  Light meters are designed to 
give an "average" exposure relative to middle gray, which is defined precisely as 18% neutral 
gray, the equivalent of an area reflecting 18% of the light falling on it.  You should be careful to 
meter an area which is tonally characteristic of the subject.  That is, there are specific 
circumstances in which the light meter reading will not give the desired exposure, e.g. when the 
main subject is bright in a dark field or dark in a bright field, when the reading is made from a 
reflective surface, or when the light values are heavily restricted.  When the subject is bright in a 
dark field, it is best to stop down one or two stops; when the subject is dark in a bright field, it is 
best to open up one or two stops; when the light values are restricted, you must choose the 
desired tone of gray for the print and open up or stop down accordingly.   

  There are several metering methods:  an overall reading; a substitute reading using, for 
instance, a gray card to measure middle gray; close-up readings of a scene to "place" certain areas 
as tones of gray in the final print.  Thus a modified use of the zone system in open daylight 
would be to choose an area that represents the darkest area in the picture with detail (dark hair in 
bright sunlight, for example), meter it as if it were the entire picture, then stop down two stops.  
Finally, in a pinch, there is also the "rule of f/16":  on a bright sunny day an average reading will 
be f/16 at a shutter speed of 1/the ASA of the film. 

SHUTTER:  a device on the camera that regulates the amount of time that light reaches the film 
during an exposure.  Typically the designated times are 1/4000 of a second, 1/2000, 1/1000, 
1/500, 1/250, 1/125, 1/60, 1/30, 1/15, 1/8, 1/4, 1/2, 1 second, 2 seconds.  This is the 
relationship between shutter speeds:  moving from one speed to the next halves or doubles the 
amount of light that reaches the film.  The difference from one setting to the next is referred to 
as a "stop," as is the difference from one f/stop to the next. 

SILVER HALIDES:  the light sensitive chemistry--today usually silver bromide but in the 
nineteenth century also silver chloride and silver iodide--contained in the most common 
photographic emulsions.  Upon reaction to light these halides begin to convert to silver metal, a 
process magnified by the chemical developer.  In both film and paper, the density of the silver 
formed corresponds directly to the amount of light to which the halides are exposed (although 
each film has a characteristic curve of sensitivity).  This correspondence or reciprocity holds only 
for exposures between 1 second and 1/4000 of a second. 
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Film Developing 
 
1.  Load film onto reel in total darkness.  It is essential that the film be exposed to no light from the 

moment it leaves the cassette until after it is fixed.  To load film onto reels:  clip the leader after 
opening the cassette; slide film into the center hub of the reel and bend decisively onto sprocket 
holders; load film from the middle of the reel, pinching it slightly and then gently and evenly 
allowing the reel to take it up.  The film should wind all the way to the outside of the reel, and 
when correctly wound will give slightly when pushed and pulled.  If you have trouble, take a 
break:  place the film into the metal cylinder, close the lid, leave the changing room and return in 
a few minutes.   

2.  Prepare the developing solution:  dilute the Sprint Standard film developer with water at the rate 
of 1:1.  For metal reels, the total volume is 8 oz. per reel; for plastic, it is 10oz. per reel.  Begin 
my measuring the temperature of the developer, and then modulate the temperature of water to 
bring the total volume to 68 degrees Fahrenheit.  Note:  the film developer is the only solution 
you must dilute for yourself.  All others are pre-diluted for you. 

3.  Presoak the film with plain water for one minute at 68 degrees.  Rap the cylinder on your hand 
after filling with water to remove any air bubbles. 

4.  Developing times for Tri-X in Sprint Standard are as follows:  
 

General starting time for Tri-X rated @ 400 ASA 
19.0¡C  20.0¡C  21.0¡C  22.0¡C  23.0¡C  24.0¡C 
66.0¡F  68.0¡F  70.0¡F  71.5¡F  73.5¡F   75.0¡F 
11:00 min  10:00 min  9:00 min  8:00 min  7:15 min  6:30 min 
 
Flat lighting for Tri-X rated @ 400 ASA 
19.0¡C  20.0¡C  21.0¡C  22.0¡C  23.0¡C  24.0¡C 
66.0¡F  68.0¡F  70.0¡F  71.5¡F  73.5¡F   75.0¡F 
14:30 min  13:00 min  11:45 min  10:30 min  9:30 min  8:30 min 
 
Tri-X underexposed by 1 stop (i.e. rated @ 800 ASA) 
19.0¡C  20.0¡C  21.0¡C  22.0¡C  23.0¡C  24.0¡C 
66.0¡F  68.0¡F  70.0¡F  71.5¡F  73.5¡F   75.0¡F 
17:00 min  15:00 min  13:30 min  12:30 min  11:00 min  10:00 min 
 
Tri-X overexposed by 1 stop (i.e. rated at 200 ASA) 
Same as General time above 
 
Tri-X overexposed by 2 stops (i.e. rated at 100 ASA) 
19.0¡C  20.0¡C  21.0¡C  22.0¡C  23.0¡C  24.0¡C 
66.0¡F  68.0¡F  70.0¡F  71.5¡F  73.5¡F   75.0¡F 
9:30  min 8 :30 min  7:45 min  7:00 min  6:15 min  5:30 min 
 

 
It is critically important to be certain of temperature accuracy during developingÑ moreso than 
at any other stage.  After developing the temperature should remain within 5 degrees of 68 
degrees.  Remember to add solution 5 seconds before the beginning of your first minute, and to 
begin pouring it out 5 seconds before the end.  Agitation during development is 30 seconds for 
the first minute; 10 seconds every minute thereafter.  Remember to rap the cylinder against your 
hand after each round of agitation.  Agitation should always be slow, not rapid.  Developer is 
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recycled into carboy with the red funnel.  The purpose of the developer is to transform the light-
struck silver halide crystals into silver metal. 

5.  Add stop bath; agitate constantly 30 seconds.  Stop bath may be poured down the drain.  The 
purpose of the stop bath is to stop the action of the developer. 

6.  Rinse with plain water, 1 minute. 
7.  Add fixer to film.  Fix film for 5 minutes.  Agitation is the same as for the developer. After four 

minutes open the cylinder, remove the first reel and check to see that the film is properly cleared.  
The dark areasÑ and if nothing else the area around the sprocket holesÑ should be clear.  A slight 
pinkish or purplish tint is okay.  If the film appears milky, continue to fix until it appears clear.  
Fixer is recycled back into the fixer container.  The purpose of the fixer is to clear the unreduced 
silver halide crystals from the film and to make the image permanent. 

8.  Rinse with water 1 minute. 
9.  Hypo clear for 2 minutes with constant agitation.  After use, hypo clear should be poured into 

the carboy with the red funnel.  The purpose of the hypo clear is to shorten the washing time. 
10.  Wash with flowing water for 10 minutes.  Correct washing is essential for archival preservation.  

Important note:  do not add your reels to reels already washing. 
11.  After washing, immerse the film in PhotoFlo (wetting agent) for 30 seconds.  The PhotoFlo is 

kept in a metal graduate usually in the sink.  Check to see before mixing it whether any is already 
mixed.  If you mix it, do not pour it out, but leave it in the sink for someone else to use. 

12.  Do not squeegee.  Hang film to dry in drying cabinet.  Film will be ready to cut when it is bone 
dry. 

 
QUICK REFERENCE GUIDE: 
 
 PROCEDURE TIMING 
1: Water Pre-Wet 1 Minute(s) 
2: STANDARD Film Developer See ABOVE 
3: BLOCK Stop Bath 1 Minute(s) 
4: RECORD Speed Fixer 4 Minute(s) 
5: Water Pre-Wash 1 Minute(s) 
6: ARCHIVE Fixer Remover 2 Minute(s) 
7: Water Wash 5 Minute(s) 
8: END RUN Wetting Agent & Stabilize 1 Minute(s) 
9: Dry   
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Printing 
1.  Load negative into carrier shiny side up, upside down (i.e. emulsion side down, upside down), 

having blown or brushed it free of dust.  Load the contrast filter into the filter drawer.  Begin 
with a number 2 filter.  Always load the negative with the light in the enlarger turned off. 

2.  Turn timer to F to project image for focussing.  The image should cover the easel from side to 
side and top to bottom.  Open aperture on lens to the widest opening.  Adjust size and focus of 
image on the easel.  For sharp focussing stop the lens down to f/8 and use the grain focusser. 

3.  Begin making exposures at f/8.  The lens is sharpest at this aperture. 
4.  Make a test strip by exposing the negative in 2 second increments at f/8.  Place paper on the 

easel with the emulsion side up.  Developing process is the same as described below.  When 
making a test strip beware of where you place your strip of paper--try to find an area that 
includes both highlight and shadow.  

5.  Here is a procedure for determining the exposure:  first determine a time for the density of the 
print, i.e. the overall exposure time, so that the highlights read with some detail.  Second, adjust 
for shadow detail using contrast filters.  Each of these two steps may require a separate test strip. 

6.  Slip paper into easel.  Make the exposure for the print. 
7.  Develop the print 2 1/2 minutes in the developer, rocking the tray constantly. 
8.  Hold the paper over the developer to drain the excess fluid from it, then immerse the print in the 

stop bath for 30 seconds or until surface of print feels squeaky.  
9.  After letting the excess stop bath drip off, immerse the print in fixer #1 for 1 minute.  At this 

point it will be safe to take the print into the white light to examine it.  If you wish to keep the 
print, continue to fix in fixer #1 for 4 minutes.  

10.  After 5 minutes in fixer #1, you may leave the print in the water holding bath until finished with 
printing session. 

11.  At the end of your printing session, immerse all your prints in fixer #2 for 5 minutes. 
12.  Take your prints into the white light classroom, and immerse them all in plain water for 2 

minutes. 
13.  Transfer your prints to the hypo clear for 2 minutes. 
14.  Wash with water flowing continuously over the print for 15 minutes. It is imperative to wash 

prints correctly for archival purposes and so as not to contaminate othersÕ prints when using the 
drying racks or the dryer. 

15.  Squeegee the back side of the print gently. 
16.  Place on racks face down on the rack. 
17.  When dry, the prints will have a slight curl.  They can be flattened by putting them back-to-back 

and face-to-face under weight (such as a stack of books), or by putting them in the press. 
18.  To use the press, turn the heat to 275 and place your prints between boards, face down, for 15 

seconds or so. 
 
Further notes on printing 
A. The ideal negative can be printed with a single exposure with no manipulations.  Such a negative 

was the basis of the instructions on the preceding page.  The following deals with non-ideal 
negatives. 

B. For more contrast--sharper differences between blacks and whites and a separation of middle 
gray tones--use contrast filters with numbers above 2 1/2 .  For less contrast--subtler differences 
between blacks and whites and the blending of middle grey tones--use contrast filters below 2.  
Remember that increasing contrast tends to collapse the deep shadow tones, and decreasing 
contrast tends to collapse the extreme highlight tones. 

C. What to look for in a print:  a full range of tones from black to white, with detail in the highlights 
as well as in the shadows, and a pleasing middle gray. 

D. Dense (thick) negatives are frequently too contrasty;  use a contrast filter less than 2. 
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E. Thin (clear looking) negatives are frequently not contrasty;  use a contrast filter above 2 1/2. 
F. You may add light to (burn) or withhold light from (dodge) selected parts of the negative.  For 

burning, a piece of cardboard with one side cut into a curve is useful.  For dodging, an oval disk 
glued to a piece of wire is useful.  It is best to consider times for burning and dodging in terms of 
percentages of the base exposure, rather than actual seconds--which will save you work when 
you move to a different enlarger.  As much as possible make test strips to determine the amount 
of time for burning and dodging.  If necessary, diagram your negative and write down the 
various burning and dodging times to make the process more manageable. 

G. Often you will need to burn the corners of the print, because enlarger coverage may not be 100 
percent. 

H. Just as important as the precise tones you achieve is the overall balance of tones across the print.  
Try to notice how your eye travels across the print:  does it get stuck in an area of blackness 
without detail?  Is it constantly being drawn to white areas that lack definition?  Try to print so 
that your eye moves harmoniously and graciously through the image.  Try to find shades of gray 
that reproduce the luminosity of the light used to make the picture.  In many cases, you can 
successfully interpret the negative toward dark or light tones by creating the proper balance and 
distribution of values. 

I. There are many correct interpretations of a negative in a print.  Experiment.  Keep good notes 
about what you notice. 



 17 

Photography I 
Jason Francisco 

 
Step by step instructions for nighttime exposures, plus reciprocity failure chart for Tri-X. 
 
1.  Take your initial meter reading and find the indicated exposure. 
 
2.  Extrapolate from indicated exposure given by the meter to reach the indicated exposure for your 
desired f/stop. 
 
For example, if your meter indicates f/2.8 @ 1 second, the equivalent exposures are: 
 
f/4 @ 2 seconds 
f/5.6 @ 4 seconds 
f/8 @ 8 seconds 
f/11 @ 16 seconds 
f/16 @ 32 seconds 
f/22 @ 64 seconds 
 
3.  Calculate reciprocity failure using the chart below. 
 
For example, if you choose f/11 as your desired aperture, your actual exposureÑ as given by the 
chart for Tri-XÑ will be two minutes. 
 
4.  Set the camera to that aperture, and the shutter to the B setting. 
 
5.  Check your focusÑ and use hyperfocal focusing if desired. 
 
6.  Let the camera settle down before making the exposure.  Make the exposure with the cable release 
not drawn taut.  Use a second hand on a watch to keep the time. 
 
7.  Have fun imagining what you canÕt see! 
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Design Reference Terms 
 
I.  Emphasis/Focal Point:  visual importance results when one element differs from or ÒbreaksÓ 
others: 
¥ by contrast (e.g. when vertical breaks horizontal, irregular breaks regular, color breaks flatness, 

recognition breaks non recognition of forms, etc.) 
¥ by isolation (the creation of visual apartness) 
¥ by placement (the creation of visual motion toward one element) 
 Note:  focal point is often a matter of emphasis and degree within an overall unity 
 Note:  the absence of focal point is also a discreet choice about focal point 
II.  Balance:  the managing of visual ÒweightÓ or ÒgravityÓ or opposing visual forces.  Note:  pictorial 
balance is generally related to physical balance.   
 A.  Symmetrical balance/radial balance:  a mirror across a central vertical fulcrum  
 B.  Asymmetrical balance:  relations between dissimilar objects that have equal visual weight 
or eye attraction: 
¥ by value/contrast (black is generally ÒheavierÓ than white; a small amount of black can balance a 

large amount of white and vice versa) 
¥ by shape (complex shapes generally hold more visual attention than simple shapes; note that a 

shape may be figurative or nonfigurative, may be a ground for another shape, may arise as 
positive or negative space in the image) 

¥ by size (large shapes generally hold more visual attention than small shapes) 
¥ by texture (variegated texture generally holds more visual attention than simple tones; note that 

texture, which stands in for touch, is a function of light and of contrast:  minute variations in the 
reflection, absorption and scattering of light;) 

¥ by line (edges generally hold more visual attention than middles; note the variety of lines:  actual, 
implied, imagined; line through contour, through gesture; note that horizontal lines are stable, 
vertical lines less stable and diagonal lines dynamic/unstable) 

¥ by position (a large item is balanced closer to the center of the image; a small item closer to the 
edge; an object becomes increasingly unsteady as it leaves an edge, especially the bottom edge of 
the frame; at the same time the frame is always a place to create visual tension because it is 
ÒchargedÓ as the imageÕs immutable edge) 

¥ by eye direction/movement/ continuance/closure (the eye will extend lines and shapes even 
beyond their limits, and complete incomplete shapes) 

¥ by thematic or psychological interest (a face carries inherent interest) 
¥ by proximity/resemblance (proximate things gain visual weight, as do like things) 
¥ by perceived recession and advance (in pictures ÒupÓ is usually interpreted as ÒinÓÑ the top 

recedes while the bottom comes forward) 
¥ by rhythm (the eye will follow an ordered or regular visual recurrence created through repetition, 

alternation and flow of line and objects) 
 Note:  In every picture many of these pictorial elements are in play at the same time. 
 
Your goal, formally, is first to accept the entire frame as your Òcanvas,Ó the space onto which you 
create forms and marks, and second to learn to see everything in your photographs, not just your 
ÒsubjectÓ:  to see figures and nonfigurative marks alike, detail and abstraction (which can be defined 
as the extraction of one aspect over all others), the overall movement of the eye over the page.  One 
way to begin to understand your pictures formally is to turn them upside down.  
 
Photographing as a form of visual thinking involves equal elements of intention, intuition, accident 
and interpretation of givens rather than generation of something from nothing.  When visual choices 
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are thought-engaged, their exploration feels something other than mechanistic or rote.  When visual 
choices matter, you find yourself subject to satisfaction--possibly glee--and to disappointment and 
possibly anger at your results.  The whole continuum is part of the creative process. 
 
There is no formula or system that leads to the discovery of the visual problems that matter to you, 
personally.  You may discover these problems slowly, through fumbling and half-named recognition 
of something you continue to notice in others' images and your own.  You may discover them 
suddenly through an accident or deliberate violation of what you think you like.  One thing you can 
do to penetrate confusion when it arises (which is natural at the beginning of your efforts and also 
natural cyclically in artistic growth) is to lower expectations:  deliberately to choose certain 
restrictions within which and with which you will make images.  The problems of the wrong 
restrictions will deaden, bore and repel youÑ and those of the right restrictions will startle, grip, 
energize and possibly aggravate you in ways you cannot ignore.  Soon you will acquire a range of 
compositional skills.  Your own ÒvoiceÓÑ which is to say internalized pictorial commitmentsÑ will 
emerge as you slowly gain experience composing many kinds of pictures.  
 
(Eventually you may understand your visual thinking not as an ÒitÓ to be learned, but a process of 
learning:  a deliberate search that becomes an unselfconscious absorption, which in turn becomes a 
forgetting that you are searching at all, which becomes a being-activated by a something outside of 
yourself that rushes in to the space opened by the forgetting.  The denouement of the process 
changes from person to personÑ for some it ends in a taking-possession of a subject, and for others 
a loss of possession of a subjectÑ both of which can take shape as photographs.) 
 
Photographic ÒdesignÓ in the sense that I will speak of it describes an array of visual restrictions that 
pose challenges and offer opportunities for commitments to particular visual problems.  I am not 
interested in design as rule application.  Neither am I interested in design as facile rebellion against 
rule applicationÑ an approach no less tethered.  Instead I think there is value in the attempt to name 
possible visual strategies in their dynamic relation to visual tasks. 
 
Beginning to understand photographic design involves recognition of one further preliminary point.  
Photography is a way of placing marks on a page by making a light sensitive emulsion react to light 
from the world for a certain duration through a camera (and often later also an enlarging) lens and 
aperture.  Whereas painters often (though need not) start with a blank canvas on which they place 
their marks, photographers generally start with an image that appears within the frame of the 
viewfinder or on the ground glass of the camera, projected by a lens.  It is important to be clear that 
starting with a projected image does not mean that a photograph is a simple copy of that image.  
Rather a photograph is a set of marks made using that imageÑ which may or may not bear a clear, 
obvious relation to that image, much less to the world from which that image itself is projected.  
What sort of relationship the photograph has to the projected image in the camera and to the world 
whose image is projected depends on a range of choices the photographer makes.  These choices 
constitute photographic design. 
 
The following suggestions are points of departure for understanding your options in transforming an 
image projected in your camera into a photograph. 
 
1.  The frame is a boundary which you must accept.  Take responsibility for all the visual information 
in your frame, from left to right and top to bottom.  Try to notice every element in your frame--large 
and small, bright and dim, clear and ambiguous, identifiable with a word and not identifiable with a 
word, still and moving.  You need not work on this attentiveness with a camera:  studying the world 
through a piece of cardboard with a rectangle cut into it is enough. 
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2.  Every ÒstillÓ image has its own internal movement.  Creating internal movement in a still image is 
known as composition.  This movement may be stable or unstable, calm or dynamic, balanced or 
imbalanced, demanding or simple, with one or multiple points of focus. 
 
3.  A visual element:  balance.  Visual balance is related to physical balance.  It is the distribution of 
points, lines, forms, patterns and tonal contrasts on an imaginary fulcrum in an image.  The simplest 
form of balance is symmetry, in which the imaginary fulcrum is placed in the center of the image and 
visual elements are balanced through duplication.  Non-symmetrical balance involves the placement 
of complementary points, lines, forms and values.  Balance is not merely a formal concern:  it is also 
a psychological and symbolic phenomenon, related to the importance of content.  The heuristic 
importance of particular visual elements lends them weight in the creation of visual balance. 
 
4.  A visual element:  emphasisÑ by size, by texture/detail, by value/contrast and the above listed 
items. 
 
5.  A visual element:  the path through a picture, in around and after it in the mind. 
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Ways to begin speaking about work in critiques. 
 
A photograph is in many respects a pendant form of meaningÑ waiting for thoughts, stories and 
questions to catalyze it into meaning through language.  The popular saying, ÒA picture is worth a 
thousand wordsÓ to some extent acknowledges thisÑ inasmuch as the saying suggests that a 
photograph is a potential for meaning, activated with words.  (On the other hand, the saying is 
equivocalÑ just as in Weimar Germany it took a wheelbarrow of money to buy a postage stamp, the 
quantity equivalent to a thing may indicate that thingÕs lack of value.  The thousand words a 
photograph compels may themselves be worthless, depending on the speaker, in which case silence is 
a form of forgiveness toward the photograph.)  In any case, we are creatures of language and 
photography responds naturally to us as such creatures.  It is the exceptional pictureÑ I might say the 
utopic picture, that one we dream of, that canÕt really existÑ that Òstands alone.Ó  Other pictures 
address us by way of language, and even if we find language inadequate, our frustration with its 
inadequacies only confirms languageÕs importance for pictures.  So an important task in this class is 
learning to speak about photographs, and to think about them though speakingÑ as much as to make 
them.  
 
Part 1Ñ FORMAL QUALITIES 
Describe what you see, not what you Òknow.Ó 
 

¥ How is the picture made (perhaps designed)? What is the focal point of the pictureÑ and 
why: how do size, scale, contrast, linear movements, framing and visual motion occur in the 
picture? What are the Òvisual pathsÓ that the picture traces? How does your gaze travel 
through the picture and why? Are there forms that are repeated? How does light create 
attention for certain parts of the picture? Are there ÔsequencesÕ of focal points? Are there 
Ôvisual eventsÕ to follow?  And more:  which formal relationships are primary and which are 
secondary?   How are the forms distributed to balance the composition?  Is the balance 
symmetrical or asymmetrical? Is there one or more imaginary axis of visual balance? 

¥ In what waysÑ and in which areasÑ is the picture realistic, and in what ways abstract and 
stylized?  Do you focus more on the parts of the image that seem realistic?  Or spend more 
time trying to decipher abstract forms? 

¥ How does the size of the picture affect viewing and meaning? How does the format and 
organization on the wall influence the sequence of reading and the implied relationship 
between the images? 

¥ How does the sequence of pictures create relationships between them? Is there a passage of 
time implied? Is it forward, backward, lateral? Is change apparent?  How are the different 
points of view represented? 

 
Part 2Ñ NARRATIVE, ASSOCIATIVE AND SYMBOLIC QUALITIES 
 

¥ Based on what you seeÑ who or what is the ÔsubjectÕ of the picture?  Is it clear or 
ambiguous?  Simple or complex?  Is the main subject ÔinÕ the picture, or outside of it?  Does 
the picture act to reveal the main subject, or conceal itÑ withhold or disclose it, or both in 
different measures.  Does the picture suggest a certain or uncertain knowing of the subject?  

¥ Notice the language you use to describe these thingsÑ how is what the picture shows 
dependent on the language used to describe it? How does a pictureÕs meaning take shape 
around a metaphor used to describe it?  How are you drawn toward or away from names and 
recognition of things through pictures?  Does the picture make you move back and forth 
between naming and not naming, narrating and not narrating what you see 
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Samples of student work 
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