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EXERCISES: CHAPTER 1 – SELECTION 
	  
1.  Notan 

Many corporation logos are excellent examples of Notan. Look in magazines or 
online and start a collection of those that appeal to your visual sense. Study 
them and note the relationship and balance between figure–ground and 
positive–negative space. 

When figures are not 
sufficiently different 
from their 
backgrounds, they 
blend in with their 
surroundings and no 
“thing” is perceived.1 
	  

Roy R. Behrens 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Pacer Products logo. (Courtesy of 
Fiberboard Pacer Products.) 

	  
	  
JAL logo. (Courtesy of Japan Airlines.) 

Darks and lights in 
harmonic relations— 
that is Notan. 
	  

Arthur W. Dow
	  

Create your own personal Notan using a white and dark neutral color (black or 
gray), or a nonneutral color (red, green, blue, and so on). 

	  
 
2.  The Interval 

Emphasize the negative space when taking a picture. Learn to see the interval 
between visual elements as figure. Position your camera in such a way as to make 
the interval between the positive elements the integral part of your picture. 
(Remember a camera can move in x, y, z directions, and can also yaw and 
pitch.) 

The anthropologist Edmund Carpenter wrote, “In the West, man perceives 
the objects but not the spaces between. In Japan, the spaces are perceived, named 
and revered as the ma, or intervening interval.” Use your camera or computer 
to give visual reverence to the ma, the interval. 

The artist, Piet Mondrian, in his very interesting abstraction “Flowering 
Apple Tree” (1912), reveals the hidden beauty in the spaces between the branches 
of a common tree. The photographer Aaron Siskind created a striking Notan by 
surgically cropping a large billboard sign so that the interval becomes an integral 
component of the image and creates a complementary duality similar, in a way, 
to the classic Yin/Yang.2 (A 90-degree clockwise rotation of the image reveals the 
letter Siskind might have selectively photographed.) 

	  
	  
	  
	  
An intention is 
turning of one’s 
attention toward 
something. In this 
sense, perception 
is directed by 
intentionality. This 
can be illustrated 
by the fact that 
consciousness consists 
of a figure–ground 
constellation. 
	  

Rollo May 
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“Before and After” by Les Stroebel. While visiting his daughter and granddaughter in 
Idaho, Professor Stroebel took this photograph on the left. On the right, Frosty the 
Snowman makes an appearance to the delight of his granddaughter. 

	  
	  

 
	  

Sketch of Aaron Siskind’s “Chicago 30” (1949). 
	  
	  
	  
	  
	  
	  
	  

A note of music gains 
significance from the 
silence on either side. 

	  

Ann Morrow 
Lindberg 

3.  Typography 

Most of us, when we read the printed word, are seldom aware of the particular 
style of the type and its careful design. The white space 
(interval) within a letter form is critical to both the clarity of 
the letter and its aesthetic quality. No letter stands alone but 
must coordinate and harmonize with any of the other 25 letters 
in our alphabet, and the space between letters must work in 
unison with each other. Take a close look at the variety of styles available on 
your computer. 

Try designing the letters of the initials of your first and last names so that 
the black letter form harmonizes with the white areas. (Typographic artists work 
in a large size and then reduce the letter.) 
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4.  Symmetry 

Consider these questions for the Heublein ad shown below: 
	  

a) How many bottles are there in the ad? 
b)   How many drinking glasses are there? 

	  

      Heublein ad. 
	  
	  

Note the importance of the symmetry in the position of the similar glasses and 
bottles and the vertical layout of the type in creating a ma, a negative space or 
ground that can be seen as figure—as having shape. Try creating a similar ad. 

	  
 
5.  Camouflage 

Play a game of imaging hide-and-seek. Create or capture an image in which 
something is camouflaged and have a friend try to find it. Try these different 
methods: 
a) an element that hides because its shape blends into background shapes 
b) an element that hides because its contrast is low 
c) an element that hides because its shape resembles something else 
d) an element that hides because other parts of the image draw more attention 
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The artist notoriously 
selects his items, 
rejecting all tones, 
colors, shapes which 
do not harmonize 
with each other and 
with the main 
purpose of his work. 

	  

William James 
	  

	  
	  
	  
	  

Man cannot discover 
new oceans unless he 
has courage to lose 
sight of the shore. 

	  

André Gide 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Figure and ground 
alternate as you shift 
attention. What is 
seen as figure visually 
separates from the 
background and 
appears to move 
forward as you look 
at it. 

	  

Keith Tripi 

Matisse and others created camouflage by painting objects in the foreground 
the same color and pattern as those on the wall in the background. In the 
book Veruschka by Vera Lehndorff and Holger Trülzsch, a nude model is 
painted like the background, placed against it, and photographed.3 The images 
are stunning with mythological and philosophical impact: Animate and 
inanimate object become one. “The salt doll walks into the water.”4 
	  
 
6.  Visual Search: Ecology 
	  

 
	  
Sierra Club ad. 
Courtesy of the Sierra Club. 
	  

	  
	  
The text in the Sierra Club ad shown above invites one to search out the animals 
in the woods. Some are small and some are big, one is running and one is pecking, 
another with alert ears seems to be watching. Notice how easy it is to find the 
figures that have a clear background compared with figures that blend with the 
wooded background. How many “animals” can you locate? You should be able 
to find at least six, but there are a few more that are more difficult to find since 
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they blend in so well with the wooded ground. How difficult was the task? (A 
similar task, based on geometric forms, has been used to determine “visual field 
dependency,” which is discussed in Chapter 10, “Personality.”) Make copies of 
the Sierra Club ad and have friends try separating the figures from the wooded 
ground. 

	  
7.  French Print 
	  

 
	  

French print by Pierre Crussaire, 1774 (The Metropolitan Museum of Art). How 
many profile faces do you find? How long did it take? What visual search strategy 
did you find yourself using? 
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8.  Camera Angles 

Find an object to photograph that is relatively small, easy to stand up, and that has some 
kind of front and back side – for example, a small statue, figurine, bottle, cereal box, or 
stuffed animal. Position it on a tabletop, stool, or some flat surface so that the background is 
blank. Photograph it using these camera angles: level, high, low, tilted, front, side, rear, and 
from a long view and with a close up. Combine the different camera angles in ways that 
seem interesting. On your computer, group several of the photos in different vertical or 
horizontal sequences, or using other arrangements, to create different psychological effects. 
Can you tell a “story” with different sequences? 

 

 

	  
	  

NOTES 
	  
1.   Roy R. Behrens, Design in the Visual Arts, Upper Saddle River, NJ: Prentice-Hall, 

1984, p. 53. 
2.   Carl Chiarenza, Aaron Siskind, New York: Little, Brown and Company, 

1982, p. 128. 
3.   Vera  Lehndorff and  Holger  Trülzsch,  Veruschka: Transfigurations, 

Boston, MA: Little, Brown and Company, 1985. 
4.   Joseph Campbell, The Inner Reaches of Outer Space, New York: Harper 

& Row, 1988, p. 73. 



	  
EXERCISES: CHAPTER 2 – GESTALT GROUPING 
	  
1.  Tandem Gestalts 

Take photos in such a way that pairs of images show some kind of connection or 
association. Use the Gestalt principles of similarity, continuation, closure, 
proximity, symmetry, and common fate as connectors. If using film, cut the roll 
into appropriate strips and make a contact print of each one. For digital cameras, 
create sequences of the images on your computer.  

	  
2.  Cut-and-Paste Gestalt 

Take some of your old photographs or those printed in magazines and cut them 
into smaller pieces. Lay the pieces on a table as you would a jigsaw puzzle. Now 
select pieces and arrange them in a way so that they create an interesting gestalt. 
As a variation, try grouping visual elements that do not normally belong together, 
elements that when combined provide humor or puzzlement (Zeigarnik effect). 

	  
3.  Capturing Screen Images 

Consider a TV or videos on a computer screen as a source of moving and 
changing pictures in which each frame is on for 1/30th of a second. In 1 
second you have an opportunity to photograph 30 different pictures—in 1 
minute up to 1800 different pictures. 

Place your camera so that you can focus on the entire screen and set the 
shutter speed at 1/30th of a second (1/15th with a focal-plane shutter). If you 
are using film with an ISO speed of 160/23°, set the aperture at about f/2.8. 

Sit close to your camera with your finger on the shutter release. Think of 
the Gestalt laws and watch the changing pictures until you see an image that has 
a Gestalt design. Quickly take a photograph of it. 

Take several dozen photos and study the results. It is an excellent way to 
develop your perception and timing so that you can capture pictures that exist 
for only a fleeting second. 

	  
4.  Chance Video Gestalts 

The surrealist artists used techniques of free association and spontaneous 
writing to tap their unconscious from which creative ideas spring. Robert 
Heinecken used the unpredictable spontaneity of video imagery combined with 
a photographic transparency taped to the screen to create new images. The 
creative mind of man blends photography and videography into new gestalts. Try 
the Heinecken approach. 

	  
5.  Chance Camera Gestalts 

Images can be superimposed in a camera with double exposures. Double-expose 
a roll of film one frame at a time, half of the roll by careful choice and the other 
half by chance. Compare the images. If your camera does not allow double 

	  
 
	  
	  

	  
	  
	  
	  
Art is not an object 
but an experience. 
	  

Josef Albers 
	  
	  
There is no “must” 
in art, because art is 
free. 
	  

Wassily Kandinsky 
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There is an old 
standard saying 
about the arts, “You 
need to learn all the 
rules and then forget 
them.” 

	  

Joseph Campbell 
	  
	  

There is nothing new 
in art except talent. 

	  

Anton Chekhov 
	  
	  

To think is to differ. 
	  

Clarence Darrow 

exposures to be made, expose an entire roll of film, rewind it, and then expose 
it again. (Take precautions to prevent the film leader from being completely 
rewound into the cassette.) Make prints and study them.  
	  
	  

 
	  
Photograph of Dr. Rudolf Arnheim (right) and author. Happy accident (chance). 

	  

	  
6.  Chance Enlarger Gestalts 

Images can be superimposed by choice or chance in the darkroom to create other 
images. Superimpose any two negatives in a negative carrier and print them. Do 
it two different ways: 
	  
a) By choice  
b) By chance 
	  
Try these variations: 
	  
a) Rotate one of the negatives 180 degrees and print the sandwich. 
b) Instead of superimposing the negatives in the carrier, project and expose 
each separately on the same sheet of photographic paper. 
c) Project and print one negative with the paper in a flat position and then 
project and print the second negative with the paper tilted. 
d) Project and print one negative in focus and then the other slightly out 
of focus. 
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7. Chance Digital Gestalts 
Select your own images or those you find online either randomly, or with some plan in mind, 
and then superimpose one on top the other in an editing program like Photoshop. Place them 
on separate layers and alter the opacity of the top layer for different superimposed effects. Think 
about why some combinations of images work while others do not. 
	  
	  
 
 
8.  Cropping and Closure 

The Gestalt laws can help you frame 
a picture in a viewfinder or when 
cropping a picture that for printing. 
Notice in this photograph how 
carefully the photographer framed 
the scene. She wanted to show the 
similarity of shapes between natural 
terrain and animals. Her tight 
framing of the upper section of the 
white and black horses does this 
dramatically. She was also mindful of 
how the white of a mount board 
would close the lower black area, 
while the white area of the horse is 
enclosed by dark areas.  

	  
	  
Lisa Jones wrote of her photograph, “I like the look of fields that have hills and 
slopes in them … I like the body shapes to animals and their textures. There are 
some field hill contours that feature animal shapes … And when there is 
harmony between the field forms and the animal shapes, then it really resounds 
nicely.” 
 
 
 
9. Similarity/Dissimilarity 

Take a photograph of two people to emphasize the ways in which they are 
similar, as in their body type, facial expression, or clothing. In what other ways 
are they very different? What do these similarities and differences say about 
how their personality styles or their lifestyles are similar and different?

 

 
 

	  

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Photograph by Lisa Jones 
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Everything that is 
visible hides 
something else that is 
visible. 

	  

René Magritte 
	  
	  

I have always been 
impressed with the 
plastic quality of 
American Indian art 
… Their vision has 
the basic universality 
of all real art. 

	  

Jackson Pollock 
	  
	  
	  
	  
	  
	  

Trifles make 
perfection, and 
perfection is no trifle. 

	  

Michelangelo 

10. Typography 
Search out different styles of typefaces used in advertisements, posters, film or 
video titles and identify the Gestalt laws that are operating. Experiment with the 
different fonts in your word processing program to see how they do or do not effectively use the 
Gestalt laws. Try creating your own type.  
	  
 
 
 
 
 
 
 
 
11. Gestalt Scrap Book 

Start a collection of various examples of the Gestalt laws that you can identify 
in magazines and online advertisements. Organize your collection according to: 
	  

a) Figure–ground 
b)   Proximity 
c) Similarity 
d)   Continuity 
e) Closure 
f) Pragnanz 

	  
Start looking for stamps that have incorporated in their design some of the Gestalt 
laws of perceptual organization. You will be surprised at how many you can find 
once you begin looking for them. Do not limit yourself to any one country.  
 
	  
 
 
 
12. Tangrams 

A tangram is a seven-piece Chinese puzzle similar to our jigsaw puzzle in that 
the object of the game is to fit pieces together. It is quite different from a jigsaw 
puzzle, however, since it contains only seven geometric pieces that can be fitted 
together in different ways to form a variety of greater shapes. It is a good example 
of gestalt because the figures that result from the various possible combinations 
of the same seven pieces are different from the sum of the pieces or parts. 
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The seven pieces that make up a tangram can be traced and cut from the square 
shown: The object of the game is to group these seven pieces to form figures 
other than squares, such as a cat. The task is difficult because there are many 
different ways in which the seven pieces can be positioned and you must group 
them to make a whole figure. Note that even when the seven parts are clearly 
shown, the initial tendency is not to see seven individual parts but to see the 
totality of these parts grouped into the form of a cat. Paul Rand in his book 
Paul Rand—A Designer’s Art (1985, p. 192), writes about the importance of 
tangram exercises: 
	  

Many design problems can be posed with these games in mind; the main 
principle to be learned is that of economy of means—making the most of 
the least. Further, the game helps to sharpen the powers of observation 
through the discovery of resemblances between geometric and natural forms. 
It helps the student to abstract—to see a triangle, for example, as a face, a 
tree, an eye, or a nose, depending on the context in which the pieces are 
arranged. Such observation is essential in the study of visual symbols. 

	  
Here are some forms for you to try. (The answers are given in the answers section 
on this website.) 

	  
	  

 
	  

If you are interested in more information on tangrams, books on the subject 
are available in some museum bookstores and from Dover Publications, 31 East 
2nd Street, Mineola, NY 11501. 
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13. Symbolic Association 

A pedestrian in the distance walks past a sculpture. Proximity and similarity 
invite the viewer to make a connection. Does the connection cause us to 
anthropomorphize the sculpture? How are the man and the sculpture interacting with each 
other? 
 
 

	  
	  

Find a location that has an interesting background and patiently wait for an 
animal or person to enter the space so that the subject and background connect 
in some way. 
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14. Don’t Be a Square 

Try solving this visual–tactile problem if you have not seen it before. If you have 
seen it, try it on friends and observe how they attempt to solve it. 

Given the array of nine dots shown below, connect them all with only four 
straight lines. You are not allowed to lift the pencil from the paper. Try solving 
the 16-dot problem using the same technique. (The answers are given in the 
answers section on this website.) 
	  

 
9 Dots: Connect the dots with only four straight lines. 16 Dots: Connect the dots 
with only six straight lines. 

It takes formidable 
energy and discipline 
to evoke the 
subjective from the 
literal, to convert the 
specific into the 
universal. 
	  

Barbara Morgan 
	  
	  
	  
	  
	  
	  
Think outside  
the box. 

	  
15. Closure Challenge 

	  

 
	  

What do you see, if anything, when you look at this “picture”? Most people see 
only disconnected black shapes. Since one does not know what to look for, the 
difficulty is compounded. Given a hint that the picture is of a farm animal, some 
people will form closure. Some, however, require additional information to form 
closure; the animal is a cow. Some may not be able to form closure, become 
frustrated and give up. The ability of the human eye/brain to “connect the dots” 
and form closure on such scant information is amazing—truly amazing. (If you 
have not formed closure on the fragmented picture, refer to the answers section 
on this website for the answer.) 
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The Arcimboldo Effect, 
Abbeville Press, New 
York, 1987. 

16. Cambridge Word Gestalt 

The letters are not in the proper sequence but you will be surprised at your ability 
to read the words, to form a gestalt with the scrambled letters. 
	  

Aoccdrnig to a rscheearch at Cmabrigde Uinervtisy, it deosn’t mttaer 
in waht oredr the ltteers in a wrod are, the olny iprmoatnt tihng is 
taht the frist and lsat ltteer be in the rghit pclae. The rset can be a 
taotl mses and you can sitll raed it wouthit a porbelm. Tihs is 
becuseae the huamn mnid deos not raed ervey lteter by istlef, but the 
wrod as a wlohe. 
	  
These jumbled words are relatively easy to read in context but difficult to 

type out without making mistakes and reverting to the correct spelling of the 
word. Give it a try. It is hard to override what one knows well, what is habit. 
(Note that the first and last letter of every word are as they should be.) 
	  
 
17. Fruit and Vegetable Gestalt 

Introduce yourself to Giuseppe Arcimboldo (1530–1593), a master at transforms. 
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18. Roman Mosaic Gestalt 
	  

 
	  
 
 
19. Three’s Company 

Find a scene in which there are three subjects that form a triangular 
composition. Experiment with different camera angles to determine which one 
emphasizes the triangular formation. Try to keep the background simple. 
Which way does the triangle seem to point? How does that triangular shape 
influence the feeling or meaning of the photograph? 
 

20. Making a Scene 

We usually think of photography as capturing an interesting scene in the world  
around us. But in other types of photography such as portrait, food, and 
product photography, we create the scene to photograph. For this exercise 
choose five objects that are not too different in size. They can be related to each 
other or completely randomly chosen. Using the gestalt principles of grouping, 
arrange the objects in different ways. Take at least ten different photos. Which 
ones work well, and which do not? 
 
 
	  

	  
	  
	  

“Two Girls 
Exercising” by Brat 
Parren. A 2000-year- 
old mosaic in the 
Roman Villa del 
Casale, Sicily. 
(Photographic 
examples of gestalt can 
also be seen in the 
portraits of Chuck 
Close. Google > 
Image > Chuck 
Close.) 



	  

EXERCISES: CHAPTER 3 –  
MEMORY AND ASSOCIATION 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Winning at cards 
requires luck and 
good short-term 
memory. 

	  
	  
	  
	  
	  
	  
	  

No man has a good 
enough memory to 
make a successful 
liar. 

	  

Abraham Lincoln 

1.  The Magic Number 7, Plus or Minus 2 

Discover how many numbers or letters you and your friends can recall correctly 
after looking at or hearing each of the following sequences once. 
	  

(3 items) 852 RLZ 
(4 items) 9352 WKNS 
(5 items) 58401 RSYWQ 
(6 items) 693195 KGDPRM 
(7 items) 8251743 HXSWRNW 
(8 items) 03756419 ZWUNVRVC 
(9 items) 480651975 YTRWSXMKJ 
(10 items) 9128374653 RVSXWJHNMK 

	  

Variations: Try recalling the letters or numbers after five or ten minutes with no 
interruptions and with interruptions (interference). Try the same with these 
numbers and letters: 246813579 and AEIOUABCDEFG. Although there are 
nine number and 12 letters, if one sees the relationships in the numbers and 
letters, they are no longer independent and can be grouped so that there are only 
two unrelated number sets and letter sets. Grouping reduces the amount of 
information that has to be remembered. 
	  
2.  Visual Memory 

Select a photograph or advertisement and study it for a few minutes with the 
intention of remembering all the details. Now remove the image and try to 
draw a sketch of it. Write in the colors as you remember them. Compare your 
sketch and colors with those of the picture. What did you remember and forget? 
Why do you think you remembered or forgot those things? 
	  
3.  Tonal Memory/Color Memory 

Select a photo and work on it in your image-editing program. Study and 
remember it. Set it aside, wait a few minutes, and without looking at the edited 
image, select the original and again work on it so that you believe it 
matches the version you previously created. Now compare the two edited 
images. You will be surprised at how different they might be. Try this with 
color and black-and white images to see how you remember tones versus colors.  
	  
4.  Visualization 

The heart of the zone system is the ability to visualize a color scene as not having 
hue or chroma (chrominance) but only lightness. Black-and-white photography 
records only lightness or brightness. This is a difficult task that takes much practice 
and a good visual memory. Take photos at different objects that believe will 
reproduce as a middle 18% gray (zone V). 
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Study your results and try again. Ansel Adams remarked, “Without 
visualization, the Zone System is just a five-finger exercise.” Visualization requires 
practice, practice, practice! Wherever you are, look around your environment 
and try to spot the areas that are the darkest and lightest. Where would those 
areas be in the Zone System? 

	  
5.  Coupling 

Take photos so that each successive pair (1 and 2, 3 and 4, 5 and 6, and so on) 
will couple to form a single image. To be successful you have to remember the 
content and position of the first image that is to be coupled to the second 
image. 
	  

 
	  

	  
	  
	  
6.  Doodle Memory 

A good way to gain practice in visual memory is to draw a doodle, cover it, and 
then try to duplicate it immediately afterward and a short and a long time 
afterward. 

	  
7.  Picture Association 

Words can trigger images stored in LTM of which we may not be aware. What 
picture first comes to mind when you think of: 

	  

a) A sports hero e) An advertisement 
b) The moon landing f) Olympics 
c) A male or female vocalist g) Social Media 
d) A humorous event h) Terrorism? 

	  

In deciding whether or not to caption a photograph, ask yourself whether you 
want to direct, and perhaps limit, the interpretation, or leave it open to “free 
association.” 

When the name of the Norwegian artist “Edvard Munch” is mentioned, what 
painting of his comes to mind? Was it his famous painting The Scream created 
in 1893? Do you feel that the association of the painting with the theme of 
Halloween was a good choice for M&M’s “Trick or Treat” promotion? 

… [S]implicity 
requires a 
correspondence in 
structure between 
meaning and 
tangible pattern. 
	  

Rudolf Arnheim 
	  

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

 
	  
	  
	  
	  
	  
	  
	  
	  
Why limit yourself to 
what your eyes see 
when you have an 
opportunity to extend 
your vision? 
	  

Edward Weston 
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Picture Memory 
Exercise—Go to 
Google > Picture 
Memory. 

Using art in ads is in a way commendable, for the art reaches a broad 
audience. For some, this may be their first introduction to the art or to a 
particular artist. You may find it interesting and useful to begin collecting ads 
based on works of art or a similar theme. It can well serve as a source of ideas 
for creating your own photographs. 
	  

 
	  
	  
8.  Potential Signifiers/Props 

What association do you make for the following signifiers: 
	  

a) Moon e) Peach 
b) Dog f) Butterfly 
c) Lotus g) Rainbow 
d) Dove h) Orchid? 
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9.  Memory and Association 

The model’s “webbed” arm, her hand positioned as an altar, holds an attractive 
bottle of Poison perfume. The webbed arm could signify a serpent and the 
perfume bottle an apple—an allusion to the Garden of Eden and temptation. 
What might the pale face and closed eyes signify? 

	  

	  

 
	  

10. Clouds as Equivalents 

The photographer/cinematographer Ralph Steiner exhibited some of his cloud 
pictures at Dartmouth College some years ago and invited the attendees to title 
his photographs. The associations they made were interesting and playful and 
can be found in his book In Pursuit of Clouds (Albuquerque, NM: University of 
New Mexico Press, 1985). Here are some examples: “The Devil’s Spear,” “Riding 
the Surf,” “Night Comes Creeping,” “Inflated Ego,” “Primeval Swamp,” 
“Skeleton in a Ballet Class,” “The Wind Bird,” “Hysterical Pinwheel,” “Divine 
Grace,” “Shroud of Darkness,” “Goya’s ‘Chronos Devouring His Children’,” 
“Dazzling Chaos,” “Eggdrop Soup,” and “Marshmallow Lava.” 

Take some photographs of clouds that you see as equivalents and have friends 
independently title them, and then compare their titles with titles you may have 
given the photographs. 



 Perception  and Imaging 	  
	  
	  

Sometimes we see a 
cloud that’s 
dragonish; A vapour 
sometimes like a bear 
or lion … 

	  

William 
Shakespeare 

	  
	  
	  
	  
	  
	  

An association is 
often said to be a 
matter of contiguity, 
which means the 
neighborhood of two 
items in space or 
time or both. 

	  

Wolfgang Köhler 

11. Visual Metaphors 

Look over some of your photographs and write a sentence or two describing them 
metaphorically. Example: A photograph of a scenic view of hills and valleys with 
a highway rambling through it might be described in this way: “The highway is 
a serpent sliding over and around the landscape” or, simply, “The highway carpets 
the land.” As a variation, find a poetic sentence or a metaphor that speaks to you 
and try to find its photographic equivalent. 
	  

12. Proximity, Association, Symbol 

“Taste Something Exotic.” The colorful “Nueva Asian Salad” in close proximity 
to a highly imaginative fruit and vegetable flower “mosaic” provides a deliciously 
visual connection. The Mandarin oranges in the “flower” and the plate connect, 
as well as some of the other items. Note also the careful arrangement in the 
“flower.” It is somewhat circular and has four sections as does a mandala. (See 
Appendix A.) 
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13. “The Legend Lives On” 

Memories of WWII: pilots, planes, and the ever-present Ray-Ban Sunglasses they 
wore. Create a photograph that mimics this idea using a Harley Davidson 
motorcycle, for example. 

	  

14. Vintage Photograph, 1954 

Can you name the white-haired photographer/teacher and his pupil that is 
taking notes? The student went on to become a very important figure in the field 
of photography. (See the answers section on this website.) 

	  
	  

 
	  

“The Legend Lives On.” “Vintage Photograph, 1954.” 
	  
	  
	  

Memory is deceptive 
because it is colored 
by today’s events. 

	  

Albert Einstein 
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Memory is the diary 
we all carry with us. 

	  

Oscar Wilde 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

When I was young, I 
could remember 
everything, whether it 
happened or not. 

	  

Mark Twain 

15. Old Photographs 

Look over some of your old photographs or contact print sheets for some 
potentially interesting photographs you may have overlooked. You will find that 
some of them have aged well and many now be historically more interesting. 
	  
	  
	  

 
	  
“Sister Mary Margaret, 1952” by Richard D. Zakia. 
 
 
16. Unconscious Memory and Associations 

In response to either a picture or a word, close your eyes and free associate  
using images. Allow a series of pictures to appear before your mind’s eye. 
What do these associations tell you about your response to that picture or 
word? Try to create a photograph or image that captures what you saw in 
your mind. Also try remembering a dream you had recently or in the past. 
Create a photograph or image based on something you remember from that 
dream.
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17. Creating a Conceptual Photograph 
 
Select some idea or concept that you would like to illustrate with a conceptual photograph.  
After considering different types of photos that might illustrate it, decide on one and take 
that photo. Apply these strategies: 
 
a) edit the photo in an image-editing program in any way that reinforces the concept 
b) create a title for the photo that either directly or indirectly refers to the concept 
c) create a description for the photo that explains the concept 
d) describe how the various aspects of the photo help illustrate the concept 
 
Keep in mind the audience for whom the conceptual photograph is intended. Show your 
work to others and elicit their feedback. How do their responses match what you 
intended? 
 
18. Reverse Engineering a Conceptual Photograph 
 
Select either one of your own or someone else’s photo that immediately captures your 
attention. Now study that image and free associate to it. What concepts or ideas might it 
illustrate? After choosing one of those possibilities, create a title and description for that 
photograph. If necessary, edit the photo to improve its ability to illustrate the idea. Show 
your work to others and elicit their feedback. Create a Powerpoint slide that includes the 
image and some of your ideas about this concept, as if you were giving a presentation 
about it. 
 
19. Make it Iconic, Indexical, and Symbolic 
 
 Take a look at Figure 3.13 in Chapter 3. Then select something of your own choice and 
create three images to represent it: (a) iconic (the image looks like the thing), (b) indexical 
(the image is an indirect reference to the thing), and, (c) symbolic (the image is a culturally 
accepted reference to the thing). 
 
20. Make Ugly Pretty	   

Take your camera with you on a walk to find something that 
strikes you as unpleasant looking or downright ugly. It could 
be an old rusty garbage can, a dying 	  plant, or even trash in the 
road. Try to take a photo of it that somehow makes it 
“beautiful.” Is it the textures, colors, the play of light and dark, 
the composition of how it relates to the scene around it, or 
perhaps an idea or meaning it expresses?	  	  
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21.  Applied Semiotics 

Find an ad that has a strong photographic presence. Using free-association, list several 
words that you feel signify the intent of the ad, and then identify the relevant iconic, 
indexic, and symbolic elements to support the words you have chosen. Practice with the 
photograph for the Ireland advertisement shown here. 
	  
22.  Props as Signifiers 

Look over photographs and advertisements that interest you. Study them and make a list 
of the iconic, indexic, and symbolic signifiers that you think can be useful to you in your 
future work. Then record what each signifier signifies. You may want to organize your list 
under different categories such as trees, animals, flowers, birds, fruit, body language, and 
the like. 

 



 

EXERCISES: CHAPTER 4 – Space, Time, Movement 
 
1.  Space Vehicle 

Make several photographs of the same scene using your camera as a space vehicle. 
Observe the scene as you move your camera up and down, left to right, forward 
and backward, and as you pitch, yaw, and roll it. Think “up, down, between, 
into, along, through, under, over, next to, from inside and outside, from above 
and below, from the other side.” 

 

2.  Cubistic Space 

Take a series of photographs of the same subject from different positions—front, 
side, back, top, and at different distances from the subject. Using prints or 
on your computer, arrange the images in such a way as to create an interesting 
and visually challenging mosaic. Look at some of the cubistic images of artists 
such as David Hockney, Robert Heinecken, and Joyce Neimanas for ideas. 

 

3.  Anisotropicism 

The sensation of gravity makes the space we live seem asymmetrical. 
Geometrically, there is no difference between up and down, but in terms of 
perception the difference is fundamental. 

Arrange a setup so that the objects are balanced top to bottom, left to right, 
and then take a photograph. Now add another object or two to the setup 
without disturbing the balance. Make a photograph and compare it with the first 
photograph. 

 

4.  Convexity/Concavity 

Look around for architectural structures, building interiors, and outdoor and 
indoor sculptures that have convex and concave shapes. Study them and then 
photograph them to emphasize their shapes. 

 

5.  Transparency/Translucency 

Photograph someone moving their hands up and down or head to the left and 
right using an exposure time of about 1/2 second. Repeat this using longer or 
shorter exposure times. (Look at some of the photographs by Man Ray and by 
Richard Avedon that display this type of transparency.) 

 

6.  Ghosts 

Using an exposure time of about 1/2 second, photograph a person moving left 
or right out of the picture area as the shutter is tripped. (Review some of Duane 
Michals’ photographs.) 

 
All works of art are 
created on a certain 
scale. Altering the 
size alters everything. 
 

Edward Hall 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Does a pictorial work 
come into being at 
one stroke? No, it is 
constructed bit by bit 
just like a house. 
 

Paul Klee 
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Habit diminishes the 
conscious attention 
with which our acts 
are performed. 

 

William James 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Lucian Freud’s 
painted portrait 
of David Hockney 
was a 120-hour 
marathon. 

7.  Implied Motion 

Take a series of photographs to capture the gesture of a person that suggests 
movement. Study them and select the one that best captures the implied 
movement. 
 
8.  Levitating 

Using a fast shutter speed, photograph a person jumping up and down. Try to 
capture them in midair so as to make it appear they are levitating. 
 
9.  Panning 

Create the appearance of movement in a still photograph by “locking” your 
camera on a moving object, and then moving the camera smoothly with the object 
as it passes your field of view. 
 
10. Disappearance 

Photograph an outdoor sculpture (or other stationary subject) on a busy street 
and record only the sculpture, not the people or vehicle traffic in the area. 
 
11. Really Long Exposure Times 

Atta Kim, a Korean photographer, uses long exposure times, not only to make 
moving objects disappear, but also to obtain surrealistic effects. A photograph at 
Times Square in New York City, for example, took eight hours. The result is a 
rather eerie trace of the people who were moving in the area at the time. Ever 
think of photographing a block of ice as it melted? He did and the result was an 
interesting image never before seen—the physical change of water from a solid 
state to a liquid state. 

Try your hand at such long exposure times. You might start out by taking 
a portrait of a friend over a two-minute exposure time or longer. A head rest 
would be helpful. You may be surprised at the results. One of the reasons painted 
portraits are so different from photographic portraits is that the painter captures 
subtle changes in expression of the sitter over time. The human face has some 
50 muscles and no matter how still you sit for a photograph there will be some 
subtle integrated movements. To increase exposure time for the two-minute 
exposure you will need to use neutral density (ND) filters over the lens. A 1.0 
ND filter reduces exposure by a factor of 10, a 2.0 ND a factor of 100, a 
3.0 ND a factor of 1000. ND filters can be combined to further reduce exposure. 
For example, the addition of two 3.0 ND filters will reduce exposure by one 
million times.  
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12. Disappearing/Reappearing 

People and objects can be made to appear from nowhere and disappear simply 
by stopping the film or video camera during a shoot and having an object or 
person inserted into a scene or taken out, and then continuing the shoot. Try 
this with a friend or pet animal.  

 
13. Living Shadows 

Photograph a stationary object on a bright day, at different times of the day, to 
capture its “moving” shadow. Take photos that emphasize shadows rather than 
the object that casts them. Try to create a “dialogue” between the object and its 
shadow. 

 
14. Flip Photo Animation 

Set up a tabletop scene and place your camera on a tripod to photograph it. Make 
a series of photographs moving one or more of the objects slightly between each 
exposure. Make small prints, about 4 ⋅ 5 inches, and place them in a stack so 
that you can flip through them and create a “moving” image. Or on your 
computer find a program that can create an animated gif from the images. 

15. Cropping to Change Meaning 
 

Download Michelangelo’s famous painting “The Creation of Adam.” 
Experiment with different crops – wide, tall, and square – to create different 
psychological and emotional effects. Try this cropping experimentation with 
other images of your choice. Try it with your own images. 
 
 
 

 
 
 
 
The shadows are full 
of play. What 
resourcefulness in 
their relationship 
with each other. 
 

Edgar Degas 
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16. Two Spaces Merge as One 

Take a stroll down a street with shops that have interesting storefront windows. Study the 
reflections in the windows to see how the scene in the street interacts with and merges 
with the display in the window. Take a photo that tells a story or conveys an interesting 
idea by how these different spaces merge. 

17. Different Time, Same Place 

Find an interesting scene or object outdoors and take a photo of it once every hour 
throughout the day. Try to pick a day when the sky is clear. Notice how the change in 
lighting conditions over time can dramatically change the way the scene looks in your 
photographs. This exercise will help you appreciate why photographers rave about the 
“golden hour” after the sun rises and before it sets. The changes in your state of mind 
throughout the day might also affect how you take the photos. 
 

17. The Decisive Moment 
 
Conduct an online search using the keywords “decisive 
moment photograph” (use those apostrophes). Pick out a 
photograph that meets as many of the criteria for the 
decisive moment as possible: 

• a unique, fleeting moment that will never occur 
again 

• a candid photo of people in real life 
• a symbolic depiction of what it is to be human 
• a visual coalescence of geometric forms (the Gestalt 

principles in action) 
• an interesting and meaningful interaction between 

figure and ground 
• the appearance of a “gap”  
• the anticipation of some kind of closure 
• a situation that resonates with you personally 

 
Set out and attempt to take a decisive moment photo of 
your own, including as many of the criteria as you can. But 
don’t overthink it. Just keep your eyes open for the magic of 
a unique fleeting moment. This exercise will help you 
appreciate how very hard it is to take a good decisive moment photo.  
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It was when 
everything was 
covered with snow 
that I perceived that 
the doors and the 
windows were blue. 

 

Albert Camus 
 
 
 
 
 
 
 
 

Solid materials such 
as tungsten emit a 
continuous spectrum 
of light. Gases and 
vapors such as 
mercury found in 
fluorescent lights emit 
a discontinuous 
spectrum. 

EXERCISES: CHAPTER 5– Color 
 
1. Color, Colour, Couleur 

Using the same outdoor lighting, take color photographs of a person dressed in 
colorful clothes against a red brick wall, green foliage, and a neutral or near-neutral 
background. On your computer or after making color prints, compare the 
person’s skin tones and other colors.  
 
2. Lightness Matching 

Obtain samples of papers having different solid colors (paint-sample chips, 
construction paper, and the like) and a photographic gray scale. Place a small 
square of each color on the gray-scale tone that appears to match the lightness 
of the color. If the color appears to be between two tones in lightness, place it 
on the dividing line. 
 
3. Color Temperature 

Using color film in light having the wrong color temperature can sometimes 
result in some interesting slides. Daylight film shot at early morning or early 
evening will have a warming effect. Try this technique using moonlight, street 
lights, car headlights, gallery lights, and mixed lights. Experiment, play around 
with different films and light sources. With digital photography, turn off 
automatic white balance, select the color balance setting for particular types of 
light (tungsten, sunlight, etc) and take photos in light situations incompatible 
with that setting. 
 
4. Reciprocity 

Extended exposure times will cause reciprocity failure, which can result in a color 
imbalance. Try a normal exposure time of about 1/125th or 1/60th of a second 
and then exposure times of 1/2 second, 1 second, 2 seconds, and so on. Adjust 
the camera f-stop as needed to maintain equal exposures each time. You may 
need to add neutral density filters for long times. Remember, adding a 0.30 
neutral density filter is the equivalent of one stop; a 0.60, two stops; a 0.90 
(0.30 + 0.60), three stops; and so on. Compare the results. Look for both a loss 
in exposure effectiveness (a darker-looking slide) and a shift in color balance. 
Reciprocity failure is not a problem with digital photography. However, long 
exposure times can introduce visual noise. 
 
5. Complementary Afterimage 

Stare at the snowflake pattern in the following figure for about 30 seconds and 
then shift your gaze to the dot in the white area. You should experience a reverse 
image. If the snowflake were the color blue, you would see a yellow afterimage; 
if red, a cyan image; if green, a magenta image. You may want to color the 
snowflake and test this out. 
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Complementary afterimages. Afterimages can be either positive or negative with 
respect to lightness and hue. 

 
 
 
6. Incredible! (Advertisement) 

Look at the rather unusual color in this beautiful “Incredible India” advertisement. 
What color name (hue) would you give it? Where might this color plot on the 
CIE diagram in Figure 5.9? Is there a color on the GretagMacbeth ColorChecker 

 
 
 
 
 
 
 
 
 

 
 

Numerical data for “Incredible India” ad. 
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that comes close to it? Can you generate this color on your computer monitor? 
How well would your inkjet print reproduce the color? 

In the Color Picker figure below are my numerical data for the background 
color of this ad: Hue, Saturation, Brightness, R, G, B, L, a, b, and C, Y, M, K. 
How does it compare with yours? 

 
7. GretagMacbeth-Munsell and Pantone® 

Browse these websites to appreciate the technical information available about 
colors: www.munsell.com and www.pantone.com. 

 
 
 

Scuba divers’ yellow 
tinted goggles 
improve the 
perception of shadows 
or depressions. 

 

Tom Lopez 

8. Flare (Ambient Light) 

Minimize the flare from your computer monitor by shielding it from overhead 
and side lighting. In addition, use glass cleaner to clean the glass plate in front 
of the monitor screen. Notice the difference in color saturation, particularly in 
the dark shadow areas. Look at an image on the screen at night with the room 
lights on and then off. Notice how contrasty the image appears when there is no 
flare light reflected from the screen. 
 
9. Flare (Monitor Light) 

Look at an image that occupies about 50% of your monitor screen. Using Adobe 
Photoshop, create a gray area surrounding the image and notice the change. Do 
the same thing using a black surround. 
 
10. Test Chart 

Make your own color test chart by gathering paint chips from a local paint store 
that are similar to the ones on the ColorChecker. Include some chips that have 
a glossy surface and some that have a matte surface. 
 
11. Color Blindness 

How is your color vision? Check it out using the color blindness test that is 
available on the Internet. Search for “color blindness test.” 
 
12. Color Identification 

Open any colorful image in Photoshop or another image editing program. 
Select the hue/saturation adjustment panel. Using the eyedropper tool to click 
on different colors in the image. But before you click, try to predict which color 
it will be: red, yellow, green, blue, cyan, or magenta. Take notice of where you 
guess wrong. For a more challenging exercise, use the eye dropper tool in the 
color picker and click on various areas of the image. But before clicking, try to 
predict where the color will fall in the color picker chart: where will it fall in the 
hue spectrum, and with what degrees of brightness and saturation. 
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13. Color and Viewing Distance 

The relationships between two colors or among any group of small colored areas 
are far different at short-viewing distances than they are at long.  Experience 
this for yourself. Look at a small color area in a print from about 10 inches 
(25 cm) away and then at about 10 feet (about 3 meters) away. 

 
14. Saturation and Viewing Distance 

An image may appear flat and low in color saturation at short distances, but 
contrasty and moderately saturated as the distance increases. Try this out for 
yourself. Give this some thought when deciding on how to adjust the contrast 
for a large print, and for small versus large images on device screens. Think about 
this also when deciding where to stand when viewing a large painting or 
photograph in a museum.

15. Color Memory 

How well can you remember colors? Pick up about ten paint chips of similar 
colors, and two that are identical. Select one of the two identical chips and 
remember its color (hue, chroma, value). (Place the remaining paint chips out 
of sight as you do this.) Turn the remembered paint chip over, look at the other 
chips, and select the one you think matches. How well did you do? Try this under 
different lighting conditions: daylight, tungsten, fluorescent, mixed lighting. 
Studies in color memory have found that light colors are remembered as lighter; 
dark colors as being darker; hues as being more saturated; yellowish-reds as nearly 
red; and bluish-greens nearly green. 

16. Synesthesia 

Go to YouTube and search for “synesthesia.” Watch some videos of people 
describing their experiences with this. Some of the videos attempt to recreate 
the synesthesia experience. Afterwards try these exercises: 
a) Pick out different types of music. Listen to the songs with your eyes closed 
and try to imagine colors, patterns, or textures that match what you hear. If you 
have a musical instrument, play different notes and imagine what color seems to 
match those notes. 
b) Find photographs in which some type of sound must have been present in 
that scene. In Photoshop or another image editing program, try to edit the 
image in a way that somehow recreates that sound – for example, by changing 
contrast, altering colors and color saturation, increasing sharpnesss or blur, or 
changing brightness. 
c) Feel the texture of different objects and surfaces, such as smooth, rough, 
sharp, dull, gritty. Create an image that portrays those tactile sensations.   
 

 
 

 
 
 
I become a tree when 
I photograph a tree. 
 

Ruth Bernhard 
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17. Synesthesia 2 

American artists Stanton Macdonald-Wright and Morgan Russell, who worked 
together before World War I, became interested in what they called synchromism. 
They believed and practiced that color had sound equivalents. When the 
opportunity presents itself, you may want to search out some of their paintings. 
Alfred Stieglitz gave Macdonald-Wright a one-man show in 1917. In 2001 the 
North Carolina Museum of Art exhibited a collection of his work borrowed from 34 
major museums and private collections. Aside from his painting he was a writer, 
linguist, inventor, and gourmet cook. 
 

18. Viewing Distances 

Look at the two images shown. The one on the left presents an angry face while the 
one on the right a calm face. Although not seen at normal viewing distance, each 
image contains both an angry and calm face. 

The layered picture is a hybrid containing two images of different spatial 
scales, one that contains coarse information (low frequencies) and the other having 
fine detail (high frequencies). At normal viewing distance, the viewer sees only the 
fine detail picture. Looking at the hybrid from a greater distance, the coarse image 
is seen. 

To change the spatial viewing scale, simply place the book on the floor and 
look at the two images while standing up. To again change the spatial scale, bend 
your knees and take a look. 
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19. Create Your Own Color Abstraction 

Experiment and create your own color abstraction as Wynn Bullock did. In his 
studio, he would arrange colored glass objects or pieces of broken colored glass, 
light them in different ways and then photograph, not the glass but rather the 
color patterns they produced.  
      Other methods include taking photos of colorful scenes through glass 
objects, or ICM (intentional camera movement) in which you take a photo of a 
colorful surface (such as fabrics or colorful lights) with a long shutter speed of 
one-half to two seconds) while moving the camera in sweeping and/or circular 
patterns. You might need to compensate for over-exposure by using a small 
aperture or low ISO. The image below is of a plant taken at a slow shutter speed 
and using camera rotation 
 
 
 

 
 

 
 
 

 

 

 

 

 

 

 

20. Color Connotations 

Play a color association game with friends. Say a color and ask them to write 
down the feeling that first comes to mind. Insist on the association being that 
of feeling and not of an object. For example, given the color “green,” do not 
accept “grass.” Compare the associations with different colors that different 
people make, and compare them with your own associations. 

At forty-two, I 
decided to become a 
photographer because 
it offered a means of 
creative thought and 
action. I just felt it 
intuitively and 
followed my 
intuition, which I 
have never regretted. 
 

Wynn Bullock 
 
 
 
 
 
 
Mysteries lie all 
around us, even in 
the most familiar 
things, waiting only 
to be perceived. 
 

Wynn Bullock 
 
 
 
 
 
 
 
 
 
 
Feel the color. 
 

Ad for an exhibition 
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21. Go Old School with Digital 

If you don’t have access to a film camera, here’s how 
you can recreate the learning experience of old school 
photography. Try these exercises separately and also 
combined. Use all five suggestions for the full “old 
school” experience. 

a) Turn your digital camera to the black-and-white 
setting and take only b/w photos. This will help you 
see the world differently in terms of tones, contrasts, 
shapes, and textures. 

b) Use only a fixed lens or keep your zoom lens at 
only one focal length. This will teach you how to 
move towards and away from subjects in order to 
obtain the right camera angle and composition. A 
zoom lens sometimes makes us lazy. Photography is 
challenging and fun when done “on the move.” 

c) Turn off the LCD display on your camera so you 
are relieved of the temptation to check a photo after 
taking it. If you’re worried about the exposure, set the 
camera to the automatic setting. Not constantly checking the LCD (“chimping”) will 
free you up to pay full attention to the scene around you. This is especially important 
during event and street photography, or in any situation when things are changing 
quickly.  

d) Take just “one roll” of photographs, either 24 or 36 images. You will only have a 
limited amount of “film” to work with, so learn how to look and think before taking a 
photo. If you want a real challenge, pretend you only have a 12 exposure roll. Each of 
those photos is precious! When you “run out of film,” stop photographing and simply 
enjoy the scene around you. Learn how to deal with the regrets over the photos you did 
and did not take. That’s the life of a photographer! 

e) Wait a few hours, a day or two, or even a week or more, before looking at those 
photos on your computer. Film does not instantly turn into a visible image with just the 
click of a button! Take notice of your thoughts and feelings about the photos during that 
waiting period. What photos are you looking forward to seeing? Which one’s did you 
forget? How did your imaginings of what the images would look like compare to how 
they actually turned out? 
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22. Turn Color into Black-and-White 

Select two or three color photos that you think would look good as black-and-white 
images, and two or three color photos that would not. In Photoshop or another image 
editing program, turn those photos into b/w by either using the adjustment feature 
designed for that purpose, or simply by desaturating the image. Did you guess correctly? 
You might be surprised by the results. Try editing the images with changes in brightness 
and contrast to see if you can improve them as b/w photos. For which images does that 
strategy work or not? 

23. Selective Color 

Find a photo that would be a good candidate for selective coloring. Think about why 
you want to direct a viewer’s attention to the particular element of the photo that will be 
in color. Will it enhance or change the meaning of the image? 
      In Photoshop or any image editing program, use the selection tool (the lasso in 
Photoshop) to carefully select the outline of that part of the photo that you want to 
remain in color. Invert the selection (in Photoshop use Select>Invert) to select the 
background to be de-colorized, and then either choose “desaturate” or apply the black-
and-white filter. 
       You now have a selectively colored photo. Does it work? Is the selective coloring 
subtle or blatantly obvious? If the selectively colored element looks like it doesn’t even 
belong to the image, as if it pops out too much, try lowering its saturation and feathering 
its borders. The effect can be quite subtle, almost subliminal. 
       You can also minimize the disconnection between the color and b/w areas if you use 
a photo in which the Gestalt laws of grouping help the selectively colored area appear as 
if it still belongs to the rest of the image, as in a row of bottles with only one in color. 



	  

EXERCISES: CHAPTER 6 – Contours 
	  
1.  Common Contour 

Photograph two objects at different distances so that their contours or edges: 
	  

a) Coincide (are shared) 
b)   Do not coincide. 

	  
	  

 
	  

	  
“Beach Chairs” by Gordon Brown. The photographer positioned the chairs in such a 
way that one shares its contour with the horizon line and the other overlaps it. In 
the first case, depth is lost (shared contour) and in the second case (overlap) depth is 
seen. It is not possible to see both chairs as being in the same picture plane. This can 
cause confusion, interest, and engagement. 

	  
	  
	  
2.  Homage to Albers’ Square 

Create a photographic “Homage to a Square” by making four overlapping 
multiple exposures of a uniform square target and enlarging the square each time. 
This can be done on a computer or with a camera or enlarger. Remember that 
every photographic exposure increases the previous exposure and builds up 
density after processing. The opposite is true for reversal films. 

	  

3.  Typography 

Design a word so that the letters share a common contour, and with an alternating 
figure–ground as in this Eaton logo created by the firm of Lippincott & Margulies, 
Inc. (Courtesy of the Eaton Corporation.) 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
Josef Albers’ color 
studies in his 
“Homage to a 
Square” series were 
precursors to the 
Op Art movement in 
the 1960s. 
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4.  Subjective Contour 

Arrange some toothpicks or similar objects on a plain background so that they 
form a pattern that creates a virtual or subjective contour, and then photograph 
that pattern. As an alternative, create the patterns on a computer and observe the 
effects. Print or take a screen capture of the results so you can study them later. 

	  

5.  Sunlight, Shadow, and Mach Bands 

Photograph an object in full sunlight and include the shadow. Observe closely 
the borderline area between sunlight and shadow. Notice a narrow half-shadow 
(penumbra) that exhibits a thin dark band at the shadow edge and a thin light 
band at the bright sunlit edge. Edward Weston’s “Nude, 1936,” photographed 
in bright sunlight, exhibits this Mach band phenomenon. 

	  

6.  Contours and Vibrations 

Visit museums, galleries, and libraries and study the paintings of Josef Albers, 
Victor Vasarely, Paul Signac, Georgia O’Keeffe, and others to discover how they 
represented edges and contours. Do the same with photographs by photographers 
such as Ralph Gibson, Eikoh Hosoe, and Barbara Kasten. 

	  

7.  Contours and Computers 

Select an image that emphasizes contours. In Photoshop or another image 
editing program, use either brightness/contrast control, levels control, or curves 
control to enhance the contours. Apply changes slowly, however, so that the 
visual effects of the contour enhancement can be studied. 

	  
	  
	  

The color of a spot 
changes if its size is 
enlarged or reduced. 

	  

Anton Ehrenzweig 

8.  Computer-Generated Contours 

Create your own Mach band contours without a photograph by using Adobe 
Photoshop or Adobe Illustrator. Use one of the programs to draw shapes that 
vary in brightness and color, and fit them so that they share a common contour. 
In retouching programs such as Photoshop you will have to fill in selected areas 
with your paint bucket or paint brush. If you use a drawing program such as 
Illustrator you can actually draw the shapes and fill them with color afterward. 
Regardless of which route you follow, you will be able to explore the vivid effects 
of contouring. 
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9.  LoJack Ad 

This is a clever advertisement using shared contour to collapse space so that the 
man and the car seem to be close to each other and sharing the same picture 
plane. The photo and the caption work well together; “Nothing helps you keep 
your car closer than LoJack.” Try creating a similar ad using a product that 
interests you. 
	  

	  
	  
	  

10. The Meanings of Sharp vs Blur 

Look through your own photos or those online to find three that are sharp in 
their focus and three that are deliberately blurry. Try to find images that use 
sharpness and blurriness to convey different ideas or feelings. For instance, 
sharpness might convey precision, clarity, realism, attention to detail, or even 
harshness and aggression, in extreme cases. Blur might convey movement, flow, 
tenderness, dreaminess, disorientation, or things distant and fading away. Place 
these photos side by side so you can study them. If there is any effect you 
haven’t already created in your own photography, experiment with it.  



	  

	  

	  

EXERCISES: CHAPTER 7 – Illusions and Ambiguity 
	  

1.  Adjusting the Illusion 

Refer to the Müller–Lyer illusion shown in the margin. Try extending the 
horizontal line in B so that it appears to be the same length as that in A. How 
much increase was required? 

	  

2.  Finlandia 

How do you make a bottle of vodka appear to be longer than it really is? The 
creators of this ad did so by sectioning the bottle (Oppel–Kundt illusion). To 
add to the illusion and also create a feeling of depth, the bottle overlaps the 
photograph. Try your hand at creating a similar illusion. 

	  

	  

 
	  
	  

3.  Visual Puns 

Think up some verbal puns and contradictions (oxymorons) and translate them 
into visual form. Examples: “The object fell to the ceiling”; “My friend is stone 
sober”; “The fleecy cloud in the sky weighs a ton”; “The 10-ton boulder floats 
like a feather in the sky.” 
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4.  Visual Double Entendres 

Photograph one thing so that it looks like something else as Weston did with 
his rock formation, peppers, and other vegetables. 

	  
5.  Facial Flip-Flop 

Do you see a young woman or an old woman in this picture? Viewers usually 
see the young woman first. With further study, the old woman will reveal herself. 
Here is a hint if you need it: the young woman’s chin is the old woman’s large 
nose. (Created by cartoonist W. E. Hill and originally published in Puck in 1915.) 
	  

 
	  
	  
6.  The Big Apple 

The Belgian artist René Magritte was a master of visual pun and paradox. Try 
creating a variation of his 1952 painting titled “The Listening Room” that 
appeared to be a gigantic apple in a normal-size room. Trade size for size as he 
did. Use a camera, a computer, or simply create it by hand as Magritte did. 
(Graphic designer Milton Glaser created a Magritte-inspired variation in 1978 
by putting what appears to be a huge tomato in a chair surrounded by a fancy, 
flowery carpet and wall.) 

	  
7.  Emmert’s Law 

Stare steadily at a lighted opalized household light bulb from a distance of a few 
feet until the bulb appears to decrease noticeably in brightness, which usually 
occurs within 30 seconds. Then look at a sheet of white paper held at arm’s length. 
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You should see a dark afterimage that is the same shape as the light bulb. After 
a few seconds shift your gaze to a white or light-colored surface on the opposite 
side of the room and note any change in the apparent size of the afterimage. If 
the afterimage quickly disappears, it may be revived by blinking your eyes. 
(Never stare at the sun or a laser or arc light source, as such intense sources can 
damage your retina.) 

	  
8.  One-Point Camera Perspective 

Arrange some string or rope in such a way that from a camera position it takes 
on a shape that is of interest relative to its surround. The photographer John 
Pfahl in his early book, Altered Landscapes,1 made a number of such photographs. 

	  
9. Found Illusions 

An entire art form occurred some years ago based on “found objects.” Marcel 
Duchamp, Dada artists, and others led the way. With your camera in hand, keep 
an eye out for potential photographic illusions. Here is one I found as I walked 
down a motel corridor to my room. At first I thought the framed window at the 
end of the corridor was a large mural of a palm tree. 

	  
10. Architectural Illusion 

A photograph chosen for the cover of a book is very important to its marketing 
efforts. An interesting and somewhat challenging photograph will increase its 
visibility and chances that the book will be picked up and browsed. Take a look 
at the cover of Passion and Perception and study it for a while. Try to connect it 
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with one of the visual illusions shown earlier in this chapter. You will find it 
helpful if, with your hands, you cover the printing in the upper right corner and 
the dark couple in the foreground. If you are having difficulty, try looking at the 
cover upside-down or horizontally. For an answer to the question, refer to the 
answers section on this website. 

The photograph, incidentally, is a platinum print by Edward Weston and 
is titled “The Ascent of Attic Angles, 1921.” The book was published by the 
Monterey Museum of Art in 2003. 

	  

11. Paste-Up or Scan-In 

Long before computers and scanners arrived on the imaging scene, photographers 
altered reality by doing “paste-ups.” Photographic hair implants were put on the 
pictures of bald-headed men, students pasted portraits of themselves on the covers 
of national magazines such as Time and Vogue, and then photographed the 
combination. It is much easier to create such combination pictures with digital 
imaging, but it is still a lot of fun doing it by hand. In any case, regardless of 
how it is done, the most important thing is the idea. “Creativity drives the 
technology.” Try your hand and use your imagination to create such images. 

	  
12. Image Orientation 

Things look different when they are presented upside down, sideways or tilted. 
A tilted square, for example, will look like a diamond. The drawing of “Froghorse” 
in an upright position looks like a frog but sideways it looks like a horse. 

	  
	  
	  
	  
	  
Creativity is a 
radical necessity,  
not a luxury. 
	  

Jean Houston 

	  
	  
	  
	  
	  
	  
	  
	  
	  

Froghorse 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Square–Diamond 
	  
	  
	  

Tilted sideways. 
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“Vegetable Gardner, 1590” by Acrimboldo. 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

A section of “Eternally 
Yours” ad in Chapter 9. 

	  
	  
	  
	  
	  
	  

Upside down. 
	  
	  
	  
	  

Upside-down figures such as Arcimboldo’s reversible “Vegetable Gardner, 
1590” is a bowl of vegetables in one orientation but upside down it is a portrait 
of the gardener. What might the two overlapping green leaves under the nose 
of the white mask look like upside down? (The complete “Eternally Yours” ad 
appears before the Notes in the chapter on subliminals) 

Photographs are sometimes taken from one point of view and then presented 
in a different viewpoint, yet we are able to recognize the subject. To understand 
our ability to accomplish this, it is helpful to think of our visual system as 
containing two ways of internally representing things. The first is called viewer- 
centered in which we see things from our own point of view—we are the center 
of our perceptual world. The second is called object-oriented in which coded 
information of things held in memory comes into play allowing us to recognize 
them even when they are presented in a new position, in a new way. 

This is why in Figure 7.26 we can see the computer mouse, which normally 
is in a flat position on a desk top, for what it is even when it is in a vertical position 
mimicking a wine glass. Similarly, the model in the “Incredible India” ad in the 
Chapter 4 exercises is recognizable even though she was photographed in one 
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position and presented sideways—rotated 90 degrees counterclockwise. The 
liquid being poured sideways, however, can be a bit disconcerting, adding a bit 
of ambiguity. 

Why photograph something one way and present it in a different orientation? 
One reason is that it “defamiliarizes” the object and presents the viewer with a 
perceptual challenge. Look over some of your photographs and play around with 
presenting some of them in a different orientation. 

Images also look different when they are distorted or partially distorted. Take 
a look at the Holbein painting in Figure 8.11. Here the anamorphic skull is 
not recognizable as such and has to be viewed at an extreme angle to be 
reformed and recognized. It could also be reconstructed using computer 
editing. Partial distortion can be seen in photographs in which a non-flat 
reflecting surface is part of the scene. 

	  
13. Shadows 

Things can look different when they are seen upside down. The simple reason 
for this is that we are conditioned to see the light on an object as coming from 
above and casting a shadow. In the photograph below, look at the concave shapes 
in the rock on the left. When the photograph is turned upside down, the 
photograph on the right displays the concave shapes as convex. If you turn the 
book upside down they reverse themselves. 

Without shadows there is a loss of texture, form, and depth. This can be 
seen in some Japanese paintings as well as some of the paintings by Matisse, Miró, 
and others. 

	  
	  

 
	  

“Shadows” by David Page. 
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14. Caged Tiger 

This photograph by David Page is a bit puzzling since the tiger seems to have 
his head outside the wire fence while the rest of his body is inside the fence. If 
you are not sure of how this photograph was created and are curious on how 
you might create a similar illusion, look in the answers section on this website. 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Photograph by David Page. 
	  
	  
	  
	  
	  

15. See-through Illusion 

See-through photographs, such as this one originating in Japan, made their debut 
on the Internet some years ago and are still making the rounds. The claim is that 
a camera with a very special lens was used to capture such photographs. The fact 
of the matter is that the skirt in the photograph is cleverly painted—a 
contemporary hoax. The Internet thrives on such hoaxes. Discover some of them 
yourself by asking Google to bring up images related to “photography hoaxes.” 
 
16. Visual Illusions Big and Small 

There are also a wide range of visual illusions that can be found online. Search 
for images about “visual illusions” to see for yourself. Pick out ones that interest 
you and try to explain them in terms of the concepts discussed in this chapter.  
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17. Sharpness 

Sharpness is important in a photograph but not always. It depends on what you 
want your photograph to express and convey. In this photograph of elephants, 
the photographer wanted to capture both the ambience of a misty early morning 
and the gentle quietness of grazing elephants. Incidentally, how many elephants 
did you initially see? For a possible surprise, go to the answers section on this 
website. 

	  
	  

      Photograph by David Page.

 

	  
	  
	  
18. More Shadows 

Shadows can be used to create confusion and an eerie presence. The 
creepy looking shadow of an unseen tree appears to be part of another 
tree behind a strange looking structure. The trunk of a tree shadow and 
that of the trunk of a tree are easily grouped and seen connected because 
of proximity and continuation. 
 
19. Looks Photoshopped But Isn’t! 

There is an entire genre of photographs that look photoshopped but 
weren’t. Search for images using the keywords “not photoshopped” to 
see them and to learn how they were created. 
 
20. Everyday Ambiguity 

Select an everyday object such as a glass, spoon, or hairbrush. Using 
close-up or unusual perspectives, or by placing the object in some 
unusual context, take photos that make the object seem unrecognizable 
or ambiguously perplexing in its function or meaning.  

	  
	  
	  
	  
	  

 
	  
“Tree Shadow Tree” 
by Richard Zakia. 
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NOTE 
	  

1.   John  Pfahl, Altered  Landscapes, Carmel,  CA: Friends  of Photography, 
1981. 



	  

	  
	  
	  
	  
	  
	  

Biomorphic—any 
object that appears to 
take on living form. 

	  

	  
	  
	  
	  

The mind knows 
more than the eye 
and the camera see. 

	  

Jerry Uelsmann 

EXERCISES: CHAPTER 8 – Morphics 
	  

 

1.  Morphics 

Look at some of the photographs of early photographers such as Wynn Bullock, 
Clarence Laughlin, Minor White, Frederick Sommer, André Kertész, and Bill 
Brandt to discover examples of the various morphics. 
	  

 

2.  More Morphics 

Create a series of photographs that suggest: 
Biomorphic (organic forms) 
Isomorphics (similar forms) 
Anthropomorphics (human forms) 
Zoomorphics (animal forms) 
Mechanomorphics (machine forms) 
Theriomorphics (beastly forms) 

	  
	  

	  
	  

 
	  
	  
3.  Anamorphics 

Create several photographs with distorted images that can be visually reformed. 
This can be done in a number of ways: by the use of a special anamorphic lens 
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on a camera or enlarger, by tilting the film plane in a view camera or the easel 
on an enlarger, by bending or buckling the printing paper, or by photographing 
images reflected from nonflat surfaces, shadows that fall on curved surfaces, and 
shadows that are compressed or stretched due to the angle of the sun or other 
light source.  

	  
 
4.  Digital Morphics 

There are a variety of tools for distorting photographs in an image-editing 
program. For example, in Photoshop distort the whole or a selected part of the 
image using the transform tools (edit>transform). You might even locate 
images that are already distorted and use the program to try to correct the 
distortion. (In wide-screen cinematography, anamorphic lenses are used on the 
camera and projector to “squeeze” a wide-angle scene onto standard-width film 
and then “unsqueeze” the anamorphic film image when it is projected onto a 
wide screen.) 

	  

 

5.  Animistic Photographs 

Think about this statement by the anthropologist Ladislas Segy, and try to create 
photographs that support his idea: 
	  

The unrecognized part of man’s psyche below the threshold of consciousness, defies 
understanding in terms of causality … this is the domain of Being, the 
transrational, transpersonal, nondimensional region of the mind in which man’s 
intuitive faculties are rooted. By reanimating his Being, man is able to sense and 
experience that essential part of reality which is numinous, which being beyond 
phenomenon gives a sacred dimension to his existence. All men have the 
potential to “take Being out of concealment” as Heidegger put it. 1 

 

 

	  
	  
Subjects may be 
reformed or deformed 
to express the most 
telling qualities. 
	  

Pierre Bonnard 
	  
	  
	  
	  
	  
	  
Let ancient times 
delight other folk. I 
rejoice that I was not 
born till now. 
	  

Ovid 
	  

	  
	  

 
	  

	  
To create an image is 
to pay ultimate 
respect to the divine 
in life. To open 
others’ eyes to the 
world through that 
image is to touch a 
part of that divinity. 
	  

George Schaub 
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My photography is 
the best way I know 
of bringing me closer 
to some of the 
mysteries of existence. 

	  

Wynn Bullock 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

O’ Great Spirit, 
whose voice I hear in 
the winds … hear 
me … 

	  

American Indian 
Prayer 

6.  Photography as Prayer 

When asked why he photographed, Don Doll, a Jesuit priest, noted photographer, 
and friend, remarked, “For me photography is a form of prayer.” Minor White, 
on a similar note while at MIT in the 1960s, put together a photographic 
exhibition called “Octave of Prayer.” Prayer takes on many forms. Think of this 
as you photograph and try to capture the spirit in nature, in people, in animals, 
and in all forms of the animate and inanimate. 
	  
	  
7.  Early Mechanomorphic 
Study this mechanomorphic image created long before the industrial age. 
What does it suggest about humans and their relationship to tools, including 
the ways in which humans are like the tools that they create? 
 
	  
	  

 
	  
Giuseppe Arcimboldo (1530–1593). Courtesy of the Metropolitan Museum of 
Art, New York City. (For more images by Arcimboldo go to “Google > image > 
Arcimboldo.”) 
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8.  Biomorphic Typeface 

“In typography a typeface consists of a coordinated set of glyphs designed with 
stylistic unity … The term typeface is often conflated with font, a term which 
historically had a number of distinct meanings prior to the advent of desktop 
publishing; these terms are now effectively synonymous when discussing digital 
typography … Typography is a potent element in graphic design where there is 
less concern for readability and more potential for using type in a artistic manner” 
(Wikipedia, 2007). 

There are thousands of different typefaces/fonts. This Aerosmith biomorphic 
style is quite unique, artistically pleasing, and readable. It has become their 
signature piece. 

Find a typestyle that you would like to have as your signature piece, a style 
that is aesthetic and reflects your type of work. Have friends comment on it. 

	  
	  

 
	  
	  
9.  Predicate Thinking 

Search out photographs, paintings, and advertisements that suggest predicate or 
subconscious thinking. Review some of the photographs of Guy Bourdin, 
Helmut Newton, Paul Outerbridge, and paintings by Georgia O’Keeffe. 
 

10. Mixing Organic and Geometric Patterns 

Find photographs that combine organic and geometric patterns, including those 
in which the organic patterns dominate, in which the geometric patterns 
dominate, and in which the two are balanced. What meaning does each of the 
images seem to convey? Try creating your own photographs of these types. 

	  



	  

	  
NOTES 

	  
1.   Ladislas Segy, Masks of Black Africa, New York: Dover, 1976, p. 18. 



	  

EXERCISES: CHAPTER 9 – Subliminals 
	  
1.  Secondary Images 

As mentioned in the chapter text, in the two articles by Michael Brenson in The 
New York Times, he cites paintings by van Gogh and Cézanne that have, in his 
opinion, secondary images. Find these paintings in art books or online and 
form your own opinion. Remember that what you will be looking at are 
reproductions. There is no substitute for actually viewing the original whenever 
you can. Here are some of the paintings Brenson mentions: 

	  

• By Cézanne: “The Large Bathers,” “Montagne Saint-Victoire,” “Rocks 
at Fountainebleau,” “Trees Near a Road,” “The Great Pine.” 

• By van Gogh: “Pine Trees with Setting Sun,” “Olive Trees with the 
Alpilles in the Background,” “Cypresses,” “Olive Orchard,” “Road with 
Cypress and Star.” 

	  
	  

 
	  

David Hockney Munich Olympic Games 1972, 39 ⋅ 25 Diver, 1970 
© David Hockney. 

	  
	  
Ninety-nine percent 
of what our brain 
does is not available 
to us in terms of 
consciousness. 
	  

Michael Gazzaniga 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
This early poster by 
David Hockney has 
many interesting 
biomorphic shapes. 
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The work of other painters mentioned in Brenson’s articles are Gauguin (to whom 
he refers as the third member of the Post-Impressionist triumvirate), Odilin 
Redon, and Jackson Pollock. Works by Surrealist artists such as Salvador Dali 
and Max Ernst are also a potential source of secondary images as are the works 
of Paul Klee and illustrations by Arthur Rackham in early children’s books. It is 
also enlightening to look for examples in non-Western art. 

	  
	  
	  
	  
	  

… [A]dvertising is 
a subliminal pill 
designed to massage 
the unconscious. 

	  

Marshall 
McLuhan 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Things that we are 
unaware of at the 
time can influence 
our perception. 

	  

Sigmund Freud 

2.  Photographs 

Look for secondary images in some of the photographs in photographic books, 
or when possible on exhibit, by photographers such as Edward Weston, Brett 
Weston, Anne Brigman, Ruth Bernhard, Minor White, Charles Laughlin, David 
Hamilton, Wynn Bullock, Lucien Clergue, Jerry Uelsmann, Judy Dater, and 
others. If you are holding the photograph in your hand, look at it in different 
orientations, as László Moholy-Nagy did when he turned Edward Weston’s 
photographs upside down. Attend to the background in the photographs, and 
in particular to fuzzy backgrounds. 
	  
3.  Advertisements 

Advertisements are a rich source of secondary images, particularly those for 
nonessential items such as cosmetics, cigarettes, and alcohol as seen below. When 
you find ads with such images, show them to friends, and without revealing your 
discovery, see if their vision is the same as yours. 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

“A Little Magic.” In this cleverly designed ad, notice the two small white 
circles to the right of the Baileys bottle. According to Picasso, two holes—
that’s the symbol for a face—is enough to evoke it without representing it. A 
number of research studies with infants over the years support this. (Courtesy 
Baileys.) 
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4.  Subliminal Time? 

Look for advertisements for watches and clocks and notice the time. More often 
than not the hands on the face are arranged so that the time is ten minutes to 
two or ten minutes after ten. Had you noticed this before? What do the hands 
in an upward position signify or suggest? How would you experience the same 
watch if the hands read twenty minutes after eight or a quarter past nine? 

	  
	  

 
	  

“Frozen Time.” Ever notice how time remains the same on most wristwatch ads? 
What do the upright position of the “hands” suggest? Try to find an ad for a 
wristwatch that displays a different time. The racing photograph is by David Page 
and is titled “He did not win the race but he did win his life.” 

	  
	  
	  
5.  Photographing 

Create some photographs that have potential secondary images. Attending to 
things in the background and at the periphery of the camera frame is important. 
Look through the viewfinder in a single-lens-reflex or view camera and study what 
happens to the background when you move it progressively out of focus. Try 
large diaphragm openings such as f/5.6 and f/3.5 to decrease depth of field and 
cause fuzzy backgrounds. 
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The pre-verbal visual 
world of infants from 
birth till about 
8 months is a blurry 
out-of-focus one. Do 
blurry backgrounds 
in some photographs 
trigger pre-verbal 
experiences? 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Environments by 
reason of their total 
character are mostly 
subliminal to 
ordinary experience. 

	  

Marshall McLuhan 

	  
	  
	  

 
	  
	  
“Fast Car, Funny Clouds.” Is there a strange creature lurking in the clouds ready to 
engage your peripheral vision? 
	  
	  
6.  Photo Rorschach 

Sharpen your vision by searching out interesting facial patterns in natural things 
such as cut wood, old tree bark and roots, and flowers. (Edward Steichen saw 
hundreds of faces in a large cluster of pansies and photographed them.) Look for 
potential images in the variety of patterns in marble and graffiti. 

You may want to create your own chance images by splattering ink or paint 
on a paper surface. Try the Jackson Pollock technique of “drip-painting,” only 
use “drip-developer” on photographic paper and then develop it. 
	  

7.  Pupillometrics 

Carry out the pupillometric experiment cited in the text by photographing a 
friend, duplicating the image, and then increasing the pupil size in one of them. 
Ask a number of men and women, boys and girls their print preference. 
Randomly shift the positions of the images each time, for position can be a 
factor; some people will prefer the print on the right and some on the left. 
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8.  More Pupillometrics 

Study the eyes in some of the close-up photographs of models. Look for pupil size 
and position of the iris of the eye relative to the white area that surrounds it. 
Also look to see where the catch-light falls and the shape of it as it reflects off 
the eyeball. 

	  

9.  Pupillometics and Paintings 

In 1797/98, Francisco Goya created two similar painting of Maja—“The Naked 
Maja” and “The Clothed Maja.” They were very large paintings, a little more 
than 3 ⋅ 6 feet. Both were hung side-by-side in the Corcoran Gallery, 
Washington, D.C. Although nearly identical except for the nudity, the clothed 
one seemed to be more interesting and engaging than the nude and was so 
indicated in the captioning. A close look at the eyes of the clothed Maja revealed 
that she had larger pupil size. Look at some of Goya’s other paintings on the 
Internet and study his representation of eyes in both men and women. 

	  

 
	  

Billboard poster of the clothed Maja outside the Corcoran Gallery. Photograph by 
David Page. 

	  
	  
10. Pupillometrics and Animals 

Do the pupils in the eyes of an animal enlarge when they become excited? Much 
to my surprise, I found this to be so with our cat. When he is stalking and 
preparing to strike, his pupils dilate. After the strike, they return to normal. 
Observe your cat or that of a friend. Do you think the same to be true for other 
animals? 

	  
The primordial 
image or archetype is 
a figure, be it a 
daemon, a human 
being, or a process, 
that constantly recurs 
in the course of 
history and appears 
wherever creative 
phantasy is expressed. 
	  

Patricia L. Musick 
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11. Archetypes 

Look at paintings, photographs, sculptures, advertisements, and movies to 
discover the importance of archetypes and the different forms they take now and 
have taken in earlier days. Some good references to look at are: 

	  

• Joseph Campbell, Hero with a Thousand Faces, Princeton, NJ: Princeton 
University Press, 1968. 

• Carl Gustav Jung (ed.), Man and His Symbols, New York: Doubleday, 
1964. 

• Jolande Jacobi, Complex Archetype Symbol, Princeton, NJ: Princeton 
University Press, 1959. 

• Carol   S.   Pearson,   Awakening  the   Heroes   Within,   New   York: 
HarperCollins, 1991. 

	  

12. Kilroy Lives 

Keep an eye open for Kilroy-type graffiti and pictures. You will be amazed to 
discover the proliferation of such archetypal imagery. Search though some books 
on mythology such as Myths by Alexander Eliot (New York: McGraw-Hill, 1976), 
with contributions by Joseph Campbell and Mircea Eliade. Books on symbols 
such as Barbara Walker’s book titled The Woman’s Dictionary of Symbols and 
Sacred Objects (San Francisco: Harper & Row, 1988) are good sources. 

	  
	  
	  
	  
	  
	  
	  

I claim not how man 
thinks in myth but 
how myth operated 
without his being 
aware of the fact. 

	  

Claude Lévi-Strauss 

13. The Human Eye 

(a)  The Dominant Eye. The dominant eye is the one that tends to determine 
perception when images formed by both eyes fail to fuse. It is the eye we tend 
to use when looking through a camera viewfinder or gun. To determine which 
eye is dominant, look at an object at a distance of about 10 feet with both eyes 
open. Now with your arm extended and both eyes open, align your upright 
thumb (as an artist does when studying perspective), with the object. Close one 
eye and then the other as you continue looking at the object. The eye that causes 
the most displacement when you close it is your dominant eye. 
	  

(b) Blind Spot. Holding this book at a comfortable reading distance, close your 
left eye and fixate on the X with your right eye. Slowly move the book back and 
forth between about 4 to 12 inches (about 10 to 30 cm) until a position is reached 
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where the black dot disappears. When this happens, the image of the black spot 
has fallen on the region of the retina where there are no photoreceptors, just nerve 
fibers that group together and leave the eye. This area is called the blind spot or 
optic disk. 

	  

(c) Astigmatism. Look at the center of the following radial pattern without 
glasses or contact lenses. If some of the spokes look less sharp than others it is 
an indication of astigmatism. Try the same thing with corrective lenses if you 
wear them. 

	  

 
	  

(d) Foveal and Peripheral Vision. While looking straight ahead and not moving 
your eyes to the right or left, have a friend hold a colored object a foot or so 
behind your head and then slowly move it in a circular arc past your ear toward 
a position directly in front of your eyes. Notice when you can first (1) detect 
movement of the object, (2) identify the approximate shape of the object, and 
(3) identify the color of the object. 

	  

(e) Convergence: Boy Meets Girl. Introduce this couple to each other and have 
them hold hands by slowly moving this page toward your nose. 

	  
	  
	  
	  
What you have to do, 
you do with play. 
	  

Joseph Campbell 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
Work begins when 
you don’t like what 
you are doing. 
	  

Joseph Campbell 

	  

 



Perception  and Imaging 	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Seeing is a creative 
operation, one that 
demands effort. 

	  

Henri Matisse 

14. Mona Lisa’s Peripheral Smile 
Leonardo da Vinci’s portrait of Mona Lisa has puzzled onlookers for nearly 
500 years with her on-again, off-again smile—now you see it, now you don’t. 
Dr. Margaret Livingston, a Harvard neuroscientist, has made a study of this 
phenomenon. In viewing the painting and staring at it for a time, it seemed to 
flicker. She noticed the smile would appear and then disappear, depending on 
where her eyes fixated. When she focused on Mona Lisa’s eyes, as most people 
do, the smile was apparent but when she focused on her lips, the smile 
disappeared. Do you find this so when you look at this picture of the Mona Lisa? 
For some humor Dick Zakia added red eyes because so many people have taken 
flash photos of this famous painting. 
	  

 
	  
Mona Lisa’s mysterious smile. 
	  
	  

The retina in the eye is made up of two distinct areas for seeing. The small 
central area called the fovea, which is responsible for color and detail, and the 
larger surrounding area, which is less responsive to color but is highly responsive 
to motion and low light levels. Foveal vision is conscious vision while we are 
normally less aware of the image in the surround area. 
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Some years back, John Szarkowski, the former curator of photography at the 
New York Museum of Modern Art, used a metaphor to describe how we use 
foveal vision to see things and to see them clearly. He remarked that we “point 
with our eyes” at whatever we look at, that we go about pointing with our eyes 
at what we want to see. He did not mention, however, that as we do, our 
peripheral vision is also picking up information, but not at such a high level of 
consciousness. This, I think, is the key to Dr. Livingston’s finding. 

When people look at a face, whether it is face to face, on a magazine cover 
or in portrait photograph or painting, they usually look at the face eye to eye, 
and with foveal vision. Dr. Livingston pointed out that with the Mona Lisa, as 
a person focuses on the eye, fuzzy peripheral vision is picking up the shadows 
from Mona Lisa’s prominent cheekbones, which tend to extend the slight curva- 
ture of a smile. We are not aware of this, but somewhere in our perceptual process, 
and at a subconscious level, it is affecting what we see. When a person’s eyes 
shift, and with foveal vision point to Mona Lisa’s lips, the extended smile dis- 
appears until the person again gazes at the eyes. 

Of her discovery, Dr. Livingston remarked, “I do not mean to take away the 
mystery of Leonardo. He was a genius who captured something from real life 
that rarely gets noticed in real life” (The New York Times, November 21, 2000). 
We might add here that much in real life does not get noticed. This is the reason 
magic and advertising work so well. 

	  
15. Steep Cliffs 

In the 1996 issue of Smithsonian magazine, Martin Bailey called attention to a 
painting by Degas titled Steep Coast. Indeed the painting is of a steep coast but 
also an embedded nude as he describes: 

	  

Females, often nude, were to form the basis of Degas’ art until the end of his life 
… On the few occasions when he made landscapes, he sometimes could not resist 
including the hidden image of a reclining figure in the scene … In this painting, 
two tall hills on the left emerge as her thighs, two conical hills in the center are 
her breasts, and her head lies by the coast, with flowing auburn hair cascading 
down into the water and forming the cliff.1 

	  

The embedded secondary image is usually not noticed when one looks at the 
painting. The steep coast and blue water serve as a beautiful decoy, calling 
attention to itself. Another decoy is the title of the painting. Had it been called 
Steep Cliff and Nude, one would be invited to play the game of “hide-and-seek” 
to discover the hidden nude. And, of course, when one is told there is an 
embedded nude and what to look for, it becomes obvious. 

There are a number of reasons as to why the nude figure is not seen at 
first; paramount is expectancy (Appendix A). We usually see only what we expect 
to see, not the unexpected and somewhat novel. Remember also that in 
leveling and sharpening remind we simplify something rather than take time to 

	  
	  
	  
	  
	  
	  
	  
	  
See What You See. 
Art Chicago, 2007 
advertisement. 
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study it—sharpen it to see what may not be familiar. The nude blends in well 
with its surround and in fact is part of it. Figure and ground (Chapter 1) are 
confused—the nude figure is also part of the cliff formation. It can be seen as 
an example of camouflage. Orientation of the painting is another factor. The 
cliff is seen vertically in a normal position while the nude is seen off to the side. 
When the painting is rotated 90 degrees counter clockwise, the nude figure 
becomes more prominent and now the blue ocean looks like a blue sky. We 
have two paintings in one. The same painting is a steep slope in one orientation 
and a nude in a different direction. In a sense, it is a double visual entendre. 

	  
	  

 
	  

“Steep Coast,” Degas. Jan Krugier and Marie-Anne Krugier-Poniatowski collection. 
 
16. Microexpressions 
Find photographs that illustrate the seven basic types of facial expressions: 
anger, fear, happiness, sadness, contempt, disgust, and surprise. Study the 
features of each of these expressions. Try recreating these facial expressions by 
working with a model or by taking your own self-portraits. Show these 
photos to several people to see if they can identify what the emotions are 
(some people have trouble distinguishing anger, contempt, and disgust). 

17. Body Language 
Find photographs that illustrate different patterns of interesting body 
language in portraits as well as in group photos. Study the hands, faces, arms, 
legs, and body tilt to determine the thoughts and feelings of the people. In 
the group photos, what might the body language say about the relationships 
between the people? Show the photos to several people to see how they           
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interpret the body language. Where is there consensus in your and other 
people’s interpretations, and where might you or others be “projecting?” Do 
some street or social event photography in which you focus only on capturing 
different types of body language. 

 
	  

NOTE 
	  

1.   Martin Bailey, “Edgar Degas’s Last Years: Making Art That Danced,” 
Smithsonian, October 1996, Vol. 27, p. 96. 



	  

EXERCISES: CHAPTER 10 – Rhetoric 
	  

Ruth Bernhard felt 
that Weston’s 
vegetables were more 
sensuous that his 
nudes. 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

The movie Life Is 
Beautiful was based 
on “The Rubaiyat” of 
Omar Khayyam. 

1.  Look-Alike, Feel-Alike 

In his book Point of View, Ralph Steiner encouraged his students to express how 
they felt when looking at a photograph, and not what the thing in the photograph 
looked like. Instead of look-alikes, he suggested feel-alikes. “I saw as possibly 
helpful that students attach feel-alikes to each of my tree pictures as a learning 
process. These should be anything that came freely to mind on viewing each tree 
picture: titles, quotations, parallel, images, equivalents, metaphors.”1 Try Steiner’s 
exercise with some of your images or with those of others. 
	  
2.  Variations on a Theme 

One of Marshall McLuhan’s famous one-liners was “A man walked into an 
antique store and asked, ‘What’s new?’” “What’s new?” has relevance to some of 
the images we see today—they have their roots in earlier images. For example, 
the classic image of “The Three Graces,” shown in Appendix A, can be traced 
back to the early Greeks, and it is often used in fashion advertisements. There 
have been more variations on Leonardo da Vinci’s “The Mona Lisa” than one 
can count, including the one below for Prince spaghetti, as well as John Suler’s 
humorous blending of his face with da Vinci’s mysterious model. 

In 1919, Marcel Duchamp added a mustache to “The Mona Lisa.” In 1967, 
Joe Stalin’s daughter, Svetlana, defected from the then Soviet Union, which was 
quite a news event. Every magazine was given the same photograph. To make 

	  
	  

 
	  

Mona Lisa for Prince spaghetti—regular or chunky. 
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the cover of Esquire stand out from the rest, George Lois added a mustache similar 
to her father’s to her photograph. It appeared in the November 1967 issue of 
the magazine with the title “Her Father’s Mustache.” The magazine turned out 
to be the best selling issue for Esquire. 

On my first visit to the Louvre, Dick Zakia wanted to first see the famous 
painting of “The Mona Lisa” and to my surprise it was much smaller than he 
expected. He was also surprised to see a crowd around it taking flash shots even 
as a security guard stood near by, and signs on either side of the painting 
requested, “Please, No Flash.” Dick began to wonder whether the painting was 
the real “The Mona Lisa” by Leonardo or a substitute. In any case, later in the day 
while having a cup of coffee, he imagined that with all the flash photographs 
being taken, Mona Lisa could end up with a red eye. He went back and took a 
photograph of her, and when he got home digitally substituted two red pupils. 

Take a look at images, particularly in advertisements, and see if they are 
variations of earlier images. An ad in a February 2001 issue of a magazine showed 
a man holding a Compaq Microportable Projector in front of his face in such a 
way that it mimics Andreas Fenniger’s portrait, “The Photojournalist.” 

Maurits Escher’s “Drawing Hands,” a 1948 lithograph, shows a hand that 
is drawing a hand that is drawing a hand, ad infinitum. The hands have no 
beginning and no end as does a circle and the ancient symbol of the serpent 
ouroborus shown in Chapter 3. Escher’s drawing has been imitated in ads a 
number of times, most recently in an ad for a wireless pen that appeared in the 
February 2001 issue of Time Digital. 

	  
3.  Paired Photographs 

Three different photographic books are based on the rhetoric of addition: Double 
Take by Richard Whelan; Second View, the Rephotographic Survey Project (1984) 
by Mark Klett, Ellen Manchester, and JoAnn Verburg; and Deja View by Willie 
Osterman. Paired photographs displaced in time are shown side by side for easy 
comparison and new interest. Look over photographs that have interested you 
over the years and you may discover your own déjà vu. 

In Double Take, a number of examples of similar photographs taken by 
different photographers years apart are shown. Dorothea Lange’s 1938 photo- 
graph, “Woman in the High Plains, Texas Panhandle,” shows a poorly dressed 
woman, one hand on her neck and the other on her forehead, isolated and with 
a look of despair. The gesture of the woman is similar to that in Ben Shahn’s 
“Rehabilitation Clients, Boon County, Arkansas,” taken in 1935. Lange’s photo- 
graph, however, is much more powerful. 

Man Ray’s photograph “Torso,” taken in 1923, shows the upper part of a 
nude woman with illuminating patterns of light, as does Edward Weston’s 
“Nude, 1920,” taken three years earlier. The forms are similar, but the patterns 
of light are not. 

	  
	  
	  
	  
	  
	  
The movie The 
Sixth Sense was 
based on William 
Shakespeare’s 
“Hamlet.” 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
The word “jeans” in 
“blue jeans” comes 
from Genoa, Italy, 
where jeans were first 
produced. 



Perception  and Imaging 	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

“The Passion  
of Rome.” 

John Vachon’s 1938 photograph titled “Atlanta, Georgia” is very similar to 
that taken by Walker Evans two years earlier in Atlanta. The two old houses in 
the background are the same but the large billboards in the foreground have 
different advertisements as one might expect. Vachon was familiar with Evans’ 
photograph and had set out to record a similar one. Trying to duplicate someone 
else’s photograph is a difficult but interesting exercise. 

Willie Osterman’s book was influenced by Second View, the Rephotographic 
Survey Project (1984). “When I first heard of the Rephotographic Survey Project, 
I was impressed by the comparisons the photographers had made and even more 
by the rituals they performed to identify, go to, match the light in, and finally 
rephotograph the original scene.”2 Osterman performed a similar ritual in the 
paired photographs of people and places in Bologna, Italy. 
	  
4.  Recycled Myth 

The advertisement shown below was very successful in introducing a new 
fragrance for women. In terms of rhetoric, it is a wonderful example of the 
substitution of similar form. Do you recognize the form, the allusion? It is 
based on an early myth, except that the gender roles are reversed. 
	  
5.  Poetry and Rhetoric 

If you haven’t met the Spanish poet and playwright Federico García Lorca, born 
in 1898, introduce him to yourself. In his poem, Dance, the identical phrase 
“Girls, shut the curtains” is repeated three times throughout his short poem. 
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6.  Song Lyrics and Rhetoric 

Spend more time studying the lyrics of current and earlier songs and discover 
how rhetoric has been used. Metaphor is often used in song lyrics as well as in 
poetry. 

	  

“Candle in the Wind” (Elton John) 
“Please, Please Me” (The Beatles) 
“Beautiful Noise” (Neil Diamond) 
“Ocean without Shores” (Constance Demby) 

	  
7.  Signs and Rhetoric 

Look for signs in places of business that exhibit rhetoric. Here are some humorous 
false homologies: 

	  

Sign in front of a home: “We are all vegetarians, except our dog.” 
Dry cleaner: “Drop your pants here.” 
African safari park: “Elephants Please Stay in Your Car.” 
London department store: “Bargain Basement Upstairs.” 
Business office: “Toilet out of order, please use floor below.” 
Electrical repair shop: “Let us remove your shorts.” 

	  
8.  Cartoons and Rhetoric 

Many cartoons employ rhetoric and it is fun to discover this. For example, in 
the Catholic magazine America, a cartoon showing a sink with faucets marked 
“Hot” and “Cold,” with which we are all familiar, adds a third faucet—“Holy” 
(water). 

	  
9.  The Bible and Rhetoric 

The Bible is full of rhetorical phrases. For example: 
	  

“By their fruits ye shall know them.” Matthew 7:20 

“Be not overcome by evil but overcome evil with good.” Romans 12:21 

“Let your speech be always with grace, seasoned with salt.” Colossians 4:6 

“There is a time for everything … 
a time to weep and a time to laugh. 
a time to mourn and a time to dance … 
a time to embrace and a time to refrain, 
a time to search and a time to give up …” Ecclesiastes 3.2 

	  

 
	  
Antimetabole (visual 
double entendre). 
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10. Oratory and Rhetoric 

Review some of the speeches of Abraham Lincoln, Winston Churchill, Jack 
Kennedy, Martin Luther King, and others for the power, persuasion, and 
influence of their rhetoric: 

	  

“With malice toward none, and charity for all …” 
	  

“Never in the field of human conflict was so much owed by so many 
to so few.” 

	  

“Ask not what your country can do for you, but what you can do for 
your country.” 

	  

“I’ve been to the mountaintop.” 
	  

11. Symbols and Rhetoric 

The American flag is a powerful symbol of America, as is the Statue of Liberty. 
Both have been used rhetorically to make political and social statements. To 
promote ecology, the color green was substituted for the red stripes and the blue 
field of the flag. Smog problems in America found the Statute of Liberty wearing 
a gas mask. During the Vietnam War rifles were substituted for the red horizontal 
stripes of the flags and bullets for stars. Search out ways in which the flag and 
Statue of Liberty are being used or have been used to make rhetorical statements. 
Posters from Poland and Russia during the cold war are rich in rhetoric. 

There are many different ways in which an advertisement for an international 
corporation can identify the corporation as being global. The more direct and 
simple the ad, the more memorable. Identify the rhetoric used in the ad shown 
below. 

	  
12. Art and Rhetoric 

The work of artists such as René Magritte, Maurits Escher, Man Ray, Duane 
Michals, John Pfahl, and Elliott Erwitt have a lot to show in terms of visual 
rhetoric. Even if you are familiar with their work, take another look in terms of 
the richness of the rhetoric in their images. René Magritte, in particular, has much 
to offer. His images continually challenge what we see and how we use language. 
“One of the most frequently quoted artists—sometimes at the borderline of 
trivialization–is René Magritte (1898–1976). His paintings evoke a silent and 
disquieting universe where the recognizable and familiar coexist with the fantastic 
and the surreal.”3 

	  
13. Photoshop and Rhetoric 

Photoshop software provides an open door to rhetorical improvisation of existing 
images. One can easily and readily add, suppress, substitute, or exchange visual 
elements within an image and modify the meaning. Find a picture that interests 
you and completely change its meaning by using one of the rhetorical operations. 
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“The Real Thing”—in any language. 
	  
	  
14. Postage Stamps and Rhetoric 

If you are a stamp collector, look over your collection in terms of the rhetoric 
used. Look over some of the new stamps being minted. Even if you are not a 
collector, notice how rhetoric is used in the image and text of some stamps. 

	  
15. Create Your Own Chiasmus 

Chiasmus is the reversal in the order of words in two otherwise parallel phrases. 
Chi stands for the letter X in the Greek alphabet. If you make up a chiasmus 
like “Is she walking her dog or is the dog walking her?” then line up the reverse 
phrases thus: 

	  

Is she walking her dog  
or is her dog walking her. 
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You will notice that if you draw a line connecting walking and a line connecting 
dog, lines cross to form an X. Play around with creating your own chiasmuses. 

	  
	  

	  
	  
	  
	  
	  
	  
	  
	  
	  

I went around 
looking with eyes like 
twin vacuum cleaners 
sucking up designs … 

	  

Ralph Steiner 

16. Photographic Reality 

The Fuji ad on the facing page serves as an interesting example of addition, false 
homology, and ambiguity. Can you identify the model that is a photograph 
within the photograph of “The Three Graces” who are sunbathing? Give it a 
good try. Look for telltale clues. Even it you are not sure give it your best 
assessment, and then check it out in the answers section on this website. 
	  
17. Graphic Design and Rhetoric 

As Professor Hanno Ehses pointed out earlier in this chapter, rhetoric accounts 
for many highly successful graphic designs. Look over some of the work by graphic 
designers that you find interesting and identify the rhetoric used. Some of the 
designers that come to mind are those listed in Nine American Graphic Designers, 
by Roger Remington and Barbara Hodik: 

	  

Mehemed Fehmy Agha Lester Beall Alexey Brodovitch 
Will Burton Charles Coiner William Golden 
Alvin Lustig Ladislav Sutnar Bradbury Thompson 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Can you identify 
which one of the 
models is a “paste-in” 
photograph? 
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Additional designers can be found in A History of Graphic Design,  
by Phillip B. Meggs: 

	  

Saul Bass Herbert Bayer Peter Behrens 
A. M. Cassandre Jules Chéret F. H. K. Henrion 
Ando Hiroshige El Lissitzky Herbert Matter 
Josef Müller-Brockmann Paul Rand Anton Stankowski 

	  

18. Photographs and Rhetoric 

A good source of important historical and contemporary photographs can be 
found in Naomi Rosenblum’s A World History of Photography, first published in 
1984 with a third edition in 1997. Another useful book is The Photo Book, 
published by Phaidon Press, London. There are many photographs in Rosen- 
blum’s third edition that you might look at for rhetorical references. Some 
suggestions to begin with include these: 

	  

“Hampton Institute: Students at Work on the Stairway” (1899–1900) 
by Frances Benjamin Johnston 

“Second Hand Tires, San Marcos, Texas,” (1940) by Russell Lee 
“Adolf the Superman; He Eats Gold and Spews Idiocies” (1932) 

by John Heartfield 
“Violin d’Ingres” (1942) by Man Ray 
“Hosokawa Chikako” (1932) by Kozo Nojima 
“The Photojournalist” (1955) by Andreas Feininger 
“The Critic (Opening Night at the Opera)” (1943) by Weegee 

(Arthur Fellig) 
“Anna May Wong” (1930) by Edward Steichen 
“Housewife, Washington, D.C.” (1942) by Gordon Parks 
“Pilgrimage from Lumbier, Spain” (1988) by Christina Garcia Rodero 
“Georgia O’Keeffe, Ghost Ranch” (1968) by Arnold Newman 
“Chance Meeting” (1969) by Duane Michals 
“Drottningholm, Sweden” (1967) by Kenneth Josephson 
“Untitled” (1981) by Joyce Neimanas 
“Untitled (Cloud Room)” (1975) by Jerry Uelsmann 
“Ordeal by Roses #29” (1961) by Eikoh Hosoe 
“The Actor” (1973) by Arthor Tress 
“Four Pears” (1979) by Olivia Parker 
“Tomato Fantasy” (1976) by Bea Nettles 
“Revolution in Time” (1994) by Martina Lopez 
“Kiesler” (1966) by Robert Rauschenberg 
“Red Elvis” (1962) by Andy Warhol 
“Self-Portrait/Composite, Nine Parts” (1979) by Chuck Close 

	  
	  
 
 
 
 
 
 
 
 
Recording images of 
serenity and beauty 
was a matter of 
devout observance. 
	  

Gordon Parks 
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Metaphors are more 
than language; they 
can govern thought 
and behavior. 

	  

George Lakoff 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

“USA Today” by 
Richard Zakia. 

19. Arnold Newman Metaphors 

Andy Grundberg wrote of Arnold Newman upon his death in 2006: 
	  

Each Newman photograph had a metaphoric quality. For the folk painter 
Grandma Moses he arranged a homey shot posing her in her Victorian parlor 
like the woman in “Whistler’s Mother.” The fashion photographer Cecil Beaton 
was captured beautifully dressed, in the salon of his English country house. For 
Andy Warhol, Mr. Newman composed a surreal close-up collage in which he cut 
out Warhol’s features and repositioned them askew from where they would 
normally be.4 

	  

Google > Image > Arnold Newman and study the photographs mentioned here, 
as well as other Newman photographs. 
	  
20. Create Your Own Visual Metaphor 

The familiar “USA Today” newspaper dispenser can be seen just about everywhere 
and in some cases chained to prevent it being stolen. During the long drawn- 
out and painful Iraq war, it as a visual metaphor for the way the Iraq war 
“chained” the United States of America so that it was unable to commit its 
resources to other needs. It could also have served for the Vietnam War. Try 
your hand at creating your own metaphor or looking through your images to 
discover some you already have and didn’t realize. 
	  

 
	  

	  
21. Found Metaphor 

“Riding 1st Class on the Titanic.” The cover on a book by Nathan Lyons serves 
as a reminder that arrogance by a person, special interest group, corporation, or 
country can lead to disaster. The book is a compilation of paired photographs 
adjacent to each other that invite a viewer’s participation to extend the meaning 
of the photographs. 
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22. Sky and Water 

Much of Escher’s work not only challenges the eye but also provides a visual 
statement of some scientific principles, infinity being one. Sky and Water was 
created in 1938 and has been used to illustrate principles in a variety of scientific 
jdisciplines, including mathematics and psychology (visual perception.) The 
visual statements are more readily understood than their verbal counterpart. 

	  

	  
	  
“Riding 1st Class on 
the Titanic” by 
Nathan Lyons. 
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The basis of this print is a regular division of the plane consisting of birds and 
fish. We see a horizontal series of these elements—fitting into each other like the 
pieces of a jigsaw puzzle—in the middle, transitional portion of the print. In 
this central layer, the pictorial elements are equal: birds and fish are alternately 
foreground or background, depending on whether the eye concentrates on light 
or dark elements.5 

	  

Even if you are familiar with Escher’s work you may want to take a second look. 
His images provide fertile ground for creative ideas. 

	  
23. Poster Rhetoric 

James Van Der Zee and Gordon Parks, two great American photographers, 
appeared together in 1981 at the Rochester Institute of Technology thanks to 
the support of the Eastman Kodak Company. Mr. Parks showed great respect 
for the older photographer who people in his New York Harlem neighborhood 
called “The picture-taking man.” Identify the rhetoric used to create the poster 
of the two men. 

	  
	  
	  
	  
	  

 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  

Two great American photographers. 
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5.   J. L. Locher (ed.), The World of M.C. Escher, New York: Abrams, 1971. 



	  

EXERCISES: CHAPTER 12 – Photo Sharing and Critique 
	  
1.  Word Critique 

Every discipline has its own specialized vocabulary for describing things and it 
is no different with critiquing. Compile a list of the words and phrases most 
frequently used to critique artistic work in the fields of photography, painting, 
sculpture, music, film, video, dance, theater. 

A good place to start is by looking through the Sunday Art and Leisure section 
of a major newspaper such as the The New York Times, The Washington Post, 
Philadelphia Inquirer, Los Angeles Times, or in magazines such as Time or 
Newsweek. 

Try relating the words and phrases in writing a critique about your own 
photographs or those of others. Being able to verbally articulate your photographs 
can be helpful in promoting your work, but never let the words interfere or take 
precedence over the photographic statement. 

	  
2.  Clustering 

Use the clustering technique on one of your photographs or on someone else’s 
that interests you. Begin by using a centering word to literally identify the photo 
and then, looking at the photograph, do a word association. Now edit the words 
to about four descriptors and use these descriptors to talk or write about the 
photograph. You may want to do the same exercise in a group setting to take 
advantage of the group dynamics and the rich exchange of ideas. 

	  
3.  Location Preparation 

Use clustering to prepare for a location shoot. Decide on the location, have it 
become your centering word, and then free-associate around it. Collapse the 
words to about four word descriptors, and then photograph on select locations 
based on those words. After the work is printed and edited, compare the 
photographs with the themes you intended to record. 

	  
4.  Semantic Differential 

Put together your own semantic differential scale or use the one in this book to 
have friends rate one or two of your photographs. Before you do, however, rate 
the photograph yourself. Compare your assessment with those of your friends. 
Where you agree will be of interest but of greater interest will be where there is 
disagreement. Search out the reason for the disagreement. Sometimes the problem 
is simply a different interpretation of the bipolar adjectives. At other times it is 
the fact that we see the photograph differently, we see it from our own personal 
point of view. Once the photograph is exhibited or published, the photographer 
has no control over how his photograph will be interpreted by others. 

	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
All the arts 
appertaining to man 
have a common 
bond. 
	  

Cicero 
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
	  
The mind is 
insatiable for 
meaning drawn from 
or projected onto the 
world of appearances. 
	  

Arthur Koestler 
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Once the work is 
displayed the author 
has no control over 
how it is interpreted. 
He or she is out of 
the picture. 

	  

	  
	  
	  
	  
	  
	  
	  

Semiotics goes beyond 
clustering to identify 
the iconic indexic 
and symbolic 
signifiers. 

5.  Famous Photographs 

Use the semantic differential with friends to rate some famous photographs that 
are of interest, depending on the type of photography you practice: fine art, 
documentary, photojournalism, landscape, nude, advertising, technical, scientific, 
biomedical, architectural, forensic, and so on. 
	  
6.  Individual Critique 

Seek out an instructor or knowledgeable friend with whom you find it easy to 
relate and are comfortable with, and ask him or her to look over your work. A 
one-on-one critique and dialogue can be a very rewarding experience. 
	  
7.  Sexual Symbols 

In the September 2006 issue of Art News, the author suggests that the 
interpretation of sexual symbols in art is everywhere. The article leads off with 
a full page and a half painting by Sue William titled “Frequencies, 2006” that 
overflows with suggestive “biomorphic” forms. Reference is made to specific works 
by other artists such as Constantin Brâncuși, Marcel Duchamp, Eva Hesse, Jeff 
Koons, Georgia O’Keeffe, Méret Oppenheim, Francis Picabia, Pablo Picasso, 
Jackson Pollock, Robert Rauschenberg, Man Ray, and Cy Twombly. 

In addition to Sue William’s “Frequencies,” the author references Rauschen- 
berg’s “Monogram,” Brâncuși’s “Princess X,” Twombly’s “Leda and the Swan,” 
Koons’ “Hoover Celebrity III,” Hesse’s “Ringaround Arosie,” as well as a number 
of other artists’ works. 

The art historian Volker Kahmen is quoted as saying that such art “has always 
existed—if not officially tolerated, then it has been concealed. Art has even 
succeeded in outwitting those who want to suppress it.”1 

Google some of the references listed above and take a second look at some 
of the photographs by Bill Brandt, Wynn Bullock, Annie Leibovitz, Sally Mann, 
Robert Mapplethorpe, Duane Michals, Helmut Newton, Man Ray, Herb Ritts, 
Edward Weston, and others. 

 
8. Copycat 

Look for a photograph by someone else that you think you can recreate. Then 
try to do so. Challenge yourself by making progressively more difficult 
attempts. How does this exercise affect the way you critique that other person’s 
photograph as well as your attempted recreation? 

9. Your Retrospective 

Browse through the photographs you have taken in the past over the course of 
months and years. Doing so will help you critique your past work with the 
objectivity offered by the passage of time.  Notice how your subjects, 
techniques, compositions, use of color, and post-processing have changed. How 
might these insights help you in your current and future photography? 
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“Your Very Own Ireland.” 

	  
	  
10. Renoir’s Luncheon 

Renoir’s “Luncheon of the Boating Party” with a self-invited guest; photograph 
by David Page. How would you guess this photograph was created? See the 
answers section on this website. 

11. Second Guessing 

In many online photosharing groups you can access the camera settings that a 
photographer used when taking a photo. Before looking at those settings, try to 
guess what they were just by looking at the photo. 

12. Changing Things Up 

Experiment with a different way to do your photography. For example, try 
genres that are unfamiliar to you, whether it’s portraits, sports architectural, 
animal, abstract, landscape, etc. Another way to think about this exercise is to 
somehow REVERSE what you typically do. If you typically do color, try black-
and-white. Rather than people as subjects, photograph inanimate objects. If 
you’re always using wide angles, attempt close-ups. 

 

 

 

 

 

 

 

 

 

 

 

 

 



13. Breaking Rules 

Deliberately break the traditional rules and standards about taking photographs. 
Violate the rule of thirds or the idea that a subject should not be centered in the 
frame. Under and over expose. Move the camera around rather than hold it 
steady. Compose the photo so that a utility pole sticks out of a person’s head. 
Crop people at the elbow and knees. Take photos that are not in focus. What 
insights did you gain from breaking the rules? 

14. Johari’s Window 

Either online or in-person, ask someone to give you an in-depth critique of two 
or three of your photos. How would you categorize their feedback in terms of 
Johari’s window? What did they understand about how you intentionally 
created the photo? What did they not seem to “get” about it? What did they 
notice that you yourself did not? If you pursue the discussion long enough with 
that person, can you eventually discover something that both of you had 
overlooked? 

15. Creating Titles 

Pick out several of your photos that you would like to create titles for. 
Brainstorm and record the different possibilities. Think about what the photo 
reminds you of, what the photo is “saying,” and the idea or feeling it expresses. 
How can these things lead to a good title? Experiment with titles that are 
obvious, subtle, mysterious, and even perplexing. Try quotes and song lyrics. 
Which titles work best? Post the photos with their titles to social media to see 
how others react. 

16. Creating Descriptions 

Create descriptions as well as titles for several of your photographs. You might 
explain how you took and processed it – or what it says about you and your life, 
your feelings, beliefs, and interests. You might tell a story based on the photo, 
or clarify something about it that needs clarification. Write a description that 
serves as a puzzler or conversation starter. Post the photos to social media to see 
how people react to them.   

17. The Ratings Game 

Browse through other photographers’ posts to social media and photosharing 
groups. Based on their number of followers and likes, find photographers who 
are: (1) talented and deservedly popular, (2) talented but not popular, (3) not so 
talented but popular, and, (4) not so talented or popular. How would you 
explain these differences? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

18. The Meaning of a Like 

Take a close look at the likes you receive on your photos in social media. What 
do you think each follower might have intended by giving you a like? Were they 
impressed by your work, supporting you, feeling good that day, showing their 
friendship, expecting a like from you in return, conforming to what other 
people where doing, and/or just trying to say “hello, I was here?” 

19. Take a Break 

The next time you find yourself feeling “burned out” while looking at photos in 
social media, notice your particular signs of cognitive overload. Do you feel 
bored, tired, indifferent, frustrated, exhausted, overwhelmed, numb? Does 
everything look just about the same to you?  
       When you find yourself in this state of mind, note exactly what photos you 
were looking at and then immediately take a break for an hour or more. Do 
something other than looking at a screen. Do something physical, eat, cook, 
listen to music. When you feel rested, return to looking at those photos you 
were examining. Notice how your perceptions of and feelings about them have 
changed.  
 

NOTE 

	  
	  
Be ever so soft and 
pliable like a reed, 
not hard and 
unbending like a 
cedar.  
– The Talmud 

	  
	  

1.   Kelly Devine Thomas, “Say it with Flowers—or Gourds, Goats, Fur 
Cups, or Fried Eggs,” Art News, September, 2006, p. 118. 

 




