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INTRODUCTION

Even today, many decades after the hevday of
Hollywood portraies, these iconic images stll fascinare
countless people: movie lovers, connoisseurs of
beauritul women and handsome men, and, of course,
photographers. As far as we are aware, however, no
book has hitherto attempted o analyze the lighting
that was used for specific Hollywood portraits. There
have been plemty of books of portraits and books
abour the stars and books about pororaic ighoing; bur
the three strands have not been drawn together.

It is, of course, next to impossible to reconstroct
exactly how a particular shot was lit, perhaps 70 vears
age. We do not claim infallibility or anything like it
Indeed, there were occasions when we could not agree
between ourselves on exactly how a parncular picture
was hit. We do, however, believe thar our analyvies are
Preety .,.|1 % O T | I]:.|1 ANYONe lr;||.|ing| Tl‘li'- 1'||::||_rk wlll; r|||_|.]
themselves significantly - better equipped o shoor
Hollywood-sivle porteaits. The reader should also be
bemrer able o understand whar cannoe readily be rl,'|1]|-
cared, whether for technical reasons or because of the
very heavy. Hollvwood reliance on retouching. In the
course of explaming all this, we hope that we may also
dispel some of the mvchs and misunderstandings
surrounding the technical aspects of these porrraits.

The vast majonty of CONtEMporary. Magkzing arei-
cles about the stars were, of course, written to bolsrer
the myvths behind the images, 5o the picoures were often
described as unretouched and withou: m:l.l-:-:-l.lp. This
may occasionally have been true, but as most studios
employed many more retouchers than photographers,
it clearly was the exception rather than the rule. Nor
should one ignore the fact thar highting plots may
sometimes have been guarded as a trade secrer or the
simple truth that many photographers, then and now,
rake a malicious delight in misleading the rechnically
ignorant, just for the fun of it. Although it 15 teue thar

Early Holywoad portristi pedemble 1mnfo partrins of the ringtsenth
century. with toft. daylight-ttrle lgiting. This is Marion Dasigs, “skar in
Selecy Parures,” which dates it to 1918 by 1919 the crede woold have
been ta Cotmopalinn Prcrures, formed by W, R Hearst ts promaoce M
Dravied, fed 10 tha SelrnmickFukor srodio. {(Campbell Studan, Mew Tork )

With the decline in tha uwe of B.x 10 in. (203 x 154 om) cameras,
technbcal sondards (which were never wery kigh in Hollpsood anyway)
nendied 1o declme stil further, This pororaiy of James Cean might be reject:
e by the sverage camera-chib compechion wecremry rodyy, sithough
some of the gualicy bass may be seribured o in bessg 5 1econd., third-, od
fourth-peneration cofy. (Fhatographer not creditod, /o date.)

|'|r|_'|:|::,' inf ]'lhu[l;:.g[.qplp. PUTPOIE TO show the Iigh!ing
cither for a movie set or for a still, when it is possible
to compare the picture of the lighting set-up and the
final image, it is often abundantly clear thar the set-up
illustrared bore no relationship vo the actual lighring
used; all contemporary illustrations of lighting set-ups
should be rreated with some reserve,

This is, however, part of the fun of re-creating the
Hollywood look today. There is an element of detec-
rive work in it; a certain radar 15 needed for detecting
wilfully misleading or ill-informed statements, ancient
or modern: and there i3 no substitute, once vou think
you have understood whae is, needed, for actually
trying it for yoursell. We hope thar this book will make
YOUT QUEST Casien



Thiv piceure of Elmer Fryer photographing Joan
Blondell in Lewyer M (1932) proes 2 good ides of
the pa ol camars wied 3 b wosden viEw CAmers
wilh 2 wory long extermion. The lghta in thod may of
may not represent the acteal Sphiing set-up. Mote
i the wellsupperted pote. (Photographer ot
prediced, 1931

The docetate film bose of countess Holywosd
negates deceriorated bady 10 o 40 yELry, hnd
raceacs baves bre nit § preat ofsl batigr, Modern

polyENEEr BajEd aFe Mode dRikls. Beit thay i nod
Lo inte. wideipread uin for peneral camers Mma
ungd the |'9S0h gr avesh 1970 !E"-EI:Q;F.“.J" of Morma
haarer, Eric Carpehiber, 1541 )

CAMERAS, LENSES, FILM, AND RETOUCHING

The classic camera for a Hollywood portrait in the 19305 and 19405
wae B x 10 mn, (20.3 x 25.4 eml, ‘.:n.'F'-l-\,'.I.H.:F Moo, I!J:u:a-ug.'h Eodak and
other marques were also used, and reducing backs were often used on
11 x 1 in. (28 x 35.5 cm) and soll larger cameras. As late as the eve
af World War Il there were \.[:H ARy W |'|:l (o |-.'u:I|.'-.! thar a 2 |:|||.1r:..:_i:-
ment from 4 x 5 in (10 x 12,5 cm) would show markedly inferior grain
and sharpness to an 8 x 10 . contact print. They seem o have been
right: inthe 19105 and 19205, half-plate (4% x 6% inJ12 x 16.5 cm)
was popular, and the pictures do not stand enlargement well, though
primitive pyro-soda developers may have contnbuted 1o this.

Even in 8 x 10 in., however, photographers tended o shoot large
numbers of PECTLEFCS 1M A SCESR0H, 4 Mmanimum of 1 e 200, and often
maiy  mode. [ hey alao |-c4.'|1! obvioige fallures. For |.'1.'.:|1'|;:||_'. Er.tl:l.
Harlow had a weak right eve, and in 2 number of pictures her eyes
are looking in different direcoions. You might think thar Harlow
herselt, or the photegrapher or MGM, might have thrown these our;
but they didn’t. There are also plenty of pictures in which the plane
of focus 15 some distance from where it should be. OF the literally
thousands of picoures we went throogh for this book, a surprising
number = perhaps as many as a quarter = would be regarded as rech
nical failures by a critical modern photographer. Leica cameras were
used in Hollywood as carly as 1932 or so, and after the war 4 x 5 in.
(10 % 12.5 em) roll film and 35mm came into moch wider use. As a

result, the classic ook was all bur lost.

Lenses

The usual lenses were long and often surpnsingly fast for their focal
length, a combination that makes i far easier to focus quickly and
positively than 1s possible with shorter or slower lenses. For instance,
the lens dara on Hurrell's camera, shown on page 32, is an 18.in;
(45 em) V3.6 Cooke Series V0. From thowe rare mmstances when
CXPOMUITS arc k1l.f.='-'-'n. 1'|H'-k'l."||.'r. I 5CCms Ehﬂ[ 16 was a commaon
working apertuce, presumably in che interests of deprh of ficld. There
Wik "“'I‘”“"“H]‘:’ |.|.I:|||.' .,.|1.||1_!;|.' 4] ||.'||_' l::.p-r\. |rf leniges wied from the
carliest days of the movies to the eve of World War I, and, indeed,
bevond: probably the majorty of lenses in use for still photography
throughour this period had been introduced in the first decade of the
ewenticth century, or late in the mnereenth century,

Sharpness, or the lack of i, was a matter of fashion, not of wech
nical necessity, and in the early 19305 deliberately fuzey pictures were
poang out of fashion, Many lenses allowed a degree of soft focus o
be inrroduced, hovesver, via deliberate '.|1|1rru-|| aberrariod. This does
not gave the same effect as ack of focus, but rather surrounds each
point of light with a halo, This explains the ‘glow' of many
Hollywood portraits. The smaller the format, the harder soft focus is

to control or predict: it is casiest to control when working same-size
on a big ground glass. Another reason for the ‘glow’ was that
uncoated lenses are flary. This lightens shadows and can also mimic
true soft focus. After World War 11 anti-reflection coating became
all but universal, though some photographers stuck o their uncoat-
ed lenses because they considercd coated lenses "too sharp' or
o0 cOntrasty.’

Film and Development

In abour 1931 Eastman Kodak introduced Eastman Super-Sensitive
Panchromaric Film, known.to its friends as 55 Pan. This soon
displaced ortho film in the majority of Hollywood studios, as its
enhanced red sensitivity meant that it did not render red lips so dark
or complexions so rosy, Super-XX, with still better red sensinzarion,
rtpl.l-.'nl 54 Pan i general in the lage 19305, bur it was sgill rared ¥
stop slower to tungsten light than to daylight: insofar as comparisons
are possible, about 150 B0 and 100 respectively. With all of these
films, halation = the tendency for a halo 1o form around light sources
and highlights — was more marked than with modern films.

In the 19205 and 1930x hilms and plates were often underexposed
and overdeveloped by modern standards, resulting in thin, contrasty
negatives, Later, more exposure was given, but it was still not gener-
oils, and t‘lc'-c!lr|'l|'.||.'|1‘. was reduced: this meant thar the negatves
were atill thin, but less contrasty, The negative i the above righs
image was presumably regarded as reasonable — why show a bad

negative, afver all? = but it looks very thin by modern standards,

Retouching
Although some Hollywood portraits are not retouched at all, many
mare are = very heavily. This was done on the negative: comparatively
CASY O an 8 X LN negative or contact prnting and not oo dikfi-
cult on a4 x 5im negative for enlargement, but next o impossible on
roll film. Mot just minor Haws in the complexion were
taken out; complexions were completely, remodelled
with a soft pencil, backgrounds were cheerfully “biown
out’ with the airbrush, and ‘hammer and chisel® correc-
tive retouching was applied to faults on the negative
[he retouching around Marlene Dietrich’'s fingers
[rigght] 15 a good example,

Retouching on 8 x 10)in. neganves 15 actually, casi-
er than one might expect, though there are a few tmicks
worth knowing. Use a soft pencil. Don't press too hard
or vou will end up with shiny arcas thar won't take any
niiife PEEO1EL |1|1:|!,:. "l."l;'u:']-: weith Einy [:I.'Li.. -.n.'rllﬂ'-[r--. 0
bigures of eight: don'e try o follow lings too clearly. Fix
the retouching with steam from a kettle, but remember
to let the negarive drv fully afterwards,

INTROCDUCTION

By modern sandards, this negaove of HGH Soria
Yirpr Grey” a hopelenly underexpated, ot i you
ook 3 mamy of the piccures in chis book. thadow

derd o comageiuciul by Ha abignde, [(Fhotcprapher
ot Chedmnd, ne dape )

Vlserm poll WE Mang CORDICT L. SRpelinly
[oNERE PRt thes ang unlicely b0 Be Ecemined
Chubibly, yoii LB feL way with fach i sebtle
retowching than o feiiille for enfarpemant — the
gy 10 38 there b no Caller offect (kght woaivering
during enlargement) in a2 cottact priee. The whole of
ity pactwre appears on page T




INTRODUCTION

POSES, PROPS, AND MAKE-UP

By and large, portrarture with 8 x 10 in. cameras requires poses thar
are casy ta hold, This 1s because there is a long gap berween focusing
and taking the picture. After Focusing and composing the picture, the
photographer must close the shutter, insert the film-holder, pull the
dark-slide, and then fire the shutter. This must all be done without

it he would have been happier holding his revolver at arm's length
with a 1T of tongs. The most suceessful portraits make use of some-
thing that the photographer has already noticed to be characreristic
of the subject: a favorite bangle perhaps, or eyeglasses (even a mon-
aclel, or a walking-stick. Some re-creat-
ed Hollvwood portraits, too, are under-

INTRODUCTION

maoving the camera and withour the subject’s moving. What 15 more, mined by anachronisms: a digital warch

sl ApCTIUres and slow films often meant |-.'|1'.|; EXPOsUnNes, cven with [{h]s 1-"'--I1||i"|4-'. can be all too obyious.

powerful lighes: exposures of between Y= second were common- Shabbiness is particularly apparent
place. Keeping the camera from moving was not all char difficule: in still pictures, possibly because we can
some of the camera stands that were wsed in the preswar peniod look examine the picture so carefully. In
like a thght of steps for boarding an airliner, rather than a tripod. Bur miovies, where a prop may be on the

II-\.I\.'I.'|."II'I.!, the subject from mos I Was another matter. As soon as Ykt sereen tor .1|||!I a fraction of a ..l.h-,:.,n_i

start 1o look for this, you realize just how many poses were chosen and where our attention s distracred by

specifically because they almose locked the subject into one position, the mam subyect, shabbiness is much

. = oeresses rechne i languid poses where they have -||-|'||!| to relax and less of a F”‘“I"]'-'”'-

WONLED REAEAn EAG hed Sled Tusilg Toer dofmaninge ir :

thiy pecturt. Bt b BTy rdiiry et the chase longue support thems actors lean on solid, immabile As for props dominating the subject,
POTEFAI Can pa Gyndimetm wel o0 Déned £ Praps S0 phiat they canmol »wav to and bro |1|:.|!|1 Buns 1:“111 CIZArciics can r"l'l““-if

[Scomy’ Welbouwrne, 1940)

]
O course, there were actors and actresses who could hald che pood examples if the subject s not at

muost demanding poses for long periods, and on oeccasion, vou can see home with them, bt 1'!.|I,|.1“:-'. i face or
traces of subpecr movement where the hem of a dress has moved human figure will almost invariahly
during the exposure, as m the bottom mmage on page 16, diaminate even the most obtrasive formi-
ture, Howers, OF -,1|.|.'h.1|_'r statuary, unless
Props the hghring s exceptionally incompe
Ferhaps the moat commaonly encountered prop s one of the smalles tent. Millions of vears of evolution have
In an era when tobacco 15 vilitied, the endless parade of cigarettes and conditioned us to scan the landscape for
(occasiomally) pipes s almost shocking = but it is not unrealistic ro say friend or foe, and we do the same in a
thar one of the quickest wavs 1o credte a Hollywood ambience i to portrair. The subject's relagionship with
hand vour subject a cancer stick, € igareites also solve the perennial the props is whar matters. If there s’
problem of what to do with a subject’s hands; and despite decades of one, or if the ln,'l.ll:lmu.i'up i% UrEComyiae-
ranomal, sceennfcally based propaganda 1o the conrtrary, there 13 no able, then the picture won't work.
doubt thar cigaretres did indeed have a certain glamour in

Huollvwaoad, it only by associanon with the stars. f""l:lk.&up

Uhe main things to remember when dealing with all'other props are Many magazines daring from the 1930s,

» A hounced-loodong Frenk Sinatry hon o claner
and some of the photographers, swear that no make-up was wused. Hollyweod prop o his hand snd snother n 3 shouder
Bliper wn ther 19954 Unieed Aruies peetere for
Joddenly. |Fhotographar not crpdinnd )

that they should be appropriate, that they should not be shabby

unless that s part of the piciure |, and thar |:|'||.':|.' should not dominate This may have been fruc SMICTIMES, bur most of the nme it

the subjecr,

The first can be priblematic if the |1|'|:|1|:-;_r|r.||1'|=|,-r wanits to creale a
certain image, and the sulbyecy i unhappy wirth the chosen props,
Many people toeday cannot handle a cigaretee with conviction, and the
wamd 15 troe (and has alwavs been true) of guns: among the many g

tures we did mot use i this book was one of Gary Cooper, looking as

Uit of these fufturei of Grets Garbo n The Temptnesd | 1924) g

Crogeieg 5 BEl Ronpeat® sthed jo Rt Haret Loisis

e e R

Regardedn of who schually shaot

[

Pl 1 FECLFTDENE LN o BT b EiED W MILA, 30 D0

Hiolyreood photogrighsers shad b mgne B o 10 in Bm per sgiiior

than wir wiadd foday repard sy Belsvakia

is clearly untrue. We believe thar somenimes they were simply Iving in
ofder to preserve the myth thar the stans were perfect and that on
other occasions they did nor count *street’ make-up as make-up ar all.
In many pictures, usc has clearly been made, at the very least; of
transparent powder 1o kill highhghts, and it 55 possible thar a beele
rouge was used for shaping. Almost mvariably, too, the women were
wearing eve make up, even il no other make-up s apparent, ..'||1h4'||l|.‘,h
irn all fairness, toundanon |‘1'|,|.|||;.,|L-;"I 18 rarely weed. It also seems
maost unlikely thar many of the female stars could have mustered the
kind of evelashes that appear in s0 many pictures unless they had

s help




Put mot thy falth in lights chat appear in shae In chis
photo of Ava Gandner. taloen by Ry Jeaam in 1946
for The Kifers, the multipls thadown of the wmhle
riweal chit the overhead Eemp o shor i abeoa
tedally irrelavant

There is, however, the point that very heavy
retouching may have been easier on un-made-up
taces, and there are even a couple of references
to oiling the skin for photography — exactly the
opposite of what any modern photographer would
normally do.

LIGHTING BASICS

In the early days of movies, and often throughour
the 19305 and 1940s, movie studio lighting was
used for portraiture: big Mole Richardsons and
Kliegs. S5ome of these were massive: spots a vard
across wiere not unknown. There was a whaole
vocabulary of these lighrs: “inkics” or “inky dinkies”
were small t.I:JI.'IJ\:iI:I.H spots; ‘keps' were barrel-
shaped spots, typically S00W; *soft lights' were big,
rectangular lights similar 1o those in the picture on
page 47; and “scoops’ were lamps in reflectors 18
of 20 i, (46 to Slem) across,

Unfortunarely, the vocabulary was nor entirely
standardezed. Often, too, the names of particular
manufacturers’ individual lights were uwsed as
BENCIIC terms, sometimes 1o the chagnin of the man-
utacturers, Descriptions of power (in kW) were,
however, quite standard: a ‘2K is 2 kilowars, “5K'
§ kilowarts and so forth. The biggest lamps in com-
mon use were 10K, Even after stll hghung became
divorced from movie lighting, focusing spots remained a very popular
way of lighting portraits. These were almost all Fresnel spots with a
lens in front of the lamp, rather than the *open-face’ VATIETY MO Com-
mon teday, when the focusing effect is varied by moving the lamp rel-
ative to a reflecton

Lighting Distances

Because movie lights were so enormously powerful, they were often
weed at quite larpe distances in order o avoid frying the subjects, and
*Khieg eve’ (in cffect sunburn of the retina caused by the very high UV
content of carbon arcs) was a recognized hazard of early movie acting.
The extremely lagh UV content of carbon-are lights was quite impor-
tant, as 1% meant that an unfiltered exposure was disproportionarely
made by blue and violee light, rendering lips dark and making rosy
complexions look far more dramatic than they were.

It more conventional tungsten lighting was used, working distances
were smaller, but they may still have been greater than is regarded
as normal today: by the end of the twentieth century, people scemed
more willing to have huge lights very close to them. In general, it is

I

Il

easier to work with close lights than with distant ones, because the
cffects change more rapidly, but there are some techniques, such as very
hard shadows, that require either special projection spots or greater
working distances,

Booms

Supporting lights on ‘booms' or cantilevers was a
common way to light from overhead or almost overhead,
and some photographers used two, three, or even more
boom lights or hung their lights from permanent overhead
firings, as on a movie stage. [t can be diffscult to duplicare
this effect without booms, as the lighting stands will
appear in the picture. Untortunarely, a conventional boom
18 around 10 ft (3 m) long, so 10 use a couple of boom
lights atr a yard (1 m) apart, at least with any degree
of ease, the studio needs to be at lease 16 fr (5 m) wide,
and preferably 20 ft (6 m) wide. It also needs to be high:
a minimum ceiling heighe of around 10 ft (3 m) and
preferably 13 ft (4 m) or more.

Feathering

Very often, though far from invariably, movie stills were
not made with spotlights focused vghtly and shining
directly onro the subject. Rather, the spot was defocosed
somewhat, and the udﬂ: aof the lighe beam was used, a
technique known as “feathering.”

Lighting Ratios

The highting rano 15 most simply defined as the ratio of the
key light ro the fill light. In other words, if there 15 a key
light coming from camera left and a fill coming from the
direction of the camera, the lefi-hand side of the subject
will be miore brightly lir than the right-hand side, 1f there
is three times as much light falling on the left-hand side as
on the right-hand side, the lighting ratio 15 3:1. A wide
variety of lighting ratios will be found in this book. The important
thing to realize is that the lighting ratio refers to the total ameunt of
light falling on the subject, o unless the key and fll are diametrically
opposed, it 15 not possible to measure lighting ranios by twrming the
lights on alternately. Some photographers actually measure lighring
ratios using either a flat-receptor incident light meter or by raking a
reading off a gray card, while others judge the ratios by eve.

Brightness Ranges

The brightness range is quite different from the lighting ratio, It is the
ratio of the brightest part of the subject to the darkest, but it is com-
plicated by the fact that it may be measured ar tour stages. There is

INTRODUCTION

ooty Welbcurne photograpgha [da Lupieo for
Warngr Brog i 19460, The mait Biereiting thing
about ks piciure are the maidive camera stand — no
fienay eripod Bere = and the slon for 3 dopen
B w0l i (e holdsrs thar cn b agem on the side of
the tand, on the right of e picture: Baldng 4
shaeets of fdm

13
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Byl wfag

thic |'r||.;:'|I!||-: 4% FaAfEe ol the -l:r1'r'_|n_1| \.|||r|i:|.!; thic |1r||;|'||::|:|-;-='. range il
the image on the ground glass; the brightness range recorded on the
neganve; and the brightness range of the print.

Hollywood portraits were quite often lit with a fairly broad light-
g ratio, poasibly giving a subject bnghoness range of 6#4:1 or more.
But the uncoarted lenses of the dav would reduce a dd:1 hrlghtnfvn
ratio by 1 or 2 stops, to 32:1 or even 16:1. Fairly short exposures
wiollld then lose a fair amount of shadow deail, leaving the shadows
mkv and ‘empiy " Finallv, the papors ol the era belore World Ware 11
often had brighiness ranges thar were very short by modern
standards: the |=r||.'_|‘|r-.'~\.= |||p_h|||.:h|! on the Pring wWis ¢ |||111:|'.|a-r||:|' .u'-:'n:urul
| O

wittld be reparded os normal, partly as a resule of brighter whires,

40 times brighter than the darkest shadow., Today, av least

bt |'-r:m:.,|p.|||-. a4 a resulr of blacker blacks

Tungsten versus Flash

Continuous or tungsten lghtng will make it muoch easier to light in the
classsic, formulae sevles: *burterfly,” also known as Paramounr, [pages
Or=-9 31 and e o | pags 89 ||:-.,|n.'.r:q spots give an effect, a hardness
o the light, thar 15 impossible 1o replicare with conventional electrons
i[5 I|.|=|‘|. gl wnaoted = II‘L:IH;.'J': Fresnel r|.=.-\.-l':|;-\. are available or can be
cobbled together. Although it is possible o do a surprising amount
with a single light, access o one focusing spot and one broader, softer
light makes it possible o do o grear deal more. The only stvle of light
ing for which elecrronic flash is clearly supenor is very solr lighting,
Wy I1i."|| ] |:|r|||1w|.|.| aor (imiich lu_'ﬂh,'rl 4 soll box bedils ans I!'|1ir||.'_ i G

dio with rungsten and i, in addition, more comfortable for the subject.

Shadows

In most varienes of portraitune, double or “crossed”® shadows are

anathema: any student on a craft-orented photographic course
wiould fail the basic examinations if he or she turned in portraits with
such a detecrt.

In Hollywood portraiture, this convention does not scem to apply,
perhaps because crossed shadows don’t normally mamer in a movie:
when the u'u'l'-'., b Ls AN, WE c'h.prﬂ the shadows 1o mos o, while in
a sull porteaie, we expect o more *painterly” and natural use of hight.
When vou start looking for crossed shadows while yvou are watching
movies, they are =0 common and o blatane thar vou can quite lose
track of the storvline.

In the course of researching thas book, we rejected numerouns por-
graits in which the multple shadows were just too obtrusive, though
if vou want 1o see a picture with lots of conflicting shadows, turn 1o
page 15, We believe thar the Hollvseood !.=|||l:l'-'_t:.'||'l|‘.l.'-‘*~ af the 1930k
ind 1940s could ger away with more than we can today, partly
bocause soime of them were very pood ndeed, and partiy hecause thi
photographed were iconic that even bad

sl S0

i
HLATS  TEEES

LIGHTING BASICS

There is a basic vocabulary of lighting  that
remains in use to this day. First, there arce the uses
to which the lights are pur: key, fill, effects, and
background. Then there are the wayvs in which
lights are modified, o make them harder or sofer,
or 1o shade off pans of the subject. In color there
it also the question of *gels’ (pronounced ‘jells,
from although  they are now
tvpically made from acetare). These are used 1o
modify the color of the lights and they do niot
atfoct us here.

*‘gelatine,’

Key lights cast the principal shadow. Where there
are conflicting shadows = as there often are in
Hollywood portraits — the light thar determines
the shadows on the face s taken as the key.

Fill lights, as their name suggeses, fill in the shad-
ows so that they are more or less "open’ and not
empty or inky.

Kickers, also known now as effects or FX lights,
are used to light specific areas. The hair light is
perhaps the most widely used effecrs lights others
may be used for jewelry, for example, or o bring
out details in a fur. The distinction between kick-
ert and fill bghts can somerimes be hard 1o make
in Hollyweood portraits,

Background lights, logically enough, light the
background, although this may also be Lt with
spill’ from other lights,

Any of the above lights may be modified in a
number of ways. Some of the more commaon ferms

are listed here:

Barn doors are doors mounted on the tront of a
light. They are parnally opened or closed o con-
trol the area lit by that lamp:

INTRODUCTION

Egg crates are grads of slats, somewhat resembling
an egg crate. They are used 1o make the lighr from
a broad, soft source more directional. The modern
‘honeycomb grid" for electronic tlath uses exacily
the same principle.

Snoots are conical or cylindrical tubes, mounted in
front of the lamp, that are used to limin the area lit.

Flags or French flags are sheets of opague materi-
al, used 1o shade or ‘flag oft® areas of the subject
s that the light from a particular lamp does not
Fall full on them, They may also be used 1o shade
the camera lens to prevent flare. The term ‘gobo’ is
used instead of flags by some photographers.

Cutters are long, thin finger-shaped fags.

Cookics are flags with holes, typically used
to project a dappled light on a background.
Cookie is allegedly an abbreviation of ‘cucaloris,’
bur equally “cocalons” may be a back-formation
from cookic, from which holes appear to have
been cut with a cookie curter: Then there are those
who say that the word 18 ‘cucalorum® or ‘cocalo-
rum.” Some photographers call cookies "gobos.”

Serims are diffusers made of wire mesh or tabne to
softena light.

Fingers are long. thin scrims, like a scrim version
of a cutter.

Dots are small round serims, about 3 in. (7.5 cm)
in diameter. Quite often two are used together w
create shaped shadows, particularly 1o shade the
shoulder nearer the camera,

Targets are bigger dots, about 8 in. (20 cm) in
diameter. They are also known as “silks”,

13
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The baat Holysosd poroaie are pororen find
Halrwood setorml, This pcsure of Kathening Hegbum
wn tken by Aobert Cobsam in 191 for Chentophor
Seemng I in u nupsrbly eseouted B 3 10 dn shoe but o far
B il repsecHive, Iormmidisg feoturel tiken by worme of
iy contomporarien gy you could g
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photographs looked good. In other words, it is not
good enough today to equal the Hollywood mas-
ters: we must surpass them, at least in this respect.

RE-CREATING THE

There are certain ground rules that can give any
portrait & Hollywood flavor. Poses dre an obvious
example: even if you don't need easy-to-hold poses
for the same reasons thar the old '|'{|::I|!E]."'.~.'1H|d
portraitists did, they are snll a part of the
Hollywood look. So are cigarettes, though as nored
on page 10, the subject must be able o hold them
convincingly. The same is true of guns for the
tough-guy look. Make-up, har, clothes, and jewel-
ry should either be timeless or as close as possible
to 19305 and 19405 onginals.

Keep backgrounds simple bur don't use miod-
em, bland, scamless paper and moutled fabric
backegrounds, Use pools of light, or dramartic shad-
ows, or cookies, o add inrerest. Remember,
though, that in Hollywood, things are not always
what they seem: the ‘shadow” in the image on page
14 must be a cardboard cutout, not a real shadow ar all.

Don't worry abour shadow detail = Hollywood portraits rarely
had any = so keep exposures shore, but do not skimp on develap-
ment. This is the exact opposite of most modern advice, which is to
expose generously and curtail development.

After this, the casiest way to re-create the Hollywood look is to
work as closely as possible to the way that the enginal Hollywood
'pl'.n;rtn:_'ugr.;rpi:n:n. wiorked: use an 8 x 10 in. cameéra and ]Iu!l'l.|’."I1 fri.'.'r. LnCoRE-
cd lenses. This need not be as'expensive as you might think: Fewer and
Fewier pr11'|'-|_'1.1.1-:1:|;|.|\ lu-d.hl.' 15+ 0 ] & 10 i, GRS, S0 |.'I|-|.‘|.I '\-tl.'l.'n-l'ld-h.1|1-i!
monarails can often be found at the same sort of price as a decent new
15 mm compact or a mid-range digital camera. Old lenses are harder
to find, but when you do find them, they are rarely expensive. Then
vou need a shuter, bur once again, venerable fromt-of-lens shutters do
not cost much: a lens and shutter together need cost no more than a
good, new teleconverter for 35 mm. Once you have the camera, lens,
and shutter, all vou need & an 8 x 10 in. film holder, some film, some-
where dark to load and process the film; and a big, solid tripod.

Thss bt iPadow in thil portrall of MNoerma Shearer could be happer, bot the
interesteg part & the blurring of the moving beaded dreil dunhg a0 expaturg
that probaddy ram 1o ¥ weiord. Onoe the amera & on 3 trpod, the biggeas
dangphr o tharpaidds i the SubibEl Mg Cholsr oF furteer rwaEy DErweesn
foous and exposune. (Photographer not credieed. 1917

If you reject this approach, you will have o resort o fudging and
faking. To begin with, you need to light more softly, to compensate
for the lower flare of modern, coated lenses: lighting ratos should
rarely exceed 8:1 (3 stops), even for dramatic character portraies, and
4:1 (2 stops) or less may be advisable for soft, romanric images.

Lenses should be longer than ‘standard’ bur not enormously so:
even 90 mm may be longer than you need on 35 mm, and if you can
find something like the old 58 mm 1.4 manuval-focus Nikkor vou
may be amazed at how suitable it 15. On 645 and 6 x 6 cm go for 100
or 110 mm if you can; on & x 7 cm something like 127 mm or atr most
150 mm; and on 4 x 5 in. no more than 210 mm. Soft focus is tricky,
even on 6 x 7 om; onanything smaller the effect may be pleasing, bue
it won't look like Hollywood.

To keep depth of field shallow, the smaller the format, the wider
the aperture ar which vou should work. On 35 mm a 58 mm £1.4
could with' advantage be used ar full aperture.

Use the biggest formar you can and, preferably, a slow film as
well, On the other hand, Hford's XP2 Super (150 400) is a good bet,
even in 35 mm, as it offers very fine grain with a softness of texture
that is reminmiscent of a larger formar. With this film, do not curtail
exposure (oo much or grain will be bigger than ar the nominal speed.
For the classic Hollywood look you only want an 8 x 10 in. enlarge-
ment, which is; after all, the same size as a contact print.

Tiltng the camera sideways, to add “dynamism,’ is a classic
Hollywood trick, although this can be interesting if you are working
with a medium-formar camera that has a waist-level hinder.

A very weak blue filter = the palest blue you can buy - will give a
color response that is closer to the films of the 19305, while a
stronger blue filter will give a color response closer 1o 19208 ortho
emulsions, though results without are also likely to be acceprable.

After this, it's a matter of practice and more practice — and of look-
ing closely at pictures and thinking hard. You can apply the same vech-
niques of analysis when you see a picture you particularly admire.
Look at the highlights and {particularly) at the shadows: these should
enable you to work out the direction of the light and whether it was
hard or soft. Once vou have formed the habit of analyzing pectures,
and once you have had a lirtle success with blatantly formulaic 15940s
highting, you will be well placed to produce Hollywood-style portraits
that might even = dare we say it = be better than many in this book.

Finally, a note on the drawings that accompany the descriptions:
these lighting plots are intended as an aid to help you visualize rough-
Iv where the lights are and should not be raken as definitive. Without
the accompanying texe, they are of limited use anly, and the ulnmate
authonty should always be your own .ln.lh 515 and EXPErImenta,
based on the photographs themselves.

INTRODUCTION

This iz ¥enoar cerminly 3 complete fake. a there
i nadequite extenissn on the camers for o kot at
thin distande wnleid & wide-bAghe B Wil B use
On the other hand, the tilting of the camar: h
entirely believalde. [Shirley Ross, Bob Hope and
photoprasher Wilam Wiling, for Thonks for che
Memory, 191d)
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GENESIS

1930 AND EARLIER

Many moviesstar poriraits from before the end of the
19205 awe -;:lr.":!ll' debt o eaditonal, =.1_11'|'|'|;_1| atudio
portraies, which had changed surprisingly. litcle
since the I8T0s. Others demonsceare the new
Hollywood ethos: a freewheeling mixture of entrepre-
neurship, opportunism, and a willingness to ry one’s
hand ar anvehing, The best of the new Hollywaood

—

v
¥
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photopgraphers revealed an unexpected genius; others
were merely inthe right place at'the right time.
Happily for the publiciss, the rse of the movies
coincided with the rise of the photographically
iltustrated periodical. Mustrared journals were nothing
new, bur in the nineteenth century they had used
engravingsand even woodcuts, Mow, photomechanical

>

Thit partratt of Locie Brooks,
by E K. Riches in | %10, could
mawe coms acralght from the
paget ol '51-n:||L;I'1. Cattiena Wark,
which ceaved pablication Ilmait &
decade ewrlier. The generoal foft
forus, the A Deco-tume-
fapanseie thema, e limamed (Dot
xgaisiely conirolled)  oonal
rasge. all bead witnads to infle-
ences wuch a3 Edward Stalchan
and Baren de Meyer

reproduction: meant that ﬂuﬂ,:n ﬂg&
unp:lrdl'lqlnd uppﬂnm:idm, ﬁ‘.ﬁu‘ |
moting these new *stars’ \liﬂﬂ[r :F-"J'|
t::_g.rnphlt portraits. ; :

Many early sur purtnliw Hﬁa
shot in New York, racher than
Hollywood, because the staré had
aiready leamed to demand the best of
everything, and the hest. phorogra-
phers (or at least the best known, or
at the very least the most expensive)
were in New York. In those pre-air-
line days, stars and executives, and
even those most despised amang the
dream-merchants, the writers, shut-
tled back and forth across the country
by rail.

The more craditional  phoro-
praphers seill nsed daylight, with glass
roofs and walls and complex !}':I.ttﬁii
of blinds, ‘bur *half-ware®  (tnngsten)
clectric lighting was becoming more
popular. In Hollywood carbon arcs
were more widely used, and *Klieg eye’
was a recognieed occupational hazard:
it was, in effect. sunburn of the retina,
caused by the very high ulrra-violet
content of carbon arcs, of which Klieg
Wi @ major manufEaciann

Ortho o films  (nop-red-sensitive)
were snill widely uvsed, leading ro
rosy complexions. They were devel:
oped  in pyro-sada and similar | i
formulations, 40 grain was very
coarse indeed, Photoelectric exposnre meters were
still in the future: although patents went back 1o
1880, the first meter w achieve wide sales, the
Rhamstine Electrophor, would not appear until 1931,
and the first Westan mﬂ'ﬂ', t|'H= Universal 617, not
untdl 1932,

The smallest format in common use was half plare
(4% x 6% in.f12.1 % 16,5 cm), though whole plate (6%
x KU in/16.5 % 21.6 cm) and 8 x 10 In, were gencral-
ly regarded as preferable, Still bigger sizes = sometimes
much bigger = were also used. Eﬂlﬂﬂmtﬂlﬂl WETR
quire properly regarded with deep ﬂlEHﬂ“r and con-
tact printing was the accepted toute 1o gond qllallt]".

1l 4

To pudge from the shape snd rurmber of highigho in the ey this 1927

of Marion Davies by C. 5 Bull wis tahen in 1 daylight studic wherg
the quantity and drecton of the lght could be comrodied by romeroe
ihistzery i 3 room chat was haif way to ¥ gs house Bxaminacion of
the hair e highlghes thows thit Mi Dawies may bese moved guite
upreficanely duriy 3n expoture thit could have e e 3 sscond

o EarT.

Of course, the 1930y were already foreshadowed in

some of the work of the late 19205, Indesd, one of the
fascinations of the history of photography is the way
in which, in the same decade, one photographer might
prefigure the work of half a century later, while
anather recalls the work of half a century carlier. This
is:a phenomenon thar we shall see again and again
throughout this book.
L *

n




GEMESIS:

1930 AND EARLIER

Marion Davies 1897=1961

Photographer: Campbell Studios, Mew York, 1919, attributed tentacively
to Arncld Genthe

Degree of difficulty: Moderare (4 lights)

Marion Douras described herself by saying, *Wirth me, it was five per-
cent talent and 1L=|:|.|.'11_.'-!.|'.4.' percent |1|,|.|!.'l|i4,:i1:|.'.' Such -.c[i-.,l:r,‘prq_'.;,'|1|un
supports Charlie Chaplin's verdict that she was a namural comedian
.Hll.l. -:.!l..l'.lh' have Been a sare in 1!|rr Wi :|'|;.'_|'|[.. indtead of l:|'||:_: pfi_u.h:u;l:
of William Randolph Hearsts expensive and often misguided hype.

This portraic 1s very much in the romantic studio tradicion, with
FII.IIrlh:l,I. bag L;!r-:.lp'. 1 r|!|!||:|!]'|1:|:||_a_ similar could have been taken with ease
at any fime in the previous coaple of decades, and with only slightly
maore difficulty in a davlight studio of the 18805, The mose difficule
thing o reproduce roday is the soft focus ettect, which would have
been achieved with a purpose-built soft focus lens. If the soft focus
wis adjustable, it must have been cranked over 1o the limit, The brigz-
ger the format, the easier it is to achieve controllable soft focus effects
— gapecially when you want to go this far over the top.

Four lights appear to have been used in rotal, all of them big and
goft. The key is to camera right, above and slightly behind Ms Davies,

This provides the striking rim light on the nose, lips, chin, and left

side, the highlight on the evelid, and (probably) the light on the front
of the hair, although there mighe just have been a fifch (hair) light
somewhat above and behind her and on the subject—camera axis. The
fill is to camera left, and there 15 clearly a strong *kicker® or etfects
light almost directly behind her. The remaining light, probably on the
floor, lights the painted backdrop.

Background light



930 AND EARLIER

BIRTH OF A STAR

Lillian Gish 1893-1993
Photographer: James Abbé, 1920
Degree of difficulty: Moderate (3 lights)

Lillian Gish was a child performer who became one of the very first
movie stars. She began in the days when actresses had 1o be VO In
order for their complexions o register pleasingly on film: her firse
part 1 a film was in 1912, when she was 16, By the nme of The Birth;

fa Nation (1915) and Intolerance (1916), she was an experienced
silent-movie actress; when this picture was taken, contrary to' her
ilmost childlike appearance, she was well into her twenties.

This picture is as much fashion plate as portrait, with very good
detal in the dress, but the deamatie hair lighting differentiares it from
rrachnional stodio porcraits. Insofar as the haic 13 to a large degree
burned out, the hor hehe could be said o be overdone: buor this is
merely an ilustrapon of how a good photographer can take what
wodld normally be a fanle and cransform it into arc. There 15 no doubt

it the face draws the eye even more than s normally the case in a
portrant and thar the lighong s ponncpally responsible for ths,

As far as composition and pose go, 1t 15 not a parncularly remark-
ible porrrair, but note how one foor is in front of the other, adding 1o
Me Giish's ethereal appearance, and how the fingers rest lightly on the
sideboard; so thar the wrist 15 not awkwardly Hartened.

I'hcre scem po be three hights. The Key 5 a large, powerful light 1o

umera right: the shadow of the leg of the sideboard is the clearest indi-
cation of s direction, I:|'|l.:l|.|.|.:|:| it can also be seen in the |..|.I:|.h|i!,'_|1:\ in
the eyves. There does not appear to be a fill; ar most, there is perhaps a
bounce, The other two lights are both hair highes, one left and one right.




GENESS

1930 AMD EARLIER

THE SHEIK

Rudolph Yalentino 1895=1926
Photographer: Ashley-Shaw, 1932
Degree of difficulty: Fairly easy (2 lights)

Rodolio. Altonso Ratacllo Pietro Filiberre Guglielmi di Valentina

d"Antonpguolla’s first film, made in 1914, bore the shightly risgueé tirle

ol My Chfrciad Wike. In 1921, the vear bebore this PrCTure was taken,

d, including

merr af the Apocgivise (the film that is often credir-

ed with makine ham a ‘superstar’ | and The Sheil |',-:-:||'|_'||1'-. his Esest
remembered film roday, ar least among non-aficionados).

Ihis is a first-class "large head® shot, wath dramate chiaroscuro on
the face and masterful use of the highlights along the top of the shoul-
der. The carning is important for balance: cover it with your thumb,

nd the picture fades to a dull blur on the nghr. There is some rerouch
s right cheek, though not an what appears to be a rather badly
Hawed complexion on his lett cheek, The strong lighting from the other
ide minimizes this, though there is an unformenare carchlighe there
lechnically, the pring leaves much to be desired. Contrast is low,
ind there s considerable evidence of indifferent processing and
bronzing of the shadows, On the other hand, does this matter? This
pose and lghting could readily be duplicated with' low-cost tunpsten
lighting and a 35 mm camera; but would it have the same impact with
1 ditferent subject and taken by a different photographer?
Valentino's skin appears to have been oiled or«cold-creamed for
and
dightly behind him; a flag was probably used to shade his right shoul-
der. A smaller, weak fill to cameea J'I:l.ll'l[ and shghtly in front is cvi-
denced by the highlights on the cheek and the earring. Carchlights

from both can be seen in the eye.




GEMESIS: 1930 AND EARLIER GEMESIS: 1930 AND EARLIER

THE IT GIRL

Clara Bow 1905-45
Fhotographer: E. B Richee, 1927
Duegree of difficuley: Fairly easy (3 lights)

Clara Gordon Bow was the fantasy girl of the 1920s, the beautiful,
seemingly demure flapper who thumbed her nose ar convention and
respectability — although, as she said herself ‘Being a sex symbaol is a
heavy load to carry, cspecially when one s tired, hurr, and bewildered.”

Some of this world-weariness is evident from the stare and the set
of the mouth; an advantage of the pose, however, was that it could
be held without discombort and without movemenr, allowing plenty
of nime For accurate focusing, rving diftberent degrées of diffosion,
and then the wsual sequence of close lenshnsert film holder/pull
slideffire shutterire-insert slide. Although there 15 a good deal of soft
focus, the overall look of chis porteair 15 much more of the later

Cooalcden Ape of Hollywood PeartrmiLne, than of the ea: |:,- davs.

When this was taken, she was ar the height of her career, with

Thia peture, abig by E. A Richse. looks more as d i
wid ERken i the 19708 chan the 19200 owo conflics. around three dozen films o her eredin Releases for 1927 included [4,
Af dates on the back of the print give 1925 and

I'¥1}. The catchlighty in the oyes pive away the : : 2 : :
principal lighting, & high keft hay and a low migha fill of Your Man = a punishing schedule by anyone’s standards, She was still

Children of Divorce, Rongh House Rosie, Wings, Hula, and Ger

ilmenit aqual bentity; the baciground i la veparately foiie vears from the scandal that Gnished her career with Paramoune:
a scandal which, in addinon to whar might be called normial promiis-
cuity, apparently incluoded an orgy with an entire foothall ream,
There seem to be three lights here. The large key is clearly to
camera right and above = look ar the nose shadow and the larger
catchlight in the eves —while a smaller fll to camera left and ar about
eve level is evidenced by the smaller carchlighe and the illumination
of the lower lip. The hair light s a little too *hot® and matters are not
helped by the somewhat flat-topped hairstyle.

Hair Eght
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The Eraphic aimj
and dark thapet a
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BEARDSLEY REVISITED

Louise Brooks |906-85
Photographer: E. R. Richee, 1928

E't'.'i.:l'__ al deffici £y F.]lrl:.-' A5y, f retcuched |;' |i:§:|'|’.i:l

Mary Louse Brooks was around 19 when her first film, The Streer of
Forgottenr Men, was released in 1925, By the time these picture:
taken, she was well esrabl 15 a Hollywood leag
abicio; FETE - films were made in Germany,
thing abour rhese pictures is that
rely. on heavy, but '-II11|‘!I.'. I'-'.'r.uu-_'lllll:-'_ 105 a4 great deal of their

irmpact. A was probably wearing a black velvet dress and
standing in front of a black velvet background: even with the min
mal exposure that was the ollvwood portraits, there must
n some highlights thar had to be obliterared in the final image
Because the retouching was almost cermmainly done on the negative
not possible to ‘blow out® ¢ backeround with an ai
casiestway (bar digital phv] to duplicate
working on a print. On the o 1l print, scratch
the right of the long sweep of pearls in the
picture, and bleach was presumably used (on a wer ne
ve other unwan details. Even the hair has been bleached int
Eroumnd.

Borh the large and smaller picture are lit substantially identically,
with what might be called ‘copy lighting’: thar is, two lights, approx-
imately equidistane, approximately the same po ar 45 degrees to

, and either side of th
arls apainst Ms
& neck in the smaller prERire. There are no awkward double

NO%e 1|1.I||II'. 5 I"l|_'.,..'||.l'-;' Ti'||_' FACE 15 In F'-rl;.“]._'_

L S




GEORGE

':.iL"'ll'rl.,"C Hurrell LS g=22) was a Fi:[j[‘n;‘l q':-.;;|r|'|p-||: u!'
what can happen when genmius and luck collide,
||.'-..'|'|I'|Iq.'.|||:_'!.'. his porteaits  an .;r:ur!,qpu_' 1f 1h|::-' are
sibjected ro close amalysis, Double shadows abound;
highlights are frequently burned out, white from over-
expasure; and it somenmes seems that be did not pay
adequate attention o the  sharpness of anvching
except his subject’s eves. But it doesn’t matter, Both
the immediate impact of his picoures and their longer-
term staving power are enormous. Hureell did ook just
photograph his subjects the way that they wanted o
be seen: he |1|‘|u|_|:|3;r.|.'|1|1;'.,=. them the Wiy we want o

remember them., This was his senius,

8

32

HURRELL

As tor luck, he was in the right place at the night nme.
Ar the ape of 21, fresh from the Art Insticute of
Chicago, he was commissioned 1o photograph
paintings at Laguna Beach, which was a favorite gath-
ering-place torartists. He scems, however, to have had
an extraprdinary natural talenc for portraitire.
Through the usual roure of a friend of a friend
of a Iriend, he photographed Ramon Movarro in
1929, Norma Shearer saw the pictures. He photo-
graphed her. And in 1930 he was hired a5 chief
portrait  photographer by the head of Metro-
Goldwyn-Mayer, Irving G. Thalberg, who jost hap-
pened to be Shearer’s husband.

Aberner Thiv porral of Ramen Movarro was one of

Hurreils sarlest & & Hodpvweood phedogragher and may
ever be from the seres that poe hem hin job ag MGH. e
i ey dfprant @ Sgyke frpim e piccure ol Versnica

Lakie {oppotite)

Lefis The seif-porwrad of Horrgll with Babesr
Montpomary datet froen oo end of the MOGHM pear in
1932, I e 1o favve betm shot m @ rrirroe tha e
ila ehgravis Broul e Esirpnl & ||5:.;11,:!1! The cam-
era ook Woe an 11 % 14 in. which eeoidd Fave bedn
uied wich redocing backa’ the lers &8 3 Talor. Taylor
Holmon 1B i [(# cm) U506 @ Y1 MSrad i
| 2487, presumably a Portronis varable solt focus lani

v

Imagws thiy pecture withour the rich, emursom Blbric onder Vieromos Lake, and weithout: the
shawd phat pemuitimecuily rovesl and conceali. i would b much wedker. much phiner; and

Hurreldl did nod wellngfy deal in ardher weaknens of plirati

The 19304 were Hurrells' golden 'decade, hirst with
MGM, then on his own, and then with Warner Bros,
with whom he stayved until about 1942, when he joined
the USAAF to serve with the First Motion Picture Unit;
the picture of Veronica Lake (above) dates from just
before his war service, After the war, the new stvle of
Hollywood portraiture = smaller cameras, less formal
posing, and the armval of color = was not to his ltking,
and he spent a lot of time in New York shootng fash-
win and advertisements, as well as running a TV pro-
duction company in California. Late in the 19505 he
returned full-time 1o movie stills, *reriring” in 1976 bur
connnuing o shoor star ['l:ll'[l!'.llh- and some faskion
shots unnl shortly béfore his death.

From the point of view of cameras, marenals, and
darkroom technmique, there is, in fact, not a great deal
that one can learn from Hureell: there was nothing
particularly unusual about any of them. For that
matter, as has been aleeady noted. s prctures
sometimes reveal technical shortcomings it they
arc analyzed o closely. By studving his picrures,
hiuwever, one can leamn = or 2t keast appreciate = his
mstinetive awareness of the importance of lighting
and the compasitional skills of a true portraitist. Skills
such as these are much rarer, and more valuable, than
mere technical ability, and they llustrate well the
old adage that “Talent does what it can: genius does
what it must.’
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BULLETS AND BROWMN EYES

Joehn Gilbert 1895-1936

Photoprapher: Ruch Harriet Louise, 1929
Degree of difficulty: Challenging (probably 4 lighes)

One of John Pringle’s first hilms, from about ten released in the same
year (1916}, was Bullets and Brown Eyes. This sums up his career
pretey wiell, He had the looks and the smouldering glance that were
the sine gua non for a movie star of the peried, but 1t seems that the
ralkies did him no favors when it became possible to hear his voice,

Ihis piceure has considerable initial impact = not least from the
directness of the stare and the big eves — but it does not stand up o
prolonged analvsis. Ruth Harrier Louise seems o have used rather
maore bights than were needed, and not to have used them particular-
Iy well. The result is a riot of conflicting shadows and highlights: so
much so that the wsual definition of ‘key,” as “the light thar determines
the shadows, at least on the face’, is somewhat hard pressed.

Ihere 15 ane bag light over the camera that is one contender for the
ke, It provides the highlighis on the forchead and nose, and the
shadows under the lips. Another |||:.I‘|.[. o camera lefr, creares the nose
shadow to camera right, the diagonal shadow under the chin, and
probably explains the shadow on the background o camera righe:
this could also be called a key. A third light, a rather over-strengrh fill
10y camiera right, creates the shadows on the right shart sleeve (camera
left) and beside the nose. There is probably a tourth light on the hair,
though the highlights might be explained by the light over the camera.
We confess ourselves stumped by the shadows in the upper left of the
picture, unless the background is rranslucent and lir from behind,

QH_J Hair light

Fill
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Wigh iha right wdsedt, of 18 aMmaping Pira IMLE pou

need o akow, Here. Mr Keadon's trademark hat and
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DEADPAN

Buster Keaton |B95-1%66
Photographer: George Hurrell, 1930
Degrea of difficulty; Faicly hard (4 lights)

Joseph Francis Kearon’s film carcer began in abour 1917, in mwo
reclers with Farty Arbuckle. Tt 44 perhaps for his own silent comedics
af the 1920s thar he is best remembered, most especially The General
1927), though his carcer continued right up until his death in 1966:
in thar vear he appeared in A Faeey Thimg Happened on the Way ro
phe Farwer, The 5 r.'r'-nI ared Neroeant [ it bead

[he pose = leamng against the sloping nmbers — echoes the genius
that Mr Keaton himself had for creating uncertainty and ¢onfusion m
his movies. Are the beams upright and s he leaning over, or vice
versa? From the hang ot the ropes, it looks as if it 15 a2 combination
il -.I-'-;'-lll.'_ trmibi S, the -..:'.'-|-.'-.r '-L'.'Il'lll'l'.; sacdlew S .1|'|1.| ':I'Il..' CATENE l:||':-;.'-..5.

IMhere is still a fmr amount of soft focus here, bat it 15 lest extreme
than it was in the 19205, Evervthing has been sacrificed to the skin
tones. The highlights are *blown,” and [in the usual Hollywood seyle)
the shadows are blocked up. As so often with Hurrell’s photographs,
however, what we wounld see as faults the wark of a lesser master
are transmuted into brilliance = literally, in the case of the shirt.

The minimum number of |||.'.|'II:1 |:-.'¢|U|r-'.'d to re-create this ctfect s
probably four. The key is clearly from camera right, slightly in front
of the subject. A fill, just to the left of the camera, is the second light.
The third 15 a backlight ar abour 45 degrees o the subject—camera
axis, to camera right again. There is another backlight to camera left,
Creating the !LLFE'.[q.:hh on the right side of Mr Keaton's tace.

Backlight

Backlight
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Wihether von choose the 19308 ar the 19405 as the
Giolden Age of Hollywood portraitare is g matter of per
sonal raste, Devotees of the 1930k decry the 1940s a3 a
perod of dechine, in which |.:.|.:|‘1I||||.'_ was [formulaic and
the srars prew less interesting as their more riotous
behavior was curtailed both by public opimion and by a
war econoniv. Devotess of the 159408 agree that the lighr-
ing could be formulaid, but counter, quite simply, with
“What a formula?’

By the 19305 the mportance of New York had
declined considerably: only a few money men remained
there, although most of the betrer writers rended to earn
r]'.|:|r miieEy 11 Fleal [l .‘I.rll] -||!||:|'|J L i e "I.'l.lllv.
After the lare 1920s the big studios increasingly main-
tained their own staff photographers.

"LIIII'ul'lllll'_I'l Il_'lll s WOEE BEE RIS 100 F'I'I‘II"-'\'I“I"«’ h\. ll“a-'l...
the vast majority of publicity pictures were now shot on
% x 10 in. and contact-printed. Ansco was probably the
most popular camera margque, followed by Kodak, and
B ox 10 in. sheer hlm was shot with o profhigacy. more
remintscent of 35 mm than of large formie, With fewer
and fewer exceptions, typically when shooting older
female stars who needed all the belp they could get, soft
focus become subtler and subter, or was abandoned
altogether, though the actual lenses usced were stll nine-
teenth- or early twenbieth-centiry designs,

Eastman Super-Sensitive Panchromatic Film, known
Lis Ft|'|u|:n|.:;.j]1h|_'r~_. as 55 Pan, was mmtrodoced in aboog
1931 and soon displaced ortho hlm in the majonty of
Hollywood smudios, as ite enhanced red sensitivity meant
that it did not render red lips as dark or complexions as
Fosy,  Super-mo, with still better red  sensitizanom,
replaced 55 Pan in the lare 19305, bue it was still rated
one-third stop slower to tungsten light than o dayhight:
as far as comparisons are possible, about 150 80 and 10
respectively. With all of these types of film, halation - the

This b an Satrsesn of the trush that thers are no ficed b, eipecialy
in Holysood In 3 morml pormait. oo wolsd Dike Gare B feduds Ehe
impact of thar mighty beow, beo thin theestening wmage {by “Seaety’
Welboerme, |WIE] i botally n beeping with Jemel Cagney’s rofes

i

N - =
i;, I : A
ﬁ_—;&?& :

- P -

S e R e
There b & proat deald of Bght, very eretuly deployed in chil pecture of Vingoa
Miryo. which #ustrates, itorally 83 wall an fpanagively, the shesd richneia of

thie by | Hi0 Hollpwood photapraphy. |E R werth ipendeg & lew ménures
ey o ool U fusk o it w15 0 ol dpanion, with four o Bree lgghics

tendency for a halo o form around light sounces and
highlighrs = was much more marked than with modem
fillma. Althodagh carbon arcs remamed in use when |1i:.:!'|-
tntemsities were needed, or for pﬂilﬁ BOLTCCS, they. were
bess used by this time, Giant filament lamps were increas-
ingly popular, not enly because of the reducnon of *Klicg
eve but also becanse they were easder 1o turn on and off
and did not make the buzzing or fiezing noise of carbon
arcs, which could be an embarrassment when shooting
synchronized gound.

Many phn[ngr.ujhrn i the 1930s were scarnfil of
exposure meters, maintaming that “real’ photographers
did not need them, so technical quality remained vanahle,
By now, retouchers were embedded inoehe whole svseem,
and the skll with which they could remodel complexions
i impressive 1o this day, though if you have access to
arginal prints (and still mare, to original negatives) some
of their less subtle handiwork can also be clearly seen.
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1931 for
fmipdraton, iy slmple Enoughc 4 key A high @n cam-
Era right, 03 evidenced by the pote ihadow, and a fill
brasmi chmara lale, sidl fabrdy Righe an shown by the
catchlighty snd the bp shadows

| WANT TO BE LET ALONE

Greta Garbo 1905-90
Photographer; C. 5 Bull, 1931
Degree of difficulcy: Fairly easy (4 lights)

Laretd Lrustalson grew so weary of the atnibution *l want to be alone’
that she .ll.[1|.l|-|j- said: *1 never said, T want to be alone. | anly said |
want 1o be ler alone.” Her first movies dated from the silent era, though
she haped to be reminded of i, and she suddenly retired in 1941, with
the explananon: *l had made enough faces.! Her own unterances were
often those of a woman with her feet very firmly on the ground; the
Garbo legend seems o have grown mw

T'he utter timelessness of the larger picture is fascinating, given how
dared the smaller picture seems, as is the fact thar both pictures were
taken by the same photographer, in the same vear. The preatest differ-
énce 15 between '.|'|.|r|:'- tocus and soft focos, bur there are many ather,
smaller differences: the severe, timeless hairstyle of the big picture; the
harder, more modern lighting; and the difference berween a pretey girl
looking demurely ar the camera and a beautiful woman lost in her
own thoughns,

The distinctions between key, fill, and kicker are somewhar blurred
here. The strong light from camera right is definitely a kicker = an
effect light-cum-hair light = but there are two candidates for the key,
the strong light from camera left and the weaker one from camera
right. The former throws the dominant shadows on the face, which is
one delinition of a key, while the latter gives the highlights and shad-
ows on the nose, normally taken as being defined by the key. There is
also a weak fill to camera left: look at the highlights on the hand.

Kickar
KeyrkKicker ||:ﬂ1';|v::||: &r
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LORD GREYSTOKE

Johnny Weissmuller 1904-84
Photographer: Mot credited. e, 193]

Degree of difficulty: Moderare to hard (3 lights)

Peter John Weissmuller was an Olympic athlete whose firse goese
appearance in a movie wasn 1929, Afrer 1932 he |'|];_|:.-q:.|,:| Tarzan so
often that his name became almost synonvmous with the role: he
appeared in around a doren Tarzan films. The print is marked
Tarzan test 1931, and it might indeed be from the original series of
test shots that landed him the job.

The soft focus and low key hark back to an carlier era. The pose
isvery well done and hard to shoot well: awkward folds and creases
could all roo easily have shown up without highly skilled lighting and
masterful use of shadows, and with a less superb physical specimen
this would be even harder to reproduce. There 15 also considerable
risk of subject movement and loss of focus with such a pose.

Much of what seems to be chance in this shot 15 almost cerrainly
well planned. The left hand may seem unnecessarily brightly lit, for
example, but cover it with vour bingers and the balance of the picture
15 destroyed. The highlight on the knife at his belr is also very useful.

There seem to be just three lights, The key is to camera left, ar
about 45 degrees to the camera-subject axis and quire high: look ar
the shadows of the eyes, nose, and lips, and on the left hand. This
also explans the background shadow. A bl to camera righr, pro-
vides exera highlights and also fills the shadows, while the third light,
to camera lefr and just behind the subject, is probably flagged off so
that it does not light oo much’ of his torso but still lights his head,
right shoulder, and right arm.
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THE KING OF HOLLYWOOD

Clark Gable 1901-60
Phatagrapher: Gearge Hurreell, 1931
Degree of difficulty: Quite challenging (3 Rghts}

William Clagk Gable made no fewer than 12 movies for rebease im 1931,
angd at that ame George Hurrell was m the muddbe of his first stint as a
full-time studio stills photographer with Metro-Goldvwam-Maver

This pcture 15 somewhar ditferent from Hurrell’s  better-known
wark. [t was probably inspired by a real situanon, which was then
painstakingly re-creared, including the careful choice of *casual’ cloth-
ing. Composinonally, generous use of dingonal picture elements adds
dynamism to a superficially stanc pose.

It would be nexe ro impossible to re-creare this picture without access
tova very barge studio and the huge backhghe, though a similar technique
could be adopted for a portraie backlic by sun through a window, The
mviree carchully it 15 analvesd, the easier it 15 to find Gault: noe just the con
thetng shadows, but the awkwardly foreshortened left hand and the
very ‘hot" metal tag on the left shoelace. But none of it maners: in what
pretends to be a grab shor, one can forgive a loe

The key light is low and to camera left, though if vou define a key as
the one thar determines the shadows, the fill that is set low and 1o cam-
era rght tunctions as a conthicting kev, A Hag casts a shadow on the
right trouser leg and the wall to camera right, probably to stop the nght
shioe borning our and o avoid contlicting shadows 1o camera right,
| |'u_'r:' Iy .1|'.-|'| l'-c a ‘l]-:'-:'-:l as ||||. L= | |'|:|pJ1. above Ihr CAMETA, bt if there
5, it 15 fairly weak. The huge spot that dominates the overall scene has
heen verv carcfully positioned, and the wooden frame marked “SMGM
SOUMND STAGE 21" has been used as a tlag: i wouold have been all 1oo
casy to have his hair burned our and his righe car transilluminated, so
thigie ok sbivend oiit a rln.i L:||rwi:||. At least one .l|.||.||I!|-.lr|.I| |:|.:h| ||.1'| I"'l.'i.'rl uhl.'\d

to light the big lamps in the background,

i

Koy
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NOT THE GIRL NEXT DOOR

Joan Crawford 1904=-77

Photographer: George Hurrall, 1932
Degree of difficulny: Fairly easy (1 light)

Lucille Le Sueur’s movie career began in 1925 with five films and
continued for the best part of half a century, and Betore she ._|'|.'||1;,'_-:;|,,f
her name o Joan Crawlord she was also known for a while as Billie
Cassin. She famously said: 1 never o oowe untess | look ke |oan
Crawlord the movie star, If vou want to see the girl nexr door, go next
door,” Bette Dawvis said of her, equally famouslyv: “The best time | ever
had with her was when | pushed her downsiairs in Baby fane.”

The sheer lushness of this portrait certammly does justice to
her desare always to look hke Joan Crawiord, and it is also an illus-
tration of Hurrell ar his besr, Admigtedly, the evelashes and - even
more = thewr shadows verge on parody bor modern taste, but they are
not an essential part of the composition. By way of experiment, we
shirtened them 1o a more natural length in Adobe Photoshop, and it
was still a great picture The heavy eve make up. 1%, however, |'ru|1|
bly essential — though it would be fascinating 1o try 1o duplicare this
portrait with a blonde and a much hghter har and fur.

Minimal exposure is an éssential part of this picture so that the
har and background disappear into shadows, For that matter, there 15
na texture 10 the back of the hand. Something else that 15 Apparent 1s
the sharpness of the image, which 15 very different from the old
Hollywood cofties.

A single light, high to camera right, and approximately 45 degrecs
to the camera—subject axis, 15 apparently all that was used to light this
porteait. If there were any fill, it would show in the back of the hand,

and netther the hair nor the fur shows any w1§ ol I".1-,';{|I|.'II‘I|ITI1.:,

Key




THE THIRTIES

THE PLATINUM BLONDE

Jean Harlow 1911=37
Photographer: George Hurrell, 1932
Degree of difficulty: Mot voo difficult with cropping (4 lights)

Just 17 when her movie carcer began with Moran of the Marines in
1928 Harlean € arpenter’s privare lite was as dramatic as the roles
she played, eaming the stinging observanon that 'the T is silent, as
in Harlow.*

Thi% 1% a rather curiosus p|1-:|1|:-!1r.a|1]'. i ehat there 15 a great deal of
apparently wasted space. Most of the bottom half of the picture can
be discarded, and the result 15 a stronger horizoneal partra. The
right-hand side can, in turn, be cropped out, and arguably, the pic-
ture is strengthened yer again if vou *zoom in' to crop out the rather
awkward light in the upper left-hand corner. One |1-:|\.=\.||1'|r |.':-|:'|1].'||'|.'|-
tion is thar Hurrell was instrocted to leave space for text at the bog-

toam of the mage, NoL 4N UNCoMIMOn fegquirement. Another flaw, the

”|||||-|-|.._-.‘| =k nps ixf |'|1.|;- |'|||!;|_'r~.,| 15 Imast |1r-:|]1.=|1'|1.. |_'1.'rl|.1i|1-.'L|. by this
To armpone withing 1o re-creats this psture. we
wiordld recomimend mOIL SEFSngly that chey o firse
thamielver o the oroppid area sbave, 1 e 1|“'I LOPYITE.
entra space and exora bght regueired o duplicate the The I.;.:'!; 15 |1|!_r|h_ and to camera .'Ij',hT'. look at the nose shadow and
whals sst-up briegs litds benefic Mot {as aver) the
iabla poia, aaity held: the Howers are .'||3|.'l & ieful
tool for locating My Harlew's Bes on the  alongside the camera: this provides the carchlights in the eyes. A third
(TR T, P = vt

being a copy of an original, with some cropping having occurred in

the shadow of the flowers on the face. There is a fill, pretty much

light illuminares the hair and shoulder; the curve of the shoulder
against the background, lie only by spill, is particularly lovely. A
fourth light, well to camera right and slightly behind the subject,
lights the background and the vase and creares the rather awkward
patch of light on Ms Harlow's left arm. This light could probably be
omitted if one were creating a cropped shot (seeleft),

Background light

| Hiabr light

FFll
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MRS THALBERG

MNorma Shearer 1900-83
Photographer Georpe Hurrell, 1932
Degree of difficulty: Surprisingly easy (2 lights)

Edith Norma Shearer always photographed well, and there seems to
have been a great deal more 1o her than meets the eye. lrving
|-!'_|,|!1|, e, Her |||-|"'|'-|||'|-i. TTR TR ||_' il ol "-“."’.! amed ahie was in |.|rr_| part
responsible for George Hurrell’s being taken on as a stall photogra
pher for the studio. The target of ar least her fair share of cary
comentys = A face unclovded by thought,” said Lillan Hellman = she
nevertheless received an Academy Award for her role in The Difvorces
1920 and was pominated severdal more Diimes Liver Mr 1 halbene

died in 1936 she appeared in scveral more films, bur effectively

retared in the early 19404

Thia pecture, afso taken by Hurre T3, woiakd be The miode, 3% %0 often, & ca8y bo "!l'l.!_ ifd thie direct pare makes

5 prest desl harcer to reprogucn than the Lirper O

sl 2 PIMATe PrETraii

I i1 alve deputable whether o wiipld] st Lo oeer : - ,
. i

light the legs and drma 81 fech &S Hurrsll did The [ here are o i bt 1 it 0 i W b £ !
wrug key B arpably to camera right, post Sersard of sumplest and best. The kev is clear enough, with a flag to Jdark i
Mhi Shisder (lo-ok 30 che meck shatoen ), with 3 iifoihg "

lower part of the lur, and there s a LL} ] I i
B right- slongulde e camerL, bul the g bghong L uge
SR Tl EvErythang The Et rexsesn for ok the camerd, W |..~|-| ALy r\._r.__||_| i the © I|__-.|II.-r i gl % |

d
B thrd perrure f Chee apwrsoa of i palalied Bl

2 the orginal print, though probably not in reproduscton, i i |
prosand, bt by 3 snghs hphn behed tha ofi. (o Grw

piention to the el I i LRLE '\-IIJ-JII'.'. e !:".-'a Crodlers !l!hll--..‘- et head anmd (o pha 4|
A honnce thoows some lght ooto the back i'--‘E'=Ii i 2 e i
moch. but without some Light there, dhe would ok a vyery o<

shape indecd

l'.“:
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WORKING ON THE CHAIN GANG

Clive Brook 1887-1974
Photographer; Don Englith, ¢. 1932
Degres of difficulty: Exvremely challenging

Clittord Brook is the oldest star to appear in this book. He was five
vears older than Mae West, nine years older than Lillian Gish, and
the onlvy one born in the 15805, English by birth, he described
Hollywood as a chain gang where the links of the chain are forged
nor with cruelties bur with luxuries. His birst movie, A Dy of
Flarrceier, weas made 1o 19 17, and be waz at s ]'-:_-.1.!;: i the late 19205
and early 19305, though he continued to work into the 19405 and
EVErn .l||1|1r.|..'n| in The List of Adrign Messenger in 1963,

An interesting aside 15 that someone has chalked *1000%" on the
lighr nearest the center of the picture, presumably because it had been
I|r1|'|| l.1.|r'.'| a bl of lower than wsaal Wattage when a |1'.1rl-.n tilar
quality of light was required at a relanvely low intensity.

The thing that is next to impossible 1o reproduce is, of course, the

¥ rh.ﬂ M{'“.l,““l.'l!. l,il!ll."a .i|1]1l.',ll' Ly I"I..' "-:”I“'I '|l|'|[|'| ||_|_:|'I|'\, .IIr]](ILLI.':iL

huge °
whether they are the same lights as appear in the picture 15 another
matter. Then there are the lights that are used o light the lights them-
selves, principally from camera left but also fram above, These have
niol been drawn,

As for the lighting on Mr Brook himself, the key 15 a big, solt light
ro camera lefr, set slightly above the subject’s cye level. A second hight
Iram |'|||;|.'|. .'vmd cameri 'rly_hl ACKE A% A !|||I =113 :"n.':u!l:l'u'i.'d |!'-!|' I|'|-'.' 1I1'|.'|||:.1'
highlight in the eyves and the shadow on the left leg, while a third
light, high and o camera right, backlighrs the whole of his left side
{camera right); the shadows case by this third light are very clear.

Fill Bachlight
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THE BEST WE HAVE

Spencer Tracy 1900-57
Photographer: Hal Phyfe, 1932
Degree of difficulty; Moderate to hard (3 lights)

i ||_||1||11'.1;_-:.' Bogart deweribed Spencer Bonaventure Tracy as “the best
we have," and Clark Gable was equally unequivecal: *The guy's good.
There's nobody in the business who can touch him.” And vet, the sgar
himself was sometimes puziled by his success. As he said o the press,
“Write anyvihing you want aboutr me, Make 1t up. Hell, 1 don't care.

His film career began in 1930 with Up the River, and he was soll
able to artract an Academy Award nomination 37 years later with
Gireess Who's Coming to Diner,

From the point of view of a pi-,::-tuz;r;pphq'r WSINE an 2 x 10 in.
camera, the pose is quire risky as there is a great deal of scope for
maverment toward or away brom the camera. Also, the slightest up or
down movement of the head would drastically affect the shadow
from the peak of the cap. To guard against the larer problem, the
photographer would be advised to watch the subject carefully, with-
out using the viewfinder of an SLR, during the expostre. The way thar
the legs disappear into darkness is not something thar might occur o a
novice at portraiture, bu it is extremely cftective.

The key is the spot to camera righr, slightly above Mr Tracy’s eye
line, as evidenced by all the shadows, and there is a fill to camera left
at something like 45 degrees to the subject-camera axis: look ar the
highlights in the eves, the shadows on the fingers, and the secondary
chadow behind his back. The curve of the back may be lit by spill
from the key, or there may be a weak light, which is whar we have

drawn, or there may sumply be a bounce.
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Ihe cantrast of hght and dark by Subper mMapber asd

vidwpalnd, rathed than by lightshg, B particalirly foka-
worthy. E. K. Bichae hay made masterful use of the
way that use kot bends inbe the colar and of tha
brihant whete of the scart, Ae heag alghe, the Black
shadow on tha right of the lirger picture appeirs
supsrfiucus and detraces from the graphic simpliciny
ol the shat, but, u5 the smaller Imige howi
Fremaving iR (n Adoba Photoihop) ©faited & very
different picture without the sir ol myuery that
inlermed the orginsl phatograph; it becomes much

mare of @ redgdd ihat

1

PURE AS THE DRIVEN SLUSH

Tallulah Bankhead 1903-68
Photographer: E. R. Richee, 1932
Degree of difficulty: Fairly casy (4 lights)

[allulah Brockman Bankhead was a star of stage, sereen, and real

life, a personality larger than life; as Hallievell's Wiho's Whe in the

Movres so neatly purs itz ‘Films never managed 1o conmin her.® As
well as desenbing herself as *pure as the drven slush,” she produeced
sich arher pems as: "Cocaine 1sn't addictve., | should know, 've been
using it for years.’

There is'a pood deal of diffusion in this photograph, which brings
to mind another Bankhead goote from later vears: "They used o
photograph Shicley Temple through gawee. They should photograph
me through hnoleam.”

Although some |'I'.-.-I:uj'_r.|.i1!‘||.'r-.- have an almost religions belief in
eyve contact and always ask their subject to look at the camera at the
moment ol exposure, many very satsfying porrraits can be made
with the subject looking '\.i'.'r:|1‘.|:. dveday, a% here = and mdeed as m
many other pictures in this book. Looking too far to one side expos
es poo mnech of the white of the eve: merely looking past the camera,
instead of off to one side, 15 almost always more successtul.

Fhis is a classic {and fairly carly] example of what wouold [ater
E'-:_f{-:ln::_' L;||||1.-|_-|-| as '||||||1' ||:.;|1I|.:|.|.'I, frovim Ehe 'ﬁI‘I.Li:II.' A I_:II"'\.Ilil.:lrl of the
nose shadow. The key is shehtly to the photographer’s nighe, and
rather above the subject’s eve level, and there is a fill set rather lower
and to camera left: the catchlights in the eve give the POSIEIONS AWaY.

The background is scparately lic, probably with two powertul lights

Enl:kgrnuﬂd light
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REGGIE THE FILM

Ray Milland 1907-86

Phorographer: Willlam Walling (1), no date
Degree of difficulty: Challenging (5 lights)

In Wales, where Reginald Truscorr-Jones was born, there 152 tradicion
of wenntying people by their business. Beginald {or Ray) the Film
.1|'l|'u':|||:|.| o Bis Biest povo il 1929 apother 70 or oo the nexi two
decades; and continuing right up 1o The Masks of Deatl, a 1984 TV
mowie. An Academv Award winner {tor The | / rd im 1945),
iln: IS Hli!’]":’l".lll.l.'.]'_'.‘ |i'.|:||:' :|':'II11.'::E|:'1.'I-:'|.E AMMERNE I:I.I:-II'J|I1.:I'::II:I..I.I;ll.:-'- hl-:_i.l}'.

The insouciance of the pose recalls an earlier era, bur the combina-
L{ENT] |_1:' art and arrifice and the 'r'_-.'|:|.|.'r.|| -.11.1r|11:||:'\.3. cxf rEu,' T RS, AT O
the 19440s. * cigarette smoke must have required-many takes, and
(Cd Tald [ JIETNES ||:,'_|1I||||; |."-.:|1:'..r.'1 the |.'-|||r. It 1.1.'-:|!.:||.|,| |1-r' :|:||p-|:ﬂ.1.i|1!|.' 4] |'|u|-.1
the feet stll in this position for long, and this probably explains the
1:||n|!L.|.1'|1|'.|.'l.-. of the shoes, Mre Milland would have rested between
focusing and the raking of the shot, and would have been unlikely o
put his feet back i exactly the same place.

The negative was probably deteriorating along the lower edge
when this print was made, Many Hollywood negatives have deterio-
|.'|l:¢_'|,i |!.'l.l|,E|.!|.' .ﬂ'ri_'.!ld':.'. ,'|r|1.‘| moare '.'.i|| Of SN IVE |.|.rr'|]:: intda the TWEnty-
first century.

The kq_":.' is almost directly above the camera-subject axis: look ar
the shadow of the car Then there are three lights between the camera
and the subject, as evidenced by the reflections in the chrome: one big
fill o camera right and two smaller fills, one high, one low, to camera
left. The background is lit by a spot, which may or may nor be the large
rght fill; from the evidence of the shadow on the background, we are
inclined to suspect that it 15 another Light.

Background
Key |
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VIVE LA FRANCE
Claudette Colbert 1903-96

F‘hnmgraplmr- Inrmg Llpprnn 1933
Degree of difficulty: Challenging (2 lights)

Lily Clandette Chauchoim moved ro Mew York from her native Paris
at the e of 16 and |"-'.':.:_.||1 het ACHINE CArcer on the stage. Her firs
film, For the Love of Mike, was made in 1928, and by 1238 she was
reputedly the highest paid actress in Hollywood,

Although there seem o be only peo ||!;|‘|I;-. here, this (like any shor
involving mirmors) is very hard indeed o do well. Even here, the flare
from the harlequin costume is nght on the edge of acceprability,
though everything else is superbly done. In attempting to reproduce
such a picture, it would be as well 1o keep the lighting ratio tight, as
otherwise there 15 every rigk of the ruff burninge out ;ql:::pl:_'[n:l:.'_

Leanming against the wall makes it casier for: Ms Colbert to hold
r|'.|,' Peasg. :"\'ﬁl:-;,' |1n'.‘.' ':I'Il:.' fingers of the hands ave I.il.'ll'i.'.'lll.'l:- i."-::-:'r..,i.l_'q_l.
and how she is carrving her weight on her right leg, which is con-
cealed by her left. The latter allows an elegant flexing of the knee and
pointing of the toes. Euterpe, of whom a frompe owl statue appears
in the background, is the muse of music and lyrics. Note the brighe
reflection of the dull star to the lefe of Eurerpe.

The key is from camera right, well above the subject, but only
shightly in front of her, as evidenced by the shadows on her face and
hair. The fill 15 to camera left, much closer ro the camera, and pro-
vides the highlights on the sequins, the carchlights in the eves, and
part of the shadow behind Ms Colbere against which the curve of her
hip is so elepantly displaved. There appear 1o be no other lighs,

Key | .| i
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A WING AND A PRAYER

Toby Wing b. 1716
Photographer: William Walling Jr, 1933
Diegree of difficuloy: Fairly hard (4 lights)

Martha Virginia Wing - concerning whom' our researches have
proved lamentably deficient, save that this was a Paramount publici
ty shot = is presumably in‘some sort of chair, rather than an unusu-
ally luxurious dog-basket, and 1t may well be that she 15 somewhar
maore fully dressed than s immediately evident. We chose the picture
simply because it 15 a classic piece of “cheesecake,’ a stvle thar we
have pretty much ignored elsewhere in the book.

In general, pin-up lighting tends o be generous, without much use
of heavy chiaroscuro. This picture s evidently designed to appeal to
connoisseurs of the leg; the direct stare, with cve contace, & also
characteristic of pin-ups, although the actual look may be cov, or
muock-surprised, or (as here) blatantly flirtations.

As far as we can tell, there are four lights. The kev is almost
q.llr;.'p.';l:- FYET '|I'|l_' L h.llr.. s Y ||.|1'1":I, I'\‘I I""- rl'll,' |'||:|:|'|I|.'_I'|I'\-| .|.J'I,! 'h|'|-|l_|||'|'|"\-\. [0y
the face; this also functions as a backlight on the cushion fringe, A
hll, almost ag Hoor level and in front of the camera, lights the chair
and the sole of the lefr shoe, as well as r|'|]|-.|.p, the shadows and pro
viding shadows of its own on the left side of the cushion. A strong
|'|.1:r 1|j;|1| for Cammeri |i;'!I| |1;|.'I|1I1. her |1.1|r. and there LECME PO & one
maore light to camera right, which explains the second shadow on her
lefr ankle and the shadow of her right knee on the background,

W I WG e Paeammtocea B s s sy
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COME UP AND SEE ME SOMETIME

Mae West 1892-1980
Phal:q;r'iphl:r. E R Fl.lchc-e. 1934
Degree of difficulty: Fairly easy (2 lights)

The arginal line was “Why don't you come up sometime and s¢e me,’
bur the version we have used became so established in the public
mind that Mae West herself started o AV If O anfervicwers in |ater
vears = in that inimitable voice that alwavs managed 1o discount the
palite version of a double entendre. She 15 remembered as much for
her weir and one-liners as for her looks. Fed the line "Goodness, what
beautiful diamonds,” in her very first film (Nighe After Nigtrr, 19312),
she answered, *Goodness had nothing to do with i, dearie.”

Many pictures of Ms West were somewhat retouched around the
silhouette of her body, in order to bring her closer to the 1930% ideal
of feminine shape. We chose this picture ro concentrate attention on
her eves and mouth. She looks as if she is about o deliver some
classic line, such as her observation an being grected ar the studio by
a bevy of handsome voung men: ‘I'm fecling a lictle tired today. One
of you fellows'll have 1o go.”

When photographing hats, remember that they can be tipped all
over the head, ar angles thar would be completely insupportable if
they were actually being worn. This is tipped well back; compare it
with the angle of Spencer Tracy’s hat on page 57,

The lightng is surprisingly simple and nightly constrained. The
key, a big, hard light almost directly over the camera and very slight-
Iy to camera left, is as high as it can be without casting too much of
a shadow from the hat. The fll, lower and slightly to camera right,
is. well, a fill. And that, as far as we can tell, =g
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PAID BY THE TEAR

Sylvia Sidney 1910-99
Photographer: E. R. Richee, 1934
Degree of difficulty: Moderate (3 lights)

‘Paramount paid me by the tear,’ was how Sophia Kosow described
her career, plaving an first a gangster’s moll, then the sister who was
hrin;.-_iup_ up the Eangsten and !||1.1||:. the ;:,.If'll.t‘\.h‘r"- mother. As she
said: “They always had me ironing somebody’s shirt.” She made hes
First movie | Throwel Different Evies) in 1929 and contmued there
after for avery long rime, even appeanng m such films as H-"I'Illl"_uu-'.'t‘
(1988) and Mars Attacks (1936,

For a shot like this, a flawless complexion is a major asset, though
a great deal can be done with make-up and even more can be done
by a skilled retoucher. It would be very inrerestung oo try this sort of
shot with a girl of twelve or even younger, though ‘loop’ highting on
a very voung face is often defeated by relanively unformed noses.

There seem to be two lights on Ms Sidney: the key, the *loop® light
to camera right {look at the nose shadow, which gives the highe s
name). and a fill alongside the camera at camera lefr, although it 15
possible that there 15 no fill. There may be a third light on the hair,
but spall from the background would probably be sufficient to pro
vide the highlights.

The background is perhaps overly dominant and is arguably
overlit, probably with a single spot. Most photographers today
would aim for a lintle tonal differentiation between the fur and the
background, though its absence may be the result of this beng a

second- or third-generation copy.

Key

Fill
Backgpraund kghe
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TOP HAT AND TAILS

Fred Astaire |899-1987
Phovographer: Ernest Bachrach, [935
Degree of difficulty: Moderate (4 or § lights)

: Ly e ;
el his mame, Fredenick Austerlite became a byword for

After he char
; it [T partea . T
cimemane dancimg = a well-deserved repuration, which never really
declined. Afrer sracting o vaudeville, he moved o the silver screen
when his sister, Adele, retired i the early 1930s, first with MGM 15

ey : : ; .
1933, then farer with RKO; where be made his best known pictures
ilongside Ginger Rogers.
T e ) iy "
he pose 15 a cliché, bot it is x.:.'J"['H-hl.'d to . Fred Asraire's entire
personn was unguwe, and deessing like some for=-dessrecle man=about

roverl was sormethine

it he could carry off berrer than anvone clse
The chiaroscuro | the arcaneement of light and dark areas are
}] LT andd I Aarrangemscnt o RN and dark arcas  ar

3 i Pt
smasterfuls the li side of his face is against dark, the dark side agains

— — s braghtness (with a rather awkward-looking car, it 15 rrue), and the

8 = ) [ - i 1 |= | i.Li Py e D e I . R ET

tace irsell 15 sct off by the dark har above and the white shart and

Ik befat dars we have hor this aicsure o 1951, and
C. 5 Ball may have bsen the photographer; Both o
which observatsons are less remarkabde than the fecx other subjects

ric below. This sort of use of wones can be adapred o0 many

[: i T e . § 5
shat Mir Asmairg wia erver 30 ok cha time. The anly way The kev is clear enough, trom camera riehy, just forward of the
wp £an ted o scheeve thn pitture o with powerhsd,
high-volage electronic lash. This lighs s gt above his
eye-ine ook at the hat shaderw, and the refiscions on  era right, low and further forwards, lights his left hand and arm, and

8T AR '."L'I-. =%

subject and very -.||-,:!'|‘.|-. above his eve level, A second light from cam

exng i ihasi, Everyrhing in the pie

creates the fant diagonal shadow runming across the chest. There may

it can pottitly be expected ta be. s this would tim-

ply not be achievabde wish any thamer or film available
. o P I Er . . A 1 E : . - 1

ar chat teme, plud contineous Bghtag Howarver, it i bad retouching. There is a fill, low on camera left = look ar the second

podiible that the bickprousd b oonshucuihy [

also |11' | I":,i,l.' ||_|'_|'|'. L]y’ I||-c' rl|:|‘||_ ||||||||.'|.:i'| |:'!|' I‘I,II[ eblect III{I:I-\.'H. miore Lk

wen an

s Lo i i AR o e Lt
mmenie watEge, or ewen that the fiyirg war was retiection 1N the fing but it 15 very weak, Final , BNt i85 a BacK
"coenped ingo the background using [pre-degmal) image ground hight, probably a scrim, presumably between two flars.

rmirelinr Lpohe Jueh
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Serim

Backpround lght

K
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LASZLO WILLINGER

Luazls Yillinger, 188D with printy of some of the sty he photopraphed over the courve of an incredibey pacd

and vared Erng

Born in Budapest, a Hungarian as one might gucss from
his name, Laselo Willinger { 1909-95) was a man of tor
midable energy and ralenc the sort of person whose
ChrFig irfiierd ppfde 1 o crowded char vou waonder |'|l LY |I-'.'
managed to fit it all in or whether you are reading two
separate accounts of pwo separate photographers that

were by some mischance run on the same Pagc.

LF

His mother was a photographer, and his father was the
owner of a news ageney; so it is small wonder thar he
became interested 10 |1|:||'|n|l:|]:r.l.|:"||!. 1 s reens. Ie s & hit
tle more SUTPTISINg tO learn that i 1927, when he was
still only 18, his books Losdor and Berlin were pub-
lished, or that by 1929 he had set up his own stodio, first

in Paris when he was 20, and [ater in Berlin

In the early 19305, while in his early twenties, he also
worked as a freelance photographer for Berlimer Hius-
trierte, Hamburger lllustrierte, and Minchener
[Nustrieste, though in the mid-1930s his photographs in
German publications were credited to his mother, Mar-
garet Willinger, because he was personia mon grate with
the Hitler regime. He lefe Berlin when Hitler became
Chancellor in 1933, but at his studio in Vienna
11%33-37) he photographed numerous celebrities from
all walks of life, incluoding Marlene Dietrich and Hedy
Lamare, Sigmund Freod and Carl Jung. By the lare
1230s the Daly Express m London had published his
pictures from Africa, Iraly, India, and Bussia - and the
H]ﬁ.llll.‘.]: Civil War He was 5-.1||| ot wet ),

In 1237, hive vears after his birst visit 1o the United
States, he erograted and starred o work for MGA
atrer being ‘discovered” by E. R, Richee, a well-known
Hollywood photographer whose work appears in this
book. From 1946 to 1954 he was running his own
studio again, one of the carliest to specialize in color

Wiwien Lengh, 1940 A plain doubde axpanurs, giving sach figure the seme
‘wepight! weaidd mot have had the mmpact of thiv oo, whvirs the yealer
vecondary fipere i undor-axpoied to reste 3 almest ghost-She form.
Willeger was one of the firw Hollywood photopraphers with both the
rugnazicn and the technical expartite U9 Creats tuch sh fraga

THE THIRTIES

photography, concentrating on Hollywood subjects;
but after 1954 he charscreristically broadened his fields
of interest once more, working In an enormous range of
advertising, portratture, magazine work, and publicity.
His work shows elear influences of the artistic

terment in which he grew up in Enrope in the 19205 and

of the highly intellecoualized and formalized Berlin (and

Soviet) school, but there is also a strong reportuge

strain, He was one of the first Hollywood photo-

graphers to use hand-held cameras exvensively, which is
perhaps why his pictures are not as well-known as those

of some others: they lack the repose thar 8 x 10 in,

customarily forced on its subjects. Although be was a

man of his time, 'Willinger was also, to'a considerable

extent, a man who lived, in the first half of the twenti-
eth century, a life that was much better fitted 1o the
second half: international, multi-skilled, ever willing to
change and learn, Others may have made their name in
Hollvwond: he made his name in a doren different
places, often at the same time.

de;l“l The e of thadews &n ths bacground i 3
Hollpwood thche, n wma coeen o much becnas of pechnical

incoenpetente sh becsne of the photographer's vivion, But such an
secunaton coold never be levelled at Willinger, Tha almeit cubes ue of

fighie aersil nhachoy b |8 thee weark of o' master
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HOW OLD CARY GRANT?

Cary Grant |1904-86
Phntr_'-_gruphc'r Robert Coburn, 19315
Degree of difficulty; Moderate to hard (5 Hghts)

Archic Leach's perfect reply to the cabled question ‘How old Cary
Grant” was *Old Cary Grant fine, how vou?” In this shot, a less clever
answer 15 that he 15 30 or 31, already over a dozen films into his career,
with another third of a cenmury or 2o of hlmmaking ahead of him.

The pose can be held comfortably for quite a long time, without
the risk of losing focus in the interval between closing the shutter and
exposing the film. To ensure that the pose i3 nght, rame your subjecr
ina pose that precludes movement outside the frame {as here), make
the camera ready for the cxposure, then watch the subject without
using the viewhisider, directing eve movement and the ke, and press
ing the shurtter release when you are completely sanshied.

MNote the strip of dark background, placed asvemmetrically behind
the heacd. III'I.1j.:_II|‘.' the i1.1q.'!-:r_:|'-|.||1-.1 =1 ;'-|.||r| 1.'.'5||.|;q'._ ar aAs 1:_"\;||r-¢..[ |'-|'.|;
identical from lett to nghe, and you ¢an sce the disadvantages of bath
seamless paper and rextured and painted fabric backdrops.

Rather a lot of |i.n'_||lh wiere used in this plEiune: ive or J_"I.:l'\;|'\-|'..|"‘|:|' SN,
Usually, this many lights 1s a sign of desperation, and conflicung
w|'|.'|dl:'l'-'='*1 .'ll"ulllh.‘l. |".:I: bl k] |1r.1l.'. [ ke '.m.'[. — lpok ar the fose -\.'|:|.a-|!i-::|1-..' -
is well to camera left, and somewhar above eve level. A fill, slightly
o camera right, is evidenced by the larger catchlight. Two hair
lightsfkickers are used, one above the subject, the other above the
subject and o camera nght. Finally, there 15 at least one Iighe on the
background: flags have been used to darken the lower cormers so that
the sweater does not disappear into the background on the right of

the prcture and for balance an the lete.

Hair bght Halr Eghe

Ky Background lighs

Fill

T4
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Background kghe !F': 'd_;. :I \_’F}
o —

CHILD STAR

Shirley Temple b, 1928
Fhotographer: Frank Powcliny, c. 1936
Degree of difficulty: Moderate (3 lights)

Shirley Temple was already appearing in short films ar the age of
three, and by the age of six, she was a genune star, Her movie career
was slowing down ar an age when her contemporaries were just
becoming known, and in her thirtics she wenrt into Californian poli-
tcs before receiving a number of ambassadonal and other political
positions from the 1970s onwards,

Mo sane modern photographer would even consider photographing
smnall children with an £ % 10 in. camera, but then, tew modern
children are the consummate professionals that Ms Temple was.
Deprn of field 13 very shallow, indicaong a wide aperture, and there
15 lots of diffusion, whether achicved with a soft focus lens or with
gauze in front of the lens. The eves, with their enormons irises, are
micrestimg: an older model e ibably could not look as ;';-:'u'u,l when
locking so far to one side.

The key is shightly 1o camera lefe, slightly above Ms Temple's eve-
line= laok at the nose shadow I_Thl‘augh this 1% shorter than it would be
in an adule, because of her childish features), the shadow of the npper
lip, and the upper carchlight in the eyes. Unexpectedly, the fill is also
to camera lefr, bur much lower: look at the second carchlighe. The
background is lir with ar least one shaped spot (snooted or shaped
with Hags), and spill and reflections from this probably account for
the lighting on the har.

| Tl Mﬁ' | Fill

— o ——

ANH
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FALLING IN LOVE AGAIN

Marlene Dietrich 1901-92
Photographer: George Hurrell, 1936
Degree of difficulty: Fairly easy (4 lights)

Two of Maria Mapdalena Dhetrich’s movies came out in 1936 Der
il The Garden of Allah, Marlene wat 35 08 that vear: Der Blaw
Engel was sax vears past, and Destry Rides Apain was thiee years
the future, Hurrell was runming hiv own studio at the nme, in the ux
vear gap between MGM and Warner Bros

The wie of chiaroecuro e masterful: light agaimns

against light. With light alone, Hurrell ¢reates a dark frame around

Dhetrich’s face and shades her hand until the Hngertips arc a purn
silhopett ilthoueh close examimanon of the original print reveal
i
that the definitron of the fingers (and mmdeed of much of the hani
" "
owel a very greal deal o retouching, probably o counter

.||:'-i|.|.",'::'. 5 ||"-|||:|'|.;, {rom limuted depth of held

Compositonally, a strong use of honzontal hines makes for a
languid etfect, while the props all suggest luxury and even decader
the textured backpround, the leather chair, the sequined drosa

Compared. with many Hollywood portraims, this would
comparatively easy to re-create. The kev light, a spot, is high and
central: ook at the shadows of the nose and eve sockers, From the
evidence of the AT, there m 1y ilsn be 3 hill from above, Bl M
bly even a third light, a very tught spot as a haie-bighe: 30 hoe that the
'.||rI i1 :l'n: ||.-||| 1% :"-||r||;'.:. it A% AT{ ‘r'-.I!'l il -.'r;- SO LIINNELE i1 LI %
sct of background lights = probably three, again spots, again from

abaove completes the hghong

K.y "rh-'r.,:'.. el Lghti

i
L~ i %
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IN LIKE FLYNN

Errol Flynn |1909-5%9
Photographer; Mot recorded, 1937

LCregree of difficulty: Easy, except for retouching (1 light)

Errol Leshe Thomson Flyan was a hell-raiser of the decpest dye, whao

shared a T noas Cirrhosis-by-th a with Draved MNiven.
vt know, ke g the lv major H|I-||:.. d star ever to hail

trom lasmanta
We chose this portean, cather than one of = more abvious
costume shots, partly because it illustrates an intércsting technigue
and partly bec ¢ COSTIME S § om sct are of lmied use 1o the
pho :f.'ll'lllll._': who wants g0 re-create a portrait with another subjpect,
If the set costs thousands o reproduce, this will render the lighting of
acaxdemic interest w most porteain phomographers;

Maote how the pipe 15 seriously out of focus: if it were 10 the plane
o tiscus cast an extremely awkward shadew. Anvone tryving
Iy TE-Crt icture with rodl Felm or 35 mm would have o des
for the ves whether to use a very wade aperture and beave the p
ot of locus, of to keep it in bocus. I swould also be possibie 1o
case for usimg a weak bag 1:||!;|11 te) provw e miore romndness in

The picture is heavily retouched and i is disputable
the smoke was actually theee on the unrerouched negarive, On the

ather hand, the & of the nose and cheeks was achieved by light

ing alone, and the effect is well worch studying.

A '\i11:|'_ll' spat i tlapsed to a I.:|||. thi SIFip it '.'.|:.|'|r. |":. usIng KW
flags. The light 15 slightly behind Mr Flynn's face, though obviousls
the final effect was almose certainly achieved by asking him toom
hs head -1|||'||‘|r_|'. rather than by o mng thie H.'|_|.'_'h..
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Judy Garland 1922-6%9
Photographer: Laszlo Willinger, 1937
D':'.;gn:f: of di‘fﬁ:.ult:r: Ciuite easy i3 ||E_|"|T£.]

Frances Gumm was born into a vaudeville family and appearcd on
stage when she was five, ﬂhlm:uh her first movies were not made untl
she was in her teens, and only in 1932 was she given a special
Academy Award ‘tor her putstanding performance as a screen juvenile.”

The camera is almost certainly tilved deamarically in this picture.
This was partly a matter of Hollywood fashion = cameras were often
tilted = buk the trick has other uses as well, The hair can be made to
fall forwards or back, according to the angle of the subject’s head,
while the apparent angle in the frame is controlled by the camera, and
awkward straining of the neck, skin, and so on can be avoided. To
appreciate the true position of the lights, tile the picture so thar the
Lpper lefe cormer is |,|i|'|'n."!|:-' above the lower fl;.'.|11 COTET,

With a large head portrait like this, depth of ficld can be a
problem, even with roll film, and with an 8 x 10 in. camera, it waould
require considerable movements — though the use of plenty of soft
focus helps 1o disguise unsharpness. This picture may even have been
shor through gauze to soften the image still further.

The kev is to camera right, slightly behind Ms Garland: the shadows
of the nose and upper lip reveal this. A light in a large reflector would
suffice. The fill is probably just below the camera: look at the highlights
on the tecth and the catchlights in the eyes. For this, a rather smaller
reflector (and a weaker light) would be needed. A thied light illuminates
the background. This is as simple as a three-light portrait can be, but it
does illustrate the importance of lighting the background.

Background light
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| PLAY JOHN WAYNE ...

John Wayne |907-79
Photographer: Robort Coburn, 1938
Degree of difficulty: Easy (2 lighes)

Marnon Michael Mornson was the archetypal Hollywood cowboy
and action hero, though it could fairly be said that he was a star long
before he learmed o act, In Troe Gerr (1969) he was, withour doobr,
both a star and a great actor; in Stagecoach (1939), tor which this is
a publicicy shot, with the actor looking younger tham his 31 years, he
was more of a star. But then, as he said himself: *l play John Wayne
in every picture regardless of the character, and I've been doing all
right, haven't 13" Although his movie career began in 1927, 1t was not
prtil 1930-31 thar it really took off, and by the nme Stagecoach was
made he was well established in the Hollvywood firmament.

One of the most remarkable things about this shor s the precision
of the framing, with the edge of the hat so close to the edge of the
picture. Mr Wayne was almost certainly upright, with the camera nlt
o 1o creare the pensive, dewnward-looking o this would be much
easter 1o hold, Another useful tnck, which Robert Coburn may ar may
not have used, 15 to put a hghting stand or a bamboo cane or some thing
similar behind the hat, out of shot, so that when the rear of the brim
was against the upright object, the front was where he wanted i, The
20 ol the Jiw 18 .._-r|||1'|'|.=n|..-'4_'-;1 because it is skimmed |1[-' both |I5..'|‘:I:'\-.

This 1% a straightforward two-light portraig,. The Key s almost
dead level with the subjece, to camera left: it 15 set as high as possi-
hle, withour the shadow of the hat obscuning the eves. The hilkicker,
to camera right and behind the subject, differentiates the hat (white,
of course) from the background and srops the hair, neck, and ban-

danna {and a tiny part of the ear) from disappearing into blackness,

caS L D
P
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I this peiture froem the warse oot thera B § Ky
from below and camera left plus at feast one back
Ighe, aguin from camera left. There may be two, as
evidinted by tha huir oh e right of the ptine, bt
ol dhoulst it

g4

THE OOMPH GIRL

Ann Sheridan 1915-67
Photographer: George Hurrell, 1938
Eegree of difficulty: Easy (2 or 3 lights)

Clara Lou Sheridan made her name in a beauty competition, but went
on 1o become an enduring and well-loved star. The moniker “The
Oomph Girl" owes perhaps a little too much to Hollywood's predilec
tion for repeating a winning formula, ¢ specially if ir could’ be
condensed vo a short slogan = remember Clara Bow (“The It Girl*} and
Lana Turner (“The Sweater Girl') — but with more than'three score and
ten movies to her credit, her acting credentials are clear enough

Meither of these pictures can be zaid to do justice to Ms Sheridan’s
looks; though the images are certainly dramatic, With a less beautiful
&ubyect, an even more hornhc effect would be entrely hikely. In the larg-
er picture, the camera is almost certainly nlted. If vou hold the picture
sa that the upper lelt comer 15 directly above the lower rght, this s
probably the actual pose: certainly, it is what we have drawn. If we are
wrong, and her head and body really were tilved, it is not hard 1o work
out the hghting plot for yourself, The plane of focus 5 masterfully con
trolled 1o hold both the braceler and Ms Sheridan’s face,

The strong light to camera right has the best claim to: being the
kev: the even stronger light to camera left is more of a kicker. Both
are probably ‘feathered’ — thar s, the photographer was working
with the edge of the beam. There may also be a weak background
lighr to explain the light patch above the left shoulder. A spritz with
the airbrush could ereare much the same effecr, but if vou were fry-

ing to re-creare the picture, lighting would probably be the way o go.

Key I,.:-"‘_r

Kicker

4% (
R
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Clur furst chapeer ran from the 1%10s o 1930, The
sccond ran from 1951 o 1939, Now, we embark upan
the perid 1940-49. We apologize for |'|:|'.'|r|!;; (s
accountants say) changed our accounting base, but the
apparent consistency s a reflection of the fact that
calendar ‘decades are ar best approximations to
Hollywood's epochs and o the world's concerns. The
vast majority of Hollywood movies are, and always
have been, escaplsmg bur ar different fimes I|1-c!. have
provided escape from different things

It is all oo casy to forger whar a narrow warld was
inhabiged by the vast majonty of people hiving in the
carly decades ob the twenteth cenfury. Surprisingly

few, even in thie most attluent countries, had access o

ol tha 1960

The erench-coat and revobver are 3 dagillation of the 18
sthaugh the chisgicure & lea dramote than in modt of the ming
pectured i chat wiybe. Prejomabsty, E R Riches, who Do thel pictung of Alan
Laeded i 1942, wwrieed pomecshing a Bithe mare commntasnal, The rendsson of

tntiare wnd derml A excepoonally pocd for any Hollpwood portrait

20

a telephone, travel for maore than a lew miles wias sub-
stantially the prerogative of the wealthy or the sumply
tootloose, and there was o widespread and desperane
vearming bor the world bevond the Frm, the small
toswn, of the ngidly formal shop or office. This was the
first escape that Hollvwood provided, Initially, the
ITIETE [ELYY |||"| Of SECIng a moving picture was L"'llllllgll.
though: early on plots and mdeed epic themes were
adopred, as n The Birth of @ Nation [1215)

Then, in the 19305, there was the Depression. What
peaple needed to cscape From now was nof the grind ol
work and narrow borders: it owas poverty, real or
feared. Extravapance, both on screen and in' accoants

of the hives of the stars, mirrored the dreams of those

Lk the pitture of Alss Ladd e, this %46 poore of Rim Haywarsh by
flobert  Cobomn  demombtrates exdeptonal fenture and shadow  detail,
shiwough the horoeat lephiights are dlghaly burned ot Theere & vl o fair
armssunt of retoucking, eipecially arcund the edyed ol tho thotka, bt the
averall e®ect i reach mare nators) cham maoan of the pectured Brom the 19304

A long way from any HoBpwead farmile. tha 1945 pareraie of pernfer fones by John Miskde uses 3 wangle ght and (et 8
petinh am B w10 jm camaera g0 credte 3 Unigs 168 memorable image. |L ey or my noo be vinisbe in reproduction. but
there & & four-way soarburst’ i the highfights @ 1he eyed, Mol veilig in Mo ponei L lefr eye AppeEwry 00 have been
afded i the medirn way, with an effecsy screan, rathar than by ratsuching

who had little or nothing: By the end of the 1950,
many Americans (though far from all) had perceived
the dangers thar Hitler posed; Hollywood, with s
STrong ||_".'.'i5|'| !..ZE'lH.L'iIIFII:II‘I... wis rather more aware than
same on the East Coast, where pro-Mazi sentiments
were not unknown: When war came for real, the
excesses of the 19305 sdemed someliow anpatrione:
a toupher, more realistic” style developed, with stills
photograply to march

Technically, lirtle had' changed since the introduc-
tion of the films described inthe last chapter opening,
and the 8 % 10 in. camera still ruled the roost. Soft
focus was almost forgotten, though retouching was
arill rampant. Lighting was in danger of becommng
formulaic, to such an’extent that the terms “loop’ and

‘butterfly’ (both referring to the shape of the nose
shadow) became shorthand for well-known [fighting
styles. Even so, there was still plenty of variation, and
until 4 x § . and even roll film began to play an eyer
greater part from the very lare 1940: onwards, theee
was still a very recognizable Hollvwood seyle.

An odd aside is thar although we tried o keep a
reasonable balance beeween male and female portraies,
the 19305 morned oug (o be kinder to men, and the
19405 to women. One could, of course, argue that the
war put something of a denr in the demand for old-
fashioncd action heroes: at [east §Ome wene somermes
expected by the public to stop acting and to rake up m
ceal life the roles thar had earned them fame and

Fartune on the silver screen.,
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SCARLETT WOMAN

Vivien Leigh 1913=-67
Photographer: Laszlo Willinger, 1940
Degree of difficulty; Fairly hard (4 lights)

Vivian Mary Hartley's first movie, Things Are Looking Up, was
made in 1934, bur when people talk about her starning role in Gone
With ffre Wind in 1939 = for which, of course, she won an Acade my
Yward = sheis stll commonly referred 1o as “an unknown aciress.

We see, a5 so olten, a Burly easy-to-maintain pose, the more 5o if
there were cushions below and behind Ms Leigh o support her
further. The mportance of the luxurious, partly off-the-shoulder
gown should not be underesomared: it would be much more difficule
to make such a pose and such lighting work with jeans and a T-shirt,
though an arthully dreaped pashorma or even a few yards of butter
muslin could probably work wonders.

There may bea tiny amount of diffusion here, oe ir could simply
be the result of an uncoarted lens and a fair acreage of white or near
white fabric: do not underestimate the importance of flare in classic
Hollywood portraits. We make these points merely as a reminder thar
lighting alone is inadequate to explain the Hollywood Look -
although it should be entirely possible, with roll film emulsions, such
as Ilford's Delra 100, to achieve a tonality that would, when this pic-
ture wis taken, have cried our for a much larger format.

The key is classic “butterfly’ lighting: high, fractionally to the righa
of the camera=subject axis, and well above the camera. The main fill is
tor camera lefr; the soft light above the head funcrions partly as a fill bu
was probably intended as a hair light. It casts an unfortunare shadow
on her bosom. A tourth light, directly behind her, backlights the hair,

I|||l||.:_|| it ||||5.!|1: e Easier o uie Wo I‘I.I.LI |1;,:|'|1-.-.

Hair light o~ Key
£ ®

Hair | Zhe

i
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A GIRL IS ... A GIRL

Rita Hayworth 1918-87
Photographer: A. L "Whitey" Schafer, 1940
Degree of difficulty: Fairty easy (4 lights)

Marganta Carmen Cansino first appeared on the stage as a 12-vear-old
and appeared in her first four films in 1935, Early publicity material
made much of her exotic ANCESIPY — her father was 1 ﬁp.‘un-.h EYRSY
dancer — and called her Rita Cansino. Not until she was dropped by
Fox and signed with Columbia, hewever, did she find stardom. She sad
of herself: *A giel is ... a girl. It%s nice 1o be told vou're successtul ar i’

Traditionally, portraits shot trom below the subject’s eveline are
used Lo increase l..rlp:llll't' and Braviras and are in consedienoe com n1::||:|.|3.'
reservied for men. The high “butterfly® lighting minimizes the nostrils,
which can easily look like gun barrels from this angle if roo brightly lit,
.:ll'll..: [J'II.' 'I-II-II.I"“' '|'.|ii.|':': [I'II.' -I..I'IIII I'II;'IFH- fin ”u.lll“-l.' 1"".' face ,1“.]!”'..[ I'_!,'LI'L
masses of tone. The shoulder highlight is a Little *hot” and mighe have
benefited trom a dab of translucent pu'.u‘lrr. anc a h'ﬂrr |1.l|.;k1;r4|u::.,|
might have been found than what scems to be an’ our-of-focus prop.
The reflections in the pearl-like drops are almost certainly a conse-
quence of the stones” inherent propertics and of the highting, rather
than of using a “starburst” filter or muslin across the lens.

The basic ]IH,]!IIH!IH 15 ‘buntectly’ with a |||| Lo and o camera r|j'_|'|1.
If it were to camera left, it would have filled the threat shadow more
and weakened the chiaroscuro, The hair light and che lefr shoulder are
probably the same backhight to camera left, and there may be another
high hair lighr. The prop behind her head is separately lit, bur it is

|'|||.:-|.r:||"‘=|1_. H 1] wc'” AN B dwr” ol this,

Halr light
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CITIZEN WELLES

Orson Welles 1915-85
Photographer: Ernest Bachrach(f}, 1941
Degree of difficulty: Moderate vo hard (3 lighes)

George Orson Welles made his mark in 1938 when he broadcast a
dramatizabon of H. G. Wellss The Wiar of i Worlds over the radio
as if it were a news bullenn and cavsed widespread alarm and even
panic, In 1941, Citizen Kane caused almost as much of a stir and
received even more critical acelaim.

Che lighting here is particularly interesting as it is one of the few
Hollywood portraits of a major personality thar reflects rends our-
side the United Stares, The diagonal splash of light across the back-
ground, the strong, clear, nlted diagonals, the shadow, scemingly
arbitranly, across the face = all of these call o mind German and
Soviet photography rather than Hollywood. The camera is almost cer-
tmnly alted, so the boards ar upper right are actually vertical.,

Composiiion and lighting are such than yvou could re-create the
shot on 35 mm withouot losing anvihing, Indeed, a modicam of grain
I1:|l|:-l'|t make the shot more dramartic. It 15 worth kEnow I, T, thar a
slide projector offers remarkable scope for re-ceeating the effect of a
Hollywood focusing spor. IF edges are too sharp, just throw the pare
of the slide projector, or whatever you have put into ir, out of focus,

The key is high and 1o camera righe, flagged across the chin to
focus artention on the eves. A bl to camera leh BIVES almost flat
lighting on the Face, casting the shadow on the neck; and giving the
second carchlight in the eves. The background must be some distance
away 1o be so clearly lit: spill from the other Lights would degrade the
patterns of light and dark if i were anv closer. Tt would be difficuls to
find enough heighe for the background to re-create this picture.

E-.'u{i-:_gl'uur'uj light
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The mis interedt im this poture, which wad shat in
1950 by Coburn. i3 the way in which the cgareite
srrnbie i3 rendered ‘frozen, instead of a diffuse Blur,
¥1 T ppEseard in & number of other thatl im chif bedk
This was slmoit certainly dons with fath, probakdy
elecuronic Mlash

Backpground light

L

Humphrey Bogart 18991957
Photographer: “Scotty’ Welbourne, |942
Degree of difficulty: Moderata to hard (4 lighes)

‘Bogart’s a helluva nice guy until 11:30 pm. Afver thar, he thinks he’s
Bogart.," So said Dave Chase, the Hollywood restaurateur, who
pn.':iumnhlg. saw the change-over frly often, Bogart was, of course, a
movie tough guy, but he was an intellecrual’s movie tough guy, the man
who more or less defined film nioir, and the personae be ereated had an
immense resonance in popular culture, His mannernsms and sivle of
speech have become shorthand for a particular tvpe of personality.

As 50 often, the props contribure a great deal to the Hollywood
ambience: the tedora, the trenchooat, the cigarette. The principal
drawback in re-creating a picture like this is that it will look like
somenne iryving to play Bogare,

There are two contenders for the key light in this picture, both
froam camera |'|:..1|‘|I. The stronger candedage, set rather below Mr
H-:Ii:ﬂr!l'-. l.':.'r||||1_'. |1:-:'.1.'|-:|m. the |1r||1.:.':|5'-.|.| nose shadow and the upper
shadow of the cigarette, as well as [we believe) most of the lighting
of the coar. The weaker candidate, perhaps better regarded as a fill,
15 set somewhat higher and provides the other cigarette shadow.
Carchlighrs from both can be seen in his eyes; the shadow on the right
!:|]_1|.'| % ;'-r.,':-.l.||11,'||'-|:.' froam a Ih'r'_ {mot drawn). A thied Lighe, the kicker,
behind the subject and to camera left, backlights the coar and hat,
Finally, there 15 a background light, again with rods or poles used as
‘i|;||,'|1. (ot drawn). This s prl:-|u|_':-|:.' the most dithicale ]:|p_|'|‘. o reé-Cre-
ate; as it 15 hard and directional but covers quite a large area.
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CLhESICAL B,E.'I'-*»J.JT‘Ir

Lana Turner 1920-95
Fhotographer: Eric Carpenter, | 942

Degree of difficulty; Moderate to hard (3 Hghts)

Julia Jean Mildred Frances Turner was reputedly discovered in a drug-
store at.the age of 15 while cutting school. In 1942, when she was 22
vears old, only one movie feamured the orpinal “Sweater Girl:®
."IIIJ'.IJ?E'H'II.Iq'Tr' 'l Eina Yo,

The chiaroscuro is striking, bur there is much rerouching in this pic
ture. Mose of whar we see between the actress and the statue looks Like
airbrushing, particularly the shadow next to her cheek, but the keyline
on the chin i genuine and beautifully executed = a reflection from the
background, The props are, perhaps, a littde overdone. The intention is
1o combine sophistcation (the gloves, the low-cur gown, the “classical®
|'|'|:|'h.|!.- and innoceice ||:|1|.' flovwers and Mz TIIFIH,'I.' ]n.frw]!_. I'l'w Frrnn.l.' 13
masterful, and the canting of the camera = a popular device ar the time =
is all bur essential: it places the main subject’s face ar & more ateracrnive
angle and greatly reduces the apparent mass of the statue, which
orherwise might dominare the composinon. The principal oricks in re-cre-
Ating this picture are, first, the very careful contrel of chiaroscuro:
second, the angled camera; and third, diligent and extensive retouching

The kev lighe on the face is the fearhered edpe of a spor from above
and slightly behind' the subject. A weaker, less vnghely focused spot,
acting as a fill, scems o be above the statwe. Another strong fill from
.1|1-:11.'r and o Caferd ri1;|11| -_:]I.|.:I11|.!|' i EFene 1|5 'I|'|r: mu!'ﬂit‘l."l'. 15 ".Llll".,:.',,i."\.l:l.'lj h:r
the principal shadows of the hand and arm. The latter is probably a
spot that is thrown out of focus, with bam doors o darken the torso
below the shoolder The |1;-||;'kl;rv||1:||1d and some of the skin tones owe as
much to rerouching as o lightng.

)

Fill

Fill

3’%




THE FORTIES

ECSTASY

Hedy Lamarr 1913=-12000
Photographer: Bart Six (1), 1944
Degree of difficulty: Quite easy (3 lights)

“-:'-.!“l'.', Ewa Mana I"q.ll."-lfl' |'|.'|1.‘| ai .11||1'|'|:r.1|1|-._' Brasp ol Hu'll} l.l.nmd
essentials, As she pur it “Any girl can be glamorous; all you have o
do o stand still and look stopid.” She arrived in Hollvwood in 1937,
already notonious from her appearance nude in the Czech film Exrase
{“Ecstasy’}. Although she made compararively few films afrer thar,
her loaks made her a star, and she was very popular

Despire the exoticism of Ms Lamare’s ootfit, and her striking
looks, this is almost a rexthook example of how to make the wife of
the Chairman of the Board look good. The only departure from the
bormula = the inclusion of a lircle backegrownd betore it fades to black.

[he cropping of the (gloved) hand eould be enticized, but had vou
really noticed before it was pointed our (o you? The slightly different
heights of the shoulders and the fact thar the left shoulder 15 shightly
closer to the camera = both natural consequences of the pose - are at
least as important a lesson o learn: showlders ar the same heighe can
very easily look all too muech like a palice mug shot.

Onee again this is ‘loop’ lighting, with the key somewhar to
camera letr and the fill much ¢loser o the camera, lower down, on
the righe: as so often, the carchlights in the eyes give a very good 1dea
of wihere the lights are. There seems also to be a kicker, prancipally
tor the background, to camera lett. The odd woolly agglomeration in
the lower lefi-hand cormer of the picture may be the remains of
unsuecessiul retouching designed to knock back an overly “hot' area
from thes light, Otherwise, it is entirely inexplicable.
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The masn reasos for including this picture
erediced & 'E:c‘.!y' Welbaurre n 946 fee Derk
Padtape. i 1o show what cin hagpen when recouch-
ng rum riot. The highoing 8 tomewhere benween
'I:l'.l!:-tl'ﬁ;r' and loop, 1eemingly without 3 All; tkesa 4

a backlght on the hat Mi Bagall i 3t her smoulder-
rig best; and ber 3k appears 1o have been reworked

wirk morecian's was and 5 cold chetel
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THE LOOK

Lauren Bacall b. 1924
Fhotographer: Bert Six, 1945
Degree of difficulty: Reasonably easy (3 lghts)

Bietty Joan Perske was generous in giving credic where it was due -
“What 1 learned from Mr Bagart, | leacned from a master” = and
refreshingly honest. The famous Bacall ‘look,” she explained, came
trom being so nervous that 'l had to lower my chin practically to my
chest and look up ar Bogie.” She first appeared in To Have and Have
Mot (1245), and she s sull acting more than half a century later,
| PPESIERETE, 100 T I'i.'-\.'ll\-r one r||||| EYETY YVOAr or W,

Purely practically, from a |1||-:|1|:-|‘:r.|||1|1.:r‘1. view point, she hat o
wide face thar 15 best narrowed by an astute combination of pose and
hghting, Also, v those phorographs where she 15 not Ik
II|'|".".'-II|.|'|-.. |.;cr||.'|.||.|'- -.||..'_|1I'.1.' -.'||:|:|..'.r|~...1||:., |1|_'r |,'.'.|_'-q,'L'\ |-.u |!-; r.nl'“_-r |-;||'|-r;;
‘the look” was detinitely her best angle. Our best puess here is that the
camera was slightly tilred and thar Mx Bacall was also leaning some
what, We are puzeled by what appears to be a blob of retouching on
the rope 1o the nght of the head: we can only assume thar there was
an unwanted hor spot thar was ||.|:.|r|1~.||:.': Bleached oue i the h.-.r.-.-
that evervone, captivated by thar face, would fail to notice

Even by 1945 lighting was becoming increasingly formulae, and
we have here classic "burterfly” lighting with the key set to give the so
called *butterfly’ shadow under the nose; the key is flagged 1o pur the
lower prart ol the preturc info shade, The ['~|1-:|1|:-|:||:.'||1|'.|.'r dppoirs to
have relied on the robe tor hill, Then there is a hair light from camera
left (chere may be ewo, but we doubr i) and finally a background

]:|p_|1‘.. agamn from camera letr.

Hair light

Backgrownd light




Flutsive twin-parafiel camera smnds, like the oo featured in dhis pécoure
&l £, 5 Bull, were the rule, racher than the exceptian, in Hallywoad, Like
a modern pillar-typa atand, thay allow the camara 1o be lowerad aEnodt
o ground level, or rited well above eye level. quichly and smoothly

Clarence Sinelaie Bull (18%6=1279) is_ foar many, the
greatest of the studio sulls photographers, both
technically and aesthetically. Others may have pro-
duced individual pictures that were better, but bor
consistency, range, and sheer ourput, he is impossible
to beat. Time and again, when a prcture caught our
attention as we were researching this book, we found
that 1t was one of his. Whether irowas onginality ot
vision or sheer rechnical quality = both of which are
sometimes conspicuous by their absence in a surpris-
ing number of Hollywood portraits — Bull kepr
l..':ll'l'lil'l:l'_ '.LF:I -ul'ai.:'.'.F:"'u.

He was born in Sun River. Mongana, and his inter
est in photopgraphy started when he was 19, in 1912

[

Eventially, Bull war 1o Eetome Garbo's mxclusive photograpber, bu
when this picture was @ken m 1930 for The Kni, they had worked
tagechar anly on relstively few oocation.

Charles M. Russell, the Western artist, was a family
triend, and it wais at his suggestion thar the young
man bought a Kodak. Apparently, he sold bicycles
and magazines in order to pay for it = travelling from
o USECGMIET 49 Ol I,|.|:r||'r LAk I'ul.ll"h:'l".'l'-. LI

When he was 20, he went to the University
i ."-I:.;hlﬂnn. and while he was there hie worked at
the Mrchigan Daily as a staff photographer. Then in
1918, after he graduated, he went to Lok Angeles
and joined Metro Pictures as an assistant Kinemato
grapher. During production breaks, he shor stlls.

Bull's work attracted the attention of Sam
Groldwyn, who hired him 1o 1920 as a stills photog

rapher, and when Metra and Goldwyn amalgamated

i 1224, he was the first head of the stills department
in the new company. A vear later, of colirse, Lauis B,
Mayer Picturés joined the group, ro creare the
company Metro-Gaoldwyn-Maver

From then unul 1958, he was o staff phatographer
at the studio. For many years, he was Grera Garbo's
exclusive  photographer and  shot more than
200M} negatives of her. Reputedly, the 24-vear-old
Garbo sar meckly through a three-hour session with
the 34-vear-old Bull when thev. first encountered
one another in 1929, neither rq‘:q]inng that exch was
m awe of the other; four vears later, she requested
that no one else be allowed to photograph her,

Oither ||||.||_:."u.'| wod stars he ;:-|1-:|l:4|;'_r,1p|11'|,l. in his
long career included Cyd Charisss, Gary Coaoper,
Clarke Gable, Katharine Hepburn, Jimmy Stewart,
Glora Swanson, and Elizabeth Tavlor. The last two

This prcrure of Garbo, tasen for mapreton im 1331 b much moe dized
than the one an the facing pape. 3nd well Sluvvrates the robe of dathe in
fixing 4 picturd In & purtcular e Tha Exirfigd-gwt note wosuld Be 3 mi-
take o anyore chie did o owh Bl it s bigh drama
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are particulacly imteresting, as Ms Swanson's links
with the ‘business’ went even further back into the
silent era than those of Bull himself, while Ms Taylor
was still 2 star more than 20 vears afrer Bull's
own death.

Perhaps the most interesting thing abour Bull's
work is its sheer range. Unlike same photographers,
he was both willing 1o experiment and technically
able to make his experimente work = ar least most of
the rime, thouph the retouchers sometimes went
to town on his’ negatives. Fully dressed sets, night
head shots, the customary languid poses, shors that
look like something from the nincreenth century,
and shots that look as if they were taken vesterday -
Clarence Sinclair  Bull did the lot, ‘without
being showy, without bombast or excessive self-pro-
motion, and with consummare skill,

Tes, well 35 Garbo again, #n 1737, ler Megichls lts not resdly @
Hollywoad partrsr | part o very, vary good picture. And it could
be replicated with slmoar sy model

[ar
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This pgture

el i 940 for fobany Apola, i
mchuded @i & Erifwite Eo dredtive retootheng wie Tind o
hard vo beelepve than the bust bne A reproduced esecr
Iy as photopraphed, On the otfer hand, Foow hard
woaild B have beeh (o relouch the awiceard double
highlight on the middie rail of the right fand? Lightng
i Busterfy, withoot § B bt with & bacidighs
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THE ROAD TO DOROTHY LAMOUR

Dorothy Lamour 1914-96

Phovographer: A. L. “Whitey' Schafer, 1945

Degree of difficulty: Ms Lamour: easy; vase: challenging
(4 lighes n all)

Pevotees of the Bing Crosby/Bob Hope Road fo ... movies will recall
Mary Leta' Dorothy Slaton as one of the grear delights of the earlier pic-
tures. By the oime of The Road fo Singapore (1940), she had already
been tvpecast in “sarong roles” and cheerfully subverted such parts with-
out ever tipping over into paredy. She continued 1o act into the 19710
and 15%50s, though by that vme with only two or three Hlms a decade.

The lighting around the vase is frankly messy, and there are shad-
ows evervwhere — bur does o matter? As ever, our atention is focused
on the star, whose skin and dress are wonderfully rendered, though
once vou have noticed the missing right arm, vou start looking for ir.

There are, in eltect, two scparate Lighting plots, one on Ms Lamour
and one on the vase. We failed to agree on whether the edges of the
plinth are rerouched. Ar least some of the bright edpes are the result of
the hghtng: whether some were drawn in 15 another question

Ms Lamour 5 |.':'-.|.'||.||'=\.|'.|.'|[. lit with whar amounts o "'E"Lllt-'.'Jllj.-
hghting: look at the nose shadow, The (scrimmed) key is somewhat to
camera lefr, the fill fractionally to camera right. The vase iz lit from
camera left with two lights thar cast conflicting shadows 1o the righs
of the vase, one lower and at abour 45 degrees 1o the subject=camera
axis and one closer to a side lighe. The fill from the lighting on Ms
Lamour also casts shadows o the lelt of the vase in the picture, while

the kev on her probably acts-as a hill to the side of the vase nearer her

Backgrownd
bight for vase

key Light for vase
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... AND TRIGGER

Roy Rogers 1911-98
Fhotographer: Roman Freulich (1), 1945
Degree of difficulty; Moderate (4 lights)

Leonard Slye was a star — thar is 1o say, with his name above the ritle,
in the old Hollywood tradition = from 1938 to 1953, frequently in the
company of his horse Trigger. Singing cowbaoys were hig box-office
business in Hollywood, and Roy Rogers was almost certainly thie besr
of the breed.

What is most remarkable abour this picture is thart it is a superb re-
creation of daylight, probably on a sound stage. The plain, neueral
background is unusual, but 5 presumably intended to evoke the
emptiness of the prainie: certainly, the tence rail is a superb prop, con-
juring up the maximum of imagery with the minimum of intrusion.

[he pose s surprisingly nateral, given the artbciality of the
costume, and (as ever) it is fairly easy to mamntain. Note how the eves
are turned away from the camera; a direct stare would have had an
entirely different effect, and might well have turned an open smile into
something slightly mocking. Smiles where the teeth show are harder
than scems reasonable for mose FH.'HI"I[L' toy achicve n.'thII'.IH:t'.

The key is a loop light to camera lefe, set fairly low so as 1w clear
the bnm of the hat, with a fill lower and o camera right, but not far
to camera right: look ar the catchlights in the eves and the fill under
the hat. The background behind the fence rail is almost certainly hie
separately, by the look of it from either side: it is distinctly braghter on
the right than art the center, and slightly brighter ar the lower leit.

Background |IE‘.|'IE

[ 1
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| REFRESENT THE PROLETARIAT

Gene Kelly 1912-96
Photographer: John Engstead, | 945
Dagree of difficulty: Easy (2 lights)

“When Fred Astaire dances, he represents the arstocracy. | represent
the proletanat.” The empration was to headline this page *Sittin’ in
the Sun,’ in tribute 10 Steigin® iy the Rajv, but the chosen quote from
Eugene Curran Kellv makes owo interesting points. One is thar the calt
of the ‘regular guy® had begun to rake hold even in Holly wood, The
other is that he knew wards like ‘proletariat,’ a word thar many stars
in Hollywood (especially in the late 19408 and early 19504) would
have hesitated to use, even if they did know it.

I'his seems 1o be an amproved snapshor.” Mr Kellv's natural grace
walld quite conceivably lead him to sit like this: a set photographer

would see i

ind in the days of roll film cameras, it would take but 2
few moments to fill overly dark shadows and rake the pecture, 1 the
photographer had had to haul in an & x 10 in. camera, the picture
might well never have been taken. Nevertheless, the artless pose does
rely on Mr Kellyv's looks and grace. Dhehards will bemoan the facr that
his socks do not cover his calves; thar the perspective is not as pleas-
ing as-af a longer lens had been used (our puess is thar this was shor
on a Rolleiflex); and that his right shoe disappears awkwardly into the
shadows, with only the white parts showing,

The |I|:|'I[ appears o be qlm-li;.:hz. froom & winideaw to camera :_nl.;]-.:,
the frame of which is on the far right of the picture. It is supplemented
by another light to camera left, conceivably another window, but, from
examinanon with a MAgnIVINg '!.El.'ls-‘\. of the ¢.||4,'|1|:|::.'||;~1 in the CYES €
the onginal print, it was more probably a portable fluorescent lamp.
There is also a slight highlight from this Gl on Mre Kellvs forehead.

Key (window)
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Thit picture, from bsdacree!, wai 1508 in | 958 O

course M older than im  the
picture, oppotite. but the low of gmour i not
tirdbutable to a2 mere dozen vadri. Rather, It is che
photographic atyle; she i ne longer 3 ‘swar,' im the
ECphE of tha 9304 and | 9y, bt mérely  ancther
ey atiradirve woman

B‘f‘l Elﬂl.ﬂ L1
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Ingrid Bergman 1915-82
Phatographer: Mot credited, c. 1946
Degree of difficuley: Fairly easy (4 lights)

‘It’s not whether you really cry. It's whether the audience thinks Vo
are crying.’ Ingrid Bergman made them believe it, despite whar was a
somewhat cavalier amitude to the *business.” After several Swedish
films she moved to Hollywood in 1938, became a star, moved back
to Europe to be with Roberto Rosselling in 1948, and then became a
Hollywood star all over again after her return in 1956,

The camera probably is not tileed; the fall of the hair argues thae
the head really was nlted. For a real Hollywood look, incidentally,
hairstyling (even a makeover) may be essential: many female stars
had flowing locks, and male stars used so much pomade that we
coined a rerm for a particular type of backlight, a Greasy Hair Light.

The portrait is, overall, reasonably timeless and does not carry too
many dating clues in make-up or dress. One thing thar identify it as
af its time is the extremely shallow depth of field. The chiaroscuro
around the face, illuminating a light mid-tone against dark mid-tones
and textured shadows, is masterful.

The lighting is formulaic “butterfly” plus fill, with the key slightly
to camera lefe and the fll just abour alongside the camera on the
right: look at the catchlights in the right eye. The line differentiating
the chin is almost certainly the result of light reflected up from the
dress. There is also a hair lighr, and the background appears o be SCp-
arately li: otherwise, the band of shadow thar helps to differentiate
Ms Bergman’s face from the background would be much lower.

WAL oo

Hair light

j:-f' Backgreand lighe
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Veronica Lake 1919-73
Photographer: E. R. Richee, 1947
Degree of difficulty: Fairly hard due to the fill (5 lights)

It is true that many Hollywood stars deprecated their ralents pretrily,
bur Consrance Frances Marie Ockleman deserves an award for: *You
conld put all the talent | had into vour left eve and seill nor suffer from
||11|1.=||r¢-x'. vision.' She also deserves some praise for her taste in names.
Even if she was not the world's greatest actress, she was cermainly one
aof the world®s most beaunful models, She might even have made it as
Constance Cickleman,

Mz Lake was as noted for her bair as for her |{'|.;l., and both are cel-
ebrated here, though unusually, we can see both eyes: very often, she
Was |::-||||h:-|::.1|1]5|_'|_| with' one EYE More or less concealed hf.' a -._‘|r._1|‘-q- of
hair, the *peck-a-boo bang” as it was (perhaps unfortunarely) named.

Fhe lighting on Ms Lake's face 15 something berween 'I1||:r.,-rr11.'
and ‘loop,” and the hair light 15 clear enough: 1n fact, chere mayv well
e two hair Lighes, which is what we have drawn, The real fascination
in the lighting here lies in the Hll. Alchough there mav be more than
Wi |I!.'.|.'I[~i., the classic APproge h would be o use just two arranged in
‘wraparound” styvle. Here, the one on camera right 5 probably higher
(look at the shadows and highlights on the right knee), while the one
on the left is at a slightly more acute angle to the subjecr and mount-
ed rather lower, The photoprapher has fully exploited the reflective
properties of the light-colored clothing, to create a high-key figure
against a black background and to bounce hight wherever it 1s needed.

Ry
il Hair highs

r.'F““ﬁ«I
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EVACUEE

Dame Elizabeth Taylor b. 1932
Photographer: C. 5. Bull, 1948
Degree of difficuley: Surprisingly easy (2 lights. maybe more)

Litle Elizabeth Rasemond "|-.'|:|'||rr was evacuaned to I'iﬂ":.."l.l..'m'pd ..Euring
the dark days of World War I1. Her first film appeared in 1942, and she
wis a star at the age of 12 with National Velver (1944). In her late six-
tics she was still *bankable. and the media JE'F“IIHL'I.i her private life in
a manner hardly less breathless than was the fashion of the 19305,
This portrait owes a certain amount to William Mortensen, who
advocared very flar lighting, with the contrast boosted by extended devel-
opment, though its tonality is to a consaderable extent the result of is
being a conversion from a colour original. While we are not sure how
this portrair was achieved, we are reasonably confident that it could be
ll'r‘rlHI'i:L.'ull.I 1] [‘I‘:'." r.lh|1|l:|r| L1 o il.il.'-'l:' '\.‘ITJ“TL - i'l,"'lj II'I.“ MIAY ]E.l.'l.'l_" hl:",'!l_ rhl'
way thar it was actually shot. In the onginal print, though it may not
held in r-!';'-rql.,h_|-.'|:|n:1_ the hair iz wel difterentiated from the i'-;l:;Lc;rll]:.n-J,
The key is extremely saft, probably because it is all indirect. A big
white bounce, directly beside Ms Taylor, could be lit with one oF more
]1:'.1'.'I:rrl.l| spots: we have drawn ::.nlg. two, though theee or even four
would be entirely feasible. Another bounce 1o Ms Taylor’s right (cam-
era left) would provide & small amount of fill: if i were at the right
angle, this could account for the rather bright right ear and shiny ear-
ring. Evervthing in the picrure, including the background lighr and the
shadow on the night shoulder, could be achicved with one single light
used as described = though retouching has almost certainly helped.

Spot o light bounce

Bounce

P
S
e

Spot to light bounce
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SOMEHOW, | MAKE IT

James Stewart 1908-97
Photographer: Mot credited, 1949
Degree of difficulty: Easy, apart from the set (2 lights)

lames Maitland Stewart was at his best playing, in his own words,
‘the inarticulate one who tries. | don't have all the answers. but for
some reason, somehow, | make ir' He also said of himself, *I dont
act — | react.” He was first nominared for an Academy Award in 1939
Mr Stk Goes fo W asbington), and in 1940 he won an Academsy
Award for The Phuladelphia Story. He also picked up three other
Academy Award nominations, and in 1984 ke was piven a Specal
Academy Award “for 50 vears of I11'§.'-|I1II'I|.1H=| pecformances,”

This would scem o be an “improved candid.” rather like the
picture of Clark Gable on page 47: a picture that was seen, improved
in both lighting and pose, and then taken with an 8 x 10 in. camera.,
stung sideways on the chair is a good way to add variery, anchor the
left hand, and support the pose overall: if vou look through this book
and at other books of Hollywood portraits you will note thar sitting
‘\.I.EI.I.I.ZI\.'?'\ and ||-.'.|r|} i A char the Wil¥ W were tabd toosit in kinder-
garten, is the exception rather than the rule,

The background in the lower lefr is most casily explained as the cor
ner of a ‘cove’ where there is a smooth curve between one wall and the
foor to remove the wall/floar boundary and create an “infinity curve.”

The lighting on Mr Stewart & pure *butterfly’: fairly high and
pretty much in line with the nose, ar around 45 degrees to the
subject=camera axis. Theré doss naot Appoar to he Ay r'.IJ, but there
may be a bounce to camera left, and there is a hair light to camer:
nght. The background appears to be lit by spill from the key.

Hair I-@h:
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This 1954 pecnure of Grace Kelly, cken by Bud Fraloer for Roar Windew, thew thar the soyle of sarissr eraa persinted vl
into the 1550x the tlted camsern, the exquisite shinaones, the almost non-existent shadoe detil, the Toop’ light There
is a lack of arertion to detal a prads stalk makes & Rebab af M Kelly's kead, and the bresst thadow are Binrre. Cinky
ehi Pubjecr § compelbng Desury redeanmd thia picture
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Busd Fraker again, wnd 3 mach more madéra ‘repormpe’ shot than
i one of Grace Kally [lefl br will pot be appanerd i reprotulon, Dot
3 Sutiean thing sbout thin 1956 pecture of Yul Brpnner B that nowhere i
it cricically ihiach ‘.h'.lhrh v dnaprbesied Lefy erm and cheppad-abaat
hasnd will be ali too obvioui thiy i defnitedy Aot s che radian of 1
‘drgarm machine’ of sarher decised

The dividing line begween the 19405 and 19505 15 by no
means clear-cur. By the late 19405 there were more and
mare still photographers in Hollywood who were usimg
4 % 5in, and 6§ x 6 cm roll film = but equally, there were
those who continued to shoor 8 x 10 in. well o the
1950s and even in a fow cases wnto the 1960y, By the mid
ror bare 19505 poo, color was becoming more antd more
important. Although this often meant a returm to larger
formats, particularly 3 x 7 i, in order to get good qual-
ity, it was a far ¢ry from the black-and-white work of the
carlier decades

in black and white, the smaller formars meant that
retouching was more difficult, but this did not
necessarily matter. The whaole style was growing maore

THE FIFTIES

informal, closer to reportage. To be sure, there were still
grand ser-picces like the picture of Virginia Mayo on
pape 41, and even the roll film portrais were in many
cases a lor less casual than they seemed, bor the perfect
*screen godd” or ‘screen goddess’ no longer seemed to be
the ideal, Now, the stars were portrayed more approach:
ably: as men and women out of the ordinary. certainly,
but much more akin to the fans who went o see then.

All-of this bitred the mood of the 19505 World War
I was over, and standards of living = not just inl the
United States, but also in the apparently defeated Axis
countrics — were increasing as never before, The war had
mieant the destruction of social and geographical barn-
ers, People had mixed wath strangers from all over the
plobe: filmmakers could stll pander 10 prejudices, bus
they could not get away with the stereotypes thar they
had used in the past.

Blarant cscapism, such as the musicals, could be pre-
sented in a stapy, almost cartoon-like form, without any
real attempt at creating three-dimensional characters,
but when the stars stepped down from their painted
South Sea tslands, they were expected to revert to being
something akin to normal human bengs. The sheer,
unadulterated, elegane style of film noir, on the other
hand, had become much gritnier and more realistic, and
Stanislavsky's ‘method’ acting, with its reliance on
femotional memory,” had an enormous influence on swars
who had had lietde or no formal eaining in the crafr of
acting bur still wanted o be taken seriously as actors,
Only the epics demanded a prandeur, a sort of faxx-real-
isrm, a scale as large as the recently finished war irself.
Besides, the end of the 1 9505 woueld see o new sort of
sLar, the PO ATAT whose  adalation would excesd
anything thar the silver screen had seen since the days
of Valenrino.

The changes in the style of movies, the changes in the
stvle of acting, and the changes in the equipment used to
make the portraits all meant that the 19504 saw the end
of the dassic monochrome Hollywood | poreraiture.
There would still be many great pictires; but they were
no longer Hollywood portraits, or even Hollywood-style
portraits, and so the era wonld end.
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Marlon Brando b. 1924
Photographer: |ohn Engstead, |95]

Degree of difficulty: Fairly easy (3 lights)

I coulda had class, 1 coulda been a contender,” mumbled the young
Marlon Brando, Jr, in O the Waterfront {1954), which brought him
his firse Academy Award after being nominated in 1951, 1952, and
1953, Almost 20 vears later, in 1972, he found himsel up against hErm-
self For .-"...11|L'rr|:.' Awards in two movies: The {r'.-_l.-}_,l"ur.l:.-r and [ast
Tarreo i Paris | The Godfather won), As be grew older, eritical acclaim
grew more mixed: everyvone agreed that he had a monstrous talent,
though they sometimes differed in their use of the word *monstrous.”

The *hor” higae- on the nose and lip 15, to coin a phrase, a “sneer
light." Combine it with his left eye disappearing almost completely into
mienacing shadow, and you have the epitome of a young tough, loung-
ing against a lamppost. For a more conventional effece, either the light
would be pulled back a hietle, s0-as not to stnke the nose, or Brando
would have been asked to rurn his face slightly more towards the cam-
erd, The T-shirt could hardly be used to advertise washing powder, but
deliberately ‘punk’ clothing should always be treared with caunion: (oo
much prubbiness ancd |.‘ip-|'|'i:5||,'r can distract attention from the subject,
and armficial dircying can look all oo obvious.

'I'Eu; kr:..' 1% '|1||;h 111:! O CAamera lrfl:, A% rl.'||.|r|:|.|.'{|;i h:i-' l|1c_' ':.iL;I.I,I.IH\"- ot
the brow, nose, and ching the hair appears to have been flagped off. A
broad, Hagged backlighe from camera T’l‘ﬂ“ lighes the hatr, the lefr arm,
and, of course, the left temple, nose, and lip; this'is the ‘sneer light’
mentioned above, There does not appear 1o be any fill, bur the back-
ground is separately lie.

aneer ght'

X

Background sght
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TWO GOOD REASONS

Jane Russell b. 1921
Photographer: Gene Kornman (1}, no date

Deagree of difficulty: Fairly easy (3 lights)

In the words of Howard Hughes, who gave Ernestine Jane Geraldine
Russell her first starring role (The Onlawe, 1943): *‘There are two
good reasons why men will go to see her” In this picture, a more
mature Ms Kussell remincds us chat she also had a very stnking and
I‘I'l'l'l'- [ilLl'.

The camera 15 probably flted, so that in the original scene Ms
Russedl’s head was LM ||.':EH!. This ti ick af I!illz:ip, the camera :L[II::l'I.'I-".‘: the
stars o look calm and elegant, rather than strained or slumped.

AR Imberesong aspect of phas PICTUre 15 it rimebessness: ot could be
re-created with almost anvone in a roll-neck sweater, and it would
veem as tresh and onginal as this must have when it was ficst printed.
The absence of jewelry and the simple hairstvle mean thar the picture
i not dated at all, The make-up s perhaps the only drawback: the
||px E:.u ¢ h{'-;'n 1||11||r||_'|.| i |i||!||' oo heavily 1o look ::|.'|1|.||:'.'|| |‘~||I a ligthe
too lightly to look contrived. There may be a tiny bit of ditfusion, but
it really is very slight, and it would be reproducible with a weak
Softar or other high-quality soft focus screen on roll flm.
Alternarively, a cheap zoom might work well on 35 mm.

The lighting 15 straightforward *loop,’ with the key high and fairly
well o camera right, and the kil just to camera left and somewhar
lower. The |_.'_';1|_'|1|||:|.'hl:_-. from both are visible in the EYEs, A |'|.'|-.."|{!I|.‘.|'|1
makes up the lighting trinity, illominating the hair and part of the
collar - though something that is nor immediately obvious is that the
wool of the sweater changes color ar the top of the neck

Hadr fight
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Arpeably ot her fineit and mest athletic in the | 5460,
wihien she was in her teventies. Mo Charse remained
a urriuingly lovely woman throughout the 19503 end
berpand; and age did not seem o weary ber fegs.
weiieh, I anpthing, compelled che oyo even mare than
the rest of her,

DANSEUSE

e e e e I i i LU et s 8 ISR T TPPTY et gty B! .1,

Cyd Charisse b. 1922
Photographer: C. 5. Bull, 1953
Degree of difficulty: Easy, if you have the space (4 lighes)

Tula Ellice Finklea 15 one of those minor stars whom few recall in a
particolar movie, bur almost everyone recalls for herself, albeir mot
under her given name. This might actually be a surer indication of
stardom than many orhers.

As so often, the melodramatic \.l::md:'::r_ pose {in p_arti.:ular:l
requires a very attractive model or careful draping or (as in this case)
both to make it work. In the 1930s Gerhard Riebicke's photographs
af nudes were often in equally contorted poses, and awkward wrinkles
and folds are commonplace in his work, even with slender models.

The lighting in both pictures appears to be identical, despite the
very different poses and the fact thar Ms Charisse is facing in oppo-
gite directions. This is an excellents illustearion of the point thar whar
creates apparent varations in lighting is as often the pose of the model
A% 1,'|'|.1|'|]::|.f\ in the actual |i;!._:hr:i:=||.1. It also explains how so many provin-
cial phorographers could get away with “brass-stud” photo-
graphy, with the positions of their two or three stock lighting set-ups
marked in the floors of their studios with brass-headed racks,

The hghting in both pictures almose defies belief, coming as it
does from four directions '\_\.:i:l'!lllllli'I.IlI._'I:lI_I"-'I.:L". Ms Charisse 15 n the mid-
dle of an X of light, coming pretty much symmetrically trom camera
left and camera right. Three = left rear, right rear, and right front -
are set low, and 'the fourth, left front, is set higher. There may, also be
separate background lights, though spill from the two rear lights
could also do it. On analysis, there are roo many shadows going in

too many direcrions; but who analyzes pictures so carefully?
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By e eime Mls Monnoe was disco . Mallysaad

photograpty had meved pway froem B x 10 in. cam.
eras o4 x5 in. and even roll film. Although che
pHturad 3re dparhicially the iame, the tonality 4 &4-
fereat froem che pectures mken wich the bip comerat
and the bokeh {tha guality of the cur-ol-focus image)
i very different. This was shot by Frank Powolny
m 1953

SILVER-SCREEN GODDESS

Marilyn Monroe 1926-62

Phatographer: Frank Powolny, 1953
Degree of difficulty: Surprisingly casy (3 lights)

In her early twennes, Norma Jean Baker was renamed Marilyn
Monroe after signing a $125-a-week conrracr with 20th Century
Fox: she became a star at 22 with The Asphalt fungle and Al
Aborr Eve.

For many, she 15 the definitive scréen-goddess-cum-sex-symbaol,

and most of the appeal of this picture retlects this: the less-than

to impart a4 secret or to be Kissed. The plane of tocus is the hand,

which is heavily retouched o lighoen ir, so thar it is almost divoreed

saw [0r wi
that of the onlooke

at leasr from

would create the key and backlights satistacronly, with a soft box (or
failing thar, an umbrella) as a weak fill.

The lighting is classic Hollywood: formulaie, perhaps, but effec
tive. The key 15 the feathered |.'|.|__L_r.|;" of a very high, soft spor from cam-
era right, fractionally behind the subject, but almost at %0 degrees to
the subject=camera axis. Another spot, from camera lelt, I'l.h.LIJH,hI'.
the right shoulder and just adds a tiny amount of highlight to the
right hand. A strong fill, pretty much above the camera, creates quite
ke highlighes on the face, especially the lips, nose, and forchead.

o
¥
P
F
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PLAYING SONS OF BITCHES

Kirk Douglas b. 1916
Photographer: Mot credited, 1954
Degree of difficulty: Fairly easy (4 lights)

Issur Damelovitch reckoned thar he had *made a career of playing
sons of bitches,” but he was hardly fair to himself, or, if he was being
gccurate, he plaved a surprising range of sons of bitches with some
conviction, from Yincent Yan Gogh to Spartacus,

The camera s almost certainly tilted; in other words, this s a
normal, vertical pose and if you place the upper left corner of the
picture above the lower rnight comer, you will see how Mr Douglas
was standing. When examined closely, the pose is a bit of a fraud, even
apart from the tilted camera. If he were really pulling on that rope,
especially af thar angle, his muscles would srand out more: this sort of
thing 15 worth thinking about when you set up this kind of shot, in
which realicy 15 shightly misrepresented. Carry it too far = which does
not seem to have been dooe here - and it ¢can be too abvious.

It is also worth remarking that he is probably looking slightly 1o
the I'JH_hI aof the end of the FOpe. 1t he were [|_:-|_rki|15'_ 1.1r.|.'i'£:','|11 at it, his
eves would show more white. Checking things like the whites of the
CYES 001 becomes second nature in F'I.'lrll'nli[lll'ﬁ‘. bur ar firse, it iz
something you have to think about consciously.

The key is pure sidelighting from somewhat high to camera right -
the camera is tilted, remember = plus a fill, low on camera left, and
two backlights from camera left {though it might just be possible 1o
dao it with one). The hotest highlight on his right shoulder is slightly
too hot, and the left side of the face and neck are bright, bur not too
bright: backlights can often be more dramaric than seems feasible.
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ONE WILD OAT

Audrey Hepburn 1929-93
Fhotographer: Bud Fraker, 1956
Degree of difficuley Falrl}' casy (3 lghes)

The first film in which Edda van Heemstra Hepbum-Ruston appeared,
in 1951, was One Wild Out, a curiously rouching descriprion of her
tombovish and innocent sexiness. Warching for her in the Ealing com-
edy The Lavender Hill Mol [1951) 15 one of the many pleasures of a
dt|l_u|1r‘.u| movie. Her rse o stardom was more than confirmed ':-\.:.-
Romrsan Holidav (1953), for which she won her anly ."u.|||-,'r||:. Award -
'.hl:-ll|.‘,]'. many would have Ve her another for Hreakfass ar
Tiffarmy’s. Her last appearance, onlv a few vears before her death, was
in’ Alivays (1989)

In the origimal prine, the slightest trace of a shadow can be seen on
the black hac kground, though it |"r1l|'l.||'l|l.' will not show reproduc-
tian, The chect could probably be duplicated wirth black seamlbess
paper and mimimal exposure; this also helps to render the texture and
chiaroscuro of the white outfit, though it does render the skin tones
rather darker than would normally be thought appropriate. A good
stlution would be to use black flocked paper or black velver

A small point worth noting abour the costume is that the tied ends
ot the cummerbund break LEE Y hat would otherwise be an awkward|y
large area of rather dull tone. It would be extremely InEerestmg to fry
to re=create this in color

The lighting 15 almaost ‘copy lightng': a pair of lights, symmetrically
disposced on either side of the camera, to light both sides ar 45 degrees.
Fhis would normally give a double nose shadow, and there is a trace
of this on the right side of Ms Hepburn's face. In this setup the key 15
st high and ro camera left; the other light, lower and 1o camera right,
15 somewhat weaker, There is also a hair lighr,

Hakr I|Eh|:




THE FIFTIES

Sophia Loren b. 1934
Photographer: Mot crediced, 1958
Degree of difficulty: Challenging (about & lights)

Sex appeal, said Sofia Scicolone, s fifty percent whar you've got and
tifty percent what people think you've gor, She mighr have added that
it helps it you change your name = and that many people would be
delighred with even ten percent of what she has gor.

Technically, this is one of the weakest pictures in this book. The

pose is awkward, and there are conflicting shadows and burned-out
areas all over the place. It is also a texthook illustration of the diffi-
culty of rendering a dark dress and a light sofa simultancously.

The lighting is even less desirable than the pose. Look at the two
contlicting nose shadows and the overlir, our-of-focus, burned-out cig-
arette. On her f:'u:l:. there 15 both "|1|:Il:r|:,'l'“:." and ‘h,'uap' I'.'-'-I"['"Fl- a clas-
sic example of two conflicting would-be kevs, and the two chin/chest
shadows are hardly any better: one shadow comes from the loop key,
and the other from a light almost directly above, but slightly behind.
Disregarding Ms Loren’s face - which is never easy — this latter light
could be taken as the key in a figure study, as it all too clearly deter-
mines the shadows in the rest of the picture,

This above-and-behind light is probably the same one thar buens
out the cigarette and the fronr of the couch, and overlights Ms
Leren's lelt torso, though from the highlight on the left elbow, there is
a fill there from camera right. Then, the shadow on the upper side of
the right leg and the highlights on her right ankle argue for another fill
ro camera left, and low. And finally, there 15 a background light.

H-ﬂl'jlsﬂ:ﬂ.ll'l-d I|E_'hl;




THE FIFTIES

... AND ROCK AND ROLL

Elvis Presley 1935-77
Photographer: Virgil Apger, 1959
Degree of difficulty: Challenging (6 or more light)

This portrak o Elvis Aron |'rl.'h||.'[-. [E!ll'\lll_l.',,ll wennee, bears lintle resem-
hlance o the Haollvwood stvle, Don Siepel Lill'l'lrlulfl.'l.l Elvis Presley with
Rudidph Valentine, Boch had gqualities of |'-.'!1.-.|:|'..a| MAENELsm thar
went bevond the explicable; and this rakes us back 1o the whole nature
of whar constitures *star gualicy” and of how this rare characteristic can
be communicated by moving or sull pictures.

This 15 a more pensive pacture than even thar of Marlon Brando on
page 127, and it is achieved as much by highting as by the pose. Mr
Presley 15 much more wrapped in light than was Mr Brando, and the
whole effect 15 softer and gentler. To be hypercritical, the hand is too big
i proporiion o the face, because the picture was almost cerrainly shot
on A Rolleitbex wath o fixed 800 mm lens; but to be more positive, this
shows just how wide a lens vou can use and still get a very pleasing effect

The key is a broad hight from camera nght, modelling the nose, lips,
and chin. | here are pWo I|i|'\.: ofie beside the CAainter, the |:-I.='.:_'| low and
to camera lefr. You can infer the latter from the shadow on the wrist.
There 12 2 o isp.'hl: above and behiind Mr ['r-.w!.,':.' and shightly ta cam
era right. One of vs thoughe thar a backlight, from camera: left, pur
e modelling into the right sleeve: the other thoughe it was spall from
the backeground, There are |1|.;||'|_;||'|_=1,- twio background lights — that™s five
or s1x = and there appears to be a completely inexphicable sixth or sev-
|_'||:|| ||;.;||I l:|1.1| Lasts '.|1|_' -|1.1'n;'|:r 'n.'l\.ihi'l.' upper whadiow n:l. 1|||_' A i1 TR

of the lobe and below the sidebums.

d i - .

Hair I|EI'.|: i

E..-.._k_gr-:}:_:.'u'_l light

Bachground hight

140
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Clark Gable andYWivien Leigh in Gong Wieh the Wind, 1939, % Bull {rant right] sacs up the shed.

The definitive guide to recreating the Hollywood-style portrait,
using influences and technigues from the golden age of cinema

An in-depth analysis of 50 portraits of stars such as Marlene Dietrich,
Clark Gable and Marilyn Monroe enables readers to create
classic Hollywood-style portraits of their own

Over 100 classic black-and-white portraits from The Kobal Collection,
the world's leading archive of cinema stills and film studio portraits

L3

Includes feature boxes on leading Hollywood photographers of the day
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