














[image: Image]






HOLLYWOOD
FRAME BY FRAME


Behind the Scenes:
Cinema’s Unseen Contact Sheets
—


Karina Longworth





ILEX




Your ticket to movie history as you’ve never seen it before, this book uncovers photographers’ contact sheets from the sets of some of cinema’s greatest films – including The African Queen, Some Like It Hot, Taxi Driver, The Silence of the Lambs, and many more. Capturing legends such as Marilyn Monroe, Audrey Hepburn, Alfred Hitchcock and Frank Sinatra at work and in repose, these images offer unique glimpses into the art of movie making and the science of movie marketing. Captioned with fresh insights from the creative personnel involved, each contact sheet tells its own story about the film, its stars, and the off-screen chemistry that yields on-screen movie magic.
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GEORGE HURRELL PHOTOGRAPHS BETTE DAVIS FOR PUBLICITY OF THE FILM JUAREZ


1939





“FILM STILLS ARE NOT DOCUMENTS OF THE FILM MEDIUM, BUT OF ITS MONUMENTAL FACADE.”


Alois M. Müller1


This book compiles contact sheets produced by still photographers on movie sets, allowing a fragmented, but illuminating, highly narrative glimpse into both the art of filmmaking, and the construction of imagery used to promote movies. A contact sheet—also known as a proof sheet or contact print—is a printed reproduction of one or more strips of developed film, exposed at a one-to-one ratio in order to produce positive images in the same size as the frames on the negatives. In the pre-digital era, these sheets were used to preview the contents of an exposed roll of film at a glance, in order to select specific images to be printed at a larger size. Because of their ability to condense many different shots onto one printed sheet, contact sheets are useful to the historian in that they offer a quick, chronological visual summary of a photo shoot and the person, place, or event documented.


Their inherent narrative value is one reason why Hollywood contact sheets hold so much interest. Another is their ability to document both the creation of, as Alois M. Müller put it, the “monumental facade,” and the slippage of that facade. Given the great artificiality of moviemaking and the role still photography plays in, essentially, selling lies, it’s all the more remarkable to see the moments of spontaneity or misstep that are often visible in the outtakes, right alongside images deemed supportive of the facade, and thus commercially useful. Contact sheets show aspects of moviemaking that someone—a star, a producer, a publicity department, a photographer, a photo editor—didn’t want us to see.


As an art form, a trade, and a functional aspect of the filmmaking process, the act of still photography on the sets of motion pictures has evolved enormously over the past 100 years. It has been part of the filmmaking process at least as far back as 1910, when the rise of the fan press and glossy magazines such as Vanity Fair increased demand for photos of stars. The earliest stills were usually distributed with no photographer attributed; back then, motion picture cinematographers were often asked to also take stills, which in addition to advertising and marketing, were used for production reference and occasionally special effects. In the early days of cinema, stills were shot on the largest film formats available, usually 8x10 negatives. These very high-detail, very large cameras were mounted on tripods, limiting a photographer’s movement and ability to capture spontaneous imagery; thus, most early set stills were group shots of cast and crew, or documentation of sets and costumes. Few were taken, and because strips of film were not used, there are few if any existent contact sheets.


Given the widespread destruction and deterioration of early films (90 percent of American films made before 1929 are considered lost), there are stars whose legends have survived solely or primarily based on their publicity stills. In 1915, Jack Freulich’s shots of actress Theda Bara posed as a female vampire made Bara a notorious siren before her first major film, A Fool There Was, had even been seen. Soon thereafter, Bara became the star of Hollywood’s first Cleopatra; though no complete prints of that 1917 silent survive, still photographs do, and they give a sense of Bara’s approach to the role and the essential elements of her star persona. Freulich’s images of Bara made him one of the most in-demand still photographers in Hollywood, and in 1919 he was hired by Universal to serve as the studio’s director of portrait galleries, making him the first still photographer on a studio payroll. In the 1920s, most studios followed suit, setting up their own still departments. Unlike the cameramen who took stills when they were finished with their motion shots, the professional still photographers understood that their job was not merely to document the stars or their actions on the set, but instead to manufacture the image that would sell them to the public, and subsequently lure customers into theaters. Given that goal, and also the size and slowness of the silver plate cameras used at the time, still photographers could not simply take their shots while a scene was being filmed, but would often recreate the action of the scene after it had been shot. Soon photo galleries were built on studio lots for the shooting of all-important portraits of stars.


An early proponent and benefactor of the art of the film still was director/producer Cecil B. DeMille, who hired well-known photographers to shoot stills on the sets of films such as The Ten Commandments. William Mortensen’s stills on the set of DeMille’s The King of Kings (1927) are thought to be the first motion picture stills to be captured with a hand-held camera, documenting the scenes while the motion picture camera rolled, rather than recreating the action after the fact. From the 1920s through the 1930s, the style and craft of still photographs evolved and deepened in sophistication; as photographers developed new lighting techniques and stylistic tropes, the Hollywood glamour portrait, in all its staged decadence, was born. These photographs were generally shot with large, mounted cameras using very high-detail individual negatives, on fixed sets that could be (and were) cosmetically redressed, but necessitated fixed poses from the actors. The process lent itself to beautiful but homogenized images; for instance, the same background screen can be seen in publicity photographs of Norma Shearer, Marlene Dietrich, and Ramon Novarro, all of them taken by George Hurrell. And, because the top stars had approval over their publicity photos, the outtakes of their portrait sections were contractually hidden from the public, ensuring that only the most polished and controlled images would be widely seen.


The practice of having a photographer dedicated to documenting a production in stills, often called a unit photographer, became standard after David O. Selznick hired Fred Parrish to shadow him on the set of Gone with the Wind (1939). Hollywood and the media that covered the film industry were becoming increasingly interdependent. A photographer on set was now both documentarian, and the artisan of precious materials that could bridge the divide between advertising and editorial. Smaller, portable cameras, utilizing 2 ¼ negatives, slowly came into circulation. The lightweight Leica portable camera, first introduced in 1925, took rolls of 35mm film, the same size as the celluloid that was now standard for capturing motion pictures, but it took decades for 35mm to fully usurp larger formats as the standard medium for stills. Roman Freulich (brother of Jack), a staff photographer at Universal, was one of the first to experiment with still 35mm, beginning in 1930, but his employers had little faith in the small negatives, and insisted he continue to take photos with the large Speed-Graphic camera as well. In 1937, in a how-to document on the shooting of “candid-camera images” circulated by the studio, Fox staff photographer Gene Kornman advocated for the use of 35mm, writing that “satisfactory” results could be had, “if you take the same care in exposing a double frame of 35mm film as you would take in exposing an expensive 11x14 negative.” His wording suggests that in 1937, over a decade after the introduction of the Leica, the use of small-format film in the context of Hollywood still photography was considered controversial. In 1939, on the set of a Deanna Durbin feature called One Hundred Men and a Girl, Roman Freulich finally decided not to bother with the large-format camera, and instead took pictures only with his portable 35mm Leica. But Freulich was still the exception to the rule; the Leica was considered by many professionals to be something of a lark, or a toy. 35mm did not become a standard capture medium for still photography until after World War II, when it was literally tested in battle.


By the late 1940s, a studio still photographer would have been using a mix of cameras and formats: a Speed-Graphic for moving shots; 8x10 cameras for portraits; Leicas and other small cameras for shooting on-the-fly with available light. The introduction of the Nikon reflex camera made 35mm a more stable, versatile format for shooting stills, although some studios continued to require still photographers to shoot on larger formats into the 1970s, in the belief that only bigger negatives would suffice for large-scale reproductions. The studio concern for image quality is, in some sense, ironic, given the industry’s endemic laxity toward still image preservation. Before the days of home video, publicity materials were generally thought to be worthless once a film had finished theatrical release. Stills, negatives, and contact sheets were routinely lost or destroyed. When photo and fan magazines shuttered, pushed out of the marketplace by television, their archives went straight to the trash. Studios routinely treated photographic materials as the disposable detritus of the publicity process rather than historic artifacts or artworks in their own right. And most photographers, particularly those who were active in the heyday of magazines such as LIFE, which required them to burn through enormous amounts of film, lacked the space, time, funds, or even the inclination to keep archives of their own work. The contact sheets collected in this book are thus doubly unique, for the sheer fact that someone saw fit to save them—or rescue them. As photographer Bruce McBroom, who shot stills on the sets of films such as What’s Up Doc?, The Godfather Part II, and 48 Hours puts it, “Most of Hollywood history has survived because someone dug it out of the trash.”2
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LOOK MAGAZINE PHOTOGRAPHER EARL THEISEN SHOWS CLARK GABLE THE VIEW THROUGH HIS ROLLEIFLEX, ON LOCATION OF ACROSS THE WIDE MISSOURI


1951
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THE GOLDEN AGE OF THE CONTACT SHEET


1951–1966
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PHOTOGRAPHERS ON THE SET OF THE MISFITS


1961


Director: John Huston


Photographer: Ernst Haas


The 1950s to the 1970s could be considered a kind of golden age for the movie set contact sheet. As we’ll see, the photographs from this time sometimes function as stand-alone documentaries on the sets and stars they depict. More often, they offer insight into how photography played a role in the creation, shaping, and promotion of stars.


LIFE magazine photographer Peter Stackpole, who covered the Hollywood beat from 1938–1951, was one of the first photographers on film sets to favor 35mm film. Due to the format’s speed and portability, Stackpole was able to capture stars in a casual, unguarded way, producing photos that stood out amidst the heavily staged shots of the official studio photographers. “I wanted to photograph the stars as real people,” the photographer said.3 As initially the only major magazine to publish such images rather than rely on portraits supplied by the studios, LIFE helped to create a demand for images of stars like Stackpole’s—images which, at that time, could only be captured via portable cameras using small- or medium-format roll film.


It’s no accident that the heyday of LIFE and of picture magazines such as Photoplay and Look coincides with the unofficial golden era of on-set photography—and of the 35mm contact sheet. As publicity photos became more crucial to movie marketing, a greater number of photos were taken on sets, and the need for and usefulness of contact sheets increased, too. At newspapers and magazines contact sheets would be used by photo editors to decide which images to print and to plan layouts. Within the studio system, contact sheets had a very different purpose. As all major stars had contractual approval over which photos of themselves were published, they would use printed contact sheets to review and mark photos in order to give the go-ahead to the shots they liked—or, more often, to nix the images they didn’t want anyone to see.


In this chapter, we’ll see images of the greatest stars of the era—Marilyn Monroe, Elizabeth Taylor, Grace Kelly, James Dean, Paul Newman—both in and out of character, epitomizing Hollywood’s highest standards of glamour and beauty in some frames and letting the facade slip in others. We’ll also see studies of how the studio system’s massive publicity machine approached selling a product that was increasingly, in the 1960s, reflective of a changing culture, and yet at odds with the Production Code: Hollywood’s 30-year-old censorship standard that gradually fell apart over the course of the decade.
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