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hile to blow: thus, for example, you car
run four ZiL"-.' units with 850W maxi
each (14A) through a 13A fuse.

This sort of overloading is hardly to be
ecommended, though with a fused plug it is not
too dangerous. Adding another
however, almost certainly blow tt
with non-fused plugs, even a modest

could be a real fire risk.

takes place at the cable, not in

also seen sequencing boxes that will
(say) three 10A units, one after the other, from a
single 13A source, but we know of no-one making
them today.

Cooling and heating

Electric lighting warms a room rather more, watt
for watt, than an electric heater. A couple of 800W
lamps will have about the same heating effect as a
2kW electric fire. While this may be welcome in the
depths of winter, it can be an embarrassment 0
even a moderately warm day, and purgatory on
hot day. At the -,-er_r east consider an electric fan,

'd preferably air-conditioning as well.

A cold studio with flash lighting can be a
distinctly unpleasant experience for the mox Jﬁl
especially if they are nude, so a fan heater and (if
at all possible) a clean fleecy blanket are both very
good ideas.

A Studio of Your Own
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There are various proprietary enclosures, but
(once again) we have found it cheaper and better
to have one made from Perspex to our
specifications: a box about 75¢m (30in) wide and
deep, and 60cm (24in) high will cover a wide
range of small-product applications. In use, a
sheet of draughting film is taped to the upper part
of the rear wall, to provide a ‘sweep’. Like the
eggshell, it can be lit from any direction, and we
use it all the time for small product shots.

‘Gardening’

If you want to shoot portraits or still lifes other
than on an infinity table or in an enclosure, you
have to train yourself to do the necessary
'-:1“- -*'enir-g’ of the ba(l*.growii n your dua
studio. By ‘gardening’ we mean removing as muc
extraneous material as possible, and tidying up all
that cannot be removed. All too often, perfectly
competent studio-type shots are spoiled by
incongruous domestic lamps, or electrical sockets,
or pictures hanging on the wall (or worse still,
dark areas where pictures were, along with the
nails or nail-holes), and more. We have even seen

m-
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boxes of tissues in shot, with a crumpled-up,
clearly used tissue on top.

If at all possible, as noted on page 23, it is
useful to build parts of the room as a photography
set, with particular attention paid to the siting of
electrical sockets. If it isn't, then the only way to
do your ‘gardening’ is to train yourself always t
look hard through the viewfinder, not just at the
subject, but at everything around him or | i
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Daisy
Marie used an old Nikkormat FTn with a 50/2 Nikkor — hardly current state-of-the-art
equipment — and equally ancient Courtenay (Paterson) lights, shooting on llford XP2 Super.
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photographers prefer cameras with separate
viewfinders, because they can check the subject’s
expression at the precise moment of exposure.
There is also the point that a direct-vision camera
normally has a much smaller time lag than a reflex
between pressing the shutter release and taking
the picture: typically /% second or less, rather than
second or more, sometimes much more.

Of course there are parallax problems with
direct-vision cameras, resulting from discrepancies
b point of the viewfinder and the

camera lens, but on high-end
ras f are minimized by
compensating viewfinder frames. Even at 1m (3ft)
the discrepancy should not be serious, and
anything beyond 1.5m (5ft) it should be trivial

parallax-

Your Camera in the Studio
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Balancing key and fill

If the fill is too strong, so that it casts shadows in

its own right, the effect is ugly and unnatural:

‘crossed shadows’ are a common fault among

novices when they start to learn to light.
Although the fill is normally weaker than the

key, it is surprisingly often possible to use a key
and fill of the same strength — 5S00W each, say —
if the key is highly directional and the fill is well
diffused. It may even be possible to use a key of
lower output than the fill, if the key is tightly
focused and the fill is very diffuse.

Studio Lighting
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efficiency, but are very expensive indeed: to buy, or
to hire, think of buying or hiring a mid-range
motor car.

Carbon arcs were once popular, but as well as
demanding impressive current draws they are
tricky, noisy, and can also be dangerous: the very
high ultraviolet (UV) output can even lead to
sunburn of the eye.

Mercury vapour lamps are sometimes referred
to with approval in the old books, but we have
only ever seen one in private hands: handling
mercury in those quantities, in relatively fragile
glass envelopes, is not to be recommended.

Improvisation can work wonders, especially in
black and white where you are not too worried
about colour balance.

CONTROLLING CABLES

Ideally, you should have numerous power
sockets all around the wall, so that cable
runs to lights are short and neither the
model nor the photographer has to step
over the cables, with the risk of tripping or
bringing down the lights. If you don’t have
sockets like this, use two or three high
capacity extension cables with multi-socket
ends, and run them round the edges of the
room as far as possible. Another useful trick
is to keep small rugs, or carpet off-cuts, to
cover cables that do run across places
where people may walk.

Studio Lighting

A SUZIE AND HER FAITHFUL
PIGLETS AT SUNSET
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Accessories, Backgrounds and Props

SUBJECT SUPPORTS

As is the case with backgrounds, regardless of your
choice of subject, you (usually) need something
that will keep it off the floor.

With portraits, supports can be surprisingly
obtrusive or inappropriate (go to any camera-
club exhibition if you doubt us) and it is worth
thinking hard about stools, sofas and chairs.
Marie Muscat-King uses a lot of draperies to
disguise what is underneath — though equally,
when she gets the right chair, she knows how to

P »
A
ot .

make it a feature of the picture. She was
fortunate in that for several years there was an
antique furniture store a few doors away from
her home-cum-studio.

We tend to prefer stools, sometimes low-
backed. They force people to sit up straighter
than chairs, making them look more alert. On the
other hand, there is a good deal to be said for
chaises-longues, on which the right sort of subject
can recline languorously.

< Hory

When you are shooting
8x10in portraits — Roger
used a De Vere monorail
with a 21in/7.5 Ross,
shooting on [iford HP5 Plus —
you need time to focus, close
the shutter, insert the film
holder, pull the dark slide
and take the picture, without
worrying about the subject
moving out of focus. A firm
support helps: look closely at
most Hollywood portraits
before about 1950 (when
smaller cameras became
more popular) and you will
see that the subject is often
all but nailed down.

» TiPA

This was taken in the early
1980s at the Tibetan Institute
for the Performing Arts in
Dharamsala: the props chest
that Roger used as a support
is very similar to the
"Hollywood coffin’ mentioned
on page 74. Light came from
an open door to the left,
which functioned as a soft
box, with a 1m (3ft) Lastolite
bounce on the right.

LINHOF TECHNIKA 70, 100/2.8
PLANAR, Kopak EPR.
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PROPS

Many photographers never need props. They shoot
only the subject, the whole subject, and nothing
but the subject: some kinds of catalogue
photography are a good example.

Others rely exclusively on props, especially those
who shoot for their own pleasure, for competitions,
or as fine art. Often, these photographers have a
good idea of the sort of props that will make good
pictures — or at least, they can recognize a good
prop when they see it. Swap meets, car boot sales,

charity shops, thrift shops, local auctions, estate
sales: all are happy hunting grounds.

In between, there are those whose need for
props fluctuates, often involving unpredictable
requests. In major centres such as London and
New York, there are professional prop finders who
service photographers shooting high-budget
advertisements, and often, the hapless assistant is
sent out to find and borrow or buy things. Roger
still has unfond memories of trying to buy brightly

<« » THE 'FRAME' SERIES
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Getting the Shot You Want

Lighting and backgrounds

Male portraits are well suited to the one-light
portrait, with dramatic contrast, and you ¢an do a
great deal with just two lights, one used as a key
and the other as a backlight-cum-hair-light. If you
want a key, a fill and a hair light, the hair light need
not be very strong, and even if you are shooting
flash you can often use tungsten, provided it is not
doing too much more than backlighting the hair
and adding a bit of a halo. A small spot, even an

old, fairly low-powered projector, can be adequate.

Tungsten is all you need for monochrome,
though you can use flash. Generally, the key should
be in a small reflector for a hard light — you can
even use a small spot — and the fill should be in a
larger reflector for @ somewhat softer light, though
there are plenty of changes you can ring: a big, soft
reflector (or ‘bowl and spoon’), or another hard
light for a backlight, or even just a big, white
bounce for a fill

< PAUL AND CLASSICAL
GUITAR
The ai
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FEMALE ADULT PORTRAITS

< MARIE
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Getting the Shot You Want

To return to the photographer, he or she must You need the right premises to shoot. Again, A Ukivo-t
likewise be comfortable, even when the subject'’s ~ ‘Readers’ Wives' furnish plenty of ghastly The | j
attitude, reactions (and poses) turn out different  examples, with cheap, ugly furniture, insufficient
from what is expected. You do not need to be a  ‘gardening’ of the background (see page 27),
prude to feel uncomfortable with certain things;  and glaring flashback from shiny surfaces.
but equally, you need to be honest with yourself Finally, of course, the audience (for want of a
about what you do feel. If you care more about  better word) must be carefully considered: there are
seeing the subject with no clothes on than youdo  those who will condemn the slightest exposure of
about the final picture, it doesn‘t mean you can't  flesh as pornography, even in the tenderest nude,
take a good picture: it just makes it more difficult.  and at the other end of the scale those who will cry

TATTOOING AND BODY PIERCING

People who go in for tattooing and body piercing often tend to be of an outgoing disposition, and many

like good photographs of the artwork that adorns their bodies. A few pictures left with your local

tattooing and piercing parlour may well result in a steady stream of models approaching you, instead of

the other way around. FusicHrRoME 100. (MMK)
Much the same is true of devotees of fantasy and fetish wear. To those outside the ‘scene’ it comes as

a surprise that there are numerous expensive and often poorly illustrated magazines dedicated to such

interests. If you can produce a good set of pictures, your shots may well be welcome for paid publication.

They do not pay a fortune, but it is @ good source of models, and it’s better than ending up out of pocket.
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Getting the Shot You Want

<4 GOOD THINGS IN SMALL
BOXES

Often you can get striking and
unexpected poses by asking
children to imagine things —
such as 'Imagine that you are
in @ box. How would you fit
in?' Work from the poses they
adopt, suggesting changes
until you are both happy. The
very soft light here is from two
flash heads bounced off a
white ceiling.

, 85/1.8 Nikkor

Backgrounds and materials Regardless of age, backgrounds are for the most
Because lighting and equipment are covered part best kept simple, but not sterile: fabric is fine.
below, according to the age of the child, the  Elaborate built sets such as those described on
structure of this section is slightly different from  page 68 have a high ‘Aaaah!’ quotient with the
most of the others in this book. visually unsophisticated but are often dismissed as




<4 SOPHIE

The inflatable chair had 2
1960s look to it, which Marie
decided to exploit by asking
Sophie to adopt over-the-top
1960s poses; a slight difficulty,
given that Sophie was born in
1985, but a clear
demonstration of the
advantages of an intelligent
model who was willing to look
at pictures from the period,
such as Bailey's famous
"Goodbye Baby and Amen’.
The series would have been
more successful with a less
magenta-coloured
background, which reacted
unfavourably with the
Fujichrome 100 film used:
plain background paper might
have been more successful.
Two flash heads were used,
one with a bounce umbrella

and one with a shoot-through.

Nikkormat FTn, 85/1.8 Nikkor.
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Getting the Shot You Want

themselves in knots, or a dropped piece of toast
always lands buttered side down — but compared
with the live subjects required for portraiture or
nude photography, they are much more easily
biddable.

This means that if you want to get accustomed
to working in the studio, and to seeing what kind
of lights produce what kind of highlights and
shadows, still lifes are unbeatable. They also give
you an ideal chance to learn how to work quickly
and effortlessly with Polaroid backs, as well as
lights, tripods, reflectors and so forth.

Yet another advantage of still lifes is that they
teach you skills that are invaluable in commercial
photography. Many top advertising photo-
graphers regularly shoot "self-assigned’ still lifes,
to try out new techniques and ideas and to
provide new pictures for their portfolios. Very few
amateurs have any real grasp of how to shoot
controlled still lifes in the studio, and those that
do are often much better placed to make the
transition from amateur to professional.

Lighting and backgrounds

A great deal will depend upon the scale of your
subject. At one extreme, still life is almost a
branch of macro photography: we have spent
many a happy hour playing with the Gossen
Makrogerat illustrated on page 115, which
effectively gives three independent focusing
spotlights that can be used to create a tiny
lighting world for an immense range of subjects.
At the other, the biggest still life we ever shot
was probably the entire contents of the back
attic — and of course, car photography is a
division of still life.

If your personal vision depends on hard lights
and sharp shadows, one of the cheapest routes
into still life is a slide projector, and as noted
before, another way to get a hard light is to use
a focusing spot at as great a distance as
possible, but with the focusing movement turned
unexpectedly to flood. It is a good deal more
difficult to create really hard lighting with flash,
unless you can afford a projection spot. Often, of

E100VS. A single flash head

supplied the only light: you
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Light backgrounds imply airiness, summer, sun,
freshness, while dark backgounds are generally
more dramatic and draw attention to the colour
and structure of the flowers

Fabric backgrounds are halfway to props, and
all have their own moods: checks and ginghams
for a little girl, and silks and satins for romance
and sophistication.

Equipment and materials
You will normally need a close-focusing lens,
possibly even into the realms of true macro. Poor
quality may not matter if you want soft, romantic
flower shots, but maximum quality is essential for
crisp, sharp shots (which can also be very sensual).
Razor sharpness tends to emphasize colour and
structure: unsharpness (however achieved) is
inclined to summon up more emotional reactions.
For maximum depth of field, stick with 35mm.
Roll film and even large format can be stunning,
but the pictures often have to rely on very shallow
depth of field.

ome films are very much better than others at
ubtle colours. The classic pro

plem Is
W pinkish
on film — though modern films are reducing this
effect all the time. If you have a problem, try
different film

High-saturation films such as Kodak E100VS or
Fuji Velvia are normally more dramatic than
‘ordinary’ films, but they can be too vivid if you are
trying to create a soft, dreamy ambiance. Under-
expose by up to 1 stop for extra saturation and
drama, or over-expose by 1 stop or even more for
airiness and lightness.

The grain structure of very fast films can add

materially to the impact of many flower pictures. If

(g
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f the frame, and enlarge mercilessly.

Warming filters (Wratten 81-series) often
enhance flower pictures, while polarizers can
ncrease saturation by suppressing white light
reflections. For maximum saturation, use polarized
light sources as well as a polarizer on the camera.

Getting the Shot You Want
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Because of the extra extension, the lenses will
be functioning as smaller effective apertures than
at infinity, so you will need to increase exposure
times. Through-lens metering should take care of
this, but if your camera does not offer this
(especially with flash) you can do a lot by rule of
thumb: 1 stop extra for half life size (to be exact,
2.3x the exposure), 2 stops for life size, 3 stops for
twice life size (to be exact, 9x). And if you are in
doubt, bracket. To judge degrees of magnification,
remember that the focusing screen on a 35mm

camera is at most 24x36mm, and typically
23x35mm so as to allow for slide mounts, framing
errors and also manufacturing variation.

If you are shooting in colour (as you normally
would be), then a high-resolution, high-saturation
film such as Kodak E100VS or its amateur cousin
Elite Chrome Extra Color will normally give the
most dramatic results. You may also care to try
shooting daylight-balance film under tungsten
lighting for a really warm effect — this is especially
true with gold.

Getting the Shot You Want
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Fold the selvedge over, then make a second fold so that the
selvedge is concealed under patterned fabric.

Getting the Shot You Want

Pin the fabric in place every 5-8cm (2-3in). As you are working, the
pins can always be repositioned if necessary to make way for an
individual stitch.

B} Working from the non-pattern side (so that the knot on the end of
the thread will be concealed), thread the needle through the fabric
and bring it back through, just catching the edge of the rolled hem.

Repeat. This is not rocket science, Unless you are taking a
needlework examination, slight variations in thread length and
thread spacing do not matter. Smaller, more frequent stitches are of
course what your great-grandmother would expect to see.

B Draw the thread through, and repeat step 3, at a distance of about
3-5mm (s—"sin). Note how each individual stitch (including the
initial knot) runs ‘backwards' against the direction of stitching.

Hemming

In this sequence, the hands of the seamstress are omitted in the interests
of showing the needlework clearly. If this is at all possible, it is well worth
trying. The thread is darker than you would normally use for this fabric:
we chose it so that it would show up better in the photography.

Nikon F 90-180/4.5 Viviiar Series 1, Kobax EBX. (RWH)
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B e safety catch is on 'Fire’, 3 B3 Push the safety catch to 'S” so B} Press the magazine release catch
red dot will show that you cannot see the red dot. (under the left thumb in this shot)

and withdraw the magazine.

B with both grips in place, Hook a thumb or forefinger
unscrew the gas cylinder under the left grip and pull 5
retaining screw to the limit of its upwards.Remove the left grip: it side so this falls out. Clean out
travel. There will be a sharp hiss is retained by two Captive springs. the cylinder space.

as the gylinder disengages.

Cock the hammer. The slide will n Pull the trigger guard down. It is B Pull the slide backwards and
not come off otherwise. hinged at the back, and is held (towards the end of its travel)

in place only by a strong spring upwards, When the slide is free
at the back, allow it to move
forwards against the slide spring.

IE When the front of the slide is clear III The slide catch (with attached m The hairpin spring needs to be
of the barrel, it can be removed hairpin spring) tends to fall out tucked behind the slide catch
and cleaned. The slide spring may but is easily replaced when it is replaced. The slide spring
also be removed and cleaned. has the flared end at the front.

E Hook the front of the slide over m At the end of its travel Release the safety catch (steps 1
the barrel and pull backwards, slide must be pulled back and and 2 above) and pull the trigger
the reverse of step 10 above. slightly downwards in order fo to release the hammer. The gun

engage with the slide rails. s now ready to reload.
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Appendix: Deconstructing Lighting

Working out how a picture was lit is rarely difficult,
and once you know how to do it, every picture that
you see and admire is as good as a textbook. What
is astonishing is how few people ever attempt to
acquire this basic and easily learned skill.

First, look at the shadows. Their direction will

tell you where the key light comes from: camera
left, camera right, above, backlighting, whatever.
Look at their edges: soft-edged shadows mean a
broad source, hard-edged shadows, a point source
or a tightly focused source.

With big sets, do not be surprised by conflicting

<4 RoGER AND FRANCES

The key is a big but relatively
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an unparalleled range of studio and lighting
accessories; Nova, through whose tanks and
washers almost all our prints pass; Bill Orford, who
keeps our medium and large format cameras and
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Adobe Photoshop 34, 106, 136, 154, 155

Advertizing 8

Baby photography 75

Background, paper 20, 68; supports 70
Backgrounds 20, 22, 26, 68, 82, 86, 90, 93, 99,
102, 104, 110, 118, 119, 124, 128, 132

138, 140, 144, 145, 150
Back lighting 20
Barn doors 60
Bellows 115

Black, aluminium foil 67, 136; bounces 23, 48

Blackout 23

‘Blocking” negatives 154
Boom arms 62

Bounces 8, 128
Builders’ lamps 56
Business associates 98

Cables {electrical) 5
Cable ties 67

Camera choice and formats 32, 33, 36-39,
44-45, 89, 95, 100, 110, 118, 131, 139,

143,147,150
Camera, movements, see Movements;

supports 67
Carbon arc fights 55
Catalogue photography 8, 76
Catch-lights 157
‘Character’ 81
Children and young people 102
Climpex 75, 136, 155
Close-ups 36, 112-119, 132
Colorama 68, 138
Colour of light 52, 53, 58, 83, 121
‘Comped’ pictures 15, 34
Competitions 12
Converging verticals 36
Cookbooks 18, 29
Cookies 50
Cooling 25
Copying 118
Couples 96
‘Coving' 23, 68
Crossed shadows 49
Curtain liners 23

Decor 22, 23

Depth of field preview 45

Desk lamps 58, 122

Digital cameras 33, 42, 52, 117, 139
Direct vision cameras 36, 37
Draughting film 26

Drop front, see Movements

Effects lights 50

Efficiency of flash heads 58
Eggshell, as enclosure 26
Enlarger lenses, on bellows 115
Exploded pictures 34, 152—155
Extension tubes 115

Fantasy 108-111
Fashion, see Fantasy
Fill light 48, 157
Filters 52, 67, 131
Financial rewards 10
Fine art 10, 32

‘Fire” 132

Flags 50

Flash 24, 54, 58, 83, 86, 93; synchronization 44

Flattery, in portraits 85
Flowers 128

Fluorescent lights 54
Focusing spots 56, 57, 143
Food 144

Formulaic work 8

Friends 96

Garage, shooting in 18

‘Gardening’ backgrounds 27, 34, 92
Glass 140143

Gobos 50

Gossen Makrogerat 115, 116, 117

Hair lights 48, 50, 99
Hand colouring 13

. Heating 25

Height of studio, see Studio size
Hiring studios 29

HMI lights 54

Hollywood portraits 70
Honeycombs 61

"How-to’ sequences 148—151

lllusion 17
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Index

Infinity, coves 23; tables 26 Retouching 32
Ink-jet prints 32 Rising front, see Movements
Roll-film cameras, see Camera choice
Jewellery 132
Scanning, scans 34

Key light 48, 156 Sharpness, see Quality
"Keystoning’ 38 Scheimpflug rule, 38, 39, 47, 58
Scrims 61
Large format cameras, see Camera choice Seamless paper 26, 68, 93, 138
Leatherman tool 67 Self-contained studios 26
Lenses, choice 42, 44; shades 67 Sets, building 27, 68, 83
Lighting, accessories 60—61; choice 54-59; Shadowless lighting 26
stands 62; meters 62 Shadows 48, 156, 157
Location work 29, 30 Silver halide prints 32
Lovers 98 Size of studio, see Studio size
Slide, copying 120; projectors 50, 56, 57
Macro photography 112, 132, 133 SLR cameras 3638, 45
Make-up 34, 81, 85, 90, 93 Snoots 61
Mercury vapour lamps 55 Soft, boxes 18, 26, 61, 99, 150, 157;
Mini-coves 26 focus 42, 53, 83
Movements 36, 38, 39, 58, 136, 138, 139 ‘Sparkle’ 132, 143
“Spill kills' 60
Nudes 90-93 Sports teams 75
Step-by-step sequences 148-151
Qutdoor 'studios’ 29 Still life 8, 65, 71, 75, 122127
Stock photography 15
Pack shots 136 Storage space 20
Paintings, copying 119 Story boards 148
"Personal props’ 77, 80, 82, 86 Studio, decor, see Decor; equipment 14; size 18,
Photofloods 52, 56 20; stands 20, 67
Photomechanical reproduction 15, 32, 34 Supporting the subject 72—-75
Photopearl lamps 56 ‘Sweeps' 27
Pictorialism 10 Swing, see Movements
Pinhole photography 118 Swiss Army knives 67
Plastic laminates 71
Polarization, polarizers 119, 136, 140 ‘Table tops’ 122
Polaroid 33, 39, 40, 102, 124, 146, 154 Teleconverters 115
Portraiture 8, 10, 12, 42, 68, 72—75, 80 —111 Temporary studios 26
Power supplies 24, 25 Tilt, see Movements
Print sizes 12, 15, 34 TriFlector/TriLite 51, 85
Product shots 136 Tripods 67
Professional photography 8, 14, 54, 136 Tungsten lighting 52, 54, 55, 56-57, 82, 83, 86, 93
Projection spots 50
Props 76-77, 128, 146 Umbrellas 61, 99, 157
Quality 32, 42 Web sites 32, 33
Width of studio, see Studio size
Reflectors 60 see also Bounces Wobble Wedges 75, 155
Refurbishing, old lights 57
Remote control 58 Zoom lenses 42
Re-shoots 12
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