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Take your portraiture to another level. In this 120-page book Malcolm 
Boone shows you how to produce the right pose every time. He explains 
how to focus on the body to aid posing and gives you the key to 
duplicating or creating any pose.  This practical resource for creative 
posing will quickly show you clear and comprehensive steps to produce 
and communicate a perfect pose for any situation. 
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Introduction 
 
This book aims to stimulate posing ideas by looking at the photographic 
potential of the human form and presenting a cross-section of 
possibilities. It follows on from methods given in Volume 1. Though 
there is a small degree of recap in these pages it is best that you are 
already familiar with the basics before reading further. 
 
The silhouette inspired illustrations focus on the simplicities and 
intricacies of the human figure without being distracted by colors, 
textures, lighting or other considerations. This does not mean you can 
ignore these considerations, but you can produce creative poses without 
these complexities. Do not regard the illustrations as completed direction 
but as suggestions that you can string together to produce your own 
poses. 
 
An artist can produce images of people without the person being present. 
A photographer, on the other hand, cannot make an original picture of a 
person without that other person present. Therefore the best picture 
requires a team of at least two people. The model presents the perfect 
position and expression in front of the camera. They are usually female 
and so are referred to as such in this book, but any mention of the model 
equally applies to a male model. The director plans and coordinates the 
model and camera to record the perfect pose. The person referred to as 
the director in this book may also be the photographer. 
 
So, we have a two-person team with the camera as referee. In volume 1 
you have already been introduced to the basic rules of the game. Now it is 
time to expand this game to its fullest potential… 
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Creative Variations 
 

True creativity is the art of doing the usual in an unusually effective 
fashion, with a shade of distinction. 

 
When this is accomplished your work has an intangible rightness and 
no one but a fellow creator can detect what has made it so. 

 
A creative body position is enchanting. You do not stop with a critical 
eye at any one part. It is a fresh interpretation of a position you know is 
possible, but haven't seen very often. It is just right and right up to the 
last detail. 

 
Have you ever stopped to wonder at what point something ceases to be 
ordinary and takes on the qualities of the craftsman? If you are like 
most creators, you have been too busy producing results to understand 
how you arrived at that point. But if you are among those who probe 
the hows and the whys, you have probably found that creativity stems 
from digging deeper and deeper into a subject. Curiosity seeks out 
basics and their potentials for change down to minutiae and then - not 
by luck, accident or happenstance -you have achieved great sensitivity 
and can sense every subtle change that makes the big difference. For 
when you can recognize wisps of attitudes and can see variances 
through detail they become yours to use. 

 
The body-line is the first and most prominent stroke on the page. It is 
the theme-line of your picture. It is established with a specific purpose 
in mind and serves as a basis of creative departure for other parts of 
the body. It can be a long-line, a zigzag or perhaps a borderline 
combination of the two. 
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Have you noticed that all of these theme-lines create both physical and 
mental impressions? To a fine degree, you sense attitudes, character and 
vitality in each. For that reason we say that the body talks. It is much 
more than a trunk to which the limbs are attached, it is the stem 
through which design and story must flow smoothly, enhanced rather 
than hindered. 

 
To the discerning eye (and most eyes that read a picture are more 
discerning than we realize) every mood and expression is evident in the 
body. 

 
Every movement made by a model is read by the way it relates (in 
conformity or opposition) to: 

• other parts of the body 
• elements surrounding the body 
• story or purpose of the picture 
• picture mood 
• feeling and composition of the page. 

As you carefully study or scan the illustrations, you find that even in 
silhouette, you do sense attitudes and can feel life within and 
throughout the body, and when necessary, you can complete the details 
from your heightened imagination. 

 
So, whether you prefer orthodox or offbeat attitudes, you find, of 
necessity, that you must be a kind of photographic physician with the 
ability to examine a pose, diagnose it quickly, and prescribe correction 
without disturbing its unity. 

 
Let us expand our original ‘I’, ‘C’ and ‘S’ concepts of body-lines and 
examine the mental attitudes each reflects as well as their possibilities 
for physical change. 
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The Basic Long-Line Silhouettes 

 
Let us remind ourselves of the basic long lines introduced in Volume 
One. 
 

  I    C   S 
  

 
 
 
 
 
 
 
 
 
 
 
 
   C         I & S 
 
Let us expand our original ‘I’, ‘C’ and ‘S’ concepts of body-lines and 
examine the mental attitudes each reflects as well as their possibilities for 
physical change. 
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The Long Line of the Body 
 
 

VERTICAL ‘I’ SILHOUETTE 

 
 

DIAGRAM OF FRONT VIEW 

 

To the inexperienced eye, the long 
line of the body offers little 
opportunity for change or 
variation. The reason being that 
those who cannot recognize what 
is basic cannot measure change. 
Basic long-lines of the body, as I 
have mentioned in Volume 1, 
conform to three symbols the 
body can duplicate: an ‘I’, a ‘C’ 
or an ‘S’. 
 
 
Each symbol can assume a 
vertical, horizontal or diagonal 
position in relation to the frame of 
the picture. Thus, there are nine 
possible basic long-line body 
positions. 
 
These nine basic long-line body 
positions have infinite 
possibilities for variation. 
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Here is a list of five ideas for creative departure that are easy to 
remember when you associate each variation to the number of parts of 
the body to be changed. 
 
Try this simple countdown before shooting. 
 
5 4 3 2 1 click! 
 
 5 views that change the outline of the body as it turns (front, ¾ front, 

side, ¾ back, back). 
 
 4 limbs (two arms, two legs) that vary the basic silhouette with their 

placement. 
 
 3 ‘p’s – Three external influences for change: (P)urpose. (P)rops, and 

(P)osition of the camera. Purpose of the picture must be established - 
it's like taking aim. Props must be selected for utility or artistry or signi-
ficance. Position of the camera must take advantage of all technical and 
physical considerations relevant to a good picture. 

 
 2 tracks (shoulder and hip) which affect subtle changes in proportion 

and meaning. 
 
 1 bodyline that varies how much the head and leg-line bend the basic 

silhouette. 
 
Every picture made is subject to limitations of many kinds; poor props, 
improper lighting, lack of time, wrong equipment, problem 
backgrounds, client, layout, etc. Whatever the conditions may be, how-
ever, that impose restrictions and close the door on any one position of 
the human body, several variations will always be available when you 
try the countdown. 
 
As an example let’s apply this countdown to the first of the nine 
positions: the vertical ‘I’ silhouette. 
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The diagram itself has a feeling of 
formality and elegance. The 
countdown on this vertical ‘I’ 
gave us the following variations: 

 

5. Front view used (others were 
possible). 
4. Arms conform to the vertical 
and horizontal edges of the page. 
A few diagonals were used to spark 
interest. Legs were separated in 
different degree, used together or 
crossed.  
3. Purpose... to maintain the 
feeling of formal elegance, high 
style design. Props... none. 
Position of Camera... same for 
each pose.  
2. Shoulder-hip movement... none. 
1. Variation of bodyline... none. 

By varying only number 4 we 
may have created the panel of 
vertical ‘I’ positions to the right. 

 
Vertical ‘I’ silhouettes are quite 
adaptable when the body is to be 
part of a design, for their straight 
line can repeat the lines of 
columns, doorways or other 
properties. 
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 BASIC HORIZONTAL ‘C’ 
 
 
The Horizontal ‘C’ Silhouette may appear (as illustrated here) with 
both ends up or with both ends down. Note that it is not necessary for 
both arms or both legs to portray the ‘C’ shape.  
 
 
 

 
 
 
Applying the countdown to this pose produced the following variations 
shown on the next page:
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 5 views were possible, but we 
restricted all positions to the side-
view. 

 
 4 limbs added much. Legs 

repeated each other to help 
complete the ‘C’. Arms were 
varied to support objects or the 
body, some extended, some 
repeated the body's line while 
others added relaxation or 
expression. 

 
 3 important 'P's. Props included a 

rounded mound, a hammock, a 
springboard, a step and the floor. 
Position of the camera... raised, 
lowered. Purpose of the pictures 
was to show the horizontal ‘C’ in 
side-view only. 

 
 2 tracks (show shoulder and hip 

change in the first illustration 
only). 

 
 1 bodyline (curve remained  

approximately the same in each 
picture with the head and leg lines 
angled in inverse proportion to 
maintain it.) 
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Applying the countdown to a 
diagonal ‘S’ silhouette like the one 
below produced the poses on the 
right. 
 

 
5. Only a 3/4 back view was used. 
4. The show-leg, used on the 

opposite side of the body from the 
head balances it. The arms were 
used in some of the positions to 
elongate the 'S' curve, in others, to 
balance it both pictorially and 
physically. Some support the 
body. One set of arms repeats two 
lines of the page while the body 
flows between them. 

 

 
 

3. Props (a ladder and a cane) were used to support the stationary diagonal 
positions while the others, balanced in action, maintain themselves. 
Position of camera - raised, lowered. 

2. Shoulder and hip tracks were varied to control body proportions and add 
flexibility. 

1. The bodyline was varied by tilting the head and show-leg for balance 
and action. 
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Ideas from Basic Vertical Body Lines 
 
Below are some more examples showing how the countdown can be 
applied. The basic poses that are the starting points were detailed in 
Volume 1. 
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Ideas from Basic Diagonal Lines 
 
Some examples of applying the countdown to basic diagonal poses: 
 
 
POSES  FROM  BASIC  DIAGONAL  ‘S’ 
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      A diagonal ‘C’ pose           A diagonal ‘I’ 

      A diagonal ’S’ 
 
Notice how adjusting the inclination of the head so that it rests against the 
wall will convey a sadder mood. 
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Ideas Also Flow Horizontally 
 

 
¾ FRONT VIEW 

 

 
SIDE VIEW 

 

 
¾ BACK VIEW 

 

 
BACK VIEW 

 
HORIZONTAL ‘I’ SILHOUETTES 

Applying the countdown to 
basic horizontal bodylines can 
surpass the vertical and 
diagonal positions in variety 
since both the legs and the 
arms are free to multiply 
arrangements. 
Apply it:  5  4  3  2  1  click! 

 5 views (through which the 
contour of the body can be 
changed as it turns by 
degrees from its slender side 
view to its broadest full-
front or back view). 

 4 limbs (which can conform 
to the attitude or line the 
body has established or can 
oppose that line and add 
emphasis or interest. Limbs 
can be used to correlate the 
body's relationship to other 
parts of the picture). 

 3 'p's (Purpose, Props and Position of the camera) which are the 
important external elements that add to the final appraisal of the 
picture.  

 2 tracks (shoulder and hip) offer subtle and vast opportunity for 
body change.  Explore them! 

 1 bodyline that can be varied in any of its nine basic positions by 
increasing, decreasing or reversing its curves. 
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Remember, when one of the above suggestions becomes an invariable, 
it is time for another variation to enter your picture. Have you 
experimented with the changes that become possible through 
countdown number 2, for example? Have you tried varying hip and 
shoulder tracks for different effects? 
More examples of applying the countdown to basic horizontal bodylines: 
 

HORIZONTAL ‘C’ SILHOUETTES 
 

 
 
 

 
¾ BACK VIEW 

 
 

 
 
 
 

BACK VIEW 
 

HORIZONTAL ‘S’ SILHOUETTES 
 
 

 
FRONT VIEW 

 
 

 
SIDE VIEW 

 
 
 

 
¾ BACK VIEW 

 
 

 
BACK VIEW 
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Turning Shoulder and Hip Tracks 
 
Varying shoulder and hip tracks add style to a picture. Let us examine 
the turn, tilt, twist movements that establish the positions of shoulder 
and hip tracks and vary their relationships. 

TURNING 
 

 
Shoulder and hip tracks remain in a single plane that revolves before the 
camera. If the body were a puppet or marionette, it would require but 
two strings to effect this simple turn. 
 
One string would be attached to the left ends of the shoulder and hip 
tracks and the other connect the right ends of the tracks. A movement 
of either string, toward or away from the camera, would move the hip 
and shoulder on the same side in unison ... parallel to each other and 
the floor. 
 
Even though the tracks remain parallel to each other as they turn, they 
appear to tilt toward each other as the body moves into any 3/4 positions. 
The greater the turn of the model, the more noticeably the tracks tilt in 
the picture. If the lines were extended, they would meet each other at a 
vanishing point whose location would depend upon the amount of turn 
and the proximity of the camera. The camera is busy flattening the third 
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plane into two dimensions. Perspective can alter shoulder and hip tracks 
that have not actually changed. 
 

Tilting Tracks 
If, in arranging a pose, we want to enjoy greater freedom of movement, 
more variety of positions and have more control of the body in 
operation, we must also attach more strings and learn where they go and 
what they can do. 
 
Let us attach four strings instead of two to our model, one to each end 
of the hip track and one to each end of the shoulder track - and see 
what we can do. 

 

TILTING 
 

Very interesting! We find that we can tilt them at an angle with the floor 
(yet keep them in the same plane and parallel to each other) with 
either end high. 

 
They can be tilted toward each other (at either end) and remain one over 
the other or with one sliding out from under the other (still in the 
same plane). 
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For delicate differences, we can tilt the shoulder track and let the hip 
track remain parallel to the horizontal line of the page. 
 
We can reverse this procedure and tilt the hip track and let the shoulder 
track remain horizontal to the page. 
 
For even more variation, we can combine any of these positions with 
the turning body and let the camera add some variations of its own. A 
great number of usable variations are at hand when your imagination 
or creativity pulls the right strings! 
 

Twisting Tracks 

Interesting effects also result when we move the shoulder in one plane 
and the hips in another. Twisting tracks independently puts fluidity 
into any bodyline. The torso, in its elasticity, picks up a sense of action 
that makes the picture a living, vibrant thing. 

 
We will not need to attach any new strings to our marionette to 
experiment with this twisting movement. In fact, we can simplify the 
manipulation of the strings by attaching a control-bar to the tops of 
each pair of strings. One control-bar for the shoulder track and one for 
the hip track. 

 
With our puppet, each control-bar would be capable of revolving in 
a complete circle. In humans, however, the degree of twisting done 
by the shoulders and hip tracks is limited by the flexibility of the 
model. 

 
As each control-bar revolves, the hips or shoulders revolve with it and 
the circumference of the imaginary circles (inscribed by the ends of the 
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tracks) are parallel to each other, even though one track may turn to 
the right, the other to the left. 

 
Use these bars parallel to each other as you explore the possibilities of 
this wonderful movement. 

 
Remember that as one shoulder twists away from the camera, 
perspective will automatically make that shoulder appear tilted, while 
a reverse movement would make a tilted shoulder appear straight and 
parallel to the bottom of the picture. With this twisting movement you 
can change the two-dimensional proportions of the body or the 
relationship of the parts to each other. 
 
In a picture we think of the body not only in relation to external 
objects appearing with it, but also in relation to its own proportions. We 
measure the size of the hips in relation to the size of the shoulders: the 
size of the waistline in relation to the hips, head or shoulders. 

 
Take a look at the examples on the next page. 
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HIPS FACING CAMERA 

SHOULDERS TURNED AWAY 

 
SHOULDERS FACING CAMERA 

HIPS TURNED AWAY 
On the left the hip track is parallel to the floor and facing the camera. 
The shoulder track has revolved. Although the shoulder track remains 
parallel to the hip track they appear tilted toward each other in the sil-
houette because of the turn ... and something more important happens. 
The shoulders, that were at one time wider than the hips, now appear 
smaller in outline and proportion! 
On the right, the twist has been reversed; the shoulders face the camera 
and the hips are turned away. This again alters the proportions of the 
body. The shoulders now appear broader and the hips have been 
slenderized in turning away from the camera. 
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Using Track Variations 
 
Let’s experiment with the ‘S’ bodyline using the shoulder and hip tracks. 
 

 
 

 
LEGS APART    LEGS CROSSED 

 
First, draw three pairs of lines to 
represent: 
1. shoulder-hip tracks parallel to 
each other and to the horizon. 
2. shoulder-hip tracks parallel to 
each other but slanted up to the 
right. 
3. shoulder-hip tracks converging 
to the right with neither line in a 
horizontal position. 
 
These represent three very different 
poses by just changing the positions 
of the shoulders and hips. 
 
Then thread a forward ‘S’ bodyline 
and a backward ‘S’ bodyline 
through each pair of lines. This will 
produce the diagrams below. 
 

 
 
Now we have six different poses. 
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       LEGS   APART                         LEGS CROSSED 

 

Next we employ all three 
movements of the shoulder-hip 
tracks -turn, tilt and twist. (By 
setting the pattern on a flat picture 
surface it is easy to get what you 
want.) 
 
We can also add to the pose by 
directing the model left, right or 
front-view. 

 
To get further variety the model 
can have the feet apart or crossed. 
Perhaps you'd like to try some 
poses of your own on these same 
patterns. It's fun! 

Also try: 
1. shoulder-track   slanting   up 

to   the   right, hip-track  
horizontal. 

2. shoulder-track   horizontal, 
hip-track slanting up to the 
right.  

Interlace a forward or a reverse 
‘S’ bodyline through each set of 
lines, decide what body view you 
want and in which direction the 
model is to face. Fit a pose into 
each one. Then try the same with 
the ‘C’ and ‘I’ bodylines. 
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The possibilities for shoulder-hip track change can never be exhausted. 
Countless positions can be created by pre-determining shoulder-hip 
track patterns on the finished picture. 
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The Zigzag Bodyline 
 
This bodyline, found in sitting, 
kneeling and other contracted postures, 
offers a definite challenge to a 
director’s adroit manipulation of his 
model and camera as well as to the 
model’s ability to create and visualize 
her position from the camera's view. 
 
In these positions distortion can 
dominate the picture as the feet come 
closer to the camera and the head 
shrivels away.  

 
True, perspective problems decrease as 
the distance increases between the 
subject and the camera. But it isn't 
always possible to work at a sufficient 
distance to prevent distortion. 

 

 
 KNEE ANGLE   

 
Thus, to help with the majority of your actual sittings (in which you 
would like to position the body without distorted effects) we confine 
our posing area, as much as possible, between imaginary panes of 
glass. This technique was shown in Volume 1. Within this sandwich 
we will find ample opportunity to expand posing ideas. 

 
As you study these zigzag body positions you see that their contracted 
postures can no longer conform to the long-line body symbols (I, C and 
S) but must be considered and classified by the angles they form: the 
degree of each and their relationship to each other and to the page. 
 
 

© 2007 Malcolm Boone                   29 
 



Posing Secrets – The Photographer’s Essential Guide Vol.2 

Two Key Angles and Three Key Lines 
 
Zigzag silhouettes produce two key angles, one at the hip and one at the 
knee. These angles are evaluated either from the camera view or from 
the two-dimensional picture surface. They cannot be determined by the 
degree at which a model bends her knee or hip (unless she is in a direct 
side view), because the camera changes these angles when it transposes 
her to the flat surface. There are nine primary combinations possible. 

 

HIP ANGLES 

 
 
 
 
 
 
 
 
  

      acute          obtuse      right 

 
Each little figure can be tipped in any direction on the flat picture 
surface... effective departures for varying a pose! 
 
The three key lines in zigzag silhouettes (controlled by the degree and 
position of the two key angles) vary visually in importance by their 
relationship to other elements in the picture. If at least two of these 
lines are parallel to the page or prop-lines (vertical, diagonal or 
horizontal) their position acquires significance and impact. 
 
The length of any one (or all three) of the bodylines is at its fullest 
when it is presented in a side-view to the camera. If a line is 
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foreshortened, be sure the change is compatible with the rest of the 
picture. 
 

Five Key Variations 
 
Variations in zigzag silhouettes are established by placing any primary 
angle combination on a point, or points of support and exploring the 
five considerations for change in numerical sequence. With emphasis 
now centered in different areas, let us review the countdown quickly, 
keeping the zigzag figure in mind: 
 

 5 views. The body must be changed gingerly from side to 3/4 or full-
front and back views, as distortion can become quite a problem. 
While a front view causes the least problems in a long-line 
silhouette, you'll find the side view presenting the fewest problems 
in the zigzag silhouette. (The direction the body faces is determined 
by the position of the upper part of the torso or chest box.) 

 
 4 limbs. Both the legs and the arms offer maximum advantages for 

variation in zigzag positions. Since the full length of the body is 
contracted, they usually take up a greater portion of the picture 
space also. 

 
 3 p's (all external elements). Purpose, Props and Position of the 

camera each assumes vital meaning, especially the last two. The 
support from which the position stems is the most important prop in 
the picture and we shall examine it more thoroughly in the next few 
pages. Camera station is also important and some of its variation of 
position is explored later. 

 
 2 tracks. Shoulder-hip relationships are of utmost value in varying 

the zigzag figure. 
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 1 bodyline. Although the bodyline in the zigzag silhouette is in 

another form it is still extended and contracted by varying the 
degree of the angles (hip and knee, in this instance). 

 

In summarizing, it seems that in the zigzag, number 3 of the countdown 
(Purpose, Props and Position of the camera) becomes of foremost 
interest, numbers 2 and 4 hold their own and numbers 1 and 5 become 
more or less limited by the third dimension. Since external elements are 
of prime importance in zigzag positions, let us see how changes can 
evolve from a point of support. 
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Supported and Unsupported Figures 

You can tip or tilt the zigzag figure, with credibility, in many directions if 
you can imagine what would support the body in that position. 
 
 
  

 The supported figure uses a 
part (or parts) of the body to 
balance its weight upon a 
secure external object such as 
the floor, a chair, wall, etc. for 
a fleeting or indefinite period of 
time. The distribution of 
weight limits the duration of 
the pose. 

 

 

The unsupported figure has no 
apparent means of support 
touching it... for the moment. It 
is in the process of leaving or 
arriving at a source of support, 
but at the instant the picture was 
taken it was in a state of 
isolation. Even if the support 
itself is not shown or used, the 
viewer must feel its presence. 
The viewer seeks 
understanding and must see or 
sense the point of support. 
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Two types of body surfaces support its weight for an interval of time. 
Bone creates the hard surfaces, which maintain their shape under 
pressure, while flesh or muscle create the softer surfaces that conform 
(in different degree) to the object upon which they rest. 

 

HARD BODY PARTS 

feet and hands 

shoulders 

elbows and knees 

head 

back 

 

SOFT BODY PARTS 

buttocks 

thighs and calf 

stomach 

forearm (fleshy part) 

upper arm  "       " 

 
Look at the chart of the nine primary angle combinations and imagine a 
different part of the body supporting the weight of each position. Can 
you see the difference the support makes? These points of support can 
become points of departure. They can make your zigzag positions 
different even before using a countdown. Let's examine the commonly 
used points of support and explore their variations. 
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The Seat 
This is the most natural and common point of support for the body. But 
that does not limit its possibilities for introducing change in any way. 

In devising poses it is easy to get 
off the beaten path by arranging 
different combinations of zigzag 
angles with a body poised on the 
seat (hip angle). As these 
variations are combined with the 
countdown you find changes 
taking place similar to those 
shown on the right: 

5. Front views, side views, and 3/4 
front views have changed the 
outline of the figure considerably. 
3/4 back and full back views were 
also available but not used. 

4. Arms were used to extend the 
line of the body, to support the 
legs, to support the body on the 
legs, to form patterns with the 
lines of the page, the body and 
even to depict a feeling of pleasure 
in one position. 

The legs have completed angles of 
the bodyline or have formed  

 

 
 

patterns of their own, some have offered the body a secondary means of 
support which reduces strain and adds freedom and believability to the 
picture as a whole. 

3. Props changed, as to the different heights upon which the body rests. 
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Even the portion of the seat upon which the weight rests is varied. The 
bulk of the weight can rest on the side, back or front portion of the 
buttocks. 
Positions of the camera were varied to help keep these positions in 
pleasing proportions. 
The purpose and action of each picture is also different as you can see. 

2. The shoulder-hip tracks were twisted in almost every picture to make 
the pose more effective and keep the parts of the body in reasonable 
proportion. 

1. The bodyline was changed greatly in its angles. A diagram of each of 
these illustrations will reveal their variation. 

 
 
 
 
 
 
 
 
 
 

 
Poses based on the top and bottom silhouettes on the previous page. 
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The Knees 
Although the knees (or knee) provide the body with a hard surface that 
is not distorted by pressure, they are an uncomfortable area upon which 
to place weight for any length of time, especially if the support is hard. 

 

 

First, you must decide if one or 
both knees are to be the body's 
point of support. From that point 
many variations of either become 
possible as you combine the two 
key angles to establish position. 
Explore further with your 
countdown. 

5. All five views of the body are 
possible with the knee as the point 
of support, keeping in mind the 
distortion tendencies of some 
positions unless they are used for 
special effects. 

 

4. One or both knees can be used to 
support the body at different 
heights, and using different 
angles. Arms are often used as a 
secondary means of support to 
take part of the weight from the 
sensitive knees. 

 
Legs can form interesting 
geometries, parallels and 
opposing angles. 
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Both arms and at least one leg are usually free to be used in depicting 
story-telling action or for artistic arrangement. 

 

3. Of the three external elements, the most important (next to the prop or 
support) is the position of the camera. It must be located carefully if parts 
of the body are not to lump themselves together and become distorted. 
Remember that as the camera moves, the juxtaposition of lines makes 
radical changes in the model's position. Explore the Dutch angles (where 
the camera is cocked sidewise) as well as the different split-level heights 
possible. 

 

2. The shoulder and hip tracks are most flexible in kneeling positions 
because neither is used as a means of support (as when the body is 
resting on the seat or the back). Ingenious combinations of twist and tilt 
put movement into a position where action is otherwise impossible. 

 
1. Bodyline varies, in its combinations of angles, their position on the 

page, and by degree. 
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The Back 
 
Another common point of support, it leaves all four limbs free for 
artistic arrangement. 
 
Positions on the back, which is a 
broad point of support, are usually 
comfortable and can be maintained 
for a long period of time. Where 
the model must remain almost 
completely relaxed, this horizontal 
position is often used, whether the 
pose in the finished picture appears 
in a horizontal, diagonal or vertical 
position. 
 
With imaginative arrangement, a 
pose taken with the figure on its 
back and printed in a vertical 
position, achieves startling or 
unusual effects when neither the 
model nor her garments seem to be 
affected by the vertical pull of 
gravity. 
 
In spite of the fact that purists 
criticize such manipulation and 
decry the practice, many 
glamorous and alluring 3/4 body 
and head views are taken every 
day with the subject resting on her 

 

 
back and the print then inverted for viewing. 
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After having established the back as the point of support for any pose 
(and determined the body's lines and angles) you can proceed with your 
countdown possibilities. 
 
NOTE: If you have mentally diagrammed the figures in these panels, 
you will find a few long-line silhouettes along with the zigzags. This 
was done with the express purpose of having you consider a figure's 
potential from its point of support. For although most vertical long-line 
positions use their feet as their main point of support, the horizontal and 
diagonal long-line and the majority of zigzag silhouettes utilize other 
points. Some of them are very unusual and produce unusual results. 
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Uncommon Points of Support 

Unusual points upon which the body can balance or suspend itself for 
long intervals or for the decisive moment necessary to record a picture 
are: 

chest 

backs of knees 

back of hips 

fingertips 

hands 

toes 

teeth 

head 

forearm 

stomach 

shoulders 

hair, etc. 
 

Positions evolving from one or more of these points of support 
generally require physical co-ordination from the model, imagination 
from the director and result in pictures of striking impact. 
 
Some examples are given on the following page. 
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While it is true that some of these 
pictures, stemming from an 
uncommon point of support, use 
highly-trained acrobats, dancers, 
swimmers and athletes, it is also 
true that others - just as effective - 
result from the use of a well 
coordinated model and a director 
with an eye for detail who knows 
how to utilize split-second timing, 
dramatic framing, judicious 
cropping, special lighting and 
perhaps temporary points of 
support, along with other artifices 
to produce results. 

 
A well-coordinated model who can 
perform an action once, can 
usually repeat the position with 
the necessary correction or 
variation while the director records 
it at a pre-determined point 
without loss of its candid qualities. 

 
The fact that these positions of short duration must be snapped 
quickly, gives rise to the supposition that there is very little that can 
be varied. This is not so. 

 
These positions of transitory or short duration can still be planned 
using the countdown. 
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Multiple Points of Support 

These can distribute body weight to several related parts of the figure. 
It is stimulating to begin thinking of unusual combinations of parts 
that might be used as multiple supports and then to stretch your 
imagination in visualizing positions that would result. 
Some of the parts that can be used to support the body include feet, 
back, shoulders, head, arms, seat, forearms, fingers, hands, elbows, 
stomach, toes, fist, calf, side, hip, thighs, knees, heels and even teeth.      

It is astonishing how many ideas you 
can produce if you mentally juggle 
this list. At random, select two or three 
points of support and arrange long-line 
or zigzag positions that would 
incorporate them. It is then you begin 
to realize the limitless possibilities of 
the body for dynamic expression. 
Countdown adds to these positions, but 
when considering the three important 
'P's be sure you utilize your props to 
their fullest extent. A long object held 
by the model can be used as an extra 
arm or leg, an additional point of 
support, to throw the body’s 
equilibrium into delightful and credible 
positions that would otherwise be 
impossible. 
This extra limb could be an oar, stick, 
cane, golf club, skewer, pole, parasol, 
bat, etc. Advertising and pictorial 
photographs often use this to direct at-
tention to specific areas as well as to 
help support the body's weight. 

 

 

© 2007 Malcolm Boone                   43 
 



Posing Secrets – The Photographer’s Essential Guide Vol.2 

Unsupported Figures 

These appear to be rising to or falling from an object that would 
support their weight. The camera has seemingly caught the figure in 
this transitory state. 

 
Unsupported figures can be separated and grouped according to 

recognizable differences, one is of action under control and the other is 
of action out of control. 
 

 
 

 
 

Action under control does not give rise 
to a feeling of concern or alarm on the 
part of the viewer, for the primary 
feeling is that the position has been 
repeated over and over again without 
disastrous results. 
These positions are readily associated 
with highly trained and talented 
dancers, acrobats, trapeze artists, stunt 
men and athletes. 
Some of the patterns for the body, while 
rising and falling, have an accepted 
standard of perfection such as difficult 
ballet leaps, swan dives, high jumps, 
etc. When this is the case, the control 
must be absolute, the position correct 
in every respect so as to satisfy the 
knowing critic. In these positions it is 
best to use a model experienced in the 
field of activity to be portrayed for one 
false action or minute detail will 
condemn the pose. 
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However, great variation can still be achieved by planning. Directors 
often underestimate the ability of their models and fail to ask for the 
variations and extra effort that would make the picture more 
outstanding. 
Eliminating the point, from the finished picture, from which the action 
originated, usually increases the space-propelled feeling of the body in 
the air. 
Action out of control astonishes a viewer and gives him a feeling of 
uneasiness and concern for the outcome of the action. 

Because these pictures are thrilling and 
urgent, they attract immediate attention 
and are, therefore, useful for comic or 
climactic effects. 
In some of these unsupported figures a 
part of the body may actually touch the 
object that could support it, but the body 
itself is deprived of power (as a boxer 
collapsing or a woman slipping on ice) 
and the fall continues. 
There are clowns, comedians and stunt 
men adept in credible and exaggerated 
falls. However, an adept model's fall 
can be photographed in its first 
disorganized stages, giving her time to 
right herself before touching the ground 
or being caught by an assistant or a net. 
The camera can also be angled to add a 
greater sense of lost balance. 
A popular method for getting pictures of 
action apparently out of control is to let 
the model spring from a trampoline and 
station the camera low enough to  
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eliminate the prop from view. Thus, a picture that seems to have the 
body falling with complete disorganization into space, can be repeated, 
with variation, over and over. 
 
Extend your repertoire into the realm of controlled-action (under your 
control) pictures of unsupported figures, both those in which the action 
appears to be under the control of the model and those in which it 
appears to be out of the model's control. 
 

A supported pose    An unsupported pose 
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Borderline Silhouettes 
 
These will catch your eye as you become super sensitive to the lines, 
angles and capabilities of the human figure for arrangement and 
variation. 
 
 

 
 
 

 
Interesting to note, when you 
arrive at this point of great 
discernment, is that in addition to 
long-line silhouettes and zigzag 
silhouettes there seem to be some 
borderline silhouettes ... some that 
bear characteristics of each, but 
that fall predominantly into one 
group or the other. 
 
 
 

Predominantly long-line figures 
have the general appearance of the 
long-line silhouettes. The leg 
nearest the camera can almost 
always be used as the determining 
factor. If the hip and knees are not 
bent too much and the eye follows 
the body's long-line, the eye of the 
viewer will normally flow with it 
and the position is predominantly 
long-line. 
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Predominantly zigzag figures 
generally give the appearance of a 
zigzag line with the leg nearest the 
camera considerably bent at either 
the hip or the knee (or both). Each 
person may make the distinction 
between predominantly long line 
or zigzag in a slightly different 
place, but it makes no great 
difference. 
 
 
When one of these borderline 
silhouettes is to be duplicated 
before the camera, the mind's eye 
can compare either of the diagrams 
with the human figure and position 
its parts accordingly. If neither 
diagram gives you a completely 
satisfactory line to work from, use 
both lines, which together, form an 
unmistakable template and leave 
no doubt as to the position of any 
part of the figure being arranged. 
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How the Body Talks 

The body talks…loud and clear! It speaks of character within, state of 
health, state of mind, age, and station in life. It talks in attitudes that 
are universally understandable and are repeatable. When you seek to 
use the body as a means of communication, rather than as a physical 
assemblage of parts, you reach deep into the realm of its typical 
characteristics, feelings, psychological reactions and a myriad of 
intangible qualities. General impressions of types of people, their 
moods and station in life are pretty nearly the same the world over. The 
physical characteristics, or mental attitudes made evident by their 
stance sets each apart. 

 
Visualize six male characters of approximately the same size and 
weight; a tramp, an industrialist, a cadet, a boxer, a ballet dancer and a 
teenage boy. Mentally dress them all alike and face them toward the 
camera. Would anything in their body stance or bearing reveal 
differences in their character or occupation? What positions would you 
accentuate to set them even further apart from the other men? 

 
Imagine six female characters: a flirt, a princess, a maid, a teacher, a 
ballerina and a teenage girl. Each is distinctly different in carriage and 
attitude. Reach into your memory for more and more details about 
these people, for the model and director who have developed an acute 
sensitivity to the people around them must have a rich storehouse from 
which to draw and can translate expressiveness into their work from 
memory. The keener the original observation the more exact the 
impression that can be created. 

 
Did you know that a great deal of the responsibility for carrying these 
body messages falls upon the shoulders? 
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Shoulders Create Impressions 

Shoulders, more than any other parts of the torso reveal the spirit of the 
model and their mood.  
Although it takes little physical force to move the shoulders, they are 
capable of exerting great mental force in the finished picture. 

Neutral shoulders have little 
expression of their own and are used 
as a starting point from which to mea-
sure how much expression you wish 
them to project. They need not move 
from this position at all if they are not 
to express anything. 
Forward shoulders relay a feeling of 
weariness, weakness, sickness, 
shyness, etc. 
Low shoulders reflect poise, elegance, 
natural ease, casualness, etc. 
Back shoulders give the impression of 
physical vitality, pride, courage, 
strength, happiness, etc. 
High shoulders may give the 
impression of lack of confidence, 
tension, strain, fright, etc. 

Different combinations of these 
movements suggest complex 
feelings or mixed emotions such as: 

 
 
 
 
 
 

 
FORWARD 

 
 

 
BACK 

 

 
NEUTRAL 

 

 
LOW 

 

 
HIGH 

up and forward shoulders indicate that the model is kittenish, flirta-
tious, coquettish, etc. Low and forward shoulders reveal age, defection, 
discouragement, weariness, etc. 

These movements that bring the shoulders into expressive positions may 
be slight or great, depending upon the role they must play. 
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Torso Positions 

The relationship of the upper torso to the lower torso can also delineate 
mental attitudes, depict character and convey moods. 
Look at these simple block figures. If they, in their simplicity, can emit 
feeling, think of how much more can be projected by the human figure 
in a similar position. 
 

 
SHOULDER-TRACK SWINGS, HIP-
TRACK PARALLEL TO THE FLOOR 
 
 
 

 
HIP-TRACK SWINGS, SHOULDER-
TRACK PARALLEL TO THE FLOOR 
 

When the model is facing the 
camera with her hip-track 
stationary (parallel to the bottom 
of the page) and her shoulder-
track tipped to the side, you might 
get a feeling of curiosity, interest, 
concern, alertness, etc.  
 
A different impression is conveyed 
when the shoulder-track remains 
stationary and the hip-track 
swings sideways. A common 
reaction to these poses would be 
an interpretation of flirtation or 
casualness. Do you sense these 
distinctions? 

 
Positions of parts of the body in 
relation to the page, build feelings, 
even in the arrangement of groups. 
Notice how the group whose 
shoulders lean toward each other 
appear more friendly than the 
other three figures, whose 
shoulders draw away from each 
other. 
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The position of each part of the body, on the picture page, makes a 
difference regardless of how the body faces. 
 
When the model is in side view the same relative action and reaction 
takes place. 
The straight central figures, 
parallel to the sides of the page, 
have a formal, regal or military 
bearing; their very lines have 
masculinity and solidity. 

 
When the hip-block remains 
stationary and the chest-box tilts 
back, you get an impression of 
animation and youthfulness, or at 
the other extreme, one of 
contempt, disbelief, shock, fright 
or the feeling that the person is 
drawing away from something or 
some thought. 

 
When the hips remain stationary 
and the chest-box tilts forward, its 
position denotes interest or 
attention. You visualize a building 
superintendent watching base-
ment construction or a woman 
listening to a child or, you may 
feel that the person is old or tired. 
If the chest-box remains stationary 

 
CHEST-BOX TILTS FORWARD OR 

BACK 
 

 
HIP-BLOCK SWINGS FORWARD OR 

BACK 

while the hip block swings (pendulum fashion) at the waist, our simple 
block and line figures take on different expressions, attitudes and 
meanings. For, as the hip-block swings back into a bustle it suggests a 
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primitive conception of posture as well as an air of opinion or conceit. 
Yet when the hip-block swings forward all that is changed and you 
sense, instead, the poise associated with a socialite, a fashion model or 
an athlete. 
 
These general conceptions of attitudes that we have defined from certain 
positions do not constitute an attempt to interpret all figures in these 
terms. These positions serve only to show the possibility for inter-
pretation (or misinterpretation) through body attitude. Once you are 
aware of these possibilities, you can explore them further. 
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Muscular Tension 
 
The muscular tension of a body marks the sincerity of a picture. No 
matter how excellent a body attitude, how perfect the arrangement of 
parts may be, the body from toe to fingertip, must be in complete 
muscular compatibility with the mood and message to be expressed. 
 
Only too often the credibility of a model's serenity and ease in a picture 
has been destroyed not by the smile on her face but by the give-away 
tension in her hunched shoulders or rigid little finger! 

 
It is wise to remember that still pictures remain at hand for constant 
scrutiny. The second or third glance may reveal insincere detail. Even 
the layman is sensitive to a false pose although he cannot always put 
his finger on what is causing that feeling. 

 
To the last detail, the body and all its parts must state and reaffirm 
what the picture has set out to establish in impression or specific 
expression. All emotion travels through the body's nervous system split 
seconds before the face and body react. Although it is the mind that 
conceives the thought and emotion, it is the body that passes that feeling 
on to the parts that can help express it visually. 

 
In anger, the body relays the message to the face bringing the muscles of 
the brows together and downward, tensing the lips. The message, 
hurrying along another series of nerve ends causes the hands to clench in 
defense. Further on, perhaps, the feet are set firmly on the ground 
while the diaphragm expands the lungs in readiness to explode into 
action. Emotion bristles in every gesture and exudes from every pore. 
Since the body is the instrument through which the mind 
communicates, it does not remain unaffected as it transmits these 
messages. Often a single part of the body in undesirable tension 
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discredits the whole picture. The model may project an attitude 
perfectly, except that: 

The muscles around her mouth say, 'Why can't he hurry and take that 
picture?' An index finger, too straight at the last joint, screams, ‘I look 
so pretty!’ and of course -does not! 
A little finger is curled in absurd tension and somehow reminds us of 
someone playacting the lady. 
Uncalled for tension in the neck strains the whole bearing. 
A big toe points too far downward and advertises the effort of the model 
to look just so... unnatural! 
Shoulders gradually sneak upward until by the time the picture is made 
anyone can sense she is ill at ease. 
She forgot to pull her tummy in. Back collapsed and shoulders slumped 
forward: she is tired but her picture need not show it! Mind sagged 
and expression wandered away, as you can see by her face! 

A model must co-ordinate each part of her body to the proper amount 
of tension demanded by the over-all picture. She must learn to express 
the message with all parts of her body so the director can evaluate it in 
the light of the viewer's point of command. The director must be ready 
to correct weak spots in the telltale areas or change any part that is not 
in keeping with the situation. He must be ready to arrest these tensions 
at their inception. 
Tension is electricity that runs throughout pictures and the amount of 
voltage each pose contains depends upon the mood to be evoked or 
the impact to be gained. Though the degree of tension is modified to fit 
each character and situation, it can be observed, as it mounts . . . in four 
distinct stages. 
 

No tension 

lets the viewer find the body in a completely relaxed state. It denotes a 
complete lack of either mental or physical stimulus. It is serene and 
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tranquil. Nothing is happening to disturb the model in her state of drow-
siness or blissful dreaming. 
 

Low tension 

conveys the feeling to the viewer that the mind is working although the 
body has not yet been moved to noticeable action. It is a sort of pre-
action picture in which one senses the stirring of the mind and that 
more movement will be forthcoming. Low-tension pictures include those 
of leisurely action in which you feel the body is moving with ease as the 
mind reflects upon direction and control. Current flows through the 
picture in soft waves. 

        LOW TENSION 
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Tension 

indicates to the viewer that the body has been brought into vibrant and 
alert action. The mind has stimulated and motivated the body so both are 
keyed to the same degree. Good models control mental and muscular 
tension balancing them so that the viewer looks at the action and is not 
conscious of the effort. Tension projects a feeling of reality in which 
action and energy are well directed. 
 
    TENSION 

 

HIGH TENSION 
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High tension 

makes the viewer conscious that the body is vibrating with energy that 
is (or almost is) out of control. Sparks are flying and the body is in a 
state of such strain, it cannot contain itself with the extreme mental or 
physical burden placed upon it. Violent emotion exudes from the entire 
body and is visible in every muscle. 
 

When pitching an emotion think not only of the direction it is to be 
thrown but also, how far it must go! 

The distance at which any of these tensions will be viewed also affects 
the degree to which they must be emphasized or underplayed. 
 

Close up camera views require restraint -controlled but effective gestures 
and action. For when the audience is close it sees small details and can 
read tight movement. 
 

Full-length camera views of the body call for slightly stronger gestures 
to project the same reaction. Fine points of facial expression are no 
longer distinguishable as the head now shares the picture with the 
whole figure. 
 
Distant views of the body require broad gestures and exaggerated tension 
as delicate expression is no longer visible. 
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Legs 
Legs have many variations in standing positions. Combining their 
flexible parts in ingenious ways derives effective and individual stances. 
 
 
Leg-span 
 
 
 

 
30” FLOOR-CLOCK 

This is a variable too often 
forgotten, for any leg position, 
once established, may be made to 
appear entirely different when the 
degree of separation between the 
legs is increased or decreased. 
 
Changing the size of the floor-
clock (upon which the model 
takes position) changes the 
outline of the stance and its 
attitude. For instance, a small 
floor-clock might be appropriate 
for a majestic lady, while a 
carefree youngster might project 
her outgoing personality by leg 
positions executed on a large 
floor-clock. 
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Toe-heel Combinations 
 
These provide natural as well as expressive sources for foot variation. 
 
 
 
 
 
 
 
BOTH FEET FLAT ON CLOCK 
 
 
 
BOTH FEET UP ON TOES 
(One on ball one on tip) 
 
 
 
ONE FOOT FLAT ON CLOCK 
ONE ON HEEL 
 
 
ONE FOOT FLAT ON CLOCK 
ONE FOOT UP ON TOE (ball) 
 
 
 
ONE FOOT FLAT ON CLOCK 
ONE FOOT UP ON TOE (tip) 
 
 
 
 
ONE FOOT FLAT ON CLOCK 
ONE FOOT ROCKED OUT 
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Knee-bend Combinations 
 
These can also lend variety to standing leg-positions on your floor-
clock. 

 
Think of all the ways the
knee can change the appe
otherwise ordinary leg positi
or knees, may be bent at g
degree than illustrated here.)
 

 

 

 

 

B A S I C - K N E E    B E

NOTE: 
The amount of knee-bend revealed in the 
finished picture is dependent, not only 
upon the knee’s physical action, but also upon the position of the 
camera when the picture is taken. 
When all else must remain constant (foot, hip and camera 
position) the bent knee itself can still change the appearance further 
by leaning toward or swinging away from the camera. 

 bend in the 
arance of an 
on. (The knee, 
reater or less 
 

 

 

 

N T  
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Leg and Foot Variations 

Variations such as floor-clock-stops, leg-span, toe-heel placement and 
nee bend when explored to their fullest, or used in combinations with 
ach other, reveal the leg's potential for an infinite number of 
ositions. 

In assuming or directing leg positions, you will notice that, whether the 
how-foot touches the floor or not, the numbers on the imaginary 
oor-clock can identify the direction the toe is pointing. 

k
e
p

s
fl
 

 
 
 

clock, one on toe (tip). 
 
 
 

Leg span medium. Basic foot at 3; 
show leg at 3. Show knee bent. 
One foot flat on the clock, one on 
toe.  
 
Leg span medium. Basic foot at 4; 
show leg at 11. Both feet on toes. 
Both knees bent. 
 
 
 
 
 
 
 

 
 
Leg span medium. Basic foot at 
five, show leg at four.  Basic knee 

. One foot flat on clock, one 
ked in (on toe). 

show leg bent at 5. One foot flat on 

 
 
 
 
 
 
 
 
 
Leg span medium. Basic foot at 2; 
show leg at 9. Basic knee bent. One 
foot flat on clock, one foot on toe 
(tip).  
 
Try the last one yourself. 
 

bent
roc
 
Leg span medium. Basic foot at 12; 
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Legs in Sitting Positions 
 
When seated the legs no longer support the body's weight and can be 
used for design, compositional arrangement and expression; they may 
either compete or co-operate with the arms. In their new role they 
present an interesting challenge to both the model and the director. 
  

In the pictures you have taken, observed 
or analyzed, you have no doubt noticed 
that ge rally one leg (the leg nearest the 
camera) appears to be more important 
than th
'First c
legs in  guide directors 
and models posing them. 
The m
leg, wh the camera, 
and of less importance, becomes the sec-
ondary .

 positions, the primary leg is light 
d the secondary leg is shown dark. 

ndary leg creates a background 
for the primary leg and usually adjusts it-

e scheme of things as an effective 
 counterpart. 

When legs are equidistant from the cam-
era and
should 
Distort
positions becomes evident at the calf or  

igh when too much pressure is applied. The disfigurement of the calf 
(be sure to watch for it) is easily eliminated, while thigh distortion 
requires a redistribution of body weight. 
 

ne

e other. 
ome ... first observed' is the law of 
pictures and should

ost important leg is the primary 
ile the leg further from 

 leg  For easy identification of legs 
in sittin
an

g

The seco

self to th
blend or

 in exactly the same position they 
be arranged with equal care. 
ion of flesh in sitting or reclining 

th
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Proportions of Legs 
 
Proportions must be considered when the legs are not supporting the 
body's weight in sitting (or reclining) positions. Their new freedom 
creates problems in perspective (through point of view) ordinarily never 
considered when the body is standing upon them. When the legs are as 

ee as the arms, they too may extend too far toward or too far away 
from the camera, straying int
proportions. 
If the glass sandwich that re
movement of the arms can n
to encompass the whole 
especially to restrict the move
legs, your problems in arra
for sitting and reclining
become negligible. 

The clothing of sitting (and
figures is generally pliant 
the mass of the legs that lies 
Whether drapery accentuate
tour of the leg by folding aro
centuates its position by rad
the angle of the knee 
difference; the viewer is still 
their proportions. The outlin
revealed suggest the entire p
make the correct arrangem
angles very pertinent to the
the picture as a whole. 

 

fr
o danger zones that play havoc with their 

stricted the 
ow be used 
body and 

 

ment of the 
nging them 
 positions 

 reclining) 
and reveals 
beneath. 
s the con-

und it or ac-
iating from 
makes no 

conscious of 
e and form 
osition and 
ent of leg 
 success of 

Model and director... 
'Keep your eye on the angles... as well as 
he curves!' t  
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Combining Knee Angles 

 result from: 
1. The model’s leg position (the actual angles the legs form 

in combination). 
e not in profile to the camera is 

t to perspective alteration in some degree). 

g positions. 

 
Combining knee angles is one way of bringing variety into the leg 
positions of sitting and reclining figures. 

An immediate mental image of what the 
(combined primary and secondary leg) 
knee angles look like (on the finished 
picture's flat surface) can be an invaluable 
aid in plannin

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Remember, these angles

individually and 
2. The camera’s viewpoint (every angl

subjec
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Leg Angles 
 
Leg angles can evolve into leg positions by progressing logically from 
one angle to the next. 
 

 
POSITION A 

rimary knee unfolds from 
n in position A to the low 
n B and then contracts in 

position C. 
The secondary leg unfolds only at the hip 
to put the leg in position C. 

 
Three very different leg positions ori-

ginate from these 
simple movements and 
if you diagram each 
knee angle, you will 
find only two changes 
in the primary knee 
(none in the secondary 
knee). 

an you visualize the change that would 
ke place in the leg positions on this page 
: 

• the knee angle of each primary leg 

 

See how the p
its high positio
level in positio

 

 
 
 
C
ta
if

was increased? - decreased? 
• the hip-tracks were turned toward the 

camera? - away from the camera? 
 
 

• the knees leaned toward or away 
from the camera? 
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The Model Rotates 

me as they were in positions A, B and C of the 
receding page. 

 

 
Rotation produces interesting changes even though the actual angles of 
the legs remain the sa
p

 
BACK VIEW 

 
 
 

 
 
 

FRONT VIEW 

e model rotated her knees 

nd C rotate 
properly in your mind? 
 

 

FRONT VIEW 

an you now visualize the changes 
at would take place in positions 

• the camera were moved to a 

•  

• 

BACK VIEW 

 
 

 

 
 C 

FRONT VIEW 

 

 
Were you able to visualize this 
front and back view of position A 
as th
toward the camera or away from 
it? Did positions B a

POSITION A

 
 
C
th
A, B and C on the preceding page 
if: 

 
 
 

higher or lower position? 
the camera were shifted to

 
 

the extreme right? 
the camera were shifted to 

POSITION

the extreme left? 
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T
More variation comes from camera m

he C
ovement. CAMERA SHIFTS TO    

        RIGHT OF POSITION B 
 

In position B, notice how the appearance 
of the legs changes when the camera 
shifts either to the extreme right of the 
model, or to her extreme left. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
CAMERA SHIFTS TO  
LEFT OF POSITION B 
 
The director can vary legs in sitting and reclining positions by command 
of both the model and the equipment. The ability to visualize and 
anticipate the results of all major and minor changes is of paramount 
importance. It is the director who must decide which moves -the model 
or the camera - and how much! 

amera Shifts 
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ng Legs Kneeling or Crouchi
 
The appearance of a model in these positions is affected by the same 
variables as legs in sitting and reclining positions. You can gain 
variation by: 
 •

 
 

 
 

 
 

 

 changing the angles formed by 

equal or 
unequal importance. 

• using different degrees of 
tension. 

• twisting the hip track slightly 
toward or away from the 
camera. 

• changing the camera station 
from the front to either side. 

• changing the camera’s 
 from high to low, or 

low to hig
 

 rotating t

• t positions of 
positio

the hip and knee of the primary 
leg and/or secondary leg. 

• combining the angles to 
coincide with or counterpoint 
each other. 

• making the legs of 

viewpoint
h. 

• tilting the camera to bring out 
different relationships of the leg 
angles to the page. 

• he knees toward or 
away from the camera. 

 
combining differen the feet with the different leg 
ns. 



Posing Secrets – The Photographer’s Essential Guide Vol.2 

Ideas for Unusual Leg Positions 

• 
char

• 
etc.) 

• 

 
The present 

• 
mov

• 
actio

• 

• 
pict

artistic (directs the eye in 

designs) 
expressive (mood or message) 

 

Ideas can come to you in many strange ways: 

 
The past 

• old cultures (Egyptian, Chinese, 
Aztec, etc.) 
dance patterns (ballet, modern, 

acter, etc.) 
art (paintings, sculpture, sketches, 

characterizations (symbolic or 
typical). 

research (magazines, books, TV, 
ies, newspapers, internet, etc.) 

observation (of people around you in 
n -even yourself) 

talent (model or director, or both 
drawing on memory, association, 
coordination or imagination, etc.) 

through the photographic style of the 
ure, whether it is: 

composition; repeats lines  or  props,  
or  page;  forms  patterns  or 

• mechanical aids: unique camera angles or cropping; using assorted 
heights and shapes of props or points of support; working from 
points of departure with variations of legs and feet. 
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Formal Leg Patterns 

hese appear almost exclusively in full-front and full-back views of the 
gure, (regardless of its position). 

T
fi

 

When the legs are doing the same 
thing at the same time and are 
equidistant from the camera, they 
begin to form designs or patterns. 
(It is interesting to note the simi-
larity of the straight leg positions 
to the formal Roman numerals II, 
V and X.) 
 
These formal leg patterns are 
generally used for their design and 
geometric possibilities. Their 
repetitive quality can emphasize 
and strengthen the message the 

position and develop the idea 
from there! 

 

used with the diagonal and 

If 
approximates one of these formal positio wer to 
pick up the pattern, it is much bet
perfection than to miss by a hair and pr

face and body are expressing. 
When you have in mind a picture 
that requires such emphasis and 
formality start with a formal leg 

Formal legs blend well with the 
vertical ‘I’ silhouette and can be 

horizontal ‘I’s to great advantage. 
you use a position that  
ns close enough for a vie

ter consciously to attempt its 
oduce pointless nothings. 
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Informal Leg Patterns 
 
Legs create informal patterns when their action or their position from 
the camera view is not identical. 

hese unconventional leg positions 
have a spontaneous, free or 
spirited air about them. They are 
interesting, expressive and casual. 

 
For an entirely new approach to 
their arrangement, lift legs out of 
the realm of a human part and 
begin to think of them (and make 
them function) as folding sticks, 

arts of a jumping-jack or a 
pinwheel. Let them spin around 
an imaginary center point, make 
figure 4's, or letter K's. Any of the 
positions shown here could have 
bee

picks! 
 

Such a train of thought, admittedly 
light-hearted, will take you away 
from hackneyed thinking and open 
vistas for leg positions you never 
dreamed possible. 
 

T

p

n arranged on a tablecloth  
with tooth

 

 
Study the legs illustrated on this page. Do they stir your imagination? 
Can you almost picture the position the rest of the body was in? 
Once you start visualizing the missing pieces of this picture puzzle, you 
can go on from there and develop the position for the whole body. 
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Legs Express Character and Mood 
 

Certain positions have gained recognition, 
rough long association with the actions, 

emotions and physical characteristics of 
p f life. 
With each of the following characters in mind, 
th k (in a 
view : 
 
football hero,  fashion model, 
 
can- r,  policeman, 
 

  monarch, 
 
soldier,
        FLAPPER 
 
1 0

         SHOWGIRL       MODEL 
Now anding or sitting) that could 
inten sion of: 
wear coquetry defiance 
a
frenz
shyn energy, etc. 

th
attitudes, 

eople in various professions and walks o

in  of a stance that could be associated 
er's mind) with

can dance

clown, 

   showgirl,   

92 ’s flapper,  cadet ,etc. 

 
, think of positions for legs (either st
sify the mood or sharpen the impres
iness anger 

ssurance slovenliness pride awkwardness 
y impatience pomposity pleasure 
ess contentment nervousness 
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Legs Indicate Tension 

ts pa
capable of displaying four degrees of tens
 
No tension exists, leg muscles and 
joints are relaxed and denote 
complete ease. Legs cannot support 
the body in this condition. 
 

Low tension begins to appear, the 
legs may support the body in a 
simple standing position or, the 
muscle tone in sitting and 
reclining positions implies that 
action is imminent. 

 

Tension rises, legs are called into 
specific operation to support the 
balanced physical and mental 
action taking place. 

 

High tension develops, leg muscles 
strain to denote extreme mental or 
physical exertion. 

 

 
They often prove or refute the sincerity of the pose as a whole. The mind 
and emotions control the leg and i rts. Thus, legs, like the body, are 

ion. When . . . 

 
 
 
 
 
 
 
 
 
 
 

NO TENSION 
 
 

 
HIGH TENSION 
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CREATE ARM P O S I T I O
 

N S  WITH A CUT-OUT 
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rm Variations 
 

pears on the two 
ou think in terms of 

e all of these 
mitations by suggesting positions 

ra's flattening power and by 

e arms may shrink or grow. 

e amazed at the interesting 

 
pr ved 

in illustrating the limitations 
placed by the camera upon arm 
movement in pictures that many 
photographers have put large-scale 
versions upon their studio walls 
and use them to direct

mal 

A

Mentally to transpose real arms (which are free 
dimensions) into an image of arms (which ap
dimensional picture surface) is difficult - unless y
their limitations. 
Arrangements inspired by cut-out 
figures (such as the one 
illustrated) incorporat

 

to move in three 

li
relatively unaffected by the cam-
e
avoiding the danger zones in which 
th
Make your own cutout. You will 
b
variations and patterns you can 
create and then imitate. 

This figure has o so graphic 

 
inexperienced models into 
positions they want. Before an im-
portant sitting they may even 

with it themselves to experiment 
create useful informal and for  
variations.  
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Informal Arm Va
 

riations 

 
 

As you experiment with informal arm 
patterns you must establish 

ion, while the 
other is of secondary importance and is 

ly
ne arm moves in deference to the 

r y of the other, emphasis is 
gained in either design or impression or 
both. 
Arms can add linear interest or become 

the design. They can combine to 
n their own lines, with parts of 
y to lengthen its contour lines, or 
apes or p ngthen the 
 the latter. 

Regardless of their purpose or pattern, 
the arms must stop somewhere. Think 
of the ten basic places at which hands 

see Volume 1) and arrange your 
 figure's arms with the stops in 

tart by trying to put one hand 
behind the body while you move the other 
to each position. 

• use the same stops with different hand or wrist positions. 
and-stop (both on the same pocket, 

ith each hand on a different ha n a poc et 
while the other is touching a lapel,etc.). 

compatibility. One arm is usually of 
prime importance by its position (nearest 
the camera) or by its act

relativ
When 
autho

e  unobtrusive. 
o
it
 

part o
length
the bo
with dr
lines o

f 
e
d

rops to le
f

stop (
cutout
mind. S

• place both hands on the same h
same side of the neck, etc.). 

• experiment w nd-stop (one i k
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• have one arm send the eye in a specific direction while the other 
moves quietly to each of the ops. (Try not to confuse the eye by 
doing very separate and dramatic things with each hand.)  

• see how many combined line arrangements you can make (or detect 
in the illustrations) in which the arm or a part of it extends the 
other arm, a part of the body or a prop. 

 
 

 
Two poses with both hands on one hand stop. 

st
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Formal Arm Variations 

h arm forms exactly the same 
ance from the camera. Notice how 
u arrange them symmetrically on 

t: 

; 

n which the hand touches nothing 
 body and the other in a similar 

r side); 

• ten different positions on a vertical line extending directly through 

th the identical and the inverse 

 only form the same patterns within 
 in exactly the same way. 

e patterns formed by the arms: 
other in exactly the opposite. 

n to each other and then making the 
 of these positions. At times, the 

 pattern but send the eye off in a 
l positions. 

These are primarily used for emphasis and decoration. They are frontal 
in form, often unnatural in position and usually perfect in design. Their 
arrangement can almost be deemed architectonic. 

 
Formal patterns are created when eac
pattern as the other at the same dist
much strength they imply when yo
your cutout figure. 

 
Let the hands stop simultaneously a
 

• each of the ten basic hand-stops

• ten different spots on the page i
(one hand on one side of the
position on the othe

the center of the body. 

By now you will have discovered bo
formal arrangements that fall within these strict limitations. 

Identical (formal arm positions) not
and around the body, but they do so
Inverse (formal arm positions) invert th
one may go in one direction and the 
Placing the upper arms in oppositio
forearms parallel can produce many
hands do not complete this inverse
single direction by assuming identica
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Fu

These  to the 
cam
 

rther Arm Variations 

 become evident as the body turns in a side or 3/4 view
era. 

 
If you care to ex

 

periment again with the 
cutout idea, you can trace these additional 
body views and tack the original arms to 

er of them. 

In the side view, the arms should be 
attached with one tack in the center of the 
shoulder. The 3/4 view seems more 
realistic if the arm furthest from the camera 

ed behind the figure. 

Once again the arms will perform for you 
camera wise and demonstrate the great 
variety of positions available to you in 
their pinwheel action. 

nging all arm positions with spe-
nt. Definite thought must be given 

to their relationship to each other. As in 
ally attracts 

more attention than the other and is placed 
in a way that will not detract from its effec-
tiveness. 

 
These pinwheel arms should send your creative ideas spinning into new 
variations and patterns. Give them a whirl, for arms are seldom used to 
the extent of their versatility and adaptability in creative arrangements. 
 

eith
 

is plac
 

 
Try arra
cific inte

the full front views, one usu
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Hands 

Finger Spacing 
 
Let’s take the hand out of the box that we purposely put it in for Volume 
1 when we wanted to avoid confusing five-finger detail. But let’s not  
 

 
FINGERS SPACED AT EVEN INTERVALS 
 

 
FINGERS GROUPED: ONE-THREE-ONE 

open the box too hastily. Remember 
the hand shadow pictures you made 
when you were a child? The 
donkey's head, the duck, etc. So it 
is in pictures. Hands can take on the 
appearance of unretouchable 
deformities ... a handful of bananas, 
a snake's head or even a lobster's 
claw can appear from nowhere and 
cling to the end of the arm. 
Release the fingers as though you 
were cutting the stitching on a glove 
in which all the fingers were sewn 
together. Release the thumb first 
and if you use the hand in this 
stage, be sure to watch where the 
thumb goes. 
As you set the remaining fingers 
free, give them identity. You started 
with the thumb. Release the index 
finger next. Then the middle finger, 
the ring finger and lastly the little  

finger, the pinky. When directing fingers, you'll find it much clearer to 
think of them in these terms rather than first finger, second finger, 
third, etc. Any model can now take direction without looking at her 
fingers to see if she has the right number! 
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Finger spacing also varies; i
three-one; three-two; etc. 

t may be even or uneven; one-two-two; one-

his is the simple movement of the fingers closing (or opening) shown 
here in profile.   

Finger arrangements are m
degree of flexion (how mu
flex) and whether the
simultaneous or heterogeneous. 

 
When the fingers are clenc
ously in tight flexion, the
square and tense. As the h
the fingers are but sligh
reaches its most relaxed 
state. The hand is long
fingers are fully extended. 

 
Gradual finger flexion (from
the hand to the other) ter
interesting diagonal. When
fairly open and the fingers f
degrees at the same time (st
index finger flexed ever-so-s
middle finger more-so, etc.
grace in the position
heterogeneous flexing c and 
omes to the closed fist, we find a relaxed 

(FINGERS FLEXED) 

Finger Flexion 

T
         OPEN HAND 

(FINGERS FULLY EXTENDED) 

easured by the 
ch the fingers 
 flexing is 

 

hed simultane-
 fist becomes 
and opens and 
tly flexed, it 

 
CLOSING HAND

and graceful 
est when the 

 one edge of 
m nates in an 
 the hands are 
lex in different 
arting with the 
lightly and the 
) there is easy 
. As this 

ontinues 

i

 
CLOSED HAND

(FINGERS CLENCHED) 

c
fist closed on the diagonal that denotes 
strength without depicting anger (like the 
squarely clenched fist). 
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Whichever edge of the hand is nearest the camera is the leading edge. 
When the thumb edge leads, the long line of the extended index finger 
is prominent (if the thumb does not separate too much and divert 
attention) and is considered an extension of the forearm. If, however, 
the index finger is crooked at the base (big-knuckle) joint, this 
elongating line is broken. A more photogenic curve results if this joint 
remains straight (or is slightly incurved) and the other joints of the index 
finger are flexed. 
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The Hand and the Object 

OSS 
HE LINE OF THE OBJECT… The line of an object is important. The 

the 
hand
purp
tion 
patte

Can 
disp
hand
the h

 
Whe
in c
appl
atten
what
teach
conf rusively to its shape, 
send
see w
prese
 
…OR

OLLOW THE LINE. 

oke a mood, define a charac-
ter, state a message or otherwise express more individuality. 

 
THE HAND MAY CR
T
 line of the hand can flow with it or 

oppose it. If the object has only form, 

 

 either conforms to its shape or 
osely goes counter to it. Each posi-
creates a definite mood or pictorial 
rn - or both. 

you picture a child proudly 
laying an apple on the flat palm of his 
? Compare this mental picture with 
and of the teacher, taking the apple. 

n you visualize the child's flat palm 
ontrast to the rounded shape of the 
e, the conflicting lines attract your 
tion. You look at the apple to see 
 is causing these differences. The 
er's hand, cupping the apple and 

orming unobt
s your eyes hurrying on to her face to 

ith what grace she is accepting the 
nt. 

 IT MAY 

F

Hands that follow the line or form of an object are usually 
unassuming, easy in appearance; while hands that specifically set out 
to oppose the line will attract attention, inv
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 the long line of a boat railing, while the man 

show strength and project a feeling of masculinity by 
grasping the railing at right angles with his 

 
r
hose of the object it touches 

 

Thus, a woman's hand might show grace and depict femininity or
harmony by conforming to
beside her might 
crossing the long line and 
hands. 

Whenever a hand touches a drape, furnitu
people or props of any kind, its lines and t
may be evaluated as a unit. 
 

e, building, clothing, other 
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The Measure of Objects 

or softly, we feel it and agree. If it is clutched, we are astonished and 
look to see why. 
Handle all picture properties with care in acknowledgement of their 
full weight or import. 

n object is significant 
when the viewer has a pretty good idea 
of the effort required to sustain its weight 
in comfort. When a picture shows this 
weight handled in its proper degree, we 
accept it. If it does not, we appraise it 
further and perhaps criticize it. 
Weight must be depicted realistically 
unless you want a comic effect or some 
dramatic position that will attract 
attention. 
Each object must be considered in the 
light of its import. If the import of the 
object is its value it may be either of a 
pecuniary or sentimental nature. A dime 
store locket, received on a birthday, 
may be held with as much care as a 
diamond, but certainly they would both 
be held differently than would a paper 
clip. When a rose is held sentimentally 

The measure of the object may be its physical weight, its value, its 
texture, or significance - any attribute that has a bearing upon its 
material being or inherent meaning. 
Many factors dictate the manner in 
which a hand will contact or display an 
object... for the touch must be 
appropriate. 

he weight of aT
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Shouting Hands 

Hands can be used to achieve greater meaning and believability in 
h

and director appreciate them a

 po

2. How can they do it best? 
 

pictures. The novice avoids t e use of hands, while the skilled model 
nd regularly ask two questions: 

sition add to the picture? 1. What must their action or

Hands talk. They can whisper secrets the 
mind is thinking o

 
V FOR VICTORY 

with the idea the hand is expressing. 
Vociferous hands belong in the fore- 

r they can shout out 

e 
of a word or phrase. Hands can tell what 
 person wants (three, four), what the 

ably. 

sure it rings clear by using 
ommonly associated 

ground since their primary intent is to catch the eye. They must talk 
emphatically to the viewer! 

messages they want the world to hear. 

Shouting hands seek to attract 
attention with a blatant gesture or 
cliché attitude that speaks in the plac

a
person is doing (hands folded in 
prayer), how they feel about a situation 
(two-finger ‘V’ for Victory sign from 
World War II), a state of mind (palms 
flung up ‘I don't know!’) and many 
other gestures and symbols that speak as 
plainly as words. 
These signs are universally understood. 
The hand has expressed itself 
unmistak
When the hand must be forceful in its 
message, be 
the message most c
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Talking Hands 
 
These speak in more subdued tones, but they are heard. Their message 
may be: 

Ornamental and carry the line or design 
to a significant direction or termination. 
By repetition or unusual patterns they 
assert t

ORNAMENTAL 

hemselves without fanfare and 
im to please the eye. 

way whether 
n grace or awkwardness. Functional 

ncerned with the 
camera, are the delight of the 
photojournalist whose alert eyes are 
always looking for and rejecting the 
exaggerated hand and the idealized hand. 
Functional hand positions are based 
upon truthful possibility and can be 
posed in either deliberate or controlled-
candid technique (though those who do 
either will not readily admit it) as long as 
the finished picture finds them ultimately 
believable in their functional duties. 

a

Functional and occupied in useful 
action. These hands go truthfully about 
their business in a natural 
i
hands, busy and unco

INTERPRETIVE

Interpretive and meaningful. Their action is significant in 
substantiating expression in the rest of the body. Their gestures are 
vibrant in revealing character and mood. Through changes of position, 
viewpoint and tension, they help the viewer understand the emotion of 
the person involved. They combine, at times, with the functional group 
but may have outbursts of expression themselves. 
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Quiet Hands 
These are discreet and unobtrusive. They listen and approve in passive 
ways. They never forget their place and speak of frivolous things. 
 
WHISPERING 

Some are silent, muted and still, while 
others w
proprieta
compatible with the other hand and 
the quiet h

(SECONDARY) 

 

going on
secondary
his side it
by attract
Not all qu
relaxed, 
retreat i
back, the
Everyo

hisper in an appropriate, 
ry manner. They are always 

and never speaks when its 
isten 

proper interest and reaction, 
 other is expressive. It echoes 
 other says or remains silent 

pointing to an ink stain on the 
rug, might have one hand pointing 

d to the stain in anger, while 
er is tensely clenched in 

. thus, helping the viewer 
read the conflict and complex emotion 

 inside the man. Had the 
 hand been relaxed limply at 
 would have stopped the story 
ing attention through fallacy. 
iet hands whisper. Some are 

completely silent and even 
nconspicuously behind the 
 head, a doorway or a skirt. 

ne knows they are there, but 

ort, are quietly engaged in normal activity, in an 

partner is talking. It appears to l
with the 
while the
what the
too. 

A father, 

downwar
the oth
restraint ..

 

if they are very casual in hiding it may be advantageous for them to 
remain unseen. 
The hands whose sounds are muted against the object they are 
occupied with or supp
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ordinary way, with no lines of conflict and no dramatization of position 

dly you 
want them to say it. If you but ask the right question ... the hand will 

or lighting. They remain wholly unemphatic. 
As you reach for an appropriate hand position or its variation, 
remember what you want the hands to say ... and, how lou

give you the right answer. 
 MUTED 

(OCCUPIED) 
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Head: Placement with a Purpose 

even before the face gets into the picture. As the head tu
s the viewer for the message 
head may suggest hope or 
 a tilt: concentration. 
 have an emotional quality 

th feminine or juvenile characters; conversely, 
ft, drop or tilt give the 

gth. 

ents, such as a lift-tilt or 
the style to a pose that 
rom that of the beginner. 

ific character and feeling, 
rting with a position that, in 

or true center-front. 

Head placement tells a story or creates an impression for the viewer 
rns, its very 

outline communicates mood and prepare
that expression will carry. A lift of the 
assurance; a drop: pensiveness or sadness;
Extreme positions of lift, drop and tilt
usually associated wi
conservative positions with but slight li
impression of restraint, stability and stren
 
Positions attained by combining the head movem
a turn-drop-tilt, are effective and add 
distinguishes the work of the finished artist f
When your purpose is to express spec
immediate impression can be gained by sta
its very outline, begins to tell your story. 
 

 
Before we can note or direct head movement, we must 
establish the place from which we can define or 
distinguish all change: zero-position 
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From the photographer’s point of view, zero is determined by the position 

h ear 
p of her nose, and h

el's viewpoint, ze
using the camera lens as her targ
the sides of the camera and aim
center of the lens. 
With zero position mutually esta
and executed with synchronized p
 

 
TURN    LIF

 
 

TURN    DR

 
 

TURN    DROP-TILT   TURN 

TURN

of the model’s head as viewed by the camera. Her head is true center-
front when, on the ground glass, a line through the lobe of eac
touches the ti er headline crosses it at right angles. 

ro position can be established when, 
et, she places her headline parallel to 
s the tip of her nose at the direct 

blished, all movement can be directed 
recision. 

From the mod

 

 

T-TILT   TURN 

OP    TURN 
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The Face 
The face functions mechanically and emotionally. The mechanical 

o a helpful degree, expression can be plann l elements 
placed for the compatible effect of im re
 

The Mouth 
 

arrangement of the features creates the impression of character and 
attitude, while expression gives the viewer insight into the model's 
mental and emotional processes. Impression catches the eye; expression 
holds it. 
T ed and facia

p ssion plus expression! 

 
OPEN OR CLOSED POSITION OF 
MOUTH MODIFIES SHAPE OF FACE 

 

Notice how a round, laughing face 
becomes oval-shaped when the 
mouth opens to form words such 
as Hey! or Ah!, and how a thin face 
appears rounder when the mouth is 
closed to say Mmmmm or Whee! 
 

The right mouth position can also correct facial defects. For instance, 
when a smile exposes the upper gum, you will find that when the lips 
form the word Gee, the upper lip is restrained and the smile normalized. 
 

The Eyelids 
 

 
WIDELY SEPARATED EYELIDS 
COMBINE SURPRISE WITH ANY 
BASIC EMOTION 

In extreme positions, the eyelids 
project impressions that can be 
combined with basic expressions 
for mixed emotions. Slightly 
parted eyelids add contemplation 
to any given emotion. Widely 
parted lids add a feeling of 
surprise if the white space appears 

above the pupil or an element of v luptuousness if it appears below. o
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Pupils of the Eye 
 

ver be 

m the picture. 
 

f 

d. 
 

Except for comic effects, the pupils of the eyes should not disappear 
from view of the camera but should visibly aid expression and direct 
attention. If eyes leave the camera axis 900 or more, (as happens easily 
in 3/4 head and profile views) only the whites remain to startle the 
viewer. 
 
 

Expression: Identifying and Intensifying Emotion 

Expression can be approached tangibly through drama. Skill in 
combining su leties with showmanship enriches both artisan and 
artist. Drama i
pictures in one
emotion with  
climactic moment. A photograph has no such previous support for its 

Eyes are magnetic. Eyes gazing directly into the camera establish 
contact with the viewer of the finished picture, while pupils focused 
away from the camera direct attention to other areas. 

 
The influence of the eyes' directional message should ne
underestimated. It is a well-known dramatic fact that in group scenes, 
figures of secondary importance must gaze at the main point of interest. 
No matter how large the group or how small the individual figure 
appears, the pupils of the eyes add or detract fro

The eyelids normally part to disclose the pupils equally. Sometimes, due 
to an eye's sensitivity to light, or poor muscular control of the lid, one 
eyelid droops more than the other. This inequality can be corrected i
the other eye is closed for a moment or two and then opened slowly. As 
the strong eye becomes re-accustomed to light, both pupils are revealed 
equal momentarily and can be photographe

bt
n still pictures differs from drama on stage or in moving 
 important aspect. Given time, an actor may portray an 
ords and moving gestures, building the viewer up to aw
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emotional impact. One picture must tell all. Character, mood and 
message must be encapsulated into one inclusive expression. 

 
Although we acknowledge the intangibility of emotions and their 
propensity for endless variety, for practical application, we can classify 
expression into four basic emotions: happiness, anger, sorrow and fear. 

 
Each may be identified by the position of the eyebrows and intensified by 
the position of the mouth. 

 
There is no single expression for any given emotion; each can be 
combined with other emotions for different shades of meaning. The 
charts that follow show not only the expressiveness of the face, but 
how facial muscles follow a pattern for the expression of each emotion. 

n the face is set in one of these emotional patterns, mental agility 
and showmanship on the part of the model can add spontaneity at any 
stage of its intensity. 

 
Too simple to be true? Not at all. The expressions on the following 

ages illustrate this point. The model was directed to the exact physical 
lacement of her brows and mouth for each emotion, then at command 
he added reality and spontaneity to the expression. The results were 

consistent. Directing the illustrations for this chart of exact and 
comparative expressions ran smoothly for both model and photogra-
pher. 
 

 convincing emotion can only be expressed with feeling from within. 
 many cases the thought used to stimulate a mood is unimportant as 

long as the expression conveys the desired message. For instance, if the 
assignment requires a model to express ecstasy over the gift of a new, 
super-deluxe washing machine and the model cares nothing for 
household appliances -she should be able to look at the mach e and 

Whe

 
p
p
s

A
In

in
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react to a ... Hollywood contract or anything else that would produce 

. This might be reduced to a simple formula: 

or example: 

man + new cat = apprehension 
young child       + new cat = joy 
grown man        + new cat = indiffe

same woman + destructive cat = hy
same child    + destructive cat = fun
same man      + destructive cat = im
 

w  

the required expression. 
 

In dramatic illustration, the nature of the character portrayed in any 
given situation plus the stimulus dictates the kind and degree of emotion 
displayed

CHARACTER + SITUATION = EMOTION 

F

nervous wo

rence 

steria 
 

patience 

r in turn, can correctly visualizeWith the right expression, the vie e
the intended character and situation. 
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Eyebrows and Mouth Working Together 

or and see how the 
m uth and eyebrows should be arranged. 
 

 
As already mentioned the eyebrows identify emotion, the mouth 
intensifies emotion. Find the emotion you are looking f

o

 
        HAPPINESS  ANGER  SORROW FEAR 

   
 

 

 
 
By combining the above with various eye and head placements we can 
build up expression charts for basic and mixed emotions. 
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Expression Charts 
 

HAPPINESS HAPPY-SURPRISE       ANGER ANGRY-SURPRISE 
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   SORROW SORROWFUL-SURPRISE       FEAR FEARFUL-SURPRISE 
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Smiles Identified 
 
Each of the five major types of smiles reveals personality in an attitude of 
its own. 
  

 

1. Mischievous smiles are generally used by the young 
or fun loving. They portray the model flirting with 

mpting thoughts of harmless play, a trick, a joke. 
 
 
2. Shy smiles are generally used by the young, the 
unsure. They intrigue by their winsomeness. Their 
demure or coy attitude expresses a happy but timid 
acceptance of circumstances. 
 
3. Agreeing smiles have a satisfied air becoming to all 
ages. They state happy affirmation of what one sees, 
feels or says. They put a seal of approval on the 
situation. 
 
 
4. Questioning smiles are the tongue-in-cheek smile 
for all. They hint a ready wit and sense of humor and 
wait for an answer with a merry twinkle. 
 
 
5. Glad-to-be-alive smiles are vivacious smiles for all 
ages. They sparkle with a healthy mental outlook 
appreciating the joi de vivre. 

te
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Smiles Intensified 
1. Mischievous smiles 

 
It would be wise to 

realize  
A smile is started in 

the eyes. 
 
 

If begun in proper 
place 

It will follow down 
the face. 
 
 
 

Mouth positions 
quickly show 

How a smile can 
beam and grow! 
 

Form the word that 
helps express 

Your degree of 
appiness! 

 
 

Notice when mouth 
opens wide 

Laughter brims from 
deep inside. 

 
 

 
“M-M-mm” 

 
 
 
 
 

 

h
 

“Yes” 
 
 
 
 
 
 

 
“Eee” 

 
 
 
 
 

 
“Hey” 

 
 
 
 

 
“Ah!” 

 

 

 
“Ummm!” 

 
 

 
“Kiss? Yes!” 

 
 

 
“Gee! Me!” 

 
 

 
“Say! Hey!” 

 
 

 
“Hah!” 
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Smiles Vivified 
Vivacity is a finishing touch. It is added after the face has already 
shaped the immediate impression of happiness. A clear conception of 
the basic personalities and intensities of smiles helps you to suggest, 
duplicate and alter any smile. 
 
      2. SHY            3. AGREEING 

 

Eyes are the life of all smiles. They 
must say something ... and they must 
see something. Proper eye focus 
makes a smile flow in the right 
direction. When the director specifies 
a focal height or distance, the model 
must imagine something at that spot. 
Eyes focused on the floor might see a 
kitten; at eye-level... a person; 
upward ... a bird; or, in the distance 
... a sailboat. 

 
Sometimes dreamy eyes are not 
looking at anything in particular. 
They are actually searching for 
vacant spaces in which to paint 
pictures the mind sees. Dreamy eyes 
usually avoid direct contact with 
people and cameras. 
 
Mouth positions can be prescribed 
by the use of words. Mouth-forming 
words of emotional value such as 
“Kiss?” or “Hurrah!” have proved to 
have more meaning then the old 

photographic standby “Cheese”. Even   though   smiles should appear 
easy, the model's mind must be on the job every moment. A 
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temporary lapse m
alked off the scene l

ay result in a picture showing that her mind 
eaving a blank smile to face the camera! 

. Identify the type of smile wanted. 
2. Intensify it to th
3. Add for plus va

Each smile in any of its five
nsities 

s own individ
freshness. It is the job of the 
model to produce its vivacit
and the responsibility o
photographer to catch it. 

ecause enthusia
contagious it bef
those working toget
themselves, as quickly as 
possible, into th  re 
nd mood of the picture. 

There should b
comment on the part of the 
director and an enthusiastic 
frame of mind on t

e model. 
The model cre
thinking, 'I know the shade 
of meaning ... I'
for it ... I'm gettin

irector encourages, 'Now 
ou're getting it ... that . ..  
at's ... That's it/' 

w
Three simple steps build the right smile, to the right degree, at the right 
time: 

1
e degree desired. 

lue ... vivacity.  

 
         4. QUESTIONS     5. ENJOYMENT 

personalities and inte
has it ual peak of 

y 
f the 

B sm is so 
its each of 

her to put 

tmosphee a
a

 

e positive 

he part of 
th

ates while 

m reaching 
g it!' The 

d
 
 

y
th
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he director's mind should be timed with the expression expanding 
w  can anticipate the approaching degree of the 

ng smile. Before it is reached (split seconds before he actually 
se can start to press e shutter, allowing for the 

d mechanical time  to stop the smile wher he 
ants it. 
 

A  of expression upon command when she steps 
 her personal self nd into the mood. She clears her mind of all 

else and is completely dedicated to that m ment. 

 director senses emot n to an even greater degre j ct. 
is very being exudes th  atmosphere in which expression grows. 

T
ithin the model. Thus h

developi
e

es what he wants) he 
mental an

th
lag necessary e 

w

 model rises to the peak
out of  a

o
 

A io e than his sub e
H e
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Creativity 
 

Creativity is an awesome word. From a vague and amorphous 
beginning, results are produced. Those who are gifted and wish to 
emain alone and unchallenged on their imperious heights would have 

for 
the attainable realm of the less fo

 
They swathe their work in an au
go so far as to tell you how th
cook with a pet recipe, they lea
perhaps, they never realized how t

 
They haven't recognized the 
instinctive delving beyond the ob
enthusiasm and even their sense  the combustible qual-
ities within that make their ideas explode in all directions. These 
qualities, these catalytic agents,
acquire. And anyone with determ

 
Creativity is not a vague produc
and consistent. Yes, some results 
the average will be high and succ

 
There is a definite thought proces
not naturally gifted, on the road
process, when consciously used c
into higher spheres and start t 
steps: 

2.  Relating it consciously to the subject at hand. 

r
you believe that creativity is the chosen few and completely out of 

rtunate. 

ra of mystical inspiration. They may 
ey accomplish their work, but like a 
ve out some important ingredients. Or 
hey became creative. 

fact that their insatiable curiosity, 
vious, their strong will, untiring drive, 
 of humor were

 some are born with but most must 
ination can acquire them. 

t of a mood. It can be made reliable 
will be more inspired than others, but 
essful! 

s that can, if practiced, start a person 
 to creative expression. This thought 
an free the mind and send it reaching 
producing. It embodies five logical i

1.  Assembling information. 
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3.  Incubation process. 
4.  Genesis of idea. 
5.  Evaluating and shaping to usefulness. 

 

What are new ideas? 

They are but unique variations of what somebody, somewhere has 
ive 

cance, places them in fresh juxta-

all facts as they have been given to him 
at does not follow the timeworn pattern, 
 relationship in old facts. 

that obscure your horizons and limit 
ps in well known facts and begin to 
ing the definite steps that start creative 

one so) when you... 

 ... reams and reams of it. (Here is where 
) There are two types of information 

 information and specific information. 

e world about you. Know what 
ng on. Be alive, be sensitive to and absorb interesting news 

an implement of expression if you are 
r which your creation is to be made. 

vested by conscious effort) pitches into 
or field in which you wish to become 
st be pursued as a subject in it lf. 

mation doe mean general facts that satisfy a 
passing curiosity, it penetrates to the core and searches for the 

done before, seeing things in brand new relationships. The creat
mind endows old facts with new signifi
positions. 

 
The non-creative mind accepts 
and cannot conceive anything th
while the creative mind sees new

 
You will sweep away the veils 
you, recognize new relationshi
produce usable ideas by practic
thinking (if you have not already d

1. Gather Information
curiosity comes in handy.
you will require: general
 
General information concerns th
is goi
and facts. You cannot be 
oblivious to the world fo
 
Specific information (har
every phase of the subject 
creative. Each aspect mu
Specific infor

se
s not 
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individual, the unique. It  the bit of information that sets each 

2. Relate material to subject at hand. When you collect general 

ormation together, fit 
pieces to your personal usefulness; this is the refining process. 

ation 
you have collected to its bearing on life and all things that interest 
you. Do not view facts only within their own realm but see that 
basic truths are applicable to the truths in other fields. 

 

3.  Incubation process. Shhhh ...  subconscious at work. You 
have presented the facts to your subconscious, which along 
with other stored facts on the subject will be filing and 
shuffling them for orderly presentation at the propitious 
moment. Let the facts remain dormant until necessity or 
inspiration of the moment demands that the subconscious bring 
forth its stored treasure in a new light. 

 

4.  Genesis of the idea. The actual birth of the idea (or series of ideas) is 
the product of spontaneous combustion within the mind. For, with 
enough general and specific information stored in our subconscious 
mind an outside idea or special problem (which would produce no 
reaction in an unsaturated mind) will fire your brain with searing ideas! 

is
thing apart so they cannot be herded haphazardly into a 
faceless group.  

  
If ideas are to spring from a new combination of general and 
specific information - you must have both. 

 

information and specific knowledge you have thrown the net that 
catches ideas but you must examine what you have caught and 
look for hidden facts. Rub the bits of inf

Your mind must examine information in the light of what has 
gone before ... what others have presented. Relate the inform
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5.  Shaping the idea to practical usefulness requires the extra effort 

lness: make it a reality! 

field of posing: 
il stration, publicity, portraits, television, pictorial, fashion, photo-

 ever-ready 
reference for posing variations, as well as an illustrated means of 

makes the body tick. And what makes pictures click. 

that separates the doer from the dreamer. Here you must demand 
from your subconscious, not only that which it is ready to give, 
but more and more. Draw forth each infinitesimal fact and 
applicable theory. Discipline your conscious mind to grasp the 
idea and shape it into practical usefu

 
You have shown a vital interest in the subject of posing by reading this 
second volume. Take the facts I have offered. Qualify or disqualify 
them - but evaluate them to their fullest from your own standpoint. 
Explore their usability and adaptability to each 

lu
journalism and any other which incorporates the use of the camera. 
Each has its fine delineation. Each is a study in differences and each 
will generate further ideas for your work ... that are right! 
 
This should not be the last time you read this book, for as you 
progress further into your field this book will serve as an

communicating with a beginner. 
 

No, this is not the end; it is the beginning of your investigation into what 
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