Acting for the Camera
-there is no teacher like performing

-the inner drives (the emotions, the sensory responses) are the same for the actor whichever medium he is working 

-the major technical difference lies in the distance of communication.  On the stage, it is across theatrical or unreal space.  For the camera, you need only communicate across real space
-the film medium also has specific techniques, specific technical needs, specific mechanical needs and abilities, and the actor’s work is affected by those mechanics.  Therefore, he must be so completely familiar with them that he is able to take them into accountant automatically as he gives his real attention to his performance

Film and Stage – Two Sides of the Same Coin

-the actor’s primary function is to communicate ideas and emotions to the audience

-in the theater, energy must be greater, speaking volume must be louder, physicalizations must be bigger, and tiny subtleties may well get lost

-a performance that is “indicated,” or merely made up of superficial gestures, looks, and movements that have no real impulse behind them, may seem to be real to all members of the audience except those sitting in the very first rows

-when you’re working in film, the audience is generally only a few feet away from you (the position of the lens), so communicating ideas and emotions to the audience is no more difficult than communicating with someone sitting across the table from you

-in the motion picture theater, you become many times your real size, and every subtlety in your physicalizations is magnified

-in the film medium, it takes less to let them know what is happening, and because all their attention has been directed toward you, it takes very little for you to be effective
-in a well edited film, the cutting is motivated by stimuli.  In most instances those stimuli are the ones affecting the person to whom the editor has cut.  In itself, the editing is an articulation of the effect of the stimulus; you need not compound it by laying in your response with a sledgehammer, or the excess will be ludicrous. 
-therefore, the greater-than-life style necessary for naturalness in the theater is unnecessary – and even undesirable for film

-moreover, anything you do that is dishonest in relation to what the character is thinking or feeling will be noticeable to the audience.  The camera allows no deceit.  Either you are truthful or you are not

-if the actor does only what he would do in real life, or even a shade less, he will be his most effective.  The key is simplicity without loss of passion (passion, means emotional energy, not sexual energy)

-it is easy to accept the word “simplicity,” but the quality is not easy to achieve.  To be simple demands that you trust yourself.  It demands that you are secure enough in your work as an actor to know that you are articulate, that the right thing and the real thing will happen, and that the audience will get

-the audience is on your side, and does half your work.  That’s their “job”; they pay money to empathize with you.  They’ve followed your entire performance up to this moment, so they know what you’re feeling.  They have gone to the movies in order to be moved.  

-therefore, they are not challenging you.  They have feelings, all of which are universal, and if you are truthful they will understand what you are supposed to be feeling when struck by certain stimuli.  They will invest you with the feelings they expect you to have!  So you can trust being simple.  You must be simple

-if you are genuinely listening with all your senses, and if you are at all responsive to stimuli, there is no way for an audience to escape being brought into what you are experiencing; there is no way for you to be lacking in emotional, as well as verbal, articulation

-remember, always, that simplicity is the essence of good film acting
-simple does not mean dead, it means simple without loss of passion

-less is less.  The passion is the same; what you do with it is different for the camera than for the stage.  Perhaps the saying should be “Less externalization is more effective.”  Move that wonderful energy inside

-in front of the camera, you work across real space.  You need not concern yourself with the back row of the theater; you need only reach the other actor

-a final thought: on the stage, you can give a performance.  In front of a camera, you’d better have an experience

-Brando was super-naturalistic.  His pace was deliberate; he took time to think and to smolder.  He was passionate, but not bigger than life

-being simple, being honest, being most involved with listening, became the dominant acting approach of film

-when students spend their first months, or in some cases years, on exercises, the exercises take on an importance all out of proportion to their functions; they tend to become the most important things to master

-listening is the all-important aspect of an actor’s work.  It then becomes very difficult for the actors to relegate those exercises to their proper place as training tools and to forget about them when playing a scene

-acting is reacting, just listen and react

-don’t forget very often, you are listening to yourself, your inner activity

-an actor’s emotions will be freed more quickly through scene work than through exercise work if the scene work is approached properly.  When I can teach actors to listen with all their senses and to work from themselves in relation to the stimuli and responses that make up a performance, the emotional wells are tapped much more quickly and effectively

Acting Defined

-to define acting concretely, it is helpful to examine the structure of human behavior.  In real life we respond to a series of stimuli, each one following the other and each creating in us some forward motion, whether it be a forward motion of thought, emotion, sensory experience, physical activity, or any combination thereof
-how each individual responds to those stimuli depends on the kind of person he is and his state of mind, emotions, and body at the moment he receives the stimulus.  The important point is that humans respond to stimuli in a continuous action-reaction pattern

-since acting is supposed to mirror true-life behavior, the actor in his role should also respond to stimuli from moment to moment.  Responses create the thrust for the forward-moving life of a character – at least, they provide the motor energy in all areas of human behavior and actions.  So to begin a definition of acting, say that acting is responding to stimuli, which may be real or imaginary
-acting takes place in imaginary circumstances
-one step further is the need for imagination in acting, to enable you to believe in the imaginary-circumstances.  Then additionally, responses must be enriched so that they are not just simply truthful, but interesting and theatrical
-you must be concerned with the dynamics of what you are doing, so that there is rise and fall, change and interchange, in the work.  If there isn’t the performance is monotonous, one-dimensional and dull

-because the form of the response to a stimulus depends on the individual, and the character in is the individual with whom you are dealing; you must consider all aspects of that individual: the time and place in which he lives, the way he dresses, the way he speaks, the way he moves.  In other words, you must be stylistically truthful to the character

-this element insures that the approach will always be contemporary to its time, since being stylistically truthful means taking into account the attitudes, mores, etc, of the time in which the drama takes place

-unless the responses communicate ideas and emotions to an audience, they are of no value, since the actor’s ultimate obligation is to the audience

-the actor must, therefore, not only act, but communicate.
-the full definition of acting then becomes: Acting is responding to stimuli in imaginary circumstances in an imaginative, dynamic manner that is stylistically true to time and place, so as to communicate ideas and emotions to the audience

-if this definition is correct, then the first goal is to develop your body – your instrument – so that is becomes aware of all stimuli.  Second, your instrument must be able to absorb all stimuli without blocks and without rejections.  And third, your instrument must be free enough emotionally, sensorially, and physically to respond to stimuli that are present

-the function of the acting teacher and the actor is to free all those keys so they can be played upon easily and on demand –a difficult process indeed, and one that may take an entire lifetime to achieve
-acting depends on two major elements.  The first is a free instrument – one unhampered by emotional blocks, intellectual rigidity, or sensory dullness.  Ideally, during the first months, perhaps years, of an actor’s training he should concentrate almost entirely on attaining that freedom.  The second, and equally important, element is the craft and technique of acting.  Again, many years need to go into this training.

-each element without the other makes for one-dimensional, undisciplined, or uninteresting acting; both are truly necessary for the full achievement of a role

-remember, the audience has only two senses you can reach.  They can only hear and see you.  That is why physicalization is so vital if you are to communicate to an audience

-physicalization refers to anything, however subtle, that the audience can detect.  A pause, a movement of the eyes, delaying the intake of breath for an instant – these are as much physicalizations as throwing a chair across the room

Listening/Sensing

-what is the most important ability for an actor? There is no contest, the answer is listening
-I am talking about listening with all the senses.   In other words, listening involves more than what you “hear”; it involves the responses of all your senses; and very importantly, it involves what you perceive intuitively and emotionally and what you have experienced and perceived in the past

-the meaning of the dialogue is enhanced by all these factors

-you hear the sound of someone speaking; you hear the inflection and therefore, the actual underlying meaning of what that person has said.  You “hear” a headache or toothache; you “hear” the heat or cold; you “hear” the other actor’s feelings and mood; you “hear” the smell of the other person, the walk of the other person, the manner in which the other person sits.  When you are truly listening, you “hear” whatever you can perceive, and all the things that we “hear” affect us to some degree or other.  So listening is also sensing
-you “hear” your own thoughts, your inner activity, and you don’t give all the things you hear equal weight.  When you’re “hearing” more than one stimulus at any given time, one will be dominant

-the truth of the matter is, if you really listen, you’re at least 80 percent of the way toward your ultimate performance

-the listener learns that if he trusts listening, he will perceive things that he would not otherwise perceive.  He will frequently begin to feel, because the process of listening in itself will generate emotion, and the actor’s biggest problem in most cases is to generate genuine emotion in imaginary circumstances

-the best scenes are usually those in which the give-and-take between the actors is rich and full and imaginative and, above all, real – a result best achieved by listening fully

-the listening in film acting is a hundred times more important than listening in the theater, because in film, the most exciting close-up is often not the one of the actor speaking, but the one of the actor listening.  If you watch the work of any good actors in a good feature film you will soon find that their best moments are those in which their lips don’t move at all; where they are just listening to the other actor and allowing themselves to be affected by all the circumstances involving them at that instant

-if in your work as an actor, you are a good listener, you will attract the editor, who will be tempted to cut to your close-up

-the most important thing is what is under the dialogue; it is what makes it happen.  The implication of what has been said, what you hear with all your senses, is most important

-a good writer’s dialogue will be economical, articulate, and specific to the background of the role.  It will have its own rhythm and its own emotional texture, and any changes could be very damaging

-all the teacher’s attention should go to whether or not the actors are hearing and sensing the stimuli, be it dialogue, a look, or whatever

-it is important that actors take the time to absorb the stimuli hitting them before they respond.  That means that an actor must not jump to his next line the minute the other actor has finished speaking; he must not “pick up his cue” for the sake of speed.  
-as far as I am concerned, there is no such thing as a cue.  They don’t exist in real life, why should they exist for the actor?  Moments like this are normally thought of as a thought pause, which sounds like a dead moment.  In actuality they are very full and dynamic moments in which the actor is processing the stimuli and allowing them to generate his response

-there is a bridge between stimulus and response.  The actor must take the time to hear the stimulus, absorb it, let it affect him, and then respond, in other words, take time to cross the bridge.  

-it may be instantaneous or it may take quite a while, depending on the circumstances, but the stimulus must be dealt with before the response can happen, just as in real life

-remember that very frequently the stimulus hits you before the other actor has finished speaking, and therefore you start – and even finish – crossing the bridge while the other actor is still talking, and you are ready to respond before he finishes

-pauses are wonderfully dramatic and effective if they’re the right length.  They’re bad if they’re too short, and deadly if they’re too long, because such  a pause interrupts the rhythm of the moment, and everything stops while the actor indulges himself and “acts” all over the place

-how long is a pause?  I don’t know it depends on only one thing: how long will it take to get across the bridge from stimulus to response?

-the audience won’t go home if you take a pause, as long as it is justified.  Trust yourself!  Take the time to get across that bridge!

-always remember that on the stage, the distance of communication is not to the other actor, but through the other actor to the back row of the theater
The Character

-most actors carry around a lot of cerebral information, derived from extensive intellectual analysis.  They decide how the character would feel about this or that, and what made him that way.  What he would say in this circumstance, and what in that.  What we have here is an intellectual scenario designed by the actor

-the actor must bring parts of himself to the role, because it is the imaginative actor who makes interesting choices and breathes emotional life into the material.  That’s what makes a good actor’s work unique

-I have abandoned the word “character” as much as possible and in its place the word “role”

-when an actor thinks of playing a character, he places himself inside another person, an imagine one.  He shoehorns himself into that other being in his mind, and loses sight of himself; he distances himself from the role

-the actor is all things, he was born with all feelings and senses and intuitions, but many of those have been locked away by the demands of his environment and culture.  Now, as an actor, those things must be freed.  If you can accept that you are all things – and you must if you are to call yourself an actor – then you must bring to the role those parts of yourself that are congruent with what is written, so that you work from yourself at all times, not from some imagined person whose skin you struggle to squeeze into.  Don’t force the character on yourself, find the character in yourself

-you are likely to respond more truthfully if the expected response is what you are feeling, rather than what you think some imagined character is feeling?  Once your preparation is complete, and you have reshaped yourself into the role, you will respond to stimuli honestly and as the author and director intend

-you’ll be working from yourself, but the audience will see the character; you will have shelved those parts of you that are wrong for the role and will use only those parts that are right.  But it will be your real self at work, being the character, not pretending to be.  
-another reason to work from yourself is that the one thing you have that is unique and special is yourself

-every truly successful actor has been unique, has worked from himself

-you must first study the role in depth so that you can thoroughly understand what feelings you need to experience.  Then you must be able to empathize with those feelings, so that you can fully understand, appreciate, and feel what the character does in response to what happens to him and around him

-only when you can fully empathize with those feelings can you begin to feel them yourself, and that, of course is your ultimate goal.  As an actor you cannot be self-centered, selfish, indifferent to other people.  If you are, how can identify with anyone else?  And if you can’t identify with anyone else, how can you play anyone else?  Open yourself to other people.  Try to understand how they feel.  Put your self in their place, and see if you can begin to feel as they might be feeling.  I think that only when the process is easy, and comes naturally, almost by itself, can you really begin to effectively play a variety of roles

-so where does an actor look for the necessary information?  What does he work with?  I believe the answer lies in carefully studying every bottom line; that is the basic need that drives the character through a scene.  It is, the sum of all these individual bottom lines that make up what the audience sees as the character

-unpredictable emotional responses are what comes from you, and if you play from your reshaped self some parts of you will come into the performance.  Let them!

-don’t forget, 90 percent of all the answers you need will be found in the bottom lines you will use
-don’t be afraid to play against what is written

-who’s more dangerous, someone who is clearly a villain or sociopath, or someone who can walk at your side and not be noticed as being someone unusual?  Playing into the character is very likely to lead into a clichéd performance.  Use your imagination
Focus and Concentration

-in simple terms, focus and concentration refer to where, and how intensely, you direct your entire instrument.  You cannot be affected or responsive when you are giving only part of your attention to the major stimuli being directed at you

-the ability to concentrate is essential for listening.  You must learn to zero your attention in on the various elements in the scene if you have any hope of delivering an acceptable performance, let alone a great one

-the power to concentrate needs frequent exercise.  Spend the time.  Direct your attention to a specific object, a specific person, a specific idea.  It will help to investigate the person or object; to try to understand it, study its details.  Keep doing this and you should find, as time goes on, that you can go for longer and longer stretches without being disturbed by extraneous influences

-the object of your focus demands your concentration, and by focusing on something specific, you will help yourself find the energy you need to perform the scene, and you will help your instrument be responsive to the stimuli that strike it during the scene

-there is no good acting without intense focus and concentration.  Even the character who is supposedly relaxed and casual has something on which his life or lifestyle at the moment is centered.  Find it, focus on it, concentrate. 

-in film, there are innumerable distractions
-don’t worry about them.  Concentration is much like driving a car; after you’ve done it a lot, you’ll find that it becomes easier and easier to block out all the distractions and create your own private world

-the ability to function in spite of distractions or disaster is something we must all learn

-when the mind wanders out of the scene, the lines are likely to be forgotten

-one of the biggest challenges to the actor is to develop his power of concentration to the point where he can remain engrossed in the role, without interruption by a wandering mind, for as long as the scene demands

-tensions will interfere with the listening process; they will form a solid wall that stimuli and emotions will be unable to break through
-you must learn to relax, to trust yourself so completely that no tensions of any kind exist, except those that belong to the role.  Only then can you be truly listening.  And only then can the instrument be free enough to allow your most unique and interesting personal qualities to become part of the performance

-most tension occurs because you are concerned with things other than the scene, usually with worry about the quality of your performance.  The more intense the concentration – usually on the other person – on listening, the more relaxed you will become

Energy

-I believe that energy is the direct result of how much you care about what is happening.  If the content of the scene – if what is happening in your performance life – is important enough, you will be listening with sufficient intensity, absorbing and responding with sufficient intensity, to create the necessary energy

-it is difficult to pull your attention away from someone who seems to care

-if you care, the audience will care.  And if you care enough, there will be energy in the way you listen, in the way you respond, or even in the way you choose not to respond

-you must never choose not to care about the stimuli in the scene

-unless the material demands that you not care, always choose to care about what is happening as much as you logically can within the context of the material

-the inner energy, which is the result of how much you care, needs to be physicalized, since the caring must generate a physical response in order to articulate your feelings to the audience

-enjoy yourselves, but remember, in the next role you play, you might have to look and sound healthy.  The actors who do take care of themselves look younger and more appealing, and generally they have a longer and more successful career

The Emotions
-the single most difficult problem the actor faces is that of generating real emotions

-we are so burdened  with guilt for giving expression to the impulses we were born with that we very carefully padlock them in some deep corner and throw away the key

-to learn once again to become an animal, and then, through our craft and talent, to discipline that animal so that it is effective to an audience

-it is not enough that the senses be reawakened and made available for the sake of performance; they must also be responsive because they are in many cases a direct path to the emotions

-an emotional response is only one part of what is necessary.  There must also be a physical response, and intellectual response, and a sensory response; in other words, the entire instrument must be responding. Emotion alone does not constitute good acting

-one of my favorite no-no’s is the use of the face as an acting tool.  Don’t.  Your face is so intimately connected with the rest of you that it is virtually impossible for it not to do things by itself, and without your help, when your emotions or senses are affected

-exaggerated facial activity becomes grotesque

-thought does not register on camera.  Rather a thought causes some reaction, however subtle, and that’s what is noticed by the audience

-play the truth.  Don’t exaggerate.  Don’t try to articulate with anything but what is honest.  And be simple

-emotions are like a car going downhill.  They will pick up speed and intensity as they move toward the bottom of the hill (or climax) unless something slows them down or pushes them in a different direction

-genuinely experiencing an emotion, should affect you all the way down to your toes

-every role is made up of many transitions from one emotion or thought to another

-there is a bridge from one feeling to another.  You are on one side.  Something happens that impels you to the other side.  You must hear it; absorb it.  It will then affect you and cause you to move across the bridge to the other side, which is where the new emotion awaits you

-take the time with the stimuli that hit you

-one of the real causes of an actor’s failure to cry is that the actor frequently tries to cry; he tries to play an emotion that a person in real life would almost always try to suppress or counteract.  In real life, a stimulus makes you want to cry, and you try not to cry.  For it is your struggling to keep from crying that makes an audience feel like crying

-pushing for an emotion is a common acting mistake.  The actor tries to tell the audience what he is feeling when he isn’t really feeling it, by generating the symptoms of the emotion with nothing real making them happen

-you must not try to convince the audience that you are feeling something.  You must convince yourself.  And you can’t convince yourself unless it is really happening

-the emotional build in a well-written scene is dependent on the series of stimuli presented to the character.  Each of the stimuli must provide some new emotional drive in order for a build to occur
-problems arise when the actor is not fully aware of the significance of the moment-to-moment stimuli in a scene

-indirect anger occurs very often, in life as well as in drama.  It is good to remember that when that happens, we do not look at the other person as much as we would if the other person were the primary cause of that anger.  It is even better, when playing such a scene, for you to become involved in the material to the extent that you will be unable to look at the other actor because your anger is largely directed at yourself

-as a general rule, one’s visual focus and emotional focus are the same.  In other words, if my emotional focus is on you because I’m angry with you, then I will look at you.  If I am angry at someone or something else, my emotional focus will be on that person or problem, and therefore I will be more inclined to look away from you, probably into some activity I will find or invent

-if you are fully focused and involved in the moment, your visual focus will take care of itself

-what you must not do is break visual contact for no reason.  Remember, every time you look away from the other actor you are breaking the connection between the two of you

-watch how seldom good actors look away from the other actor without good reason, and how seldom they even blink – something which also breaks the connection between you and the other actor

-no part of you calls for shame or guilt.  If you want to be an actor, it is important that you recognize that you are a whole and separate person made up of all human parts and that your expression of those parts, particularly in performance, is good and whole-some and natural.  If you want to be an actor, it is important that your total instrument be available to you and that you be able to tap it with complete freedom, comfort, and joy

-emotion is a vital part of a performance; overemotionalizing is not

Spontaneity

-the end result of all the actor’s preparation and repetitive efforts is to make his work look as if it’s happening for the first time
-spontaneity does not mean your personal spontaneity; it means the character’s spontaneity
-is only true and real when you are totally immersed in the role.  That means there must be some parts of you that you have put in a basket somewhere so they won’t be involved in your performance

-it is the character who is alive on the screen, not the actor.  And, as much as the actor must bring himself to the role, he must always remember that the end result of the merger of the self and the role is the creation of a new self, or character

Preparation
-very few things are more important to the actor than his preparation for a role

-you must make your broad selections on the basis of what the author is trying to say

-if you carefully examine what other people in the script say about you, you will learn a great deal about yourself and how you affect the world around you, as well as gaining some insight into your relationships with those people.  And if you examine not the words you utter, but the implications of those words, you will begin to get a true idea of yourself in the role

-as important as anything you say is what you do, because the doing tells the audience far more than any words can

-one very important question you must always ask yourself is, “Why am I saying or doing this at this particular moment?”  “What is the specific stimulus that made this happen at this time?”

-a response can only happen when the conditions and stimuli are such that the response is inevitable at that moment.  That includes the line you say, the look you give, or the piece of business you do

-preparation immediately preceding the performance is a much more important and difficult process for the film actor than for the stage actor

-scenes are shot in short sequences, and even out of sequence; the actor must find ways of brining himself to the necessary physical, sensory, and emotional levels in a very shot period of time

-it is essential, therefore, that you find those tools that generate quick and full responses in you

-rhythm is an important tool

-is will be extremely helpful to move in the rhythm required by your sensory and emotional state as demanded in the upcoming take.  If you know what emotional level is demanded at the beginning of a scene, then you should also know what rhythmic level is demand, since they go hand in hand

-you must search diligently for the tools that work for you, and you must always be aware that the scene starts when the director says “Action”
-study the scene immediately preceding the one to be shot, so that you will know exactly where you were emotionally
-find the structural pattern of the script.  The material will rise and fall; scenes will build to a climax and then decrease in intensity.  Find those dynamics; if they are not easily visible, dig deeper, or even try to add them to the material through your performance

-the ultimately desired goal: to be so immersed in the role that all of the spontaneous reactions are role-spontaneous and not just personal spontaneous

-avoid the temptation to play the end of the material in the beginning

-design your role on a moment-to-moment basis, making sure that each moment and each selection is carefully chosen so that when all are added together they will form a complete picture

-actors tend to try to play all facets of a role all the time, thinking that this will show the audience how wonderfully deep and profound they are as actors.  Obviously that’s wrong.  In real life we are never involved with all the facets of ourselves; we are usually not only involved with what’s driving us at any particular moment

-play one moment at a time; each moment will make its contribution to the whole.  The whole cannot be played all the time

-if you try to play all the values at once, the result will be confusion and dullness

-you cannot editorialize on the role you’re playing while your playing it.  You cannot condemn yourself and expect to do and say things with conviction

-find the things the person you are playing likes, loves, has sympathy for, or at least understands (every person must be striving for some goal that is positive for him)

-finding things in common will help you to understand the character; understanding is the first step toward acceptance.  Having accepted the character, you can now believe in his goals and his methods and play them with conviction

-you must absorb the preparation, let it shape the kind of person you are, then discipline yourself to put aside the thoughts of the preparation when the scene begins so that you can devote full attention to listening
-you can work from yourself, reshaped, rather than trying to be someone else, the “character.”  It’s the reshaped you all this is happening to

-always work from yourself

-it’s important that the actor keep every moment is his work as clear and articulate as possible.  That means the work must be simple at any given moment, with all the “simple” moments adding up in the end to a rich, fully dimensional characterization

-by bottom line I refer to that which is driving the scene – what the scene is about in terms of what you need to accomplish.  Look at the most basic driving force

-fight the temptation to overintellectualize your work in an attempt to make it look deeper, or profound

Facts and Conditions

-it is important to remember that the author has laid out certain facts and conditions that you must understand and utilize as you prepare to play moment-to-moment, since they determine where you are at any given moment, emotionally, intellectually, sensorially, and physically.  Those facts and conditions cannot be ignored

-each scene has to be studied carefully to find which facts and conditions are stated and which are implied

-we do not speak in words.  We speak in ideas.  Words are only tools we use to express those ideas.  So never mind the words.  If you are speaking in ideas, the words will take care of themselves

-don’t speak words, speak ideas.  The rhythm of your dialogue will be better, and your whole performance will be more clearly articulated

-once you have made the lines your own, they become the perfect words to use at that moment

-words are not important, it’s what’s under the words, what’s making them happen, that’s important
Imagination 

-make your choice, and go with it.  If you can validate that choice throughout the performance, fine – it’s a choice.  There’s no way an author can spell out everything you need to know about the role you’re playing.  He can give you lots of hints, but you then have to take those, put your imagination to work, and come up with what you – and the director – think is right
-at the risk of being put into a straightjacket, try imagining yourself as other people for a little while each day.  Play games with yourself, and let your thoughts, your feelings, your physicalizations, all be affected.  It’s really fun.  More importantly, you’ll always be stretching the instrument a little, and becoming a richer and more versatile artist and person
Learn the Role – Not the Lines

-if you learn lines, you are responsive to a cue instead of a stimulus

-the words themselves are not important; it is what makes the words happen that has meaning.  If, therefore, the actor connects properly to the stimulus that causes a verbal response, is aware of the real significance of that stimulus to him, and responds to the consequences implied, the proper verbal response will be inevitable

-that applies whether the stimulus is what someone says, what someone does, the state of the weather, a tootache, or an emotion or thought.  The procedure of high-lighting the stimuli that make your lines happen instead of highlighting your lines is a great help in the memorization process
-if you have conditioned yourself to respond to stimuli instead of cues, you will be more receptive to what the other actor is doing as well as saying; you will be more responsive to the inflections and intonations of his lines, and you will also be aware of subtle physicalizations that will reveal what he really means by those lines

-it is what a person means when he talks to us that is of consequence, not what words he says
-if you are open to all the stimuli that are reaching you at any given moment, you will absorb them; they will affect you; and your responses, certainly your verbal responses, will come to you without any difficulty

-ultimately, a great performance lies in the proper stimulus-response patterns of the actor in the role

-you should never sit down to learn lines, since they are connected to a role, which includes the whole person, the stimuli, the significance of the stimuli, and the lines as well

-never learn lines – always learn the role.  The means you must learn the full stimulus-absorption-effect-and-response pattern

-if the student has learned to listen with all his senses and to fully focus on the scene, and if he has freed the emotional instrument so that it is fully responsive, he has learned the most important things he must know to be a successful film actor
Rhythm and Change
-if there is any one thing to which an audience cannot refuse to respond, it is rhythm and rhythmic changes
-rhythm is so basic to our makeup that we even attribute rhythms to inanimate objects

-emotions imply rhythms; joy, anger, and terror imply fast rhythms; sadness, a slow one

-if the physicalization resulting from a stimulus is not rhythmically congruent with that stimulus, you will not convince the audience that what you are feeling is real

-for example, when you become angry, you move faster; you “move angrily.”  When you are sad, you move slower than you normally do.  When you are acting, it becomes imperative that you respond to each stimulus in a rhythm that is compatible with the logical emotional effects of the stimulus

-in real life you almost always respond rhythmically, changing the speed of your movements, whatever they may be, depending on how you feel, the climate, and so forth.  When there is a disparity between the rhythm of a person’s emotion and the rhythm of his movements, the cause lies in the fact that there is a conflict of some sort

-the result of this kind of conflict is tension, which will cause other physical changes that will be apparent to the camera.  Remember that the internal rhythm and the external rhythm are married and cannot be separated without a struggle

-if this kind of control and conflict is a proper part of the role you are playing, you must articulate the conflict through some physicalization or rhythmic change or both

-a change in rhythm is only one of many possible physicalizations, but it is probably the most effective one

-one of the foolproof methods of letting an audience know that you have been affected by a stimulus is to interrupt an action

-remember, it is the change that is most apparent to an audience.  Rhythmic change is clearly and immediately evident; a vocal change is certainly evident; and even a change in the direction of your visual focus is evident
-the clever actor will make sure that, if it is appropriate, he has a chance to turn his head and change the direction in which he is looking when something truly important happens or is said

-the smart actor knows when something important has been said, and will give himself the chance to change his visual focus when he gets that stimulus.  The great actor will do it with no conscious use of the device.  His craft is so well developed that these things happen by themselves

-you primary function as an actor; to articulate, so that you can communicate ideas and emotions to an audience
-the simple expedient of moving in the rhythm of the emotion helps to generate the emotion

-it is important that the inner emotional activity and rhythm be at proper peak at the very beginning of a scene

-you can work from the physical to the emotional – the outer to the inner – but the inner truth and feelings must ultimately be real

-as one person’s rhythm changes, the other person notices it
Dynamics
-a good scene has within is some change, or dynamics.  In most instances, there is something different at the end of than there was in the beginning; otherwise, there is little point in the scene’s having been written and played.  

-the best scenes are those in which there is some rise or fall in emotional energy – some movement toward or away from a climax.  Very few scenes can work is the emotional level and the energy level remain on a plateau

-change constitutes dynamics.  It is not always true that a scene must reach a dramatic peak; exposition is necessary, and there are certainly moments in the lives of the characters when they are contemplative, depressed, or at a high emotional level from beginning to end of a short sequence

-if you can find a shift in attitude or feeling so that you are not exactly the same person and in the same state when the scene ends as when it started, you have found a dynamic.  Many times the choice is the actor’s to make.
-given a choice, you are always better off to seek out the shifts and changes within the scene, however subtle they may be, because the shifting and changing command audience attention and cause them to be affected.  They also give the material a sense of motion and thrust

-you must search out the dynamics within the role so that you can offer the audience all the dimension, excitement, and interest it is possible to bring to your work.  Look for changes; look for stimuli that can cause changes

-dedicate yourself to finding the things that will demand harder work from you; dedicate yourself to selecting responses that cause a change in your attitude, feelings, or thinking.  Remember, change gives us dynamics; dynamics give us drama

-conflict has a beginning, a development, and (usually) a resolution.  Thus it is part of the dynamics

-inner conflict is as dramatic as external conflict, provided that the inner conflict is real and that the actor has physicalized it in some way so that the audience knows that it is happening

-whenever possible, look for change, whether it be a change in physicalizations, a change in your emotional state in the role, or a change in your way of thinking.  Find all the possibilities for change and bring them to your performance

-always make sure your rhythm and your dynamics are your own
-maintain your own rhythm, you own attack on the moment.  Your scenes will be stronger, and your performance more impressive

Movement

-we need to recognize that there are two kinds of movement.  First, there is physical movement.  Second, there is what I call emotional dynamics – or emotional shift and change – that can be as effective as physical movement and

can frequently take the place of physical movement

-physical movement should always come out of either some need within the character, or for the purpose of furthering the story

-resorting to extraneous movement will only obscure the real problems that need to be addressed

-if you move without sufficient motivation, then the move is arbitrary and distracting, and will confuse the audience

-no move should ever be made unless it is inevitable because of what is happening in the scene

-it is very difficult to stand still when one is angry.  It is difficult to stand still when one is suffering a deep anxiety or great joy.  There are many feelings that make us want to move, and the actor’s whole instrument needs to be free enough to make the movement those feelings demand

-economy is a very important concept in relation to acting.  Improperly motivated movement is not only undesirable, it is destructive

The Need

-“intention,” “objective,” and “need” all mean the same thing
-I prefer actors to be driven by feelings, so I will use the word “need”

-from moment to moment in life we move from need to need.  We set out to accomplish something then move on to something else when a new stimulus hits us

-you cannot play all your needs at the same time

-being aware of your need from instant to instant is one of the most important facets of your work.  It will give you purpose, and it will give every scene an emotional thrust.  Most of your energy will be a consequence of how strongly you play the need and how important it is to you that the need be fulfilled
-we are driven by needs, we set out to fulfill those needs, and it is the effort to fulfill those needs that helps us give thrust and dynamics to the drama.  Obstacles cause reaction; reaction causes something to happen, giving us dynamics.  So look for the obstacles and frustrations; play off them and you will generate exciting moments
-change and dynamics are magic words, and they are yours to use as you select your needs and subneeds.

-need is frequently determined by a sensory or emotional state.  If in the scene it is cold, you do not play to be cold; you play to get warm.  You play against the stimulus, and it is that struggle to overcome a discomfort or obstacle that makes the moment real

-you don’t play to have a headache; you play to relieve the pain.  You don’t play to cry, you play to keep from crying.  It is necessary to create the real feeling or sensory problem first; then to do what is necessary to overcome it

-what you have planned as your need at some given moment may not work because of what the other actor is giving you.  So remember to remain open and responsive to everyone and everything around you

-there is always a reason for what we do; there is always a motivation

-the motivation is an inner stimulus, which is the catalyst for a need, and it is that need that the actor must play, rather than the deeper, and sometimes subconscious, motivation

-play the immediate need, it’s much simpler, and as a result, faster

Selectivity

-if you watch any really good actor’s performances you will find him doing things that are rich and unexpected and carefully designed to build his character a brick at a time through his very careful selections – many of them spontaneous, but spontaneous in terms of the role

-selectivity can frequently make the difference between an acceptable performance and an interesting and brilliant one

-the truly imaginative and intuitive actor knows that there are numerous possible responses to a stimulus, and he has learned, consciously or through his developed intuition, which choices to make

-don’t be afraid of looking foolish when exercising your selective powers.  You can’t look foolish when you’re experimenting on an intelligent and reasonable level
-rehearsal time is the time to reach and stretch and make mistakes in an effort to find the optimum values in the material and to stimulate yourself so that you can deliver the best you are capable of delivering

-the menace that prevents some actors from ever becoming more than competent is laziness, for which there is no excuse.  It takes energy to feel things; it takes energy to analyze and to think; it takes energy to rehearse again and again and again in search for the best performance, but I don’t know any other way to make a professional out of an amateur

-play against the dialogue
-playing directly into them may exaggerate them.  Playing away from them might give the moment more interest and give the character greater dimension

-don’t go into reverie because you’re talking about the past
-the same emotional energy and drive that brought the past to mind would continue through the telling of what happened, at least in the beginning

-don’t romanticize, and don’t fall into reverie.  Remember the need, remember that you bring up the past for reasons related to the present, and not simply to have a chance to spend a few moments in reverie or sentimentality

-find humor in drama, and drama in humor
-actors tend to play serious drama very seriously, and that can be a mistake.  You should try to find humor even in the heaviest drama.  It will make the role you are playing more interesting, and will give the audience a moment of relief, so that they will more easily be moved by your more dramatic moments – they will be more and more receptive to them

-“If I can’t laugh and cry in the same evening, it is not a good show”

-don’t play the subconscious

-the subconscious, by definition is not available to us.  So how can we play it?
-determine how the character would behave on a conscious level, and forget about the subconscious entirely

-you cannot, you must not, play the subconscious drives of the character; you must play the moment-to-moment conscious drives.  Doing a deep psychological profile of the characters can be a monumental waste of time, and could lead your performance seriously astray

-the way you behave on a conscious level will tell the audience what you are subconsciously

-you can’t communicate a subconscious drive

-we are almost always thinking of and involved with only one thing at a time.  Whatever stimulus is dominant at the moment, especially in emotionally charged moments, is what gets out focus

-avoid self-pity.  If you feel sorry for yourself, nobody else will; that is a cardinal rule

-communicate through props and actors

-the way you handle an object, the changes you make in the way you handle an object, the way you relate emotionally to a prop – all are enormously effective in communicating ideas to an audience, because they are things that the audience can see

-what you do can be far more revealing than what you say, because what you do tells the truth about what you are feeling much more accurately than the words you utter.  We lie a lot with words; we tell the truth with our body language

-when props are used, you must be careful that the use of the props enhances the moment and does not stop the flow of the scene

-there are times when you might have a series of speeches that are actually a single speech broken up by dialogue from another character

-there is a slight bit of overlap throughout 

-another important manner of communicating ideas to the audience is through physical contact with the other actors

-making physical contact with other actors helps build the emotional relationships that is a necessary part of a performance

-touching a person (or not touching a person) can be extremely significant, and the particular manner in which contact is made, can tell far more about a relationship or about how a person is feeling than the dialogue can

-“personalization” and “emotion memory” make listening much more difficult because the actor’s focus is on his inner self, directed at something unrelated to the scene, thus shifting out the stimuli he should be receiving from the other actor

-there is no reason that the truly great actor has an instrument that is free enough to respond to the stimuli presented by the material and the other actor.  If you can’t identify that closely and respond accordingly, then there might be something missing in your very basic training, and you owe it to yourself to go to a good acting teacher

-the real value in the use of your own experience lies in the fact that you have a firsthand awareness of certain emotions, certain feelings, certain hungers
-as with all other emotions, the killer instinct is in all of us; we need only to find it

-the use of “personalization” to generate emotion is primarily to help free the instrument.  It will be unfortunate if you must use it as a crutch all your acting life

Animate and Inanimate Object Images

-there are a number of purposes for the use of what have generally been called images
-they stimulate the imagination.  They are the quickest, most effective tools you can find when it becomes necessary to make major changes in a performance with only limited time available

-what we look for when we use an image is the essence of that image

-what is meant is that the person has the qualities of the animal referred to

-objects and animals imply certain emotional and sensory attitudes

-they move differently, thing at different speeds, respond to stimuli at different speeds, feel things differently, and have widely different emotional lives

-look for what I call the essences; the rhythm, the emotional freedom, the intellectual capacity, and the sensory and physical attitudes.  Those essences need to be absorbed into the actor’s system so that the actor becomes not a rabbit, but a rabbit like person; not a bear but a bear like person; not a crown, but a royal person

-the result of the complete absorption of essences is that the actor’s rhythms will change, his physical attitudes will change, the time and manner of his stimulus-response mechanism will change, and his emotional output will change.  In effect, everything about the actor will be affected when the image is adopted

-with the simple sue of a concept – the image – the entire instrument can be affected simultaneously without the need to concern yourself with a hundred details

-it doesn’t matter to anyone but you which image you choose.  If you are using it correctly, no one in the whole world will know what you are using
-one of the things that make an actor interesting is an ability to do the unexpected.  An interesting actor will respond in a surprising and yet still truthful way to a stimulus; he will do things in an unorthodox way

-we all tend to do things the safe way, the orthodox way

Comedy and Drama

-in order to play comedy one needs to be the kind of person who thinks funny.  If you can see the funny or the ironic side of an issue that is serious to everyone else, it will be easier for you to play comedy

-although comedy must be based in reality, the consequences of an action in comedy do not seem to be as real as the consequences of a similar action in drama

-when I give an actor an adjustment that is somewhat less than serious and final, a comedy scene is much funnier than if it is played with the same adjustments with which that scene would be played in a drama

-it is vital that the energy level in comedy be higher than in drama.  Vocal energy need to be up, physical energy needs to be up, and the energy of the dynamics of the scene needs to be up.
-the term “pace” is familiar to anyone who has ever been near comedy.  Basic rhythms must be faster than in drama.  Thought pauses – crossing the bridges – must take only a fraction of the time they would take in drama.  

-responses to stimuli in general must occur in a fraction of the time they take in drama.  Yet it is just as dangerous to “pick up the cues”

-the best comedy writing, in fact, places the stimuli before the end of the line when fast pacing is needed, so that bridges can be crossed while the other person is speaking

-a fourth difference lies in the maturity of the responses.  Comedy often depends on the fact that the people are responding on a less-than-mature level to stimuli- if they responded with maturity as you and I understand it, the sequence would be dramatic rather than funny

-anger and hatred, fully and truly expressed are not funny.  When such emotions seem to be called for in comedy, it is necessary to think in other terms: to use feelings like annoyance and frustration instead

-another very important thing to remember in comedy is that the responses to stimuli are frequently much bigger than they would be in drama.  Stimuli of minor consequence will generate very energetic emotional responses – bigger-than-life responses – in comedy

-these responses must be made truthful, ultimately, but they will probably not be the kind of response that you and I give in our saner moments

-there are elements in the writing that are comedic, such as an unexpected response, a bizarre character, or cartoon humor

-so much is typically made out of something so trivial.  Situations may spring from some very inconsequential thing but the overreactions to the trivial make for wonderful comedy

-a joke is made up of two basic parts.  First the feed, and then the punch line, or joke.  The feed may be a line of dialogue, a gesture, a look – anything.  But it must be very clear to the audience.  The joke may also be only a look, or a movement, or an interrupted movement

-there is very little margin for error in comedy.  Good comedy lines have their own rhythm, their own stresses, even a carefully determined number of syllable sometimes

-that’s why you must learn the lines verbatim when doing comedy

-perhaps the most effective device in comedy is surprise.  Most good comedy lines are funny because they surprise us

-we’re surprised by the idea – which is absurd – and we laugh

-a cardinal sin in playing comedy is trying to be funny.  You must not try to be funny when doing comedy

-comedy must be played as truthfully as drama

-the audience doesn’t really want to see an actor giving an impression of a character in a film.  The audience want to see a person having experiences

-one characteristic that gets in the way of our ability to play comedy is the tendency to take ourselves much too seriously

-comedy is undoubtedly much more difficult to play than drama

Cold Reading and Auditions

-one important thing to remember when you go in to audition for a role and you are asked to do a cold reading is to look at he person with whom you are reading as much as possible

-use physicalizations so that the director and producer will know that you understand all aspects of the scene

-work from yourself
-wear the right clothes

-let them know that you’re happy to be alive and happy to be an actor.  Let them know that the audience will enjoy looking at you, even if you’re going to play the role of a downer

-you must not only listen carefully to a director so that you hear every word, but listen with your intelligence and your sense and your craft so that you can grasp the total meaning of what the director is asking for and the results he is looking for

-the more you think, the less you feel.  Thinking is for preparation; listening and feeling are for performance

-speaking of contributions: when you feel an honest impulse to do something, do it
-an honest impulse is a rare thing, so let it happen.  Don’t censor it, or frustrate it

-working from the “outside-in” means starting your character preparation with his external appearances and behaviors

-there is also the danger that this may lead you into playing the job, rather than the person who happens to be holding that job

-every person in that kind of job is an individual

-the problem with the “outside-in” approach is that the best physicalizations can only be the result of an inner impulse

-the first and most important thing we must touch in the role is what the person we are playing needs, and how he feels about things

-once we give ourselves over to the feelings, they will begin to generate the proper physicalizations, and those physicalizations will be true ones, because they came from an honest feeling, not from some cerebral idea of how the character might act or look

