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ABSTRACT 

In this professional problem dissertation, this writer tests a pedagogical 

methodology for acting for the camera based on a common model of interpersonal 

communication. The experiment was tested using students at Texas Tech University 

with experimental group subjects enrolled in Introduction to Acting for the Camera 

(THA 3311) against a control group of students from Texas Tech of similar ages and 

experience with similar acting methodologies. These methodologies included those 

based on Uta Hagen, Konstantin Stanislavski, or similar methods. 

   

 

 

 

 

 

 

 

 

 

 

 

 

 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

vi 

LIST OF FIGURES 
 
1.1   Osgood and Schram model for interpersonal………………………. 46 
 
1.2  A basic model for interpersonal communication…………………….54 
 
2.1  A common model for basic communication………………………....67 
 
2.2  A common model for interpersonal communication including……...68 
 
2.3  Scene from Sideways………………………………………………...94 
  
2.4  Scene from Sideways with Springboard Words……………………..96 
 
2.5  Commercial breakdown…………………………………………….109 
 
3.1  Participant age ranges……………………………………………....117 
 
3.2  I was confused by the acting method(s)…………………………....119 
 
3.3  The acting methods helped me prepare my ability to act for the......120 
 
3.4  I understand how to act in a close-up……………………………....121 
 
3.5  I understand how to act in a master shot…………………………...122 
 
3.6  I understand reacting for the camera……………………………….123 
 
3.7  I understand how to act in commercials…………………………....124 
 
3.8  Watching my performances on video helped me to evaluate….…...125 
 
3.9  Class exercises improved my overall acting ability………………..126 
 
3.10  I understand the acting method(s) taught……………………….….127 
 
3.11  Film scene evaluation……………………………………………....132 
 
3.12  Commercial evaluation……………………………………………..133 



                                                         Texas Tech University, Anthony G. Valentine, August, 2012 

1 

CHAPTER I 

INTRODUCTION AND LITERATURE REVIEW  

In this professional problem dissertation, I documented the evolution of a 

pedagogical methodology for an undergraduate Introduction to Acting for the Camera 

course. My professional acting experience (Appendix A), my teaching experience 

(Appendix B), my review of established acting methodologies, and my experience 

studying various interpretations of acting methodologies as I was taught in acting 

classes led to the question of whether I could design and teach a methodology for an 

Introduction to Acting for the Camera course (THA 3311) based on a common model 

of interpersonal communication. In this document, I demonstrated that I effectively 

applied concepts from interpersonal communication to the process of acting for the 

camera. I taught the THA 3311 course during the spring, 2010 semester at Texas Tech 

University. I tested my pedagogical methodology using students from the THA 3311 

course as an experimental group. I later compared performances of students from the 

experimental group with performances of subjects from a control group. Control group 

subjects were of similar age and acting background and did not participate in my THA 

3311 course. Both groups were composed of subjects who had experience with 

methodologies the Department of Theatre and Dance used for undergraduate acting 

courses or similar methodologies. At the time of this study, these methodologies were 

based on Respect for Acting (Uta Hagen and Haskel Frankel) and An Actor’s Work: A 
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Student’s Diary (Konstantin Stanislavski1) and similar methodologies. I also utilized 

Madeline Hunter’s seven aspects of a lesson plan from the course THA 5324 entitled 

The Teaching of Acting (Bill Gelber) and concepts from my professional acting 

experience. I further adapted some concepts from established acting methodologies 

and applied them to lessons for acting for the camera. I also taught one of my lessons 

to a study group at Lubbock’s Coronado High School Theatre Department within the 

same time period as the THA 3311 class. I did not include my findings from teaching 

the Coronado group as part of the results from the experimental and control groups. I 

did use the findings from the Coronado experience as anecdotal information.  

I realized there were basic differences between acting for the stage and acting 

for the camera, which necessitated the development of a methodology for acting for 

the camera that worked efficiently for me as an actor and as an acting teacher, while 

providing me tools for teaching the technical aspects of acting for the camera. In this 

dissertation, I did not present a complete analysis of established acting methodologies 

or interpersonal communication, nor did I conclude that the acting methodologies 

reviewed or taught to me were inadequate for teaching acting in general. To do so 

would have contradicted nearly a century of proven results from the actual roots of the 

established methodologies I was taught and reviewed for this study.  

In my development as an actor and as a teacher, I realized that I already knew 

how to effectively act for the camera, because I knew how to effectively communicate 

with others in everyday life. Since I knew that most acting for the camera involved 
                                                
1 The spelling of Stanislavski varies from Stanislavski to Stanislavsky. I use 
Stanislavski in my references. 
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appearing natural as in everyday life, I found that using concepts from a common 

model of interpersonal communication related to acting for the camera. The reason I 

adapted interpersonal communication as a pedagogical methodology was to test 

whether it was at least as effective as the methodologies that were used at the time of 

this writing at Texas Tech University for adequately preparing students for acting for 

the camera.  

For the THA 3311 course and teaching methodology, I focused on acting for 

film, television, commercials, and audition techniques. Since my overall pedagogical 

approach involved relating my professional experience rather than a required text, I 

included in this document narrative and auto ethnographic reflections. In this regard 

D. Soyini Madison said, “The experiences in your life, both past and present, and who 

you are as a unique individual will lead you to certain questions about the world and 

certain problems about why things are the way they are” (19). Madison added, “It is 

important to honor your own personal history and the knowledge you have 

accumulated up to this point, as well as the intuition or instincts that draw you toward 

a particular direction, question, problem, or topic” (19). To this end, Corrine Glesne 

said, “Through reflexive thought, the researcher probes even more into self as part of 

the setting, context, and social phenomenon he or she seeks to understand” (109). 

Regarding the use of “I” for this document, Glesne suggested, “Writing in the first 

person singular fits the nature of qualitative inquiry” (188). 

The problem was that most of my acting instructors throughout the years did 

not adapt lessons based on established methodologies for the technical aspects of 
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acting for the camera. Rather, they concentrated on exercises based on the established 

concepts of Sense Memory, Emotional Memory, and Affective Memory that, as I was 

taught, assisted the actor in accessing memories to portray emotions in a scene. In 

many cases, instructors gave various and inexact interpretations of these terms, and 

unreliable adaptations of exercises from established methodologies they referred to as 

“Method Acting.” I needed a methodology that was for me exact, reliable, and 

adaptable to the technical process and time constraints associated with acting for the 

camera, and the process of filming.  

While reflecting on my own personal experience with my acting teachers, I 

acknowledge that most of them provided me with useful exercises I eventually 

adapted for my own acting and teaching. Also, I did not use specific names of some of 

my teachers for anonymity (Madison 24).  

In Chapter I, I focused on how my professional acting experience, how my 

experiences in acting classes, and how a review of relevant and current literature led 

me to the research question. In Chapter II, I included the implementation of my 

pedagogical methodology for the THA 3311 course, and my methodology for the 

implementation of a study comparing subjects from the experimental group with 

subjects from the control group acting in similar scenes. In Chapter III, I described 

evaluations of lessons and the study. In Chapter IV, I provided the conclusion with 

questions for further review. In the appendices, I provided materials I used to develop 

and teach THA 3311.  
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Through my personal experience studying in various professional acting 

workshops from 1985-1991, and through reviewing current literature of established 

methodologies for this document, I realized that most of my instructors taught various 

and often inexact interpretations of concepts and exercises from what they called 

“Method Acting.” My instructors said they based their methodologies on established 

acting teachers including Konstantin Stanislavski, Lee Strasberg, Eric Morris, and Uta 

Hagen, from whom many successful performers have studied. Some, but not all, of the 

teachers of Method techniques based their pedagogical methodologies on 

Stanislavski’s system. In this regard D.L. White said, “To the best of my estimation, 

most modern acting techniques regarding emotional work revolve in some way, shape, 

or form around the Stanislavsky system” (118). To this end Strasberg said, “The 

Method is really a continuation of and an addition to Stanislavsky’s system in Russia” 

(6). 

According to Ned Mandarino, “Method Acting is most widely known in the 

USA and is associated with employing creative exercises, which call upon the senses 

of sight, sound, taste, touch, and smell” (8). In this regard David Krasner said, 

“Method Acting combines work on the role, with an emphasis on researching and 

experiencing the characters life, and work on the self, which stresses the actor’s 

personal investment and commitment to memory, experience, and world view” (4). 

Common reference to these teaching programs termed them the “Method.” This 

correlated the term with Method actors whom, as I was taught, studied and practiced 

these methods, which in addition to practical acting exercises for class and rehearsal, 
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were mostly based in helping the actor develop and connect with his senses and 

emotions to produce and experience emotions during performances. Jim Patterson et 

al. referred to this process as the “inspirational” actor’s approach to emotional truth 

(100). According to Patterson et al., “The inspirational actor’s characterization is not 

assembled from external behaviors but is created through application of mental and 

emotional techniques that supposedly work to reach the actor’s emotional and mental 

center and then somehow push outward into stage movement and vocalization” (100). 

In this regard Hagen and Frankel used the term “Presentational” (11). According to 

Hagen and Frankel, “The Presentational actor trusts that a form will result from 

identification with the character and the discovery of his character’s actions, and 

works on stage for a moment-to-moment subjective experience.” (12). 

In my training, generally I was taught to determine what I was required to 

portray or do in a scene and substitute an experience from my memory to relive that 

memory that allowed me to create and experience an emotional response to my scene 

partner. My emotional response needed to relate to the circumstances and the dialogue 

in the scene. The reason to substitute something from my past to relive an experience 

was that, according to my teachers, I could not otherwise rely on creating an emotional 

response during a scene with dialogue. According to Cathy Haase, “Substitution, by 

definition, is putting a person or thing in the place of another to perform the same 

duties, as in a substitute teacher” (71).       

This process involved substituting something from the past rather than using 

organic stimuli from the moments of dialogue. According to Hagen and Frankel:  
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If the material fails to stimulate you sufficiently, you must search for 
something, which will trigger an emotional experience and send you 
into the immediate action of the play. I use substitution in order to 
make me believe the time, place, what surrounds me, the conditioning 
forces, my new character, and my relationships to the other characters, 
in order to send me into the moment-to-moment spontaneous action of 
my newly selected self on stage. (35)      

 
Hagen and Frankel further asserted, “If you ask me if it is necessary to make a 

substitution for something that is already real to you, the answer is no. If it is real to 

you, you have already made the substitution” (35-36). 

It took me considerable practice to learn to use Substitution efficiently while 

working within the time constraints on a film set. In this regard Haase said, “It goes 

without saying that you don’t have time to sit and relax for twenty minutes, slowly 

doing sensory steps to create your substitute, on a film set. When you are on the set, 

you basically are expected to be prepared and to just act” (79). The solution, according 

to Haase, is “to do all the work repeatedly at home on your own time” (79). Using this 

substitution technique, I could have recalled the substituted memory during a scene. In 

film and on the stage I was expected very quickly to shift from one emotion to 

another. In this regard Joseph Roach pointed out two problems. The first problem:  

A characteristic peculiar to emotion effective revive ability is the 
slowness with which it develops and the time required. Emotional 
representation depends upon the completion of two stages, one 
intellectual and one emotional, and that the second stage requires 
organic conditions, a difference in the organism, and excitement of the 
motor, vascular, respiratory, and other centres. (211)  
 

The second problem, according to Roach, was that Stanislavsky discovered  

“effective memory was one of mental hygiene. In nature, emotions do not appear 

without a reason. They are prompted by the appropriate physical stimuli” (157). 
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 Object exercises helped the actor discover the awareness of genuine action. 

The actor then related to objects onstage as if it were the first time. They also helped 

the actor develop self-awareness, to pinpoint responses, and the behaviorisms that 

result for the construction of character (Hagen and Frankel 26). According to Hagen 

and Frankel, “Your own identity and self-knowledge are the main sources for any 

character you may play” (29). Hagen and Frankel added that the purpose of self-

observation is “to find out what inner and outer objects I get involved with under the 

given circumstances, and why I deal with them, and to learn that I do release my 

psychological and emotional life physically by contacting something else” (117).  

My instructors referred to recurring concepts of Sense Memory, Emotion 

Memory, and Affective Memory as techniques to revive memories and adapt them to 

the requirements of the script. My further research for this document revealed 

variations of these concepts used in established methodologies. For the most part, my 

teachers were either teaching a Western version of Stanislavski, or they did not 

effectively adapt the Stanislavski System to acting for the camera pedagogy. Also, 

some of the literature I reviewed for this document offered various interpretations of 

some of Stanislavski’s concepts. According to Stanislavski, this is an adaptation of his 

work by mostly Western acting teachers such as Lee Strasberg and Stella Adler 

(Stanislavski, Actor’s Work XX). According to William Esper and Damon DiMarco, 

“When he [Stanislavski] spoke with American teachers Stella Adler and Harold 

Clurman in Paris near the end of his life, he was adamant in saying that he no longer 

worked with emotion memory” (214). According to Esper and DiMarco, Stanislavski 
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said, “That term has now been abandoned but has not been generally replaced by 

another” (215). To this end Sanford Meisner and Dennis Longwell said, “Over time 

the meaning of the past changes. That’s one of the reasons I don’t like ‘emotion 

memory,’ and that’s one of the reasons Stanislavsky gave it up” (82-83).  

Stanislavski was not only concerned with accessing the subconscious. Later in 

his career he sought a mind/body balance and connection. Perviz Sawoski said, 

“Stanislavski realized that the physical life and the psychological processes that the 

actor underwent needed to be explored simultaneously, because they were 

interdependent” (5). Therefore, Stanislavski searched for a way to connect the mind 

and body to perform a character. On Method Acting, Krasner said:  

It [The Method] builds from Stanislavski's observation that in good 
acting, the actors’ bodies were at the call and beck of the inner 
demands of their will. The method actor creates an organic and 
imaginative performance by experiencing or living through the role. 
For example, if an actor is required to play a cook, then the actor must 
at least observe and experience what cooking means. (5)  

 
According to Roach, Stanislavski wanted to know “by what methods and techniques, 

if any, the essential quality of these actors’ bodies were at the call and beck of the 

inner demands of their wills” (195-196). References to Stanislavski’s use of Emotion 

Memory are related to his work in the middle of his career. Later in his career he 

developed the use of physical actions, which related actions the actor performed based 

on his character and the circumstances dictated in the script. I elaborated on physical 

actions later in Chapter I. 

Hagen and Frankel differentiated between Emotional Memory and Sense 

Memory. Hagen also used Emotional Memory and Sense Memory to deal “with the 
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problem of finding a substitution … when the given circumstances … fail to stimulate 

you sufficiently to bring about spontaneously” (46). In this regard, Hagan and Frankel 

said, “I link emotional memory with the recall of a psychological or emotional 

response to an event moving in on me which produces sobbing … etc.” (46). 

 According to Hagen and Frankel, “Sense memory, the recall of physical 

sensations, is often easier for the actor than the recall of his emotions” (52). In this 

regard, S. Loraine Hull, a student of and a teacher for Strasberg said, “Sense memory 

is reliving sensations that are experienced through the five senses” (38). Hagen and 

Frankel added, “If you require a cough, find the exact spot in your throat where you 

remember a tickle or scratch, and you must cough to relieve it” (56). In this regard 

Patterson et al. said the purpose is to “cause actors to capture a sensory moment in all 

its fullness and, through both remembering it and recounting it, to cause them to be 

able to create such sensory reality around moments that come from memory but not 

from theatre” (109). It was explained to me in acting classes that, if I were to portray 

sadness in a scene, I would think about a time when I felt sad and say the lines in the 

script. I would have remembered things that stimulated my senses, such as a sad song 

or the sight of an ill relative. In order to feel tears, for example, I recalled an object, 

such as a broken toy or the scent of a dead relative to experience the emotions 

associated with that object. The challenge was to, in the middle of dialogue, perform 

recall to generate tears. In my experience, most everyday conversations were a series 

of different moments that generated different thoughts as the conversation progressed. 
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There may have been an overall objective to the conversation, but those of us involved 

in the conversation usually did not get directly to it. 

In discussing the recall of psychological or emotional responses, Hagen and 

Frankel said, “We can see how difficult a process it must be for the actor who must 

now attempt to recall the emotion and experience it all over again” (47). Hagen and 

Frankel added, “Even my sensory memory doesn’t help unless I [sic] were allowed an 

hour or so, and then I might actually fall asleep which, in tern, would not help me 

wake up on cue” (53). To this end Hagen and Frankel said, “I never ask, ‘What are 

you thinking?’ Instead, I ask, ‘what are your inner objects? So that you will get out of 

the habit of verbally analyzing your thought process” (66). 

Regarding Affective Memory, Esper and DiMarco said, “Affective Memory 

can be limiting in that it only permits the actor to reference his own literal past reality. 

Even then it’s incredibly fallible, since our feelings about certain people and events in 

our lives change over time” (214). I understood how I could apply this exercise to 

portray an emotion needed to fulfill the objective of the scene, but the process as I was 

taught was unpredictable and unreliable in my practice. Also, for me this process 

proved an inefficient means to perform dialogue with my scene partner without 

making a connection with that partner by listening and reacting to him. At this point in 

my acting career I generally got better results by interpreting what the text and the 

circumstances in the scene told me to do, rather than focusing on how to recall a 

memory or emotion from my past.  
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Esper and DiMarco provided contrasting insight to my question. Esper and 

DiMarco said, “Emotional preparation gives depth and fullness to acting which it 

wouldn’t otherwise have, making a performance more affecting to an audience” (211). 

Esper and DiMarco contrasted that statement with, “Sometimes, emotional preparation 

can cause a lot of problems. It can make an actor physically tense” (211). To this end 

Esper and DiMarco said, “I don’t particularly advocate that you use real events from 

your life to fuel your emotional preparation. That’s working from a technique called 

Affective Memory, sometimes called Emotion Memory. If you haven’t participated in 

an activity, you can’t use it” (214).  

Hagen and Frankel then admitted the difficulty in using this process: “We can 

see how difficult a process it must be for the actor who must now attempt to recall the 

emotion and experience it all over again” (47). In this regard, Rhonda Blair said, 

“Recollections of taste, touch, and smell may have little application for us and our 

acting, nonetheless sometimes they assumed great importance, but their role is only 

secondary” (202-203).  

Since the process of filming usually did not allow for extensive rehearsal, 

performing recall prior to a scene was sometimes not practical. According to Patrick 

Tucker, “A typical [film] rehearsal would entail a quick read-through, a block of the 

moves, and a run-through so the script assistant can time it—yes, just twenty minutes 

to rehearse a two-minute scene” (135). Tucker further stated, “Often now in single 

camera dramas there is not even time for a read-through; the actor is expected to be on 

the set knowing his lines and is immediately put into his first setup ready for the 
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camera” (135). To this end Tucker said, “Actors need to be able to produce what is 

required remarkably quickly” (120). 

While many teachers and students, including myself, have successfully used 

Hagen’s exercises, Hagen admitted one of her exercises was confusing. According to 

Mervyn Rothstein, Hagen said, “Why does everybody misunderstand this exercise? 

Haven't you read my book? And they all said, 'Yes, we have.’ So I picked up that 

particular exercise and it was awful. And I suddenly thought, they're doing this all 

wrong because I wrote it all wrong” (73). Rothstein did not state which exercise 

Hagen thought was confusing. 

J. Benedetti then explained the differences between emotion and affective 

memory:  

Emotion memory was first called affective and later emotion memory. 
Memory can be triggered by a trivial stimulus -- a smile, a sound, a 
touch. This is random. An actor can enrich the level of emotion that has 
arisen organically in the process of rehearsal by recalling his own 
memory of an incident similar to an incident in the play. He can still re 
experience his initial emotion and feed it into his performance. (124)  

 
My further examination of Strasberg and Stanislavski for this document revealed 

additional contradictory information. J. Benedetti explained Strasberg’s method: 

Strasberg’s major emphasis was on release of emotion and the use of 
emotion memory. Actors were encouraged to search for relevant 
emotion in their own life experience for a particular moment in the 
play. Many of his pupils sought total immersion in the character. Some 
would seek to experience in real life the emotion they were to perform 
in the play. Thus if they had to play a scene of exhaustion they would 
physically exhaust themselves so that they could transfer the experience 
directly into the performance. (147) 
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According to J. Benedetti, this was in direct contradiction to Stanislavski’s 

teachings. In this regard J. Benedetti said: 

Stanislavski did not believe you could transfer life experiences directly 
on to the stage. The problem was compounded by mistranslation. The 
Russian original term for 'experiencing' is ‘perezhivanie’, literally 
'living through' or 'undergoing' an experience. In the 1930s this was 
translated as 'emotional identification'. Nowhere does Stanislavski use 
the term 'identification'. He stated a man who actually believes he is 
someone else is a pathological case. (147) 
 

According to Robert Hethmon, “Seventy-five percent of Strasberg’s work is 

concerned with helping an actor find out how he works individually, what his 

particular problems are, how he can go about solving them for himself, how he can 

develop a technique that will take into account the potentialities, and the 

idiosyncrasies of his own instrument” (17).  

Strasberg incorporated relaxation “not only to prepare for a performance, but 

to sustain the performance on stage” (125). Strasberg incorporated concentration “to 

train the actor to create and recreate any object, or group of objects, which combine 

into an event that stimulates the desired experience called for in performance” (131). 

Stanislavski also believed that his system was not suited for American actors. 

In this regard, Tucker cited Stanislavski speaking to Vladimir Sokoloff in the 1930s:  

Everything is different in America. The education. The psychology. 
The health. The mentality. We needed this book to open actors up in 
Russia. In America, it is different. They don’t need it there. If they try 
to use it, they will unnecessarily spy on themselves, asking ‘Do I feel it 
or not?’ Tell them “in America the actor is free.” (105) 
 

 I was also taught that the Method actor lived his role off stage to establish 

experiences used in a performance. In this regard Strasberg said, “Stanislavsky began 
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to require his actors to live “in character” off stage. Yet the results were never fully 

satisfactory. Stanislavsky explained this problem: “The method of living a part in life 

demands continual impromptu, while the technical problem of learning a part by heart 

makes impromptu acting impossible” (44). Michael Schrange added, “American actors 

schooled in the Method acting approach of deeply relating to their roles are more 

difficult to direct because they are frequently more interested in their characters than 

in the play as a whole” (47). Tucker asserted, “Acting based on the Method in its 

various forms is a triumphant solution for these classroom situations, and it is what 

accounts for this particular approach to acting, which is brilliant for its needs-Acting 

101-but not necessarily the pathway for great professional achievement” (105). J. 

Benedetti added, “If we act the requisite emotions in a play as in life, after the 

performance we will be taken to the madhouse or the hospital, or worse still, they will 

have to stay a mess on our behalf. It is not great art to feel pain when we are hit, 

sorrow when our father dies” (134). In this regard Strasberg said, “Many critics of the 

Method object to the actor’s use of affective memory, but these critics have failed to 

observe and appreciate the extent to which it is involved in the other arts” (116). 

According to Strasberg, “The great abstract painter Wassily Kandinski described an 

unusual capacity for retaining ‘real’ visual imagery from his past” (120). Strasberg 

added, “Kandinski’s ‘relived’ images were transformed into images in his paintings. 

Here is an example of the artist’s ability to control, and, therefore, express his 

emotional experience” (121). 
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At the time I learned these concepts, I thought The Method was basically an 

exercise in Sigmund Freud’s psychoanalysis. Concerning Method Acting, Donald 

Freed said:          

Basically it is an exercise rooted in the Psychology of Sigmund Freud, 
suggesting that the actor will not only be able to portray a character 
best if he understands the character’s hidden motivations (unconscious 
drives), but that the acting will only be effective if the actor can 
convince the audience that these hidden intents are just as hidden to 
him as they are to the character he portrays. (12) 
  

Freed implied that the actor could not have appeared as if he was working at 

his portrayal. It should have appeared natural. If an actor needed to feel sad in the 

scene, for example, he thought of a time or an event that made him sad and that would 

supposedly the audience would have recognized the actor’s thoughts and feelings. He 

went far back into his past to pull up these memories and senses related to these 

emotions, or he accessed a recent memory of something that happened in the last few 

days, such as someone close to him passing away. This would have made him feel sad 

so he delivered the lines in the scene in a way that called for him to appear very sad. 

Consequently, in a scene the actor recalled these events to trigger the emotion needed 

to fulfill his character’s objective. This process was specifically how I understood the 

concept while taking acting workshops that presented it.  

 In my acting training, some of my teachers forced the actor to access his past. 

Discussing teachers who forced the actor into dealing with something buried in his 

past, Hagen and Frankel said, “What results is hysteria or worse, and is, in my 

opinion, anti-art” (49). Hagen also told the actor to seek a trained doctor or therapist 

for psychotherapy, not an acting teacher (50). I did not feel an actor should pay a 
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teacher to put him through such exercises in a public classroom setting. In this regard, 

Hagen and Frankel said, “I must warn you, at this point, to avoid the examination of 

any past experience which you have never talked about or wanted to talk about. Here 

you will be on dangerous ground because you will not know what can happen to you” 

(49). Esper and DiMarco’s comment in this regard was, “Using the Method 

improperly can be dangerous to your mental health” (215). In this regard Strasberg 

said, “The whole point of the emotional-memory exercise is to establish control over 

emotional expression. For this reason, the emotional memory work is preceded by 

extensive preparation work” (115). Although I later applied concepts from Method 

Acting, such as Sense Memory and Emotional Memory into my pedagogical 

methodology for teaching basic acting courses, I only allowed students to practice 

retrieving memories related to their senses and emotions to the point when they were 

just feeling the emotion, because I was not a trained therapist, nor did I have 

Strasberg’s experience in this regard. 

In my acting experience, there were instances when, in a scene, I had to break 

down and portray emotional torment, but I usually just performed the action. I found 

that the process of filming did not allow for extensive rehearsal compared to a play, in 

which there were generally at least a few weeks of rehearsal to practice and apply 

recall of a memory or emotional torment so that portrayal of the emotion could, in 

theory, become almost second nature. To this end Tucker said, “There are certainly 

moments in screen acting when it is absolutely essential for the actor to be completely 

immersed in the part—for the real tears to well up in the eyes, for the nose to redden 
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and the veins fill with blood as the deep emotion floods into the face” (106). However, 

the technical aspects of acting for the camera dictate “these moments also have to be 

within the framework of the marks, the short scenes, the out-of-sequence shooting that 

is demanded by this work” (Tucker 106). To this end Stanislavski said, “Questions 

about the subconscious are not intellectually my business” (An Actor’s Work 208). 

According to Stanislavski, the Method and his original concepts were not one 

and the same. Stanislavski’s approach was called a system, not a method. But, 

Stanislavski said that the strength of his system lay precisely in the fact that no one 

conceived it, no one invented it. The system was a guide, a reference book, not a 

philosophy (An Actor’s Work 611). In this regard, Stanislavski2 said:  

One major obstacle to the proper understanding of Stanislavski's 
teaching has been the widespread confusion between the system and a 
method as defined by Lee Strasburg at the Actors Studio in New York. 
The main difference is on the role of emotion memory. In the system 
the primary emphasis is on action, interaction, and the dramatic 
situation, which results in feeling with emotion memory as secondary. 
In the method, emotion memory is placed at the center; the actor 
consciously evokes personal failings that correspond to the character, a 
technique, which Stanislavski rejected. In the system each section of 
the play contains something an actor has to do, in the method it 
contains something he has to feel. Strasburg's main concern was to 
enable the actor to unblock his emotions. There is little or no textual or 
dramaturgical analysis. (An Actor’s Work XX) 
 

In this regard Meisner and Longwell said, “It seems to me that if what 

Strasberg did was, in effect, to introvert actors who were already introverted, to make 

them have private experiences onstage that aren't expressed, then the people that came 

out of his classes and his technique and acted beautifully must have done so in spite of 

                                                
2 The editor of this book was Jean Benedetti who described what Stanislavski said. 
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the training” (182). To this end Esper and DiMarco added, “Introverted actors tend to 

retreat into their thoughts, where they can’t react fully to what goes on around them” 

(215). But Strasberg contended:  

To some, my training appears too inwardly directed. These critics, 
however, do not understand the fundamental nature of the actor’s 
problem: the actor’s ability to create organically and convincingly, 
mentally, physically, and emotionally, the given reality demanded by 
the character in the play; and to express this in the most vivid and 
dynamic way possible. (105)  

 
Strasberg also said, “The Method is sometimes accused of making problems for the 

actor that never existed. Problems and difficulties have always existed; only their 

solutions and the discovery of methods to train the actor are modern” (106). 

 According to Roach, Stanislavski’s concepts had more in common with Ivan 

Pavlov’s reflexive reactions than the Western interpretation of Sense Memory, or 

Emotion Memory in the American Method. Strasberg explained, “The emotional thing 

is not Freud, as people commonly think. Theoretically and actually, it is Pavlov” 

(Roach 216). In this regard Blair said, “Pavlov defined behavior as sequences of reflex 

responses to stimuli, the smaller reflex units adhering together to form links in the 

psychophysical chain” (201). Blair linked Pavlov’s research and Stanislavski’s 

approach to memory: 

Pavlov published findings about reflex responses, setting the course for 
behavioral approaches to psychology that would rival Freud's 
psychoanalytic one; the same year Stanislavsky first began his 
experiments in analyzing and systematizing the actor’s process. Our 
basic sense of body, mind, feeling, time, and space was being 
revolutionized. (9) 

 
 In my experience as an actor, I generally had difficulty recalling extensive 
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details of something that happened to me more recently rather than long ago. 

Commenting on the creation of his latest CD How to Become Clairvoyant, Musician 

Robby Robertson said that revisiting things that happened to him a half lifetime ago 

were more comfortable to him (Anderson). In this regard Haase said, “The general 

rule of thumb for making a sense-memory choice is to choose something that has 

occurred at least seven years in your past. If the event is from your too recent past, 

your sense memory is too volatile, and you cannot depend on it for a professional 

acting experience” (48). In this regard Stanislavski said:  

Everybody sees many tragic accidents in their lifetime and they are 
stored in memory but not every detail, only the features, which have 
made the most impact. All of these traces of similar experiences and 
feelings are distilled into a single, wider, deeper memory that is related 
not to the small, individual parts of the incident but to all similar cases. 
This is memory on a grand scale. It is clearer, deeper, denser, richer in 
content and sharper than reality itself. (An Actor’s Work 206) 

 
 To this concept Blair added, “Memory is a reconstruction of facts and 

experiences on the basis of the way they were stored, and not as they actually 

occurred” (173). Relating memory to the acting process, Blair said: 

Actors regularly draw on past emotional and kinesthetic experiences to 
help them connect more immediately with a character's situation. This 
is often seen as reliving and experience or truthfully reconstructing an 
emotional or sensory state. However, though neural patterns are indeed 
activated when we have memories, they are new events. In fact, 
memories of emotional experiences are often significantly different 
from what actually happened during them. (175)  

 
 Blair asserted then that memories are constructions assembled at the time of 

retrieval and the information stored during the initial experience is only one of the 

items used in its construction. Blair said that this requires us to reevaluate traditional 
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approaches to acting and memory, especially as they relate to feelings:  

If we can view memory as neither an accurately retrievable truth nor an 
object but as a trace, a neuro-chemical reconstruction whose nature is 
affected by the given moment and content of retrieval, we might more 
effectively manipulate memory as a tool for the actor. It would move us 
toward increased specificity and nuance and observations, with an 
increased emphasis on [the] present and imagination rather than 
retrieval or fact. (175)  

 
To the actor Blair said, “What matters is not recapturing the most authentic or truthful 

memory -- sensory or emotional -- but understanding that memory is a phenomenon of 

the moment -- a tool to be used to forward the work” (175). 

 The fact that memories were strung together over time to create a more vivid 

picture of what happened made sense to me. The problem was that the time constraints 

of filming did not allow me sufficient time to retrieve the memory. I also wondered 

how children or people with limited life experiences could use this process.  

While adaptations of various methodologies in my training offered useful 

exercises for the actor in rehearsal, others did not. One example of a teacher using 

what I experienced as unreliable adaptations of exercises from established acting 

methods to focus on exercises that did not prepare me for acting with dialogue for the 

camera was in an acting workshop I attended in Florida between 1985-1986. Students 

performed exercises based on the teachings of Los Angeles-based acting teacher Eric 

Morris and his books Being and Doing (1998)3 and No Acting Please (1979). The 

instructor spent most of the class time guiding students through exercises from the 

books. Exercises included relaxation, getting in touch with the senses, and variations 
                                                
3 1998 is the current publication date. At the time I was in class, we used a previous 
edition. 
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of Sense Memory, Affective Memory, and Emotional Memory. It was explained to me 

that these concepts were basically different terms for Sense Memory based on the 

teachings of Strasberg. Sense Memory was generally defined to me at that time as 

reliving experiences from the past to generate emotions the actor can use in a scene. 

The instructor asked us to, for example, recall an incident from our past when we were 

extremely angry, or frustrated, or elated. Then we were to apply our feelings generated 

from those memories to the dialogue in a scene. In one class meeting the teacher then 

gave us short film scenes, which called for us to portray extreme grief and asked us to 

apply our memories of extreme grief to the scene. I asked, “I don’t have an experience 

that relates to extreme grief, so how do I apply this to my scene?” The teacher told me 

something to the effect of, “Then you are emotionally unavailable and cannot do this 

scene. You have to access your subconscious.” But Stanislavski said, “There is no 

direct approach to our subconscious, therefore we make use of various stimuli that 

induce a process of living the part” (An Actor Prepares 225). My scene partner and I 

performed the scene without accessing our memories as we were taught. The teacher 

said, “That was good, but how did you use your memories to portray what the scene 

required?” I told the teacher I didn’t. The reply was, “You’ll never be an actor.” I 

replied, “I have had success without using this method.” The reply was, “You have to 

be able to access your emotions from past experiences and relate them to the scene.” 

At this time I did not consult the relevant literature on these concepts. 

 My instructor did not realize that Stanislavski relied on long rehearsal periods 

and repetition to build upon memories. Stanislavski incorporated improvisation in 
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rehearsal and he incorporated physical action. According to Roach, Stanislavski’s 

methodology did not rely only on emotional recall: 

By the end of his career, Stanislavski combined physical actions with 
emotions. Stanislavsky regarded the method of physical actions as the 
culmination of his life's work. It rests on the now familiar principle that 
every thought and feeling is connected to physical action. The mind is 
merely the subjective aspect of an objective process called the body. 
(213) 

 
Stanislavski saw a connection between internal experiences and their physical 

expression, which related to Pavlov (Sawoski 4). Emotions then were stimulated by 

physical actions. To accomplish this Stanislavski used units and objectives. According 

to Sawoski, “A unit is a portion of a scene that contains one objective for an actor. In 

that sense, a unit changed every time a shift occurred in a scene… This active (action 

driven) objective then had corresponding physical action(s) that would help to achieve 

the objective. Commenting further on physical actions, Roach stated: 

Stanislavski came to recognize the fundamental importance of physical 
actions in the mastering of the inner meaning of the role. His method of 
physical actions entailed extensive use of improvisation. Stanislavsky 
had his actors improvise physical tasks in order to capture -- or rather 
liberate -- the organic motivations, objectives, and actions of their 
characters before they incorporated the lines in the text. The goal of 
improvisation is spontaneous creation from which theoretically 
indeterminate impulses can emerge. (216) 

 
My further investigation of methodologies revealed a way of incorporating 

action into my performances. I also incorporated action and scoring the script into my 

pedagogy after the experiment for this document was completed. I learned that scoring 

the script was a means of analyzing a script by a character’s overall and individual 

actions to give the actor a precise description of what actions to perform. In this 
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regard, Melissa Bruder et al. said, “The actor must be able to decide what is going on 

in the text in simple, actable terms” (5). This can be broken down into action and 

moment (Bruder et al. 8). Brooder et al. asserted, “Action is what you go onstage to 

do, the physical process of trying to obtain a specific goal, often referred to as the 

objective. Moment is what is actually happening in the scene as you are playing it at 

any given instant” (9). Bruder et al. added, “Physical action is the main building block 

of an actor’s technique because it is the one thing that you, the actor, can consistently 

do onstage” (13). According to Bruder et al., “You must decide what your ultimate 

goal is and then construct each individual action to bring you a step closer to achieving 

that goal” (33). According to Richard Felnagle, “The actor must go through the script 

and note [with verbs] each place in the dialogue where a beat change [a change in 

action] is indicated and what kind of a change it should be” (160). For example, “I am 

trying to straighten her out by threatening her” (Felnagle 173). The actor knows he 

accomplished the action by the reaction of the other actor. In this regard Felnagle said, 

“In performance, the actor guarantees the spontaneity and integrity of the beat changes 

by focusing on the specific details of what the other actors are doing” (185). To this 

end Felnagle said, “If the actor’s concentration is good, the beat changes will then 

come about naturally as the actor responds to how the other performers are playing 

their objectives” (161).  

Improvisation in rehearsal has proven to be a useful exercise and pedagogical 

tool. This tool assisted me in realizing different possibilities for character development 

and for the action in scenes. According to Elia Kazan, “One of the purposes of 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

25 

improvisation—and it’s just as important in film as in theatre—is to free the wild 

impulses of people. It opens the possibility of surprises. It allows actors to surprise 

themselves” (261). In this regard Esper and DiMarco said, “The concept of 

improvisation is specifically important when you’re working in film and television. 

You don’t get any rehearsal time in these mediums, unless you’re very lucky. When 

you book a part on a film or television shoot, everyone will expect you to be ready to 

do your job the moment you walk on the set” (279). Tony Barr added, “The value of 

improvisation lies in helping actors learn how well they can listen and how responsive 

they can be to what all their senses have heard (22). To this end White said, “Talent 

agents are always looking for those actors who have an on-camera flair for 

improvisation, because that ability will help the actor book jobs” (62). 

Regarding Stanislavski’s methodology, J. Benedetti said, “Stanislavski 

outlined a two-year course of training in which the student first learns the process by 

which the inner life of a character is created and then how it is expressed in physical 

and technical terms. The result is a unified, coherent psycho-physical technique” (XV-

XVI). According to Roach:  

The Stanislavski System, or Psycho-technique is a means of 
manipulating levels of consciousness to achieve certain specific effects 
on the body, especially the illusion of spontaneity. It promises to give 
the expressive control over his body. Stanislavski used relaxation of the 
muscles, concentration of attention, public solitude, adaptation, units 
and objectives, emotion memory, tempo-rhythm, the score of the role, 
and the method of physical actions. Stanislavski later evolved his 
system into a Method of Physical Actions. Through rehearsal, the actor 
forms an inner model of what he wishes to accomplish by constructing 
a chain of events (reflexes). (206)  
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Roach further suggested that the actor worked up an emotion by performing the 

physical actions associated with the emotion by beating his hand on the wall to feel 

anger (181). This idea of using improvisation and repetition to construct a chain of 

events through rehearsal made sense to me, because the actor could then work from 

rehearsal experiences and from the circumstances of the scene, rather than spend time 

recalling an arbitrary memory. As an actor and a teacher, I often used improvisation to 

discover various ways of performing a scene. Through rehearsal, these new 

discoveries added to the dimension of my performances and lessons.  

The instructor in my Florida workshop also employed a concept called, 

“Finding your objective.” This was explained as finding what was required to 

accomplish in the scene and focus on fulfilling that objective. In this regard Patterson 

et al. said, “Like motivation, the objective is part of a system of causality. It is the goal 

toward which an action strives. Motivation leads to action; action tries to lead to 

objective” (110). If in the end of my scene my character became angry, I was to focus 

on becoming angry. While I performed I felt that by focusing on my objective, I 

missed a connection with my scene partners. Rather than listening to my partners, I 

concentrated on becoming angry. Consequently, I often reacted inappropriately to the 

stimulus from my scene partner. My instructor incorrectly related this concept to 

Stanislavski’s Super-Objective. According to Patterson et al., “The Super-Objective 

includes all objectives pursued by a character and excludes all improperly defined 

objects” (110). Stanislavski said, “Actors should work out the Super-Objective of the 
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play — everything should converge to carry this out. It must be the fundamental 

driving force” (An Actor’s Work 110). In this regard, Roach said:  

Specifically, creating a role requires the actor to analyze large actions 
of the character or “super-objective” into smaller “units and 
objectives.” Stanislavski’s formulation defines individual units and 
objectives as “bits”, in which eventually, after sufficient rehearsal, 
become “the unbroken line of action” or “the score of the role.” (208) 

 
In this regard Sawoski asserted, “These objectives, when strung together, revealed the 

super-objective, the logical, coherent through line of action” (6). For script analysis, I 

found it productive to reduce larger actions into smaller actions. To me this related to 

a normal everyday conversation that may include more than one objective. For 

example, in a conversation I might be happy and then sad. Applied to acting, I realized 

that I would be happy then sad, rather than fulfilling an overall objective of being 

happy.  

Stanislavski then used the term “Supertask.” According to Stanislavski, “The 

Supertask is something the actor must be concerned with throughout the performance” 

(An Actor’s Work 311). Stanislavski further stated, “Everything that happens in a play, 

all its individual tasks, major or minor, all the actor’s creative ideas and actions, which 

are analogous to the role, strive to fulfill the play’s Supertask” (An Actor’s Work 307). 

R. Benedetti, drawing from Stanislavski, said, “Focus on the overall objective of the 

scene to bring to life the intent of the playwright” (206). I understood how actors 

could form an overall objective for a character. I realized actors needed to know what 

would happen and at the same time behave as if they didn’t know the future in a scene. 

In this regard White said, “First, you have to consciously choose and utilize actions 
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that are easily repeatable and then train to make sure they look unconscious and 

natural” (46).  

Following this advice, I found myself missing out on the organic reality of 

what happened in the dialogue, because I was focused only on fulfilling the objective 

of the scene, and that I did not perceive the other actor’s verbal and non-verbal cues in 

the moment of dialogue and in the scene in general. Also, for filming I could not think 

about the past or the future of the character’s action during the moment of dialogue, 

because filming did not involve a performance of the text from beginning to end. In 

this regard Barr said, “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” (63). If I was so focused on the outcome of 

a scene or an entire story or the character’s overall action, I often missed out on the 

organic, active interaction with my scene partner, rather than listening to my partner 

and being in the live moment of the interaction. In this regard Paul Rohrer said, 

“Making decisions on how a line is to be read (or delivered) before you examine why 

the line is written is artistic suicide” (27). Rohrer also said, “Actors who prepare how 

they are going to say their lines cut off any sense of truth and limit their ability to take 

direction” (75). To this Jeremiah Comey added, “When you deliberately decide ahead 

of time to evoke a specific emotion, you can only indicate an emotion, not experience 

it” (15). In this regard Meisner said, “You can’t fake emotion. The camera knows the 

difference” (Comey 15). Comey further asserted, “If you do not experience an 

emotion stimulated in you by the other actor and the circumstances, the scene dies” 
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(14). The planning process actually worked against me, because I did not succeed in 

auditions by using it as I was taught. In this regard some casting directors commented 

to me that I played the end of the scene, rather than listening and reacting to the other 

actor. Consequently, I missed certain moments within a scene that casting directors 

were looking for me to portray. To this end Esper and DiMarco said, “The actor trains 

himself to pay attention to all moments, and to live each one as if each moment were 

his last” (31). 

After a few more years of studying in Florida, I became very frustrated with 

both my acting classes and my career. I moved to Los Angeles in 1989 to seek acting 

work and to study with well-known acting teachers. Shortly after arriving to Los 

Angeles I worked as an extra in films and television to network with other actors, and 

I performed in some plays. This worked well for me for a while. Three weeks after 

arriving in Los Angeles, I had my first small role in the television show Murder, She 

Wrote (CBS). A couple of months later I landed a role in Grand Slam (CBS) that 

qualified me to join the Screen Actors Guild, the professional actor’s union for 

television, film, and commercial projects shot on film. This enabled me to get an agent 

and access to union auditions.  

In my first acting class in Los Angeles, I performed a monologue for the 

character of Michael from the play The Boys in the Band (M. Crowley). The character 

was gay. In the scene, Michael complained about his mother. To prepare, I just 

rehearsed complaining and whining. I added some very discreet mannerisms and a 

higher voice tone that suggested I might appear as Michael as I perceived him to be 
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portrayed. After I completed the monologue the teacher commented, “That was very 

good. That was very believable, but a little too controlled. I’d like to break you down 

and get to the part of you that’s uninhibited. You need to be less controlled.” The 

teacher then asked me, “Are you gay?” I said, “No.” The teacher replied, “Because 

watching you perform your monologue I was convinced you were gay.” I said, “Thank 

you.” I did not understand how my convincing performance prompted the teacher to 

change my approach, when my approach worked to suspend his disbelief. I also knew 

that, while acting is sometimes about letting go and not over-controlling my voice, 

body, and emotions, acting for the camera was all about containing these within the 

physical space with which the limited scope of the camera framed me.  

The next week I was told to get on stage and say in gibberish whatever came to 

mind. Throughout the exercise, the teacher commented, “Why are you holding back? 

You’ll never get acting work if you don’t let go of yourself. Just keep making random 

noises and move in an uncontrolled manner.” I did as he asked and after about five 

minutes, I was told to stop and that I needed to allow myself to be less restrained. I 

stayed in class a few more weeks doing various exercises that were not related to 

acting for the camera, as I understood them. Besides, according to Roach, 

“Unrestrained movements make an actor’s performance unclear, monotonous, and 

uncontrolled” (214). 

After reviewing my teacher’s methodology, I realized that it did not include 

specific lessons I could adapt and apply to technical aspects of acting for the camera. I 

stopped attending this workshop. 
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In subsequent workshops taught at various locations by professional actors in 

Los Angeles, my instructors taught different versions of recurring concepts of Sense 

Memory and various exercises such as pretending to be an animal or a bunch of 

grapes. As with my previous classes, there was no exact pedagogical methodology on 

how to act for the camera with dialogue, or lessons on the technical aspects of acting 

for the camera. Also, none of my teachers used the camera as a pedagogical tool for 

evaluation and improvement. Although there was probably an objective to these 

exercises, at the time I did not see how I could incorporate them while acting for a 

camera. According to Krasner, Strasberg said, “Exercises imitating animals train the 

actor by forcing him to deal with the character's behavior rather than relying on his 

own feelings, and leads toward physical characterization (6). In this regard Strasberg 

said, “Animal exercises were designed to make the actor look for some element 

necessary to characterize and realize the animal” (74). Strasberg also said, “The 

actor’s behavior in these [animal] exercises is not only a matter of neuromuscular 

activity… but of the sensory and at times the emotional response of the animal” (74)4. 

To this end Strasberg added, “Actors have a tendency to approach any part with the 

assumption that they resemble that character. Often they leave out and important part 

of their characterization because they do not perceive the difference between 

themselves and the character” (74).  

While animal exercises have proved to be useful tools for the actor to expand 

understanding of a character, I wondered why the actor could not also use his own 
                                                
4 Strasberg referred to his experiences as a student at the American Laboratory Theatre 
run by Richard Boleslavsky and Maria Ouspenskaya. (63) 
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thoughts and feelings that occurred as a result of reacting in the moment of dialogue 

with another actor to appear more natural. Besides, I thought clues to character could 

come from the author’s words and the action of the character. To this end Patterson et 

al. said, “We could seek clues to characters from stage directions, what other 

characters say, what characters say about themselves, what the characters do—their 

acts, relationships between characters, and the plot itself” (37). I felt that the actor 

could read the text and ask, “What is the text telling me to do? Is it telling me to be 

sad? Is it telling me to exit the scene with remorse?” Perhaps pretending to be a zebra, 

or taking time to access my emotions from past experiences would have led to further 

insights as to how to perform better. At that time I did not see how these exercises 

trained me for working with dialogue, especially in film. Because of the filming 

process, I did not have time to ask the director to postpone filming while I did 

exercises to prepare for the scene. I had to be in the moment of the scene immediately 

ready to perform on cue. If I had time to prepare, perhaps these exercises could have 

been incorporated into my preparation for filming. In this regard Tucker said, “If you 

were to work in a major movie, it is possible that the producers would expect the cast 

and crew to put between one and two minutes a day of finished material in the can” 

(16). 

 After a great deal of reflection on my experiences in classes and on various 

interpretations of recurring concepts, I realized two things: First, established 

methodologies I reviewed and adapted offered useful exercises and concepts for the 

actor and for the teacher, but at the time they did not assist me with technical aspects 
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of acting for the camera. Second, I needed an exact reliable system I could use for 

auditioning and for acting for the camera, as well as a practical methodology I could 

apply to each individual student. Regarding techniques derived from Stanislavski, 

Morris and Joan Hotchkis said, “…I became increasingly aware that some actors could 

use the work quite well and other actors, also talented, couldn’t make it happen” (No 

Acting 1). Concerning The Method as a total approach, Morris and Hotchkis asked 

how the same technique could work for everybody (No Acting 1). In this regard Morris 

and Hotchkis said, “Not everybody is the same. We all have different fears, different 

inhibitions, a variety of different concerns and certainly different backgrounds” (No 

Acting 1).  

Examples of a Hagen exercise I learned that led to discoveries and useful tools 

for my acting and teaching are some of Hagen’s Object Exercises. These have proved 

to be useful tools for actor development. Hagen and Frankel defined Object Exercises 

as, “Re-creating behavior, which leads to the achievement of a simple objective” (89). 

In this regard Hagen and Frankel added, “Object exercises are designed to help you 

develop self-awareness. Learning to pinpoint your responses and consequent 

behaviors which will help you begin to fill your warehouse with sources upon which 

to draw for the construction of your character” (26). Hagen and Frankel further 

asserted, “Your own identity and self-knowledge are the main sources for any 

character you play” (29). In contrast, Meisner and Longwell said, “If you're really 

concentrated on just listening or looking at a person, you don't have to worry about 

being a character. You have one thing to do and concentrate on. That is the character. 
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So you don't have to play at being a character, it's right there in your doing it” (24). 

Regardless of criticism of Hagen’s exercises, I later employed some into my 

pedagogical methodology for the lesson on preparing for a cold reading audition (see 

Chapter II).  

Using concepts from methodologies as I was taught, I was simply thinking too 

much. I was so busy planning every detail of a scene that, while performing the scene 

I was thinking about the details and not listening and reacting in the moment to be 

truly engaged in a moment of dialogue with the other actor. This was important to on 

camera acting, because the filming process generally captured moments. In this regard 

John Lutterbie said, “It is almost always the other actors that are stimuli” (154). 

Consequently, I felt as if I did not know enough to be an actor, but I wanted to learn as 

much as I could. Also, I was focused more on exercises than on creating a moment 

based on the script and the circumstances in the scene. In this regard Krasner said, 

“Real behavior on stage must be really experienced, but artistically controlled, and 

correctly used for the particular character portrayed, the complete circumstances of the 

scene, and the chosen style of the author and play being performed” (5) 

While some of the concepts I learned were used by many successful actors and 

acting teachers, these processes did not help me perform in scenes with dialogue for 

the camera, including auditions, because I was focused more on the process of 

emotional recall than on the truthful exchange of dialogue. Consequently, I missed 

crucial moments in scenes by not listening and reacting to my scene partners. In this 

regard Barr said, “Since acting is supposed to mirror true-life behavior, the actor in his 
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role should also respond to stimuli from moment to moment” (15). To this end 

Lutterbie said, “The idea of being in the moment is important to both actors and, I 

suspect, is one of the more universal concepts in acting” (154).  

Considering of the expenses involved in filming, the filming process does not 

allow actors to take time and review exercises while filming a scene. According to 

White, “on a major motion picture shoot, the average cost is $700 per minute” (36). 

This does not allow for actors to take time to do exercises. White added:  

If you can’t ‘turn on’ your performance in an instant, then you are not a 
professional actor that a multi-million dollar production can rely on and 
you will not work. But, more commonly, you are called on to raise or 
lower emotional intensity between takes, and the change needs to 
happen immediately, not after you spend ten minutes working yourself 
into it. (56-57)  
 

In this regard Barr said, “As a result, when the students progress to scenes, their focus 

is all too often on the exercises and the listening process becomes secondary, when in 

fact, listening is the all-important aspect of an actor’s work” (12). Barr added, “We 

tend to worry about our next piece of business, and we tend, therefore, to limit our 

involvement with the other actors” (20).  

I have presented examples of acting teachers using various and in some cases 

inexact interpretations of exercises from established methodologies that did not 

include concepts for relating to the other actor in a film scene, or for the technical 

aspects of acting for the camera with dialogue as I was taught. I also presented various 

definitions and interpretations of recurring concepts. There are many acting exercises 

that proved to be a useful pedagogical tool for releasing actor inhibitions and assisting 

the actor in relating to other actors. In my experience, most of the exercises I 
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participated in as I was instructed did not prepare me for the technical aspects of 

acting for the camera.  

Considering the process of filmmaking, the acting methodologies as I was 

taught, and the methodologies I reviewed for this document, I concluded there was a 

need for a pedagogical methodology for acting for the camera that, in common 

everyday terms taught the actor how to act so he was prepared when he stepped in 

front of the camera in an actual scene or in a rehearsal. With the expense and time 

constraints of making a feature film, there is no time to wait for the untrained actor to 

perform complex exercises or to delve into his own past to connect with an emotion 

that may or may not relate to the actual text. There was a need for an acting method 

that, in everyday language associated acting with everyday interpersonal 

communication, because acting for the camera involves everyday interpersonal 

communication. To this end Esper and DiMarco said, “Real acting can never be 

pegged because it cannot be differentiated from real life” (30). 

Rather than completely discount the use of all exercises and concepts I learned, 

I later incorporated and adapted exercises from the established methodologies of 

Stanislavski, Strasberg, Meisner, and Hagen into my pedagogical methodology. Since 

this experiment and the time of this writing, I have also incorporated scoring the script 

to determine actions to complete. This followed a tradition of acting teachers adapting 

Stanislavski’s methodology to their own teachings. In this regard White said, “Lee 

Strasberg, Stella Adler, Sanford Meisner and Robert Lewis all taught variations on 

Stanislavsky’s core theme” (118). White added, “While the approaches they all took 
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eventually became their own, unique methods, in my opinion… all of them are 

looking for one thing: A reliable method of achieving a good, realistic, repeatable 

performance that they can readily teach to other people” (118). 

Through my acting and teaching experiences, I realized there were basic 

differences between acting for the stage and acting for the camera that necessitated my 

development of an acting methodology that worked for me as an actor. This led me to 

design a methodology to teach an Introduction to Acting for the Camera course. I 

learned that acting on stage involved a live audience and the play was usually 

performed chronologically from beginning to end without stopping. In this regard 

Tucker said, “On stage the actor starts at the beginning and goes to the end, building 

and changing in one long, continuous event, while for screen the actor is often asked 

to act scenes wildly out of context and out of time order” (16). According to Comey, 

“Acting in film requires a different orientation and training than for acting in theatre, 

not that one is better or more valuable than the other” (26). According to Bernard, “At 

some point in the process, however, a film actor should be aware of how the 

performance is to be done, and this should trigger some unique ideas that apply only to 

camera techniques” (21). Comey added, “The distinguishing essence of film acting is 

that you have to bring up your emotions not through psychological or physical 

gimmicks but through the concentration of your attention on the other actor’s 

emotions and the circumstances” (26). 

While acting in plays, I had to project my voice and body language to the 

entire live audience. In this regard Barr said, “In the theater, the audience may be 
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anywhere from a few feet away from you to two balconies away from you, and it is 

your obligation to communicate everything to the people in the further most parts of 

the auditorium” (3). In this regard, Tucker said, “Actors on tour with a production that 

is going to play in different theatres learn to adapt their performances according to 

whether they are playing in a large, medium, or intimate theatre. They alter their 

performances from venue to venue, from week to week” (9). To this end Michael 

Caine said, “In theatre, a play flows along in sequence, allowing each actor to feel the 

emotional build and creating the company’s sense as a whole” (59-60). 

In contrast, my experience with the process of filmmaking involved no live 

audience during filming, other than a technical crew and other actors. Consequently, 

my scene partners and I simply interacted with each other without having to project to 

a live audience. That interaction was captured with the camera and microphones and 

later edited. According to Barr, “In film, you are acting for the camera and the 

microphone, whose only purposes are to record everything you do and say with 

relentless intimacy” (14).  

For some actors the transition from stage to screen has proved to be difficult, 

because of the technical aspects of acting for the camera. In this regard Rohrer said, 

“All my years on stage did not prepare me for the steady, unblinking eye of the 

camera. That eye sees all thought, action and intention with a clarity and definition 

that only the first row of an audience might see at a live performance …” (11).  

The filming of scenes was done with a single camera and out of sequence, 

which was mostly dictated by the availability of locations. Instead of filming the entire 
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story, or even an entire scene, the process involved capturing a single moment from 

various camera angles. In this regard Tucker said, “Since screen acting involves many 

different shot sizes, I would state that the screen actor must be prepared to adapt her 

performance from shot to shot. In other words, you must change your performance 

according to the size of the shot” (9). To this end Comey said, “In film, you are not 

expected to give a sustained performance for more than one shot at a time, and never 

for the whole screenplay. It is not unusual for the last scene to be shot first, followed 

by other scenes, not necessarily in script sequence” (12). 

This was also true for episodic television, but a typical day of filming for a 

large budget feature film involved filming one or two pages from the text over a three-

month period. According to White, “Generally speaking, a feature film is shooting a 

minute of two of usable screen material per day, but they have 60 days to work with. 

An hour-long drama is actually 42 minutes and change, as they have to leave room for 

those great commercials …” (83). White added, “Episodic television typically films a 

single episode in seven or eight days” (83). Editors then arranged the filmed scenes in 

chronological order. To this end Caine said, “On stage you have the dramatic thrust of 

the whole play to help you along. In film you shoot isolated moments, probably in the 

wrong sequence, and you have to constantly crank yourself up to an intense pitch of 

concentration on every shot” (9). 

Since the filming process captured a moment at a time from multiple camera 

angles, the actor must repeat actions exactly during each take in order for the actions 

to match for continuity when the editor arranges the scene. According to Ian Bernard, 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

40 

“Scenes in film and television are usually shot first as masters. A master shot is one in 

which most of the action in the scene can be seen by the camera. The actors get to do 

the scene from beginning to end, and the actors establish the moves and actions they 

must repeat when the coverage is shot” (13). Rohrer added, “Whether it is seen or 

heard, whenever the camera changes angles or locations, whatever was seen or heard 

must match with what was seen or heard in the previous shot” (116). To this end 

White added, “You must be able to fill your performance with emotion appropriate to 

the scene in the blink of an eye” (56). In my experience this process often required 

concentration and planning. According to Barr, “Film is shot in bits and pieces and it 

is unusual to shoot a scene that runs longer than two or three minutes. You have to 

remain moment to moment for concentration” (32).  

Considering the limits of depth of field and the scope of what the camera lens 

was designed to capture, actor movement was limited and dictated by the lens, 

especially in a close-up shot. Barr defined a close-up shot as “one that includes only 

the face or the neck and face or the neck and face and shoulders of one answer” (177). 

To this end Comey said, “All acting in film takes place in a close-up… You can’t hide 

anything because the camera sees everything … whatever is going on inside you” 

(18). I knew the camera saw what I was thinking and feeling so I could not fake 

anything. In this regard Caine said, “In the close-up the performance is all in your 

eyes; you can’t use the rest of your body to express yourself” (59). Barr added, “Since 

the camera has the ability to see inside actors and project their images magnified onto 

a movie screen, actors then must appear much as they would in real life. Otherwise, if 
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they project as they would in a play, their actions would appear exaggerated” (66). 

Barr further stated, “Anything I did that was dishonest in relation to what the character 

was thinking or feeling would have been noticeable to the audience” (4). To this end 

Barr said, “On stage you must work through the other actor to the back row of the 

theater. In front of the camera, you work across real space, not artificial theatrical 

space. You need not concern yourself with the back row of the theater; you need only 

reach the other actor” (6). These statements reinforced my notion of listening and 

reacting to my scene partners. 

In contrast to film and episodic television, the situation comedies and daytime 

dramas I acted in were generally filmed with three or four cameras at the same time. 

The process basically captured a play on camera. During this process, I was aware 

that, much like a live theatre audience could always see me while I was on the stage, 

there was a camera filming each actor simultaneously. Consequently, there was always 

a camera focused on me. In this regard White said, “Soap operas shoot daily, and the 

memorization requirements can be quite daunting, but much of the production is, quite 

similar to a sit-com. You just have far less rehearsal time!” (85).  

Situation comedies (sitcoms) presented other difficulties. According to 

Bernard, “Sitcoms always use multiple camera technique. This multiple camera setup 

makes it imperative for the actors to hit their marks” (83). Rohrer defined a mark as, 

“A piece of tape placed on the floor showing where the actor should stand or land” 

(125).  
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On the set there was seldom any rehearsal, except running through the scene so 

the lighting and camera crews could judge how to light the scene and where to place 

the camera. Also, in most cases, I got the script the day before filming. When filming 

time arrived, I needed to be ready to perform the scene. I did not have time to perform 

emotional exercises as I was taught. Consequently, I prepared before arriving to the 

set. Even then, the circumstances of the location, including weather and available 

light, or the director making adjustments in the scene made it difficult to prepare exact 

details in advance.  

In this regard Barr said, “Many acting teachers believe that the truest and 

surest way to get to an emotion is to recall something that happened to you that 

generated the emotion sometime in the past. This may have value as an exercise early 

in your training; it does help to release emotions that otherwise might not want to 

come to the surface” (136). The problem, according to Barr, occurred when actors 

incorporated the exercise into a scene: 

He [the actor] may decide that the way to cry in the same is to 
remember the death of his mother. If he concentrates properly on this 
personal tragedy the tears will come, but what happens to the 
relationship with the other actor into the specific stimuli the actors 
receiving, which have nothing to do with his mother or any members of 
his family? What if he's crying because his boss fired him? (136) 

 
In my experience, television commercials were usually filmed with one camera from 

different angles. Most acting in commercials involved delivering either one or two 

lines, or acting without lines. The process was more technical than creative because 

the director often filmed scenes many times from various camera angles and focal 
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lengths. They also told me how to say the line or what to do when I was acting without 

dialogue, such as drinking a soda.  

Auditioning for the camera presented other situations my teachers did not 

address. Auditioning for film, television, and commercials mostly involved a cold 

reading, defined by Comey as, “An audition for a scene in which the actor has not 

studied the script or done any preparation” (39). Usually I received a script less than 

twenty-four hours in advance of the audition. I would frequently get the script at the 

audition and have a few minutes to review it. I did not have time for deep reflection. 

The process was more about technique. I elaborated on this process in Chapter II of 

this document in Lesson 8 for the improvised commercial audition with storyboards.  

Rather than continue to make sense of established acting methodologies I did 

not have success with, I decided to stop acting classes and concentrate on performing 

in plays for two reasons: First, I just wanted to act. Second, every casting director, 

director, agent, and producer I ever met told me that they respect actors with stage 

credits. In this regard Casting Director Danny Goldman said, “I give preference to 

theatre actors at commercial auditions” (Bonnie Gillespie 413). To this end Casting 

Director Katy Wallin said, “I have found so much undiscovered talent in theatre. I 

really respect actors that are involved in the theatre community” (Bonnie Gillespie 

413). It is ironic that, while working in plays, I learned one of my most important 

acting lessons to apply to my stage and film acting. During rehearsal of the play The 

Martian Chronicles in Los Angeles, the director said to my scene partner and I, 
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“You’re not listening to each other. You can’t react properly if you don’t listen.” In 

this regard Barr said:  

When students spend their first months or in some cases years on 
exercises, the exercises take on the importance all out of proportion to 
their functions; they tend to become the most important things to 
master. As a result, when students progress to scenes, their focus is all 
too often on the exercises that will help them achieve the necessary 
sensory and emotional values in the same, in the listening process 
becomes secondary, when in fact, listening is the all important aspect of 
actors work. It then becomes difficult for actors to forget those 
exercises when playing the same. (12)  
 

  I realized that in everyday conversation, humans listened, thought about what 

someone said, and reacted. That is also what directors of film and television often 

directed me to do in order to appear natural as in everyday life, rather than indicate a 

character. In film, most of the circumstances were established for the audience. 

Meisner and Longwell said, “If you're really concentrated on just listening or looking 

at a person, you don't have to worry about being a character. You have one thing to do 

and concentrate on. That is the character. So you don't have to play at being a 

character, [because] it's right there in your doing it” (24). In this regard, Caine said, 

“You must be thinking every moment because the camera looks into your mind, and 

the audience sees what the camera sees. The real key is your mental transmission” 

(10). To this end Barr said, “Listening in film is 100 times more important than 

listening in the theater, because in film the most exciting close-up is often not the one 

of the actors speaking, but the one of the actor listening -- allowing themselves to be 

affected by all the circumstances involved” (22). Barr added, “If you're a good listener 

you attract the editor who will be tempted to cut to close-up” (22).  
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 While I did not agree with Barr’s notion that listening in film was more 

important than listening in theatre, he provided a crucial observation on listening for 

film. According to Barr, “Listening becomes much more difficult if the actor’s focus is 

on his inner self, directed at something unrelated to the same, thus shutting out the 

stimuli he should be receiving from the other actor” (136). Barr added, “The truly 

great actor has an instrument that is free enough to respond to the stimuli presented by 

the material and the other actor” (136-137). 

Since acting for the camera had more in common with the way I 

communicated in everyday life, which included listening and reacting to others in the 

moment, my research on acting methodologies and my professional experience led me 

to develop my own pedagogical approach for rehearsal and auditions. I rehearsed 

using this approach and I started to get work. I secured a recurring role on the 

television show Cybill (CBS). During that time I related concepts from a basic model 

of interpersonal communication to acting for the camera by listening and reacting to 

my scene partner(s) and relating to the circumstances in the scene. While I was on 

Cybill I gradually employed my methodology into teaching on camera acting classes 

for children and adults in Los Angeles. During this time, I further developed my 

methodology involving the use of a basic model of every day interpersonal 

communication. In this regard Richard Dimbleby and Graeme Burton said, “Models 

are useful because they lay out the process, or view of what the process is like, in a 

simple, visual way” (32). According Rudolph Verderber and Kathleen Verderber,  

“Most communication takes place in interpersonal communication settings that are 
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informal conversations between two or more people” (12). Kathleen Verderber et al. 

defined Interpersonal Communication as “interaction between two people who have 

an identifiable relationship with each other” (9). Judy Pearson et al. added, 

“Interpersonal communication is the process of using messages to generate meaning 

between at least two people in a situation that allows mutual opportunities for both 

speaking and listening” (19).  

My pedagogical methodology of relating acting for the camera to everyday 

interpersonal communication made sense to my students right away. Both children and 

adults understood my reference to everyday communication and the adults related to 

the model. As I examined this further, I recalled a basic model for interpersonal 

communication I learned in undergraduate communication courses at the University of 

South Florida (see fig. 1.1).  

 

Message 

 
       

            Encoder     Decoder 
        Interpreter     Interpreter 
  Decoder     Encoder 

 

 Message 

 

 

Fig. 1.1: Osgood and Schram model for interpersonal communication from Anne Hill, 
et al.; Key Themes in Interpersonal Communication (10); (New York: McGraw Hill, 

1997.)  Print. 
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 In fig. 1.1, Anne Hill et al. demonstrated that, “The sender of information 

encodes or formulates the message to his audience and sends it to the receiver or 

decoder who interprets and repeats the process of the sender” (10). In this regard R. 

Verberder and K. Verderber said, “Encoding is the cognitive thinking process of 

transforming ideas and feelings into symbols and organizing them into a message. 

Decoding is the process of transforming messages from another back into one's own 

ideas and feelings” (7). R. Verderber and K. Verderber added, “As your brain selects 

the information it receives from your sense organs, organizes the information selected, 

and interprets and evaluates it” (26). Dane Archer, Mark Costanzo, and Robin Akert 

defined decoding:  

When decoding in face-to-face interaction, of course, nonverbal 
behavior occurs in real-time, with hundreds (if not thousands) of 
potential cues flowing past an observer each minute. This means that an 
observer must attach significance to a cue at the instant one is 
perceived, and he or she will not be able to dwell at length on any 
single nonverbal act. (Interpersonal Sensitivity 177) 

 
According to Costanzo and Archer, “We can usually scan a person’s entire body to 

see, for example, if facial expressions appear to be congruent with clues from the 

body“ (Interpreting 242). This research showed just as in everyday interpersonal 

communication, acting involved both or either verbal and nonverbal communication, 

which, when the communicative act shifted, just as it did in conversation from one 

moment to the next in everyday life and in theatrical presentations, there was drama. I 

realized that since communication involved constructing meaning, the actor needed to 

make sense of the text and communicate verbally and nonverbally to other actors. In 

this regard Costanzo and Archer cited Richard Boleslavsky’s notion that this idea has 
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long been central to acting:  

Observation is an integral part of normal theatrical training. Even the 
most elementary lessons in acting stress the preparation and repetition 
of activities snatched from everyday life, developing the student’s 
memory and sharpening his or her sense of observation. The gift of 
observation must be cultivated in every part of your body, not just in 
your sight and memory. (Costanzo and Archer The Interpersonal 180)  

 
Hodgins and Zuckerman, said, “Emotional sharing requires that [people who interact] 

tune in not only to the verbal content of messages but also the accompanying cues 

from face, body, and tone of voice” (Costanzo and Archer The Interpersonal 180). 

The decoding process was essential to my methodology, because while acting 

on camera, the audience saw actors processing and decoding, which caused a natural 

reaction in the body. This conveyed through body language what actors thought and 

felt. When decoding a message, I listened and processed the stimuli. While processing, 

my body reacted to it and naturally projected what I was thinking. The camera 

captured this for the audience. In this regard Barr said, “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” 

(15). To this end Rohrer said, “What you listen to has a profound effect on what you 

hear. How you listen defines and produces an immediate effect on what you feel” (85). 

Relating interpersonal communication to acting for the camera, I included factors that 

were omitted from fig 1.1, such as the environment, nonverbal communication, and 

the channel, or the vehicle by which the message was sent and received (see fig. 1.2).  

From this basic concept, my students easily grasped what happened in 

conversation and understood how it applied to acting in a scene. They realized that for 
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acting for the camera, they needed to be thinking every moment, because the camera 

looked into their mind, and the audience saw what the camera saw. Applying this to 

acting for the camera was an easy transition for both my students and myself.  

After a total of ten years acting and a couple of years teaching in Los Angeles, 

I decided to return to Florida to further explore and develop my methodology. I 

realized that for me, the next logical step in my development as an actor and a teacher 

was to further my education and develop a methodology for teaching and for 

performing on camera. I concentrated on how I could make teaching acting simple by 

relating the acting process to everyday interpersonal communication. During this 

period I completed my Master’s in Communication and Performance Theory in 2005 

from the University of South Florida. I further developed my pedagogical 

methodology while teaching on-camera acting classes to children and adults at 

Showbiz Kids and the Venue Actor’s Studio in Florida.  

Ron Pelias offered one justification for an acting method that uses everyday 

interpersonal communication terms was that performance is related to human actions 

in everyday life. Pelias said, “All human interaction can be described as performance 

in nature,” (47). Performance and human interaction is based on communication. In 

this regard David Schenker said, “We can relate this in certain ways to acting because, 

the dynamics of acting are the dynamics of human conflict” (48). According to Pelias:  

An explanation of a process the actor uses to construct meaning from 
the text, which relates to everyday communication, can be explained 
using Kenneth Burke’s Pentad, which, is a flexible model for 
explaining human interaction, and from which the actor can analyze the 
text, because this “dramatistic” approach looks at aesthetic texts with a 
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language that is both highly familiar to the performer and easily 
translated. (48)  

 
This helped me realize that in drama almost all texts have speakers created by 

the author. This then encouraged the actor to see all texts as communicative acts, 

because the speakers of aesthetic texts were the author’s characters. 

Using Burke’s model, the performer, when analyzing text, might ask questions 

that can be asked of all human action:  

• Who is speaking (the author’s character)?  

• What characteristics does the speaker possess?  

• Why is the speaker speaking (purpose)?  

• Where and when is the speaker speaking (scene)?  

• To whom is the speaker speaking (scene)?  

• What is the speaker saying or doing (act)? How is the speaker speaking (oral 

or written)?  

By answering these specific questions the performer then constructed meaning 

and formulated identity based in communication and recognizable to the audience 

through their reception of the communicative act (Pelias 48-51). This related to 

Stanislavski analyzing text through action. According to Sawoski, “In analyzing an 

action, the actor answered three questions, ‘What do I (the character) do?’ ‘Why do I 

(the character) do it?’ and ‘How do I (the character) do it?’ This helped the actor 

understand the aim or main idea of the play” (7). 
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According to Blaine Goss, “Communication is an active process” (24). 

Whenever I, as an actor, was engaged in emotional recall during a scene, I often 

missed verbal and nonverbal cues from my scene partners. If someone forgot a line, I 

was so caught up in recall that I sometimes missed the mistake. When I truly listened 

and reacted with to my scene partner, I adjusted the mistake in the moment, avoiding a 

“disruption of the performance,” which Erving Goffman explained to be what happens 

when someone misses a line of dialogue and the scene partner has to take a moment to 

recover (168).   

In everyday interpersonal communication, while I generally had some idea of 

how a conversation would progress, I usually did not plan out every moment of 

conversation. According to Goss, “For the most part, daily interactions are 

impromptu” (125). Goss added, “Spontaneous speech is the act of creating your words 

and sentences at the time you are speaking” (126). To this end Goffman said, “The 

legitimate performances of everyday life are not ‘acted’ or ‘put on’ in the sense that 

the performer knows in advance just what he is going to do” (73). 

Some of the Method Acting exercises and concepts I was taught involved 

constructing a character from the actor’s own experiences. In this regard J. Howard 

commented that identities are strategic social constructions created through 

interaction, with social and material consequences (367-393). To this end D. Graver 

said, “We do not really see the character in a drama in addition to the actor 

representing that character; rather, we see the actor as a character within the drama” 

(222). In this regard, what appeared then was a representation that was an extension of 
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the actor and recognizable to the audience. The audience saw the actor representing an 

identity they recognized through their own cognitive construction. S. Altonen said, 

“Even if we should manage to steal a glimpse of the ‘other’, we still only see what we 

are prepared to see” (I).  

Since meanings developed through interaction, language played a central role. 

The actor and the spectator each constructed an identity the actor performed, which 

was an extension of him, not of another, through communication and cognitive 

processes, from clues embedded within the text, and through collaborating with the 

audience members, other actors, and the space. What the film and television audience 

saw then was a collaborative construction and not an illusion, because character was 

created through collaboration between the text, the actor, the director, the editor, and 

the audience.  

In my experience, my acting teachers formulated exercises that I was to use to 

appear as I would naturally in everyday life. Most film and television roles required 

acting that was truthful, believable, and appeared spontaneous. In this regard J. 

Stewart said, “Being involves the spontaneous and unreserved presentation of what 

you really are in your personal dealings with the other” (378). For on camera acting 

Cain said, “Screen acting today is much more a matter of ‘being’ than ‘performing’” 

(6-7). Consequently, using Method Acting as I was taught, I was “seeming” rather 

than being. Martin Buber said, “Seeming is a relationship that involves being 

concerned with your image or front-with how you wish to appear” (Stewart 378). To 

this end Buber said, “For genuine interpersonal or inter human dialogue, there must be 
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as little seeming as possible, genuine perceiving of the other, and as little imposing as 

possible” (Stewart 379).  

According to Stewart, “All of our communication is behavior. It is affected by 

not only our own expectations, needs, attitudes and goals, but also the responses we 

are getting from the other person involved” (22). In this regard R. Benedetti said, 

“Personality on the stage, as in life, is rooted in dynamic interaction with other 

personalities and the environment” (54). I found that, as an actor, I could use the 

interpersonal communication process to access my feelings and emotions and convey 

them to my scene partner by listening, processing, and reacting, which was the process 

I used in normal everyday interpersonal interactions. The meaning of the words 

translated more naturally to the audience and to the camera because it was real and 

organic.  

 To relate interpersonal communication to acting, I adapted fig. 1.1 to include 

omitted nonverbal communication, the channel, or the vehicle by which the message is 

sent and received, and feedback. Thus, I constructed a simpler yet more complete 

model of what I described based on a conversation between two people or a scene 

between two actors (see fig. 1.2). 
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  Channel 

  

  Message      

   Encode Decode       

Actor A                 Actor B 

                     Decode/Encode 

     Feedback  

 

Channel 

Fig. 1.2: A basic model for interpersonal communication:5 

I related fig. 1.2 to two actors engaged in dialogue. Actor A sent a verbal or 

nonverbal message through his voice and body functioning as the channel, or the 

vehicle from which the message was sent. Actor B received the message or listened 

and thought about it or processed it. Actor B then reacted and sent a message to Actor 

A. Actor A listened to B then processed the information and sent a message back to 

Actor B. I realized this process continued until the conversation or the moment was 

completed. Sometimes the message included gestures such as a nod of the head or a 

smile.  

When I applied this model to acting for the camera, I saw that if actors were so 

concerned with planning out each and every moment of a scene, they potentially 

missed the real time interaction that took place, because they were not listening and 

processing the information. If one scene partner forgot a line and the other was not 

listening, he missed an opportunity to correct the situation.  

                                                
5 Figure 2 is a compilation of various models of communication. 
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From my professional experience acting for the camera, taking acting classes, 

and my review of current literature, I formulated the following research question: 

Could I design and implement a methodology for teaching Acting for the Camera that 

related a model of interpersonal communication to the process of acting for the 

camera? 

There was a piece to my training missing. That piece was formal education in 

theatre to further understand how to apply established acting methods for use and 

comparison with my method. I enrolled in Texas Tech University’s Fine Arts 

Doctorate program in the Department of Theatre and Dance, with focus in Acting, 

Directing, and Arts Administration. In addition to coursework, I taught Introduction to 

Acting, Principles of Acting, and Professional Career Development. The department 

did not have an Acting for the Camera course. I proposed, designed, and taught the 

university’s first Introduction to Acting for the Camera course. During the teaching of 

this course, I further developed my methodology. This presented an opportunity to test 

my pedagogical methodology.  

With the support of Dr. Bill Gelber, Head of Acting and Directing at Texas 

Tech, and the Texas Tech Department of Theatre and Dance, I originated an Acting for 

the Camera course, which was the first course of its kind taught at Texas Tech in the 

spring, 2009. I exhibited the scope and sequence plan chart for this course in appendix 

C. The class met three times per week. During that semester, with assistance from 

Gelber and Dr. James Bush, I implemented an original acting methodology that 

developed into the methodology I formally tested with my students from the spring, 
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2010 Introduction to Acting for the Camera course. I also compared my Texas Tech 

acting class (experimental group) with a control group of subjects who were within the 

same age range and who had experience with Hagen, Stanislavski, or similar acting 

methodologies. Both study groups performed the same assignments, but I did not 

teach my method to the control group. In addition, I taught one of my lessons to a 

study group at Lubbock’s Coronado High School Theatre Department within the same 

time period as the Texas Tech class in 2010. Results from teaching the Coronado 

group were not included with results from the experimental and control groups. 

Rather, I used the Coronado experience as anecdotal information. The students and 

teacher from that Coronado class reported that my method was easy to understand and 

to apply to acting for the camera. 

In Chapter II, I described my pedagogical methodology for the Introduction 

Acting for the Camera course (THA 3311), including planning the course, descriptions 

of lesson plans, implementation of lesson plans, and a design for a formal research 

study. 
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CHAPTER II 

A PEDAGOGICAL METHODOLOGY FOR ACTING FOR THE CAMERA BASED ON 
INTERPERSONAL COMMUNICATION 

 
In this chapter, I explained my pedagogical methodology for teaching THA 

3311 during the spring, 2010 semester at Texas Tech University. Students from THA 

3311 were utilized as an experimental group to answer whether or not I could design 

and teach the course based on my pedagogical methodology to students who have not 

been previously exposed to my methodology, but who have studied the methodologies 

of Stanislavski, Hagen, or the equivalent. A control group of subjects of similar age 

range who also had experience with the methodologies of Stanislavski, Hagen, or the 

equivalent was used for comparison. 

During the spring, 2009 semester, I taught the first Introduction to Acting for 

the Camera course at Texas Tech (THA 4000). With the Department of Theatre and 

Dance, I developed it into a course that was included in the permanent course catalog. 

In 2010, I adapted the course taught in 2009 and constructed lessons based on my 

professional experience, the scope and sequence chart Madeline Hunter’s Direct 

Instructional Model, literature review of concepts from communication and cognitive 

psychology, and established acting methodologies for THA 3311. From these I created 

a syllabus (Appendix D). There was no text required. The categories of the lessons 

included:  

•The differences between acting for the camera and acting for the stage  

• Basics of acting for the camera  
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• My acting for the camera methodology 

• Auditioning for the camera  

• Acting for film 

• Acting for television  

• Acting for television commercials.  

I used a video camera as a pedagogical tool to record and play back student 

rehearsals and performances so students could incorporate evaluations of their taped 

rehearsals and performances for evaluation and improvement. Viewing the scenes 

demonstrated whether or not students adapted their talent for the technical 

requirements of acting for the camera. In this regard Barr said he uses camera 

equipment from the very beginning to train students, because “in film and television 

media an actor’s quality is often more important than his level of talent. It therefore 

becomes our responsibility to help the actor develop that quality, and to free him so 

that he can give his natural talent its fullest expression” (13). To this end Comey said, 

“In my workshops, I use video cameras to record, on your own tape, every scene you 

do. This tape becomes a record of your progress” (39).  

 During the course, my first task was to establish a safe and optimistic 

environment that supported creative expression. In this regard Frank Lilly said, “One 

teacher characteristic influencing the ability to be creative involves teacher optimism 

levels. Optimism levels refer to how an individual views events that occur in life. 

Higher levels of optimism lead to successful teaching and learning …” (1). I felt that a 

nurturing learning environment also supported artistic creativity. According to 
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Deborah Ulrich, Julia Cameron said, “One of our chief needs as creative beings is 

support. Artists blossom in the presence of other artists” (25). Cameron also said, “The 

nurturing support of others in the field provides a sense of safety, which enables the 

artist to explore their relationship with the creative process” (Ulrich 25). In this regard 

Actor Charles Grodin commented that the business is difficult enough without your 

teacher making you feel like a no talent loser (5). To this end Mari Lyn Henry and 

Lynne Rogers cited Acting Teacher Terry Schreiber who said, “A teacher, therefore, 

assumes enormous responsibility for creating a safe environment. It must be a 

nonjudgmental place where actors can take risks but where they aren’t really forced 

to” (124). 

 The next task was to simulate actual film, television, and commercial filming 

conditions within the classroom space. I provided a glossary of acting terminology 

(castingworkbook.com) for reference to terms used throughout the semester  

(Appendix E). In addition to using a camera to record lessons and assignments, 

explanations and demonstrations of the actual acting and filming process were adapted 

to the space provided. In this regard White said, “Take the time to learn about the 

workings on the set, and you will be better prepared to work than most, and a 

prepared, knowledgeable actor is a veritable gold mine for a producer” (69). The 

rehearsal process was also simulated to include rehearsing for the camera to 

demonstrate the process of making adjustments for various camera focal lengths and 

movement. In my experience, rehearsals on an actual film set generally entailed actors 

rehearsing a scene for the crew. Adjustments were then made for lighting, sound, 
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props, camera movement, and camera angles and focal lengths. In this regard, Tucker 

said, “A typical rehearsal would entail a quick read-through, a block of the moves, and 

a run-through so the script assistant can time it …” (130). During this rehearsal, the 

camera crew set marks on the floor and measured the focal length from the camera 

lens to actors. Also, lighting and sound crewmembers set the proper lighting and 

sound levels.  

 I also explained to the students that they already knew how to successfully act 

for the camera, because they used the concepts I presented in their normal everyday 

communication. I further stated that, by the end of the semester, students would be 

able to demonstrate preparation, audition, rehearsal, and acting for the camera in a 

manner comparable to established working professional actors. I was confident that 

my methodology would prove successful. 

 The objective for Lesson 1 was for students to list five differences between 

acting for the camera and acting for the stage (Appendix F). For the focus, I showed 

scenes from silent films, film scenes from the 1930s, and scenes from contemporary 

film and television. During the presentation I referred to the focus example and 

explained that, in silent films, the actor was mostly from theatre and Vaudeville. Since 

there was no sound, the actor typically exaggerated his gestures and body language so 

the audience could recognize what he was saying, much like the actor did for a large 

theatre audience. To this end Barr said, “In silent films gestures and facial expressions 

had to be exaggerated to communicate the actors’ feelings. There was a great deal 

which paralleled a theatrical style called melodrama” (8). Barr’s statement was a 
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generalization of a theatrical style in silent films. Silent film acting was not always 

melodramatic. Charles Chaplin portrayed a very natural style of acting in The Great 

Dictator. This is seen in Chaplin’s use of the close-up shot in which his character 

spoke to the audience without exaggerating his voice or his body. After viewing 

scenes from The Great Dictator, the general response of my students was that Chaplin 

appeared very natural and not exaggerated. 

 Moving to films from the 1930s-1950s, not including musicals, I pointed out that 

the scenes demonstrated the actors basically looking at each other, saying their lines, 

listening, and reacting, with no unnecessary gestures. The reason the actors limited 

unnecessary gestures was because filming a scene from different angles required 

matching body movements to maintain continuity for each angle used. The actor spoke 

at a volume relative to the distance between himself and his scene partners, rather than 

projecting for a theatre audience. Most of the circumstances of the scene were 

provided to the audience through sound and pictures. According to Barr, “By the end 

of the 1930s filmmaking had come of age. Good actors who work simply and honestly 

bring in their own personalities to the work rather than trying to become characters. 

Most important, performers began to look more like people have less like actors in a 

role so audience identification became easier” (9). Concerning acting in the 1950s, 

Barr said, “In the early 1950s [there was] another revolution: television. Actors 

brought into the home only a few feet away from the viewer and the extreme close up 

became commonplace” (10). Barr added, “The slightest exaggeration of facial 

expression became noticeable and even unpleasant so actors had to learn to keep their 
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[sic] physicalizations simple” (10). Being simple, honest, and most involved with 

listening became the dominant acting approach (Barr 11). According to Caine, “In a 

close-up, the camera lens magnifies your actions, so you have to know how to scale 

down the action of your performance without losing the intensity as the shot gets 

tighter” (59). In this regard Haase said, “Film acting is usually quite small and subtle” 

(29). Haase added, “Theatrical gestures and many choices that one can use on the 

stage will not do under these circumstances. A smaller gesture, with its origins 

organically stemming from the actor, is required for this [film] environment” (29).  

Viewing scenes from contemporary film and television, I demonstrated that the 

actor mostly performed without exaggeration of the voice and body. Since scenes are 

usually filmed more than once from various angles, this allowed the actor to match 

voice and body movements for different camera angles and focal lengths each time the 

scene was filmed. I explained that the camera magnifies actor movements for the 

audience. In this regard Cain said, “The modern cinema audience has been educated to 

watch for and catch the minute signals that an actor conveys. By wielding the subtlest 

bit of body language, the actor can produce an enormously powerful gesture on the 

screen” (8).          

 With the close-up, the reaction shot capturing an actor’s reaction became an 

essential component of acting. This lesson provided students with a rubric of expected 

learning outcomes for the basic technique for acting for the camera.  

I then explained and demonstrated technical aspects of acting for the camera. 

These general categories included: acting for the frame of the camera lens, basic sound 
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and use of voice, basic lighting, movement, non-movement, using marks on the floor, 

making entrances or exits, use of props, and adjusting between different camera focal 

lengths. One important movement I demonstrated was how to enter a scene and land 

on the mark on the floor, the point where the actor stands during a scene. Following 

Caine’s example, I stood on the mark and counted my steps as I walked backwards to 

my starting point. I then walked forward to the mark while counting my steps (50). I 

explained that it is important to walk to and stay on the mark for camera and lighting 

focus. In this regard White said, “Hitting your mark is of critical importance because 

the camera crew sets the focus on the camera to the mark. Simply put, if you are not 

standing on your mark, you will be out of focus” (61-62). White added, “Also, the 

path of action that you take will be lit specifically for the actions you choose. So, if 

you miss your mark, you may be out of the light as well” (62). I also demonstrated 

movement for the frame of the camera lens by walking slower than normal so the 

camera can follow the actor. This demonstrated that the actor then must adjust his 

movements for the camera. In this regard Tucker said, “Slow down moves so that the 

camera can follow them without bringing attention to its self” (49). Tucker also said 

that there is such a thing as a “television rise” (49). Tucker explained the “television 

rise” as “when, to get out of your chair, instead of doing it normally—the natural thing 

is to lower your head as you start to get up—you put one leg under the chair and use it 

to sort of smoothly glide up and out of the chair” (49). According to Tucker, the 

advantage of this technique “allows the camera that is on your face to follow you 

easily as you get up” (49). To this end Caine said, “If you’re sitting down for a close-
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up and have to rise, stand up slowly. Don’t make any violent movements or you’ll pop 

out of frame” (84). For sitting, I demonstrated lowering myself into a chair at a rate 

that allowed the camera to follow me without causing blurring. As I stood up quickly, 

students saw my image blur on the monitor. In addition, I moved a few feet to my left 

and to my right to demonstrate how, in a close up, the camera frame limits the actor’s 

movement. As a result of stepping a few feet to either side, my body was out of the 

camera frame.  

For use of voice for the camera, I demonstrated that the actor only speaks to 

his scene partner rather than project to an audience as in a play. I further explained that 

the microphone records each sound and amplifies them for the audience. In this regard 

Tucker said, “As a rule of thumb, if you project to the other person as if he were as far 

away from you as the microphone on the boom, then you will be projecting at the right 

level for the size of the shot” (70). Tucker defined a boom as a “telescopic arm that 

holds the microphone above the action” (211). To demonstrate I spoke to a student 

who was sitting very close to me. For further demonstration I again spoke to the same 

student in a volume loud enough for the students in the back of the room to hear me. 

This demonstrated that to speak to the student near me, I did not need to project my 

voice to the back of the room, which would appear unnatural on the screen. 

For use of props, I demonstrated drinking from a cup. I explained that since 

scenes are usually filmed from various camera angles and focal lengths, it is important 

to drink at the exact moment for each recording or take so editors can match 
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movements. In this regard White said, “Simply put, your physical body movements 

must match from take to take in precise relative time” (45). White added:  

To give an example, if you deliver the line: ‘And then I told Joe to go 
jump in a lake, and then he did!’ and during that delivery, you pick up a 
coffee cup after you say ‘lake’, guess what? The next time you deliver 
that line you have to pick up the coffee cup at the exact same time 
again. With the same hand and the same motion until the production 
crew has enough coverage to move on. (45) 

 
Tucker defined coverage as, “The number of shots taken to cover a whole scene” 

(213). 

 At this point I also integrated Hagen’s concept of Endowment (112-118). Hagen 

and Frankel gave the example of taking a cup of water and endowing it with the 

property of steaming hot coffee (112). This exercise could assist the actor in taking a 

cup of water, which would probably be used instead of hot coffee, and making it seem 

as if it was hot. The result was an actor seeming to drink a hot beverage while 

reducing the risk of burning his mouth. Consequently, the actor would have to endow 

the cold drink with properties from a hot coffee to make drinking the beverages appear 

as if it were actually hot. This entails blowing into the cup and sipping tentatively, 

rather than drinking as if it was cold. In this regard Hagen provided a useful 

pedagogical tool for teaching the use of props. 

I then explained that the focal length of the camera limits use of exaggerated 

body movements, because, in a close-up, the frame is usually from the “neck to the top 

of the head” (Tucker 214). I also explained and demonstrated how not to move on 

camera, including moving too fast for the camera to follow and exaggerated gesturing. 

I recorded my demonstrations for evaluation. I then played back to demonstrate that 
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acting for the camera is limited somewhat based on what the frame of the lens 

captured. In contrast, on stage, the actor had more flexibility of movement by using 

the entire stage.  

After demonstrating movement for the camera, I led a guided practice where I 

recorded the students performing various movements. I played the recording to 

demonstrate how the slightest movement was magnified when projected onto a screen. 

This proved to be a useful pedagogical tool, because the students saw evidence of this 

during the playback. For independent practice, students rehearsed movement for the 

camera and returned the next meeting to demonstrate the technique. I recorded and 

played back the demonstrations for students to see how the camera frame dictated their 

movement. For the closing, I reviewed the lesson and previewed the next lesson 

involving my explanation of my methodology for acting for the camera.  

In Lesson 2, I explained my basic pedagogical methodology for acting for the 

camera based on a common model of everyday interpersonal communication 

(Appendix G). The objective was for students to demonstrate and apply everyday 

interpersonal communication to acting for the camera (see figs. 2.1-2.2). 

For the focus, I played video from a contemporary film and asked students 

how they could make their acting appear as natural as demonstrated. I then referred to 

the focus and reviewed basic technical aspects related to acting for the camera. I 

explained and demonstrated how to apply basic models of interpersonal 

communication to acting for the camera. First, I defined interpersonal communication 
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and provided a basic model that diagrammed how I thought most people explained 

basic communication between two people (see fig. 2.1).  

      
    (Sender)  message           (Receiver) 

 

Fig. 2.1: A common model for basic communication between two people 

Using fig. 2.1, I demonstrated one person (sender) sending a message to 

another person (receiver). I asked the class if this is all that usually happens in a 

typical communication event. The general response was, “No. The person receiving 

the message sends a message back to the other person.” Confirming this answer as 

correct, I explained that in this model we assume that communication is one-way 

rather than two-way. I added that there is verbal and nonverbal interaction between 

two people and that they are both involved in the experience. The reason, I explained, 

was that when two people converse they usually speak, listen, and observe, both 

consciously and unconsciously, each other’s mannerisms, gestures, and voice tone. I 

then showed a model of communication that depicted two people sending and 

receiving messages and providing feedback to each other in the form of verbal and 

nonverbal messages (see fig. 1.2). I explained, “You say something to someone. They 

hear what you say and observe the way you say it.” Relating this process to acting for 

the camera, I explained that, just as the focus example demonstrated, in normal 

everyday interpersonal communication and in acting, people and actors interpret what 

someone says and talk back, or send a message back with or without words. I added, 

“You may nod your head, for example, sending a message that you are listening. The 
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other person interprets what you said by listening and reading your non-verbal body 

language and he talks back to you.” 

When I applied the concepts in this lesson to acting for the camera based on 

the communication models represented, there was one more variable I added. This 

variable was the audience and/or the camera (see fig 2.2). 

Audience/Camera (Channel) 

  

   Message      

       Encode/Decode                     

       Actor A     Body Language     Actor B 

               Decode/Encode 

        Feedback 

 

Audience/Camera (Channel) 

Fig. 2.2: A common model of interpersonal communication including the 
audience/camera 

 
I explained that the audience/camera becomes part of the circle of 

communication. In fact, one could be an audience for himself. I further explained that, 

during filming there is usually no audience (as in theatre audience) present. There are, 

however, many other factors that make up an audience and distractions, such as other 

actors and the technical crew. In this regard Barr said, “There is no way for you to 

avoid noticing that there is a camera pointed at you and that there is an operator 

behind it” (34). Consequently, the actor must concentrate and be in the moment of 

dialogue with the other actor by actively listening with his ears, his eyes, and reacting 
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to the other actor’s verbal and nonverbal language. I also asked the class for examples 

of their everyday interpersonal communication.  

I then explained that to truly be present in the moment of dialogue in a scene, 

the actor must be aware of this in order to react to the stimuli as the scene happens 

within the circumstances of his character. I further asserted that this may or may not 

occur using a pre-planned scenario created through association with objects, or 

through recalling past emotional and sensory experiences. In addition, I compared and 

demonstrated my methodology to the concepts of Sense Memory, Emotion Memory, 

and Affective Memory. My objective for demonstrating and explaining the use of my 

methodology compared to other established methodologies was for the students to 

consider using my methodology for on camera acting, while not completely 

discounting the use of concepts from other methodologies, if there was adequate 

preparation time allowed. In this regard Larry Moss said, “When you try to teach from 

a singular point-of-view or method, you’re going to hurt the student” (Judy Kerr 47).  

I then led a guided practice whereby students engaged in a basic conversation 

with each other to demonstrate basic interpersonal communication as I explained to 

them. For independent practice, I asked students to identify the concepts from this 

lesson in one of their instances of everyday communication. For the closure, I 

reviewed the concepts presented in this lesson, and previewed the next lesson about 

listening and reacting. 

Lesson 3 involved listening and reacting in the moment of dialogue based on 

everyday interpersonal communication (Appendix H). Bernard explained that acting 
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for the camera involves showing the actor’s reactions in a reaction shot usually in a 

close-up or over the other actor’s shoulder immediately after the master has been shot” 

(4). The objective was for students to demonstrate listening and reacting to a scene 

partner based on my methodology. According to Actor Morgan Freeman, “Most of 

acting is reacting, and you only react if you’re listening. I think that if you have a 

talent for acting, it is the talent for listening” (Barr 19).  

One reason I included this lesson was to demonstrate to my students through 

guided practice that their reactions on camera were often as important as what they 

said. I desired my students to realize that their reaction was caused by what they 

thought. In this regard, Barr said, “The thought causes some reaction, however subtle, 

and that’s what is noticed by the audience” (41). To this end Squire Fridell said, 

“You’re responding to what the other actor said and how he said it. You’ll also find 

that if you’re really listening, you won’t be acting only when you’re saying your 

lines—you’ll be in the scene the entire time” (149).  

For the focus, I played scenes from films showing actors reacting to each 

other’s organic verbal and nonverbal stimuli. I then led a discussion about how the 

actor performs this task. According to Bernard, “The reaction shot is often used to 

reinforce how the director wants the audience to respond. The actor listens and reacts. 

The audience empathizes and does likewise” (3). I referred to my communication 

model (see fig. 2.2), and reviewed how humans basically communicate in everyday 

life. I then related this to demonstrate how to apply basic interpersonal communication 

to acting for the camera. I reiterated that a traditional way of thinking of 
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communication was that there was a sender and a receiver. Someone sent a message 

and someone else received it (see fig. 2.1). Also, that it was generally assumed that the 

sender knew that the receiver understood the message. I then defined reacting in the 

moment of dialogue based on the communication models presented. I also defined 

encoding and decoding. Relating these concepts to acting, I explained that the actor 

formulates a message (encodes) then sends it verbally and nonverbally to his scene 

partners. I explained that the scene partners’ reactions are crucial, because in everyday 

communication, humans listen and process or interpret (decode) the verbal and 

nonverbal messages from the sender and send feedback. This was an integral part of 

this lesson, because as the camera focuses on the actor, he must actively listen. If the 

actor listened and processed the information, the camera then captured the natural 

decoding process. This thinking (decoding) process then translated to the audience 

through the actors’ reactions (feedback). The audience saw the actor thinking, or 

making sense of the message received. According to Haase, “When actors concentrate 

on the feedback from each other’s actions and emotions, the performances of both 

actors immediately improve. Actors become more in the moment and honest” (52). In 

this regard Barr said, “The actor must take the time to hear the stimulus, absorb it, let 

it affect him, then respond” (24). To this concept Comey added:  

Your dialogue stimulates the other actor’s responses—emotions, 
appearance, and actions—, which are then fed back to you on the 
separate paths of seeing, listening, and touching. Then your responses 
are fed back to the other actor, and so on. With actors who concentrate, 
these responses affect each actor’s subsequent responses throughout the 
scene. (50) 
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 Humans generally have had the natural ability to understand and interpret what 

others said verbally and nonverbally. An Archer and Costanzo study involved the 

Interpersonal Perception Task (IPT), defined by Archer and Costanzo as: 

IPT is a videotape about nonverbal communication and social 
perception. Unlike most videotapes, the IPT gives viewers an 
opportunity for active participation. Viewers are asked to guess or 
"decode" something about each of the IPT scenes.  Viewers see 30 brief 
scenes, each 30 to 60 seconds long. After each scene, there is an 
opportunity to answer a question. The 30 IPT scenes depict five 
common types of social judgments-- intimacy, competition, deception, 
kinship, and status. After each scene, the viewer has a chance to 
"decode" something important about what he or she has just seen. The 
viewer can try to determine the correct answer by "reading" nonverbal 
behavior--perhaps a facial expression, tone of voice, gesture, touch, 
glance, or hesitation. (Exploring 5) 

 
Commenting on measuring a viewer’s interpretation of verbal and nonverbal 

behavior through showing viewers video, Costanzo cited:  

A study by Bush and Marshall (1999) which examined the IPT scores 
of beginning and advanced students who were in (a) theatre or (b) 
various other majors. They found no differences in IPT accuracy 
between beginning students in theatre and beginning students in other 
fields. Among advanced students, however, Bush and Marshall (1999) 
found large differences: Students who had received advanced theatrical 
training had much higher IPT scores than either beginning theatre 
students of advanced students in other fields. The authors attribute this 
finding to theatrical training that sensitizes them to the meaning of 
specific gestures, facial expressions, kinesics, vocal paralanguage, and 
so forth. (Alternative Approaches 179-180) 

 
Incorporating this concept into my methodology for the camera course, the 

acting students understood the concept of interpreting each of their scene partner’s 

messages, because part of their general acting training usually involved intense 

observation of humans. Students who did not consider themselves acting or theatre 
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students also understood this concept, because it related to the basic everyday 

interpersonal communication concepts of listening (decoding).  

I then related the concepts of encoding and decoding to my experience for 

preparing scripts. I explained that when I first started preparing scripts for audition and 

performance, I just memorized the lines and said them on cue without listening to my 

scene partner. But in most everyday interpersonal communication, while I may have 

had a basic idea of what another person was going to say, I did not know what 

someone was going to say before they said it. Nor did I have an answer to a question 

before it was asked. I noticed that actors who were considered good made their scene 

performances look like everyday conversation, or as if this was the first time they were 

saying these words. To this end Barr said, “The most important thing is what is under 

the dialogue.” (22) As an acting teacher, I frequently told my students that any actor 

who read had the ability to say lines but that he needed to make the lines his. In this 

regard Fridell said, “The goal of any actor, whether performing in Coriolanus or acting 

in a cornflakes commercial, is to take someone else’s words and make them sound like 

you are saying those words for the first time” (145).  

I then asked, “What do the words mean?” This was important, because the 

camera captures every voice tone, gesture, smile, and word and magnifies it many 

times. If the actor knew what the words meant and listened and reacted to the other 

actor, he would then appear natural. Comey related this to subtext. According to 

Comey, “Subtext is what you really are saying regardless of what your lines are 

saying. It is the true meaning under the dialogue, and it is what you communicate 
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when you talk to anyone in film” (15). To this end Stewart said, “All of our 

communication is behavior, and is affected by not only our own expectations, needs, 

attitudes and goals, but also the responses we are getting from the other person 

involved” (22).  

 I examined how listening worked with everyday conversation so I could apply 

it to acting. Bernard said, “Listening is the vital first link in communication” (3). As 

an actor, I knew it was crucial to develop my ability to hear acutely so that I could 

truly listen to my scene partners. Consequently, by listening intently I was involved in 

every moment of the scene, instead of thinking of my next line or listening only for 

my scene partner’s last few words to cue me to say my next line. Also, by actively 

listening I was able to make sense of the dialogue to send the appropriate verbal and 

nonverbal feedback. To this end Fridell said, “Listen with your eyes, your face, your 

whole body. You’ll find that whatever you’re supposed to be saying your words will 

flow much easier because there’s some logic to them” (149). 

For the focus, I played a video of actors listening and reacting to each other 

and I asked, “How did they appear natural as in normal everyday communication?” 

General responses included that the actors were attentive and they concentrated and 

observed each other. After referring to the focus, I demonstrated how not to react by 

thinking about a line of memorized dialogue rather than listening to my scene partner, 

or by exaggerated gestures. 

 Lutterbie said, “The rehearsal process requires being open to the moment, 

investing in the given circumstances without concern for what might happen or has 
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had. What am I being given now? What is the response I make?” (154). According to 

Lutterbie, “The idea of being in the moment is important to both actors and, I suspect, 

is one of the more universal concepts in acting” (154). Lutterbie added, “It is 

constituted, by avoiding the intrusion of discursive thought, which is seen as negative 

influence that interferes with the actor’s availability to unexpected images, as clutter 

that disrupts the reciprocal exchange between actors” (154-155).  

 Regarding the importance of concentration for acting, J. Benedetti referred to 

Strasberg:   

One of Strasberg's most famous exercises was the 'private moment', in 
which an actor would play out a situation for an audience normally not 
seen by anyone else. The shift from 'public' to 'private' is significant. 
One adverse effect of the misapplication of this exercise is for actors to 
pause excessively while they search, privately, for the emotion. (The 
Art 147) 

 
In this regard Strasberg described his “private moment” exercise: 
 

The actor chooses a certain behavior in his life, which he does only in 
private, and at no other time. He feels so special about his behavior that 
he stops it if he is interrupted … Part of the function of the private 
moment is to permit the actor to lessen this concern with the audience 
and to give himself fully and unselfconsciously to the experience that 
he is creating. (145) 

 
Using acting methodologies as I was taught, I just memorized lines, planned 

out every action beforehand, and said the lines on cue without listening to my scene 

partners. Then I thought about what that looked like to an audience while I was 

performing. Although some audience members probably did not form an opinion, 

perhaps some saw an actor talking like a robot with no depth or sense of the meaning 

of the words. In normal everyday interpersonal communication, even if I had history 
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with someone and could have predicted approximately what he would say, I generally 

did not know exactly what he would say before he said it. Also, I did not have an 

answer to a question before it was asked. In this regard Goffman said, “The legitimate 

performances of everyday life are not ‘acted’ or ‘put on’ in the sense that the 

performer knows in advance just what he is going to do” (73). To this end Comey 

said, “… most good film actors do not rehearse or plan exactly how they are going to 

react in a scene” (15). I succeeded in auditions and in roles when I appeared as if I was 

having everyday conversation. This was an important point for me to convey to my 

students, because they needed to realize that the camera picks up every tone, gesture, 

smile and word and magnifies them for the audience.  

I incorporated the concept of listening to my methodology and explained how 

to apply this to auditions and performances. I asked the class what would happen when 

someone asks, “How’s it going today?” You hear what he says, think for a moment 

and respond. If you are having a bad day, you might say, “Could be better.” Or, on a 

good day you might say, “Great, how about you?” I explained that the point is that you 

listened and you thought about your day (decode). You then responded with feedback.  

As an actor, I had to know what I needed to do to fulfill in the basic action in a 

scene, and basically answer certain questions, which related to objectives. However, I 

couldn’t know exactly how to react until I heard the line. For example, if the script 

required me to laugh at a certain cue, I knew I would laugh. I explained to my students 

that they should not just laugh on cue without listening. I asked them, “What if your 

scene partner gave you a different cue during a scene?” It might have changed the way 
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you laughed. What if he skipped the line all together?” In this regard Comey said, 

“Listen to the dialogue! Accept the imaginary situation. If an unplanned spontaneous 

experience happens, go with it. If your response is honest it will work” (8). I explained 

and demonstrated to my students that if they listen and are in the moment of the 

exchange of dialogue and nonverbal cues with a scene partner instead of thinking 

about their next line, or about how to fulfill the objective of laughing in the climax, for 

example, then they would respond appropriately. For demonstration, I read a scene 

with a student. Each of us just read our lines aloud. I then asked the student to change 

one of the lines without revealing to me which line was changed. We read the scene 

aloud again. When we got to the point of the student’s new line, I read my original 

line, which now did not fit into the context of the scene. This exercise demonstrated by 

not listening and reacting based on the given stimulus, I gave a response that did not 

fit into the dialogue. 

For a guided practice, I applied concepts of basic cognitive psychology from 

Albert Ellis and Robert Harper (1975). I also explained and demonstrated some 

listening exercises, which I adapted from Meisner and Longwell (1987). Referring to 

Ellis and Harper, I began with an example from everyday conversation. I asked each 

student to engage in conversation with another student and to listen to everything and 

observe all nonverbal behavior. I then asked each student what he thought about the 

other student’s words and body language. After each student answered, I asked him or 

her how their partner’s communication affected what they felt. Ellis and Harper said, 

“You feel the way you think” (8) Applying Ellis and Harper, I explained the 
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processing that happened in their dialogue applied to acting this way: There was an 

activating event (A) in which someone transmitted a message to you. You then 

attached a belief (B) by processing (decoding) the information and talking to yourself. 

The result was (C) a feeling or emotion you created as a result of dialogue within 

yourself and from another person (77). 

Relating this to a common occurrence, I again asked the class how they would 

have reacted if someone asked, “How’s it going today?” I added, “You would have 

heard what he said, thought for a moment, and responded with feedback. If you were 

having a bad day, you may have thought, “Oh, it’s been awful!” Then you might have 

said, “Could be better.” Your feelings of it being an awful day would have shown in 

your body language. Conversely, on a good day, you might have responded, “Great. 

How about you?” I added that the point is that you listened to what he asked you, 

thought about your day (processed or decoded the information), and responded. You 

did not just a send feedback or talk. This gave the words meaning because your 

interpretation affected how you felt.  

To further clarify how this worked, I asked the class if they could imagine a 

moment when someone asked, “Have you put on weight?” You said, “No, I don’t 

think so.” But that is not the end of it. After they left you might have thought, “Have I 

put on weight?” Then running to your mirror you may have thought, “In fact, I look a 

little heavier. Oh no! What if I did gain weight? How terrible! I won’t be able to wear 

my new suit. How awful.” When I asked the class how they felt after having this 

imaginary conversation, the general response was, “Awful.” I explained that they 
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attached meaning to what they heard. I further asserted, “Since you told yourself that it 

was bad that you gained weight, you made yourself feel bad just by thinking it was.” I 

asked the students; “What if, after hearing a friend’s comment, you thought to 

yourself, ‘No, I didn’t. He didn’t know what he was talking about.’ You wouldn’t 

have made yourself feel bad then,” I said. “You might have made yourself feel good 

by how you processed your friend’s message and attached a positive, rather than a 

negative meaning to it.” I then told the students that if their reactions to the questions 

were on film, their reactions would have translated through the camera lens on to the 

screen. To this end Tucker said, “In real life, our faces tend to reflect what we have 

just said” (56). 

 For guided practice I adapted a Meisner “Word Repetition Game” exercise to 

illustrate this concept (Meisner and Longwell 23-24). According to Richard Brestoff, 

Meisner used a Word Repetition game for two reasons: “It makes us listen to each 

other and it places our focus outside of ourselves and onto the other person” (131). For 

example, Meisner told each student make an observation of his partner. One that was 

personal. The partner repeated the statement. Meisner told his actors. “At some point 

our instincts will tell us that we can change the words. This change should come from 

a change in behavior of our partner” (Brestoff 132). Meisner also contended, “This 

makes us listen to each other and places our focus outside of ourselves and onto the 

other person… Emotions pass between the two of you truthfully, not forced. So 

working off a partner's response determines our own” (Brestoff 132). Describing the 

Word Repetition Game, Meisner and Longwell said:  
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One person says your eyes are blue in the other repeats the comment. 
Are you listening to each other? Are you repeating what you hear? 
That's the connection. It's a connection, which comes from listening to 
each other, but has no human quality -- yet. It is the basis of what 
eventually becomes emotional dialogue. First there's mechanical 
repetition, then there's human speech (22-23). 

 
Meisner and Longwell continued, “You're carrying a pen. I guess I'm carrying a pen. 

Yes, you are. Yes, I am. That's right! Already it has become human speech, hasn't it? 

First there's the mechanical repetition. Then there's the repetition from your point of 

view” (23). To this Meisner and Longwell added, “Don't do anything until something 

happens to make you do it. And what you do doesn't depend on you; it depends on the 

other fellow! This is the basis of being truthful” (34). I related this concept to reacting 

based on stimuli from the other actor. 

To demonstrate the Word Repetition as I adapted it, I placed two students in 

chairs facing each other. Then I positioned the camera behind one actor over her 

shoulder for a close-up of the actor facing the camera. I told the student with her back 

to the camera to ask her partner a question. I asked the receiver of the question to 

listen, think about it, and not speak her reaction. An example of a question was, “Why 

did you wear that today?” I told her partner to think about the question and repeat it. 

After thinking to herself, “I can wear what I want,” she might have felt offended. That 

feeling would have showed on her face and translated to the screen. In contrast, she 

may have thought to herself, “It looks great on me, doesn’t it?” That feeling would 

have also translated to the screen. Each student in class participated by repeating the 

questions and answers a few times, at which point the reactions changed based on 

encoding and decoding. Once each student in class participated, I played the recording 
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of this exercise and pointed out how, just by truly listening and thinking (decoding), 

each student’s face and body reacted naturally to convey a verbal and nonverbal 

reaction that related directly to what he or she was thinking. As my students and I 

watched, I paused after the question so the actors on camera could see their reactions. 

This illustrated that actors were thinking about their answers and demonstrated to the 

class that what they thought dictated what they felt and it showed on screen. That is 

because my students and I as the audience saw the close-up of each actor and the 

reaction on their faces before they even said anything. By thinking a certain way, it 

naturally showed on the actors’ faces. Although they could have applied their 

memories to the past for this reaction, this exercise provided a viable alternative to that 

process. There was no intense preparation involved. The students demonstrated 

reacting to a scene partner by listening and thinking. In this regard Esper and DiMarco 

said, “Repetition has everything to do with the reality of doing because it forces you to 

really listen and really answer whatever you hear. This is the seed from which all good 

acting springs” (43). Through a simple repetition, instinctive reactions changed the 

answers to reflect what my students felt. In this regard Meisner and Longwell said:  

In the beginning the mindless repetition of the basic exercise had value. 
It eliminated the need for you to think and to write dialogue out of your 
head in order to keep talking—as if acting were talking, which it is not. 
And the illogical nature of the dialogue opened you up to the impulsive 
shifts in your instinctual behavior caused by what was being done to 
you by your partner, which can lead to real emotion. This is 
fundamental to good acting. (107). 

 
 After watching the replay, I asked the class for reactions to this exercise. They 

were astounded at how their faces reacted without acting or forcing a reaction. “That’s 
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how it’s done,” I said. “Same as in common everyday interpersonal communication.” I 

directed my students to just perform their lines according to this lesson to appear 

natural and believable, rather than overacting to force the feeling to reveal itself in 

their faces and in their bodies. Regarding this exercise, Meisner said, “Your response 

came from the other person” (Brestoff 132). Meisner also said, “It isn’t about the 

words. It’s about responding to the other person” (Brestoff 134). I explained to the 

class that the actor should train to be very aware of all of his senses. I added that 

during dialogue, listening to their scene partners contributed to their reactions. In this 

regard Meisner and Longwell said, “The point of repetition is in the moment and not 

play something in the same that hasn't happened yet. You do this by listening and 

responding in the moment” (55). In this regard Barr added, “The listener learns that if 

he trusts to listening, he will perceive things that he would not otherwise perceive. He 

will 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” (21).  

For further guided practice, I applied the concept of listening and reacting 

using a scene. Pairs of students took turns reading the scene. I recorded this activity 

framing the students’ faces in a close-up. Next, I asked the students to listen to each 

line scene partners delivered and notice their own natural reaction to that delivered 

line. I recorded this activity and played it back to demonstrate how, by listening and 

thinking about how they felt based on the organic stimuli of their partners’ verbal and 

nonverbal messages, their reaction happened naturally without exaggeration. This 
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evaluation proved that my pedagogical methodology for acting for the camera 

succeeded in assisting students to demonstrate listening and reacting. 

For Lesson 3A, I adapted Lesson 3 for three different classes of theatre 

students at Lubbock’s Coronado High School on February 16, 2010, under the 

supervision of Dr. Dennis Fehr from Texas Tech’s Art Department and Coronado 

Teacher Melody McDaniel. I did not use this lesson for data for this document, 

because I did not receive consent from the students. Working with Dr. Fehr, I revised 

the lesson for one class period. The revised lesson included Dr. Fehr’s suggestions in 

italics (Appendix I). For the focus, I played one contemporary film scene to gain the 

students attention to lead to their later involvement. I explained the objective of the 

lesson was for students to demonstrate reacting in the moment to a scene partner. 

Rather than elaborating on definitions of interpersonal communication and other 

academic concepts, I asked students to give examples and non-examples of reacting to 

someone in their everyday communication. I followed this with handouts of a short 

scene with guided practice of how to react based on everyday interpersonal 

communication. I defined and explained interpersonal communication based on how 

they communicated in everyday life, rather than using a model. After demonstrating 

the technique with the use of a video camera, I played back my demonstration. 

Through guided practice, students prepared their scenes for taping. During playback of 

student scenes, the students and McDaniel agreed that my pedagogical methodology 

was easy to understand and to apply to acting for the camera.  
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In my experience acting for the camera, my reaction to my scene partner was 

just as important as my lines. That is because in a close up, my face was three feet 

wide on the movie screen and the audience saw what I was thinking. When I truly 

listened I thought correctly and that translated to the big screen. If I was not listening 

and I was thinking about my lines, that too translated, but my reaction would not have 

made sense and the editor would most likely have cut it out of the scene. In this regard 

Tucker said, “React while others are speaking—on screen we watch the listening 

person, and in a single shot on the other character it gives the director and editor an 

opportunity to cut to you” (186-187). This was also true for my stage acting. When 

someone else spoke, or sent nonverbal cues, my listening created the appropriate 

reaction. In this regard Barr said, “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” (15). To this end 

Bruder et al. said, “Although there are activities the actor chooses before he actually 

rehearses or performs a scene, many physical activities are the result of living 

impulsively in the moment” (54). To further illustrate this point, I asked my THA 

3311 class if they have ever been to a play and observed actors look to the audience 

while someone delivered a line. Instead of being there in the moment of the scene, I 

explained, actors waited for a cue word from their scene partners to trigger their next 

line. I asked the class to watch for this the next time they went to a play. I then 

asserted that for film, an actor’s reaction to his scene partner is often just as important 

as his lines of dialogue. In a close up, an actor’s face generally appeared larger than 
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life on the movie screen, and the audience decoded what they observed the actor was 

thinking. I explained to my class that if the actor truly listens he will think correctly 

and that will translate to the screen. I further asserted that if the actor does not listen 

and instead thinks about his next line that also would translate. The actor’s process of 

listening and reacting should relate to his character, because the actor as himself may 

have a different reaction than that dictated by the circumstances of the character. 

There were circumstances when this was modified during a filmed scene. 

Sometimes after the director yelled, “Cut,” and he got the shot he wanted, he needed 

to get another shot of just one thing. I defined this as a “Pick up” shot. Defining a Pick 

up shot, Tucker said, “If just one bit of a take is to be repeated and not the whole 

thing…” (227). A take, according to Tucker, is “the individual shot” (233). For 

instance, the director may have wanted a close up of a reaction or a laugh. 

Occasionally during this process, one of the two actors either left the set or was 

dismissed from the set. Sometimes, the master or establishing shot with both actors 

present was shot first. Tucker said a Master Shot is “a wide angle shot of the whole 

scene, done first so that everyone knows what lighting and positional moments have to 

be matched for all subsequent shots” (224).  

Next was a close-up shot of one actor delivering lines to either a stand-in for 

the other actor or to an empty space with no actor or stand in. For this process, I 

needed to laugh on cue without the benefit of being involved in a scene with another 

actor. I had to remember how I felt during the first take so I could repeat that action 

without looking at my scene partner. This usually did not happen in theatre. In this 
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instance, I could have used Emotional Memory or Sense Memory if there was 

sufficient time between takes to prepare. In this regard Caine said, “Another tough 

challenge for a theatre actor presents itself when he has to summon up an actor who 

isn’t there—that is, talk to the camera with no actor behind it. I could do it to the wall 

because I hang on to the emotional memory of how it was in the shot when he was 

there” (17).  

Another example was if a director wanted me to perform different reactions, or 

perform my reaction in different ways. In film, the director had the luxury of having 

me do it many different times, as opposed to a play where I only got one chance. In 

my experience in filming, directors attained these shots with only myself after the 

other actor was sent back to his dressing room. I accomplished what the director 

wanted by thinking about my reaction. This translated through my body language. In 

order to acknowledge that some established acting methodologies provided viable 

alternatives to the concepts presented in this lesson, I explained and demonstrated to 

my class how actors successfully used the basic concept of Emotional Memory, for 

example, to substitute for the reactions that would have been provided by the missing 

actor. I found that in my experience this process of substitution took more time than I 

was allotted according to the filming schedule. However, Caine successfully used a 

traditional method to achieve this. For the closing, I told the class that now that I had 

discussed and demonstrated listening to a scene partner and how it helps you to be a 

better actor, the next lesson would be auditioning and cold reading.  
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Lesson 4 was a pedagogical methodology for auditioning and cold reading for 

acting for the camera (Appendix J). The objective was for students to demonstrate 

auditioning and cold reading for the camera based on the instructor evaluation criteria 

for this lesson.  

For the focus I handed students scenes (Appendix K) and asked them how they 

would prepare for an audition with this scene if they were given twenty minutes. The 

general response was to read the lines from the script. I replied that anyone who reads 

could read your lines, but auditors want to see a performance.  

Referring to the focus example, I explained that I would demonstrate a 

technique to prepare for the audition. I first reviewed and demonstrated a typical film 

audition, from how one is scheduled either through an agent or through submitting a 

photo and resume to a casting director. I explained the process of meeting the casting 

director, interviewing, cold reading, the callback, and how to get auditions. I further 

explained that auditioning is the most crucial part of the business, because no matter 

how good actors are, they usually cannot get roles if they do not audition for them. For 

auditions, Michael Shurtleff asserted that actors typically do not have enough time to 

do extensive preparation to create a complex character. According to Shurtleff:  

Audition time is precious. You are given very little of it, not enough to 
undertake a search for this other character. The pressure is that the 
“character” must come from inside the actor – immediately… I find the 
success of the actor in auditioning is in direct ratio to his willingness to 
give up searching for another character and to use himself. Think on it: 
it takes weeks of delivering in rehearsal to mold a “character”. (4) 

 
In this regard Joel Asher said, “You never get enough time. Seldom do you get 

the whole script. What you are really there for is to show who you are as a person and 
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what you do as an actor. Behave as though you really are for this character in these 

circumstances” (Chapter 2). Regarding auditioning, Casting Director Ginger Friedman 

explained, “Getting the part involves aggressively listening to the other character’s 

words before responding and making the here and now the most important moment in 

your character’s life” (XIX). Auditioning then was as much about executing technical 

aspects as it was about the text and the communication process of listening and 

reacting. This lesson also included demonstrations of technical requirements for the 

audition, such as standing on their mark on the floor so the camera could focus on 

them, understanding how the camera framed them, holding the script, and slating.  

I then defined the audition by relating it to a job interview with the casting 

director playing the role of the interviewer. Much like regular job interviews, it was 

important for me to make a good first impression. In this regard Henry and Rogers 

said, “A first impression is what people will ultimately remember. Industry 

professionals want the look to be there when you make your entrance” (39). The main 

difference between a typical employment interview and a casting audition is that in a 

typical audition, the casting director interviews actors. This is followed by the audition 

where actors read from a section of the script, called a “side”. According to Comey, 

“The sides are the pages of the script containing the scene you are to audition,” (219). 

I explained that most casting directors generally asks about recent work and other 

acting experience. Sometimes they ask personal questions. Relating my personal 

experience, I commented that I always felt the audition was the most difficult part of 

being an actor. Much like a regular job interview, the actor puts himself on the line 
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with his talent and experience against others for the job. I found that the most crucial 

step in the entire audition process was in my preparation. In this regard, I related my 

personal experience auditioning. I explained that the audition begins when the actor 

gets the call for the appointment. In this regard Henry and Rogers cited Casting 

Director April Webster who said, “The best thing I could say would be as present as 

you possibly can be, not to be thinking about what the end result of the meeting is, to 

stay in the process of what you’re doing” (106-107).  

After a few years of gaining work as an actor in Los Angeles, I suddenly was 

not gaining employment. Before I incorporated my methodology into my auditions, I 

felt that, although I generally performed well at auditions, I was not getting callbacks 

or acting jobs. After reviewing my auditioning techniques, I reasoned that I might not 

have been right for some of the roles. I then reflected on my thought process when I 

got the call from my agent to audition and when I first looked at the script. Initially, I 

imagined myself in the role. I usually told some friends about it and I reviewed the 

sides. Also, I thought about what would happen if I got the part and about the amount 

money involved. Then I felt nervous, because I really wanted the role and I told 

myself I needed the part. I needed the money. I wondered what would happen if I did 

not get the role. I realized that through this thought process I was talking myself out of 

the job before I arrived to audition.  

While I agreed that visualization was a good practice to get what I wanted, my 

thoughts set me up for failure based on what I told myself. I actually made myself 

nervous. When I asked myself, “What if I don’t get the job?” I set myself up to feel 
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awful if I did not get it. I further explained that the actor could make himself feel 

nervous by thinking these types of thoughts, resulting in appearing nervous and 

unprofessional.  

To remedy this, I then incorporated concentrating on my role and giving the 

best performance I could. I listened to my scene partner and reacted. As a result of this 

process, my auditions were much less stressful and actually more fun. I started gaining 

employment again.  

In my next audition, I gave a great performance, according to the casting 

director. I listened to my scene partner, thought the proper thoughts, and reacted. In 

this regard Casting Director Jackie Briskey said, “Are you listening and reacting or 

just doing your lines? I know the difference” (Kerr 277). Even my interview went very 

well. I was very calm and relaxed and I did not think about anything other than 

answering the casting director’s questions. I did not get that role, because I was not 

quite right for it. The casting director told me they were looking for someone with a 

different look. However, she did call me for another role and I got it. I started booking 

other jobs. I told my class that the point is that the actor can make or break the 

audition before he even arrives. 

I then explained to my class that the actor typically gets auditions by 

contacting casting directors themselves or through agents. According to Henry and 

Rogers, “The best way that actors reach agents and casting directors is by sending a 

photo and resume—electronically or through the mail” (150). In my experience, the 

casting director calls my agent or myself for auditions based on current projects or to 
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meet them. I demonstrated how the actor enters an audition to greet the auditor(s) with 

eye contact and a friendly disposition, how the actor stands on a mark on the floor, and 

how the actor slates. My slating demonstration involved looking into the camera while 

saying my name and agent. I explained that a verbal reading from the sides of the 

script usually follow this. For reading the script, I used the camera to demonstrate 

holding the script at chest level and glancing at lines with the eyes, rather than tilting 

the head down. This demonstrated that the camera saw more of my face, which 

allowed my students to see my face and not the top of my head. I also demonstrated 

that, while reading a scene with another auditioning actor, the actor should stand in a 

manner whereby they can face the other actor, but still be seen by the camera. 

Regarding a technique for cold reading, Barr said:  

Look at the person with whom you're reading as much as possible. 
Hold the script in such a position that your face is visible and your eyes 
need to do only a minimum amount of traveling from the other person 
to the page. Look at the other person for as long as you can measure 
listen, timing yourself so that a glance to the page will give you your 
next speech, which you can deliver without interruption. Look and 
listen to all stimuli as intensely as you can. (150) 

 
To this end Fridell said, “When you’re reading handheld copy, fold the paper 

so that only what you need to see shows” (186). According to Fridell, this technique 

“will not only keep your paper from shaking during your audition, but you’ll be able 

to move the copy higher so your eyes won’t have to look so low to find a line” (186). 

According to Fridell, “… it’s most important that the camera and/or the people 

watching your audition get a clear view of your face. Always angle your face toward 

the camera (or them) so that both your eyes can be seen” (186). In addition, I told the 
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actors when they look at the other actor always “look into his eye or at the side of the 

face closest to the camera” (Fridell 146).  

For guided practice I simulated an audition scenario whereby each student 

entered the casting office and greeted me posing as the casting director. I explained 

that as the actor enters a casting interview, he should make eye contact with everyone 

in the room. Students demonstrated meeting the casting director and standing on their 

mark to slate by looking into the camera and saying their name and their agent. 

Students also read their lines aloud from a script. I then recorded students performing 

this technique in an audition situation. After evaluating the taped performances, I 

previewed the next portion of this lesson involving script preparation for the cold 

reading audition.  

For script preparation I referred to Lesson 2 reviewing a methodology for 

acting for the camera based on everyday communication. In addition to discussing the 

importance of listening and reacting, I demonstrated a process of how to prepare the 

script for the cold reading. This involved reading the script aloud, then reading each 

line again my own words, rather than the scripted dialogue. I explained and 

demonstrated how this technique gave meaning to the words by locating the subtext. 

In this regard, J. Benedetti said, “Stanislavsky attached great importance to subtext, 

which gave the character depth and life, so that the actor was not merely saying lines 

but allowing the lines to spring from interaction” (The Art 124).  

The next step was to add my technique of using what I called, “Springboard 

Words,” to the margin of the script. I learned this technique from the late Los Angeles 
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Acting Teacher Lois Auer in 1992-1993 and I incorporated this into my acting 

preparation and my pedagogical methodology. Auer’s experience included teaching 

Jodi Foster and actors from The Dick Van Dyke Show, and The Brady Bunch. The 

technique, as Auer taught me, was to read my lines and replace them with my own 

words. Then read the lines again as written. This gave meaning to the words.  

The next step was to read the other character’s lines and record onto the script 

my thoughts about the other character’s lines before my next line. To this end Fridell 

advised actors to, “Practice saying thoughts rather than reading the words” (149). I 

read the lines again incorporating the Springboard Words as my thoughts before and 

after each line. I related this to the listening and reacting lesson and explained to the 

class that by using this process, the actor attached meanings and feelings to messages. 

This process provided me with a natural substitution based on the decoding of 

messages. This then gave me a guide to use in a cold reading when I had little or no 

time to prepare. It also allowed me to show them I was thinking, which registered 

when recorded by the camera. I then outlined the process: 

Step one: Read each line in the script  

Step two: Put the lines in your own words to get the meaning. 

Step three: Add Springboard Words before and after each line. 

Step four: Read the lines as written and include the Springboard Words. 

Step five: Read the lines while thinking, not saying the Springboard Words. 

Once the actor read the script to get a sense of what it was about, they put it in their 

own words then read the lines again. While performing the scene: 
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One: Listen to the scene partners and think about what they say. 

Two: While listening, think about the Springboard Words. This process 

provides a natural reaction to the scene partner. 

Three: React and say your line. 

To demonstrate this technique, I read the scene aloud to get a sense of what it 

was about (see fig. 2.3). The scene, from Sideways (20th Century Fox 2005) is 

transcribed to simulate a typical film scene format. Then I applied my process adding 

Springboard words, which were my thoughts written before and after each line. This 

related to the communication models and how they demonstrated listening and 

reacting. I demonstrated how to listen to the other actor, add meaning to the words, 

and say what I felt (see fig. 2.4). 

  I placed these scene examples in this portion of this document as figures in 

film script format to allow the reader to apply this concept. At the top of the scene 

page I included the phrase EXT. -- HIGHWAY – NIGHT as it appeared in the actual 

script. I explained that this means that the scene takes place outside on or near a 

highway at night and it gives direction to the actor, the director, the lighting crew, and 

other crewmembers so they can present the set and the scene as written.  

EXT. HIGHWAY -- NIGHT 

The guys walk drunkenly along the shoulder as CARS WHIZ BY. 

     JACK 

   The girl is looking to party, and you  
tell her we’re going to go back to our 
motel room and crash? Jesus, Miles! 
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  MILES 
Well, I’m tired. Aren’t you tired? 
 
  JACK 
The chick digs you. She lit up 
like a pinball machine when she 
heard your novel was getting published. 
 
  MILES 
Now I’ve got another lie to live down. 
Thanks, Jack. 
 
  JACK 
I’m trying to get you some action, but 
you’ve got to help me out just a little bit. 

 
MILES 

Didn’t seem to me like that’s what was 
going on. You were all over her. 
 

JACK 
Somebody had to do the talking. And  
by the way, I was right. She’s not 
married. 
 
  MILES 
How do you know? 
 
  JACK 
No rock. When she came to the bar,  
sans rock. 
 

Fig. 2.3: Film scene without Springboard Words 
 

Demonstrating the process of adding Springboard Words, which were denoted 

in parenthesis in (see fig. 2.4), I explained that when Jack said, “The girl is looking to 

party, and you tell her we’re going to go back to our motel room and crash? Jesus, 

Miles!” Miles thought, “I can’t help it.” Miles then said, “Well, I’m tired. Aren’t you 

tired?” Miles then thought, “We drove far.” I explained to the students that by 
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thinking, “I can’t help it,” Miles might have felt bad. Miles said, “I’m tired. Aren’t 

you tired?” This gave a reason why he was tired, simulating everyday interpersonal 

communication whereby people receive messages, process (decode) them, and send 

feedback. This also demonstrated the concept of encoding, whereby actors formulate 

messages in a way in which they feel they and the other actors in a scene would 

understand it. For the next line, Jack thought, “You’re kidding!” Jack then said, “The 

chick digs you.” He thought, “Did you see?” After saying, “She lit up like a pinball 

machine when she heard your novel was getting published,” he thought, “You had 

her.” 

I explained that by attaching meaning to the words (see fig 2.4), the actor in 

this instance reduced the chance of worrying about how to deliver the lines. Even if 

one word were omitted, the audience would likely have perceived what he meant. And 

so will the other actor in the scene, if he listened. I explained that Springboard Words 

assist in helping actors feel what the character is supposed to feel based on the 

dialogue, which translates to the audience naturally, just as in everyday conversation. I 

further explained to my class that while reading the script again, notice how your lines 

come out the way you are thinking and not the way you are reading the words. I 

asserted that anyone who reads could stand in front of a camera or in front of a live 

audience and read the words. I added that if actors want to appear natural as in 

everyday life, they listen, think or process, and react the same way.  

EXT.  HIGHWAY – NIGHT 

 The guys walk drunkenly along the shoulder as CARS WHIZ BY. 
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JACK 

(Are you crazy?) The girl is looking to party, and you  
tell her we’re going to go back to our 
motel room and crash? (Jesus, Miles!) 
 
  MILES 

(I can’t help it.)  Well, I’m tired. Aren’t you tired? (We drove far.) 
 
  JACK 

(You’re kidding!) The chick digs you. (Did you see?) She lit up 
like a pinball machine when she 
heard your novel was getting published. (You had her.) 
 
  MILES 

(Great!)  Now I’ve got another lie to live down. 
Thanks, Jack. (This is bad.) 
 
  JACK 

(Look)   I’m trying to get you some action, but 
you’ve got to help me out just a little bit. (Please!) 

 
MILES 

(I don’t believe you.)  Didn’t seem to me like that’s what was 
going on. You were all over her. (You idiot!)  
 

JACK 
(Well)   Somebody had to do the talking.  (You didn’t.)  

And by the way, I was right. She’s not 
married. (Ha, ha.) 
 
  MILES 

(You’re kidding.) How do you know? (I don’t believe you.) 
 
  JACK 

(It’s obvious.)  No rock. When she came to the bar,  
sans rock. (She’s single.)  

Fig. 2.4: Film scene with Springboard Words in parentheses 

I reminded the class that these Springboard Words help to continue the actor’s 

thoughts to his scene partner’s next line to allow for the natural expression on the 
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actor’s face, which provides an editing point. I further explained that actors also use 

this technique while rehearsing a monologue. I demonstrated by writing Springboard 

Words on the page throughout the written text, the Actor then made sense of the scene 

and will appear to be thinking and not just talking through the piece. This reflected the 

communication model (see fig. 2.2) whereby the actor encoded or formulated the 

message and the other actor decoded or made sense of the message before sending 

feedback. 

I related my experience performing in my original unpublished play Room for 

Rent in Los Angeles in 1994. One scene required my scene partner, a very talented 

actress, to say, “I hate you and I never want to see you again. Leave!” She was 

breaking up with me. Instead, she said, “I don’t want to see you again. I’m leaving!” 

She then started to exit. At that point I was supposed to walk out. It was live on stage 

with an audience. I couldn’t yell, “Cut!” So I changed my thought. I looked at her and 

thought to myself, “She’s nuts. This is her place.” I then ran over and grabbed her arm. 

The actress looked at me with panic. When I relaxed then thought to myself, “You’re 

nuts,” my feelings changed to what I was thinking and it showed in my voice and in 

my expressions. Next I very calmly said, “This is your place.” The actress quickly 

picked up on it and said in a quizzical manner, “Oh yeah. Get out!” The audience 

laughed. Further, as I walked out I picked up a book from the bookshelf and said, “I 

believe this is mine.” She then yelled, “Get out!” I exited and the audience laughed 

again. In retrospect, the audience probably never knew we missed a line, because we 

were both in the moment listening to each other and we knew what the words meant 
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rather than thinking about our next lines or about the climax of the scene where I 

would walk out. In this regard Comey said, “Regardless of what your script lines are, 

subtext is what you really mean and what the audience is really watching, even though 

it may not be logically aware of it” (15). Also, while preparing my script, I wrote my 

thoughts as Springboard Words. I have experienced this type of situation on stage a 

few times. By relaxing and re-thinking, I was able to complete the scenes. I explained 

to my students that even though a film director could film the scene again when this 

happens, the actor should be prepared to improvise, because the director might like the 

improvisation and decide not to film another take. Accomplishing this improvisation 

in the moment of performance takes some experience. I told the class that they should 

study improvisation because it helps the actor tune in to his scene partner.  

This demonstrated to my class that putting lines in my own words while 

learning my role provided a tool to improvise. I explained that from this improvisation 

I gained the meaning of the words and made new discoveries that led to a better 

performance. By actively listening, I overcame missed lines or cues and continued as 

if nothing happened. While focusing on the words, or on a single objective, such as 

getting mad and leaving, I might have successfully completed the scene. However, I 

could have missed the moment and found it difficult to recover and continue the scene. 

Using this example, I demonstrated I listened to my scene partner and was 

completely in the moment. I just added a new thought and it worked. In this instance, I 

was lucky enough to be working with a very talented partner. She listened to me and 

responded. This demonstrated to my class that knowing the objectives of a scene are 
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important to the actor, but at some point the actor must listen and respond in the 

moment of the scene to appear as if the lines are spoken for the first time. While using 

Springboard Words to formulate and make sense of the messages (encoding and 

decoding), I formed an objective or something I needed to do for the scene, which 

related to the script. Once I knew my objective, I related to other actor and we reacted 

to each other in each moment of dialogue, or each beat of the scene. By using this 

methodology, I formulated a clear objective of what I needed to accomplish and then 

reacted in the moment. 

I also commented to my class that many actors, including myself, occasionally 

miss a line or a cue. By knowing what the words meant I recovered during my broken 

scene by replacing missed lines with ones that meant the same thing.  

 At this point I reminded the class of the importance of adding Springboard 

Words before their first line to establish that something happened to the character a 

moment before entering the scene. I referred to Hagen’s Three Entrances exercise. 

Hagen and Frankel explained the purpose of this exercise was to enable her [Hagen] 

to, “come into my stage life from a past as if for the first time with full involvement of 

my character, with purpose, [and] in focus” (96). Hagen and Frankel said, “This object 

exercise involves the preparation for, and the making of, an entrance” (97). To 

perform this successfully, Hagen and Frankel suggested three essential steps of 

preparation: “What did I just do? What am I doing right now? What’s the first thing I 

want?” (96). In this manner the actor appeared to be continuing an action from a 

previous scene, which fostered continuity of action. Using Hagen’s Three Entrance 
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Exercise demonstrated how to form an objective for the beginning of the scene.  

 I also reviewed Hagen’s Endowment exercise and applied it to using props 

(Hagen and Frankel 112-118). Hagen and Frankel explained, “Find circumstances 

under which you would be dealing with tangible objects which would have to be 

endowed with properties that should not be real on stage” (112). Hagen and Frankel 

gave the example of taking a cup of water and endowing it with the property of 

steaming hot coffee (112). I explained to my class that this exercise could assist actors 

in making a cup of water, which would probably be used instead of hot coffee, and 

making it seem as if it is hot, resulting in the actor actually drinking a hot beverage 

while reducing the risk of burning his mouth.         

 For guided practice students assembled into teams of two to practice the 

technique by adding Springboard Words to the entire scene that I used for 

demonstration. I then recorded students and played back the tape for evaluation. For 

independent practice, I asked students to rehearse their scenes as prepared. 

In the next class session, I recorded students demonstrating the technique. 

Playback demonstrated that, by following my process, students gave meaning to the 

lines. Their thoughts and emotions subsequently translated on camera through their 

faces and bodies. Through this lesson, students demonstrated they could be truly 

involved in the scene moment to moment and focus on actively listening and reacting 

to the other actor. Playback demonstrated to the class that they as the audience saw 

reactions and realized they were right there in the moment actively participating.  
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I emphasized that the point was not to just memorize words, but to add some 

meanings to them. For example, if in a scene I was to enter a room, notice someone 

and say: “Oh, it’s you”. There would have been many ways to say this line. I needed 

to add meaning to the line based on the circumstances of the scene. For instance, if the 

scene required me to enter a room and notice someone I was happy to see, I would 

have been pleased. If the other person was someone who was missing for years and 

suddenly appeared, I might have been surprised or shocked. Based on reading the 

script, I knew I was supposed to be pleased to see him. I added meaning to the line. I 

could have said, ”Hi, I’m so happy to see you.” Now I have added meaning to the 

words. In fact, if the director yelled action and I walked into the room, noticed the 

person and thought to myself, “Wow! I am so happy to see you,” I really would not 

have to say anything. The audience would have seen my thought on my face and the 

camera would have certainly translated my expression without my having to force or 

act the feeling. That is because, I explained, that actors faces and bodies naturally 

show what they think and feel.  

I repeated to the class that the must spend time preparing, but it does not have 

to be so difficult. For instance, the actor has to know what he needs to fulfill in the 

scene and basically answer certain questions such as: Who am I? What is the setting? 

What is my relationship to the other characters? What are the lines telling me to do? 

Also, the actor must know the words the author has written. As demonstrated in class, 

if the actor reacted within the scene using the thought process that happened at the 

moment of performance, he reacted with the correct response. For independent 
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practice, students were then handed various scenes (Appendix K) to prepare for the 

next lesson and assignment.  

Lesson 5 was a methodology for preparing for and performing a two-person 

film scene (Appendix L). Performances of these scenes were later compared to control 

group performances of the same scenes. The objective was for students to demonstrate 

preparing for this scene using the basic methodology for acting for the camera, and the 

methodology for preparing for and performing the audition.  

For the focus I read the scenes without using my process for preparing the 

script. I asked students how I appeared. The general consensus was that I appeared to 

be reading, rather than performing. I reviewed script preparation and asked students to 

prepare their scenes with for rehearsal camera. I then explained the differences 

between preparing for filming a scene and preparing for an audition. Using video 

examples, I showed how film scenes involving two people were typically filmed. I 

explained that in these scenes the director captured an establishing shot that revealed 

the characters to the audience. This revealed the actor from the feet or from the knees 

upward. Next, the director captured a close-up of each actor reacting to the other. In 

the edited version, my students saw an establishing or wider shot of both actors 

followed by alternative close-ups, switching after each line was delivered. In this 

manner, I explained that a two-person scene is generally filmed at least three times. I 

reminded the class that they have to concentrate and repeat or match their bodily 

movements each time the camera films them in order to maintain continuity 

throughout the edited version. Using a student to film me, I then demonstrated how to 
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match movements in an establishing shot and in a close-up. Each student was recorded 

in an establishing shot and in a close-up. This demonstrated a typical filming process 

involving two actors. 

After briefly reviewing the previous lessons, students prepared their scripts 

using my methodology. I also reviewed the evaluation of expected outcomes for this 

lesson according to the instructor evaluation for a film scene (Appendix M). In 

addition, students prepared and turned in an outline at the time of performing this 

scene for evaluation (Appendix N).  

For further guided practice, students rehearsed their scenes for the camera with 

establishing and close-up shots and observed the playback for constructive criticism. 

After reviewing the prepared scenes, further guided practice demonstrated rehearsing 

the scene for the camera by simulating a rehearsal for the camera operators and the 

crew. This included blocking or arranging actors according to the space and the 

camera frame. Actors were, for example, to move to another position within the space 

at certain points in the scene. After playback of this rehearsal, I asked students to 

prepare and rehearse to perform and tape the scenes for an assignment.  

The next class meeting students performed the two-person film scene with 

establishing and close-up shots. I recorded and played back the scenes for evaluation. 

All students effectively demonstrated proper technique based on the instructor 

evaluation for this assignment. Evaluation categories included being prepared, 

listening and reacting, hitting their marks, applying direction, and portraying the 
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moment before. For closing I reviewed the basics of the lesson and previewed the next 

lesson involving preparing for and performing an ensemble scene. 

Lesson 6 was a methodology for preparing for and performing an ensemble 

scene with four actors (Appendix O). My students’ performances were later compared 

to control group performances of the same scenes. I referred to episodic television 

format as typically a one-hour drama with an ensemble of recurring characters. An 

example I used was Law and Order (NBC). I outlined the criteria for evaluation 

(Appendix M). Students also turned in an outline (Appendix N). 

The focus included playing video from various episodic television shows and 

defining episodic television. I also explained and demonstrated techniques for acting 

in episodic television, including listening and reacting to more than one actor in a 

scene, and the typical directing technique used in this format. The preparation process 

was to use the same methodology for preparing for and performing the two-person 

film scene. The difference was that with four characters in the scene instead of two 

(Appendix P), students had to listen and react to more than one other actor throughout 

the scene. I explained that listening throughout the scene was particularly important, 

because each actor would be filmed repeating the scene five times for an establishing 

or group shot and for close-up shots of each actor. Students had to repeat their 

performance verbally and nonverbally each time in order to match what the camera 

captured for continuity so that the editor could arrange the scene logically. I also 

demonstrated the improper technique of not listening to each actor during the scene.  
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Guided practice involved reading and preparing the script and rehearsing and 

blocking the scene with the camera. Playback of rehearsal demonstrated whether or 

not students applied the correct movement for the camera, and whether or not they 

listened and reacted during the scene.  

For independent practice, my students prepared the script to rehearse the scene. 

Rehearsals were played back for evaluation. Then my students made necessary 

adjustments during independent practice.  

The following class meeting, my students performed for evaluation based on 

expected outcomes in the instructor evaluation for this assignment.  

Playback of the scenes to the class demonstrated the students satisfactorily 

used the methodologies from the previous lessons and incorporated them into their 

performances of the scenes based on the expected learning outcomes and the instructor 

evaluation criteria. For the closing, I reviewed the technique and previewed the next 

lesson on acting for commercials. 

Lesson 7 was a methodology for preparing for and performing an announcer 

television commercial audition (Appendix Q). Student performances for this lesson 

and assignment were compared to control group performances of the same 

commercials. I evaluated my THA 3311 students based on the instructor evaluation for 

this assignment (Appendix R).  

For the focus I showed videos of various announcer commercials. I described 

the announcer commercial as one in which one actor speaks to the camera. In this type 

of commercial, according to Fridell, “The spokesperson is a representative for a 
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product or service. The spokesperson speaks directly into the lens of the camera and 

talks to the audience on a one-to-one basis, trying to convince the consumer that the 

product or service is the best available” (159). To accomplish this Fridell said that the 

actor “must appear knowledgeable, convincing, confident, well-informed, yet be warm 

and sincere” (159). I then asked my class how they would prepare for an announcer 

commercial and to give examples of announcer commercials. I explained that in 

commercial auditions, the actor usually performs for a casting director, the director, 

and members of the advertising agency representing the product, who typically look 

for the actor to demonstrate he can appear very natural as himself. In this regard W.L. 

Jenkins said, “When it comes to TV commercials, ad agencies and directors want to 

see someone that we believe. We want somebody who is that person in the 

commercial. We don’t want to see any pretend acting. Acting gets in the way of 

reality. We want people who are being” (4). I explained that auditors also look for the 

actor to radiate energy. I further asserted that the difference between a film audition 

and a commercial audition is that the actor must look directly into the camera 

throughout the entire audition to demonstrate that the actor can relate to his audience 

through the camera as if he were speaking to them in person.  

 After demonstrating how to prepare the script using my methodology for 

adding Springboard Words between lines, I demonstrated for the camera how to 

appear natural with energy and how not to appear natural with little or no energy. I 

also demonstrated how to prepare and perform this assignment based on the outline 

students were directed to complete and turn in at the time of performing this 
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assignment (Appendix S). I explained that since in the announcer commercial actors 

speak through the camera directly to the audience, actors must relate to the audience as 

if they were actually speaking to each other. In this regard Fridell said, “The 

spokesperson speaks directly into the lens of the camera and talks to the audience on a 

one-to-one basis, trying to convince the consumer that the product or service is the 

best available” (159). To accomplish this, I related the concept of encoding or 

formulating the message according to the audience. For guided practice, students 

applied this methodology for preparing their scripts. They also applied concepts from 

the outline. These concepts offered questions for students to ask themselves during 

preparation. By answering the questions, students formed a mental image of the 

typical audience member for the product or service. I explained that the actor might 

then speak in a manner that is appropriate to the audience. An example I offered was 

that they might speak differently to a teen male than they would to their grandmother 

and by forming this mental picture of the audience member, the actor speaks in a 

manner more suited to his audience. The outline for this assignment also provided 

questions about the audiences’ age range, gender, ethnicity, and social status. After 

forming a mental picture of whom they were to speak, I asked the students to consider 

how the answers to these questions might affect their body language. I also asked the 

students to consider what they wanted the viewer to do upon seeing the final 

commercial.  



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

109 

I then related speaking to a specific audience by explaining the process of how 

most national commercials were made. I used Coca-cola as an example of a 

commercial I auditioned for and I outlined the process:  

• Coca-cola decided to make a commercial.  

• Members from Coca-cola’s marketing team met with their advertising 
agency and the agency presented Coca-cola with an idea for the commercial.  
 
• Once Coca-cola approved the commercial, the advertising agency hired a  
producer who secured a casting director and provided the casting director 
with a breakdown of the roles needed.  
 
• The casting director contacted agents who sent appropriate actors to the 
audition. 
 
• Once the talent and production crew were in place, the commercial was 
filmed and edited.   
  
I explained that the breakdowns were character descriptions. I used the 

example of how this commercial concept showed people between the ages of six and 

twenty-six on the beach drinking Coca-cola. I then provided an example of what the 

breakdown sheet might look like (see fig. 2.5)  

Male: 23-26, athletic, Caucasian, young father 

Female: athletic, Caucasian, young mother 

Female: 8-10, Caucasian, swimmer  

Fig. 2.5: Commercial Breakdown 

This breakdown told the casting director specifically who to look for and that this 

information was then relayed to agents who then contacted their appropriate talent and 

sent them to the audition. It also gave the actor a guide to his character. 
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For guided practice, students prepared their scripts for rehearsing the 

commercial. Students had a choice of two commercial scripts I drafted (Appendix T). 

Although the characters’ gender was specified in each of these scripts, students chose 

the script they used for the lesson and assignment. Students then rehearsed the scenes 

for the camera and observed the playback to make necessary adjustments to their 

performances of this assignment the next class meeting. I also demonstrated the proper 

way to hold the script by folding it so the auditors see the actor’s face. In this regard 

Fridell said, “Folding the script to the smallest possible size will not only keep your 

paper from shaking during your audition, but you’ll be able to move the copy higher 

so your eyes won’t have to look so low to find a line” (186). Fridell added, “If your 

holding a script, try to hold it just high enough so that the camera sees your entire face, 

not the top of your head” (186).  

The next class meeting involved students performing the scenes according to 

the expected learning outcomes and the instructor evaluation. As with the control 

group, students in the class practiced the commercial performance one time. They 

were then recorded performing the commercial for evaluation. Playback of the 

performed commercials confirmed that students effectively demonstrated preparing 

for and auditioning for the announcer commercial audition. For closing, I reviewed the 

lesson and assignment and previewed the next lesson and assignment.  

Lesson 8, the final lesson and assignment, was a methodology for preparing for 

and performing in an improvisation television commercial using a storyboard 

(Appendix U). I explained to my students that advertising agencies typically use 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

111 

storyboards to show their clients concepts for commercials. To this end Fridell said, 

“A storyboard is a hand-drawn, pictorial, scene-by-scene chronological outline of the 

action of the script” (142).  

For the focus I showed examples of storyboards6 (Appendix V). I explained to 

my class that, in my experience, some commercials I auditioned for required me to 

perform without dialogue. Usually they were an ensemble cast performing various 

activities. According to Fridell said, “Studying the storyboard before you start to work 

on the script will answer some questions that may come up and will help you do a 

better job in the audition” (142). I referred to the Coca-cola commercial scenario as an 

example in which various actors were seen on the beach, shopping for the product, and 

holding and drinking the product (see fig. 2.5). During the audition, the director asked 

me to drink from a bottle of the product multiple times to capture an exact effect of 

bubbles moving from the bottle into my mouth. Since no dialogue was recorded, the 

director gave directions as the camera captured my drinking. For this audition, there 

was a storyboard in the casting director’s office depicting scenes from the commercial. 

I had to improvise based on the storyboard. I explained improvisation inventing 

actions and words on the spot with no rehearsal. Roach described improvisation as, 

“The actor improvises – invents his actions and words “ex tempore” (221). I 

demonstrated basic improvisation as it applied to this assignment by following a 

character’s actions as shown from the storyboard at my audition. Using the 

storyboards provided, I told the students to create a relationship with the other actors 
                                                
6 Storyboards were from this writer’s archive, which did not include the actual Coca-
cola audition storyboard. 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

112 

in the scene to appear as if they already had some history. In this regard Fridell said, 

“Simply show us that a relationship exists between the two of you” (146). I also 

demonstrated how not to improvise for this assignment. 

 During guided practice, students applied my methodology as demonstrated to 

prepare the storyboard script. This rehearsal was taped. Observing the playback, 

students applied the necessary adjustments during independent practice.  

For the next class meeting, students performed the improvised television 

commercial for the camera. Playback demonstrated that students properly 

demonstrated the lesson by improvising their character’s actions based on the 

storyboard. For the closing, I reviewed the lesson and assignment. The final task for 

the semester was for students to complete a research questionnaire from the Human 

Subjects Proposal for the Protection of Human Subjects Committee (IRB). I exhibited 

this in (Appendix W). Students received a DVD copy of all assignments performed. 

Overall, students from the THA 3311 course successfully demonstrated the 

teaching concepts based on my pedagogical methodology incorporating a model of 

interpersonal communication for acting for the camera. Students demonstrated 

differences between acting for the camera and acting for theatre. In addition, students 

successfully demonstrated acting techniques for auditioning and filming in film scenes 

and commercials. 
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METHODOLOGY FOR A STUDY 

In this section I comprised a description of the methodology used for a study 

comparing student performances from THA 3311 (experimental group) with a control 

group. The study included subjects from each group performing three different scenes 

including a two-person film scene, an ensemble scene, and an announcer commercial 

audition. The experimental group’s study was administered and recorded on video as 

part of the THA 3311 course with sixteen students. While sixteen students participated 

in the study, fourteen agreed to answer the questionnaires. A larger sample size would 

be considered for further related studies. The THA 3311 course enrollment was 

limited to sixteen. The control group’s experiment was administered and recorded 

after THA 3311 ended using the same number of subjects of similar age range as the 

experimental group. For both groups, I had no choice who registered for the course or 

who answered the call for control subjects. While the THA 3311 class was captive for 

an entire semester, control group subjects were used based on availability. 

Consequently, I recorded thirty-four different subjects with thirty-one answering the 

questionnaire. Results from the questionnaires were tabulated using fourteen 

experimental group subjects and fourteen randomly selected control group subjects. 

Results for the evaluation of scenes performed were based on all performances. A 

prerequisite for subjects was experience with the methodologies of Hagen, 

Stanislavski, or the equivalent. The Human Subjects Proposal for the Protection of 

Human Subjects Committee (IRB), including questionnaires for each group was 

drafted and submitted through collaboration with Dr. Bush as principal investigator. 
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The proposal followed IRB guidelines and those recommended in Madison (23-25). 

• Explain your institutional affiliation and what you are doing and why.  

• What do you plan to do and for what purpose?  

• Reveal how you will collect data, what you will do with the results of your        
study, and what happens to the information gathered here after you leave.  

• How will you assure confidentiality and anonymity when necessary?  

• How often and how long would you like to meet for interviews and 
observations?  

• What will be done with the data?  

• What is the purpose of the project and the means by which the data will be
  recorded?        

The experiment involved recording subjects performing a total of eight two-

person film scenes, four ensemble scenes each with four characters, and sixteen 

subjects each performing an announcer commercial audition. The format was 

organized in the following manner: initial reading of scenes, blocking and rehearsing 

scenes, and performing scenes. The only variable was my role in providing feedback 

and instruction to the experimental group as part of the THA 3311 curriculum. Each 

meeting was recorded and played back for subjects in both groups. After the initial 

reading of scenes, blocking and rehearsing, and performances, experimental group 

subjects were given feedback and further direction based on my methodology while 

control group subjects were not given feedback or direction. The process of 

performing scenes for evaluation was the same for each group. Subjects read the 

scripts and were allowed to ask questions about the script. The experimental group 
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was provided constructive feedback to apply to the second meeting, which was 

rehearsal and blocking the scene. During blocking and rehearsal, control group 

subjects were given the same basic blocking directions as experimental group subjects 

without feedback. Experimental group subjects received further feedback and 

direction to apply to the final performance. For the final performances, each group was 

allowed to rehearse before taping the scenes. Also, each group was shown video 

playback of the final taping. The two-person and ensemble scenes were each filmed 

using a master shot including every actor in the scene, and close-up shots of each 

actor. The commercial audition was filmed from one angle showing the subject from 

approximately the knees upward.  

To search for control group subjects, I placed an ad on Tech Announce, Texas 

Tech’s campus-wide electronic announcement board (Appendix X). Once potential 

subjects replied to the announcement, I explained the project, its purpose, and 

arranged to give the subjects the same scripts used by the experimental group. The 

process included subjects from each group receiving the script, a taping of an initial 

reading, rehearsing and a taping of a performance, each on separate days. Subjects in 

each group were given approximately the same time between readings and 

performances. As with the experimental group, control group subjects selected scripts 

without regard to the assigned characters’ genders. Also, the control group study was 

conducted at Texas Tech from May to July 2010 and in a space similar to the space for 

THA 3311 class. Further control group scenes were taped in August 2010 in a space 

similar to that of the THA 3311 classroom. While my role for the experimental group 
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was as the teacher and examiner, my role for the control group was as an examiner 

only. Control group subjects did not receive instruction or formal evaluation from me. 

Members from each group signed a consent form for the study. Questionnaires from 

the IRB proposal for the experimental group were administered at the end of the 

semester upon completion of all assignments. For the control group, questionnaires 

were administered after each subject completed the final taping of his scene. The 

questionnaire for the experimental group was designed to reveal subject’s opinions of 

my methodology and its effectiveness in preparing them for acting for the camera 

based on lesson plans and expected learning outcomes. Both control group and 

experimental group questionnaires were designed to measured subject’s opinions 

about how effectively the methodologies they previously had experience with 

adequately prepared them for acting for the camera. All subjects received a DVD copy 

of their own taped performances. For the study there were variables that could not be 

controlled. These variables included: 

• Who registered for and attended the THA 3311 class in terms of the total         
number and the demographics?  

• Which actual method(s) were previously taught to the subjects?  

• Who taught their method(s)?  

• Where did the subjects learn their method(s)?  

• Who responded to the Tech Announce announcement and how many          
responded?  

The results from the study comparing experimental group and control group 

questionnaires and performances were documented Chapter III. 
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CHAPTER III 

EVALUATION OF LESSONS AND EXPERIMENT RESULTS  

In this chapter, I documented results from my experiment, including those 

results from each group’s questionnaire answers and taped performances. The ages of 

the participants based on fourteen in each group are documented (see fig. 3.1). Of the 

participants who provided answers in the questionnaires, eleven subjects in the 

experimental group were between the ages of 18-21 compared to seven control group 

subjects. Two experimental group subjects and three control group subjects were 23-

25. One experimental group subject and three control group subjects were 26-34. 

Experimental Group  Control Group 

 

   

Fig. 3.1: Participant age ranges 

The results of answers to closed-ended questions in Part 1 of the questionnaire: 

1. Prior to taking this course, how would you describe your acting for the 
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camera ability? Twenty-nine percent of the experimental group answered they did not 

know anything about acting for the camera prior to taking the THA 3311 course.  

2. After taking this course, how would you describe your understanding of the 

following concepts? One hundred percent of experimental group respondents 

answered that, after taking the THA 3311 course, they understood the acting for the 

camera method and the differences between acting in theatre and acting in film.

 Results of answers to closed-ended questions 1-9 in Part II of the questionnaire 

are documented (see figs. 3.2-3.10). The results are depicted in the form of graphs and 

explanations of the results for each graph. Each question and the corresponding graphs 

and explanations are displayed on their own page for ease of readability.   
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1. I was confused by the acting method(s).     

 Comparing answers provided in the questionnaires, seventy-one percent of the 

experimental group subjects strongly disagreed. Thirty-nine percent of the control 

group subjects strongly disagreed and twenty-nine percent disagreed. No subject in 

either group strongly agreed (see fig. 3.2). Based on the answers for this question, 

most of the subjects in each group understood the method(s) they were taught. A vast 

majority of the experimental group subjects strongly disagreed, indicating they 

understood the methodology as presented in the THA 3311 course.  

  

Fig. 3.2: I was confused by the acting method(s). 
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2. The acting methods(s) helped me prepare my abilities to act for the camera.  

Sixty-four percent of the experimental group subjects strongly agreed and 

twenty-one agreed compared to nineteen percent of the control group subjects strongly 

agreeing. Although thirty-three percent of the control group subjects agreed (see fig. 

3.3), these figures seem to indicate that eighty-five percent of experimental group 

subjects felt my acting method taught helped them prepare to act for the camera. Just 

over fifty percent of the control group subjects generally felt the method(s) they 

learned helped them prepare their acting for the camera abilities. In response to these 

figures, it’s possible that most of the control group subjects were not exposed to 

specific acting for the camera techniques while exposed to their method(s). 

  

 

Fig. 3.3: The acting method(s) helped me prepare my abilities to act for the camera. 
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3. I understand how to act in a close-up.      

 Fifty percent of the experimental group subjects strongly agreed and forty-

three percent agreed they understood how to act in a close-up. In contrast, fourteen 

percent of the control group subjects strongly agreed they understood how to act in a 

close-up (see fig. 3.4). The answers suggest that nearly one hundred percent of the 

experimental group subjects either agreed or strongly agreed they understood acting in 

a close-up, suggesting the concepts presented in class were effective.  

 

 Fig. 3.4: I understand how to act in a close-up. 
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4. I understand how to act in a master shot.      

 Seventy-one percent of the experimental group subjects strongly agreed and 

twenty-nine percent agreed they understood how to act in a master shot, while seven 

percent of the control group subjects strongly agreed and seventeen percent strongly 

disagreed. No experimental subjects strongly disagreed or disagreed (see fig. 3.5).  

 

 
 

Fig. 3.5: I understand how to act in a master shot. 
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5. I understand reacting for the camera 

Seventy-one percent of the experimental group strongly agreed and twenty-one 

percent agreed they understood reacting for the camera compared to seven percent of 

the control group strongly agreeing. While no one in the experimental group indicated 

they strongly disagreed, seventeen percent of the control group indicated they strongly 

disagreed and seventeen percent reported they disagreed (see fig. 3.6). These figures 

indicate that over ninety percent of the experimental group felt they understood the 

concept of reacting for the camera compared to about fifty percent of the control 

group.  

 

Fig. 3.6: I understand reacting for the camera. 
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6. I understand how to act in commercials.  

Eighty-five percent of the experimental group strongly agreed they understood 

how to act in commercials compared to eleven percent of the control group (see fig. 

3.7). Over fourteen percent of the control group strongly disagreed. 

 

Fig. 3.7: I understand how to act in commercials. 
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7. Watching my performances on video helped (experimental group)/would help 

(control group) me to evaluate my progress.      

 Ninety-three percent of the experimental group agreed that watching their 

performances on video helped them to evaluate their progress. Fifty-seven percent of 

the control group strongly agreed and thirty-two percent agreed that watching their 

performances on video would help them to evaluate their progress. These figures 

indicate that using video playback of lessons and assignments is a useful pedagogical 

tool for acting for the camera (see fig. 3.8).  

 

Fig. 3.8: Watching my performances on video helped (experimental)/would help 
(control) me to evaluate my progress. 
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8. Class exercises improved my acting for the camera ability.  

When asked if class exercises improved their acting ability, eighty-six percent 

of the experimental group strongly agreed compared to fourteen percent of the control 

group (see fig. 3.9). While experimental group class exercises focused specifically on 

acting for the camera, the figures indicate that most of the control group generally 

thought exercises used in their courses could improve their acting ability. 

 
 

Fig. 3.9: Class exercises improved my overall acting ability. 
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9. I understand the acting method(s) taught.      

 Eighty-six percent of the experimental group compared to twenty-five percent 

of the control group strongly agreed they understood the acting method(s) taught (see 

fig. 3.10). Unable to control for whom previously taught the control group subjects, 

fig. 3.10 indicates lessons most likely did not focus on specific acting for the camera 

techniques.  

 
 
 Fig. 3.10: I understand the acting method(s) taught. 
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 The experimental and control group subjects responded to open-ended questions 

in Part III of the questionnaire.  

1. What is your overall response to the acting for the camera method taught in 

the course?  The general consensus of the experimental group was that it was 

helpful. 

2.  How can your knowledge of the method assist you in acting for television? 

The general consensus of the experimental group was they learned valuable 

technical aspects, such as hitting their marks and the process for filming for 

television. The control group answers mostly focused on creating a 

character. 

3. How can your knowledge of the method assist you in acting for film?  The 

general consensus of the experimental group was they understood how to 

portray natural expressions. The general consensus of the control group was 

that their method(s) learned would be useful.  

4. How can your knowledge of the method assist you in acting for 

commercials? Most of the experimental group felt prepared and understood 

the commercial process. The control group answers ranged from no answer 

to somewhat understanding the commercial process. 

5. How prepared do you feel you are able to apply your understanding of the 

method to your professional acting situations? The general consensus of the 

experimental group was that they felt either prepared or very prepared. Most 

of the control group subjects answered they were somewhat prepared.  
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6. Were the course concepts presented clearly by the instructor? The general 

consensus for each group was a yes.  

7. Would you recommend this course and its concepts to someone who wants 

to learn how to act for the camera? The general consensus of each group was 

a yes answer.  

8. Please describe two or three benefits from taking this course.  

• Knowing how to act for commercials.  

• Knowing how to speak realistically in filming.  

• Learning how to react honestly in front of the camera.  

• Doing scenes was a benefit.  

• Doing what was learned in a lecture.  

• Understanding fundamentals of acting for the camera.  

• Listening to the other actor.  

• The camera catches everything.  

• Learning how to audition.  

The control group answers included:        

• Being more comfortable in general.  

• Knowing how to project different emotions.  

• Learning a helpful approach to acting.  

• Learning how to act and take direction.  

• Learning how to do sense memory.  

• Learning what not to do.  
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 Based on answers to the open-ended questions in the questionnaires, 

experimental group subjects understood the concepts presented at least as well as the 

control group subjects, and in some cases better. Reviewing video recordings of each 

scene, the experimental group subjects overall performed more satisfactory according 

to expected outcomes.   

 To achieve as much objectivity as possible while evaluating experimental and 

control group performances of two scenes and a commercial, evaluations of 

performances for this document were based on instructor evaluations from THA 3311.  

 Overall, experimental group subjects were better prepared with their lines 

memorized to perform scenes. All experimental group subjects stood on their marks 

while less than half of control group subjects stood on their marks. Experimental 

group subjects outperformed control group subjects in the areas of listening to their 

scene partners and reacting honestly. Based on taped performances reviewed, 

approximately half of control group subjects looked at and listened to their scene 

partners compared to nearly all experimental group subjects.    

 Evaluating whether or not subjects reacted honestly is perhaps the least objective 

category of measurement for this evaluation of performances in the two-person and 

ensemble scenes. However, based on subjects actually looking at their scene partners 

and reacting according to the dialogue, experimental group subjects generally 

appeared to react honestly. In general, control group subjects reacted according to the 

dialogue. However, most control group subjects reacted with a memorized or partially 

memorized line with subjects either looking at their scripts or looking in another 
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direction. All experimental group subjects held their final thought until I said, “Cut,” 

signaling the end of recording the scene. Almost all control group subjects did not 

hold their final thought until I said, “Cut.” With the exception of one or two subjects 

from each group, subjects generally arrived for rehearsal. Subjects in each group 

generally handled props appropriately. 

  Some categories for evaluation could not be compared, because they applied to 

fulfilling the assignments as they related to THA 3311. Examples were turning in an 

outline and taking direction during rehearsal to apply suggestions to the scene. Since 

control group subjects were not enrolled in THA 3311, they were not required to 

complete an outline. Also, other than basic blocking directions to ensure each group 

understood how the scene would be filmed, control group subjects were given no 

direction for acting.           

 While there could not be an evaluation procedure that was one hundred percent 

objective, the evaluations were designed to measure more technical aspects of acting 

for the camera. This enabled closer objective examination of subjects. The evaluation 

categories were made available to the experimental group at the beginning of THA 

3311 (see fig. 3.11). The evaluations were not available to the control group. I 

depicted a comparison of evaluations for the film scenes (see fig. 3.11). 
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Name: (Subject’s name) 
 
Scene: (Name of the scene) 
 
Role: (Character)     Experimental Control  
 
Did you turn in an outline on time?    100% N/A 
 
Did you hit your mark?    100% 10% 
 
Did you portray a moment before?   96% 24% 
 
Did you listen to your scene partner?   95% 66% 
 
Did you react honestly?    100% 50% 
 
Were you prepared (knew lines)?   100% 60% 
 
Did you take direction and apply it to your scene? 100% N/A 
 
Did you hold your final thought or continue your  
final action after “cut”?    85% 42% 
 
How did you handle props (if applicable)?  N/A N/A 
 
Did you show up for rehearsal(s)?   87% 87% 
 

 
Fig. 3.11: Film scene evaluation comparing the experimental and control groups 

 
An evaluation form was also used to compare subject performances for the 

commercial audition. This evaluation form was made available to experimental group 

subjects as part THA 3311. Control group subjects did not receive this evaluation 

form. Control group subjects were not required to complete an outline or turn in a 

resume and photo. Generally, control group subjects did not stand on their marks. In 

almost all instances for the first reading of the commercial, I directed them to the 

mark. All experimental group subjects stood on their mark, looked at the camera while 
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slating, took a beat with a thought before speaking, and spoke to a specific audience. 

Most control group subjects did not take a beat with a thought before speaking. Nor 

did most control group subjects speak to a specific audience. All members of each 

group arrived for rehearsals and completed their commercial performances within 

thirty seconds (see fig. 3.12).  

Name:      Experimental Control 
     
Did you turn in an outline?    100% N/A   
 
Did you hit your mark?    100% 10%7 
 
Did you look at the camera while slating?  100% 100%  
 
Did you take a beat with a thought before speaking? 100% 40% 
 
Did you speak to your audience (demographics)?  100% 40% 
 
How did you handle props (if applicable)?   N/A N/A 
 
Did you show up for rehearsals?   100% 100% 
 
Were you prepared with script and with a  
resume/photo (if you have a photo)?   100% N/A 
 
Was your commercial 30 seconds + or – 2 seconds? 100% 100% 

 
Figure 3.12 Commercial audition and taping evaluation 

 
The most astounding result with control group scenes were instances when, 

after subjects completed their final performances, I offered some instruction on how to 

perform the scenes better. In these instances, I suggested to put the text in their own 

words then say the text as written. I also suggested for commercials that they speak to 

a specific audience. For scenes, I told subjects to truly listen and react, and to add their 
                                                
7 Percentages are rounded to an approximate value. 
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own thoughts before and after each line based on their scene partners’ reactions. In 

each of these cases, control group subjects performed the commercials and scenes at 

least as well as the experimental group subjects. With only simple instruction, control 

group subjects grasped my concepts quickly. Examples were included on a DVD. 

Because of the length of the experimental and control group recordings, only selected 

examples are on the DVD. 

While experimental group subjects had the benefit of a semester of study for 

acting for the camera, most, if not all, control group subjects demonstrated effective 

acting techniques overall. Most, but not all, control group subjects lacked some 

knowledge of technical aspects of acting for the camera. These included movement 

and non-movement, standing on marks, portraying a moment before, and basic 

audition techniques.  
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CHAPTER IV 

CONCLUSION  

Just as some of my acting teachers and some established acting teachers 

reviewed for this document adapted previous theories and their own acting 

experiences to their pedagogy, I adapted my experience and knowledge of theory to 

my pedagogy to Introduction to Acting for the Camera. In this regard Strasberg said, 

“The problems Stanislavsky saw in the creation of a performance were derived from 

his own problems and those of his actors” (42). Strasberg added, “Stanislavsky’s ideas 

came from an analysis of his experience. Theory and practice were inseparable” (44). 

Strasberg also asserted that the Method “is based not only on the procedures of 

Stanislavsky’s work, but also on the further clarification and stimulus provided by 

Vakhtangov. I have also added my own interpretation and procedures” (84). To this 

end, Meisner and Longwell said that established acting teachers “Harold Clurman, Lee 

Strasberg, Stella Adler, Bobby Lewis, and Sanford Meisner emerged from the Group 

Theatre as the preeminent teachers of what has come to be known as ‘the Method’... 

“Each one of these teachers has really made his own method, honing down and 

personalizing his approach over the years” (xiv).  

Although some, but not all, of my teachers used and applied inexact 

interpretations of Method Acting concepts in their pedagogy, and some of their lessons 

did not apply directly to performing for the camera, after clarification through research 

of current and established methodologies, I was able to adapt some of these 

educational tools to my own pedagogical methodology. In addition, with clarification 
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from my research of current and established methodologies for this document, I 

realized that some Method Acting concepts were useful in my overall development as 

an actor and as an acting teacher in that I gained further clarification of these concepts 

from their original theorists. While I rejected concepts such as Sense Memory and 

animal exercises during my early acting training, I realized these concepts were useful 

tools for me as an actor and as an acting teacher. I further realized that concepts such 

as Sense memory, relaxation, and improvisation, which I practically disregarded in my 

early development as an actor, were useful tools for acting for the camera with 

sufficient preparation time.  

According to Meisner and Longwell, “Sandy [Meisner] used to say, it takes 

twenty years to become an actor” (XV). It has taken me about twenty years to realize 

that there is no one methodology for every actor. However, the application of a model 

of interpersonal communication and interpersonal communication theory proved to be 

useful to all of the experimental group subjects. Since the time of this experiment I 

have successfully incorporated these tools into my acting for the camera pedagogy 

with tremendous results. The general consensus of recent students was that the 

concepts were easy to understand and apply to acting for the camera because they 

related to common everyday interpersonal communication.  

The application of a model of interpersonal communication and theory and my 

personal acting and teaching experience to my THA 3311 course proved to be 

successful in that all students succeeded at least as well as the control group subjects 

in demonstrating proficiency in applying lessons to assignments based on expected 
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learning outcomes. The experiment also proved that the experimental group performed 

at least as well as the control group of subjects who had similar experience, but who 

did not participate in my THA 3311 course. In some cases, experimental subjects 

outperformed control group subjects. Experimental group subjects answered in the 

questionnaire that my methodology was easy to understand and to apply to acting for 

the camera. 

Because of the technical constraints of acting for the camera, the application of 

a model of interpersonal communication to my pedagogy provided a reliable system 

for the actor to use with little or no rehearsal time, and for adapting to script and 

blocking adjustments that frequently occur during the filming process. 

The most exciting part of this experiment was the application of my 

methodology to some of the control group students after they completed their scenes 

for evaluation for this experiment. I gave simple suggestions based on my 

methodology that allowed these subjects to improve their performances with less than 

two minutes of rehearsal. The general consensus of these subjects was that my 

suggestions for improvement were easy to understand and apply to improve their 

acting. For myself as a teacher, this consensus also justified my methodology.  

SUGGESTIONS FOR FURTHER RESEARCH: LARGER SAMPLE SIZE 

If I could perform this experiment again, I would include a larger sample size 

for each study group in order to gain a broader base of results for evaluation. In order 

to accomplish this, subjects from additional university theatre programs outside Texas 

Tech would be solicited for the experiment. Also, subjects from established Method 
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training programs such as the Actors Studio might prove to be credible subjects for 

this research, because they currently learn lessons originated by Lee Strasberg and his 

current teachers. I would also attempt to draw subjects from the same very specific 

acting backgrounds and experience, because these variables could affect whether the 

subjects could act at least as well as experimental group subjects. 

SUGGESTIONS FOR FURTHER RESEARCH: ONLINE LEARNING 

Since online learning is at the forefront of many university curriculums, I 

would consider designing a study for applying my pedagogical methodology for acting 

for the camera to the adaptation of an online acting for the camera course. Since the 

experiment would be conducted with subjects online, there is a potential for a large 

sample base of subjects from across the United States and some foreign countries. The 

purpose would be to gauge whether or not an online course is an effective format for 

teaching acting for the camera based on a common model of interpersonal 

communication. Currently, some colleges and universities, including St. Petersburg 

College, teach public speaking courses online. Some of the computer applications used 

for these courses might be adaptable to teaching acting for the camera online. Also, 

since public speaking involves a performance component of delivering presentations, 

similar technology might be applied to acting for the camera. 
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APPENDIX A  

PROFESSIONAL ACTING RESUME 

TONY VALENTINE      SAG/AFTRA/AEA 

TELEVISION: 

Short Cuts (Pilot)  Series Lead   UPN 
Cybill    Recurring   CBS/Carsey-Werner 
Guy Island (Pilot)  Featured   NBC 
Days of Our Lives  Principal   NBC/Corday   
Grand Slam   Featured   New World 
Night Court   Featured   NBC 
Fresh Prince of Bel Air Featured   NBC 
Designing Women       Featured   Warner Bros. 
Murder, She Wrote  Featured                                  CBS 
Miami Vice   Featured                                NBC 
    
FILM: 
Corporate Wars  Lead    Miramax 
Psych    Co-Star   Miramax 
American Born  Starring   New World 
The Usual Suspects                 Featured   PolyGram 
Coupe de Ville  Featured   Morgan Creek  
 
THEATRE (Partial list) 
(New York) 
The Boys in the Backroom Multiple Roles   Actors Outlet Theatre 
Ghosts    Oscar    Actors Outlet Theatre 
The Rat Race   Rico    Actors Outlet Theatre 
  (Los Angeles, Regional) 
Crappy Talk   Walter    Group Rep. Theatre 
Private People, Public Places Baker    Group Rep. Theatre 
Room for Rent  Tony    The Complex 
The Martian Chronicles Spender   St. Genesis Theatre 
The Taming of the Shrew Luciento   Ensemble Group  
The Boys in the Band  Michael   St. Genesis Theatre 
The Second City   Various Sketches  Second City Theatre 
Utah Shakespearean Festival Multiple Roles   Southern Utah  
Man of Destiny  LT.    Gorilla Theatre 
Side Man   Jonsey    Gorilla Theatre 
A Streetcar Named Desire Doctor    Texas Tech Theatre 
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COMMERCIALS: 
List available upon request 

TRAINING: 
The Second City  Improvisation   Los Angeles      
American Film Institute Scene Study, Directing Los Angeles                
Lois Auer   Scene Study, Cold Reading Los Angeles              
Group Rep. Theatre  Scene Study, Movement Los Angeles 
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APPENDIX B  

TEACHING RESUME 

 
Anthony G. Valentine 
 
Objective A teaching position in a college/university communication department 
 
Experience 2010-Present   St. Petersburg College             

Adjunct Instructor, Communication 
• Using traditional and innovative educational tools in the classroom 
   and on the Internet to teach Public Speaking, Acting, and Introduction 
   to Theatre Arts 
 
2011   Barry University 
Adjunct Instructor, Communication 
• Taught Family Communications 
 
2007-2010  Texas Tech University 
GPTI Instructor, Theatre 
• Taught Acting, Professional Career Development, and Developed and 
   Taught Texas Tech’s first Acting for the Camera course 
 
2006-2007  St. Petersburg College 
Adjunct Instructor, Communication 
• Taught Public Speaking, Organizational Communication, and 
   Business/Professional Communication 
 
2006   Hillsborough Community College 
Adjunct Instructor, Communication 
• Taught Public Speaking 

 
2005-2006           University of South Florida            
Adjunct Instructor, Communication 
• Taught Public Speaking and Performance Theory 
 
1996-2005  Venue Actors Studio/ShowBiz Kids 
Acting Teacher 
• Taught Acting, Acting for the Camera, and Improvisation 
 
1985-1998  Professional Actor 
• Appeared in numerous television programs including: Cybill 
   Murder, She Wrote (CBS); and Days of Our Lives 
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• Appeared in 12 professional theatre productions  
   
Education 2007-Present Texas Tech University 
  • PhD (ABD) Fine Arts: Acting/Directing/Arts Management 
 

2005 University of South Florida     
• M.A. Communication/Performance Theory 
• Summa Cum Laude 
 
1983 University of South Florida    
• B.A. Mass Communications 
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APPENDIX C  

SCOPE AND SEQUENCE CHART FOR ACTING FOR THE CAMERA 

 
Title of Course: Introduction to Acting for the Camera I: Commercials and Film.             

This will be a hands-on course whereby students will learn through simulated on-set 

performance and audition situations for commercials and film. An On-Camera II class 

focusing on ensemble work in Episodic Television and Situation Comedies. 

Length of Course (Spring, 2008, M, W, F: 1 hour each) 
 
Grade Level: Upper  Previous Knowledge: Principles of Acting I & II 
 
Required Text: Caine, Michael. Acting in Film: An Actor’s Take on Movie Making. 
New York: Applause, 1997. 
 
Recommended: Wilson, Gwen H. Adventures and Advice About Acting in TV 
Commercials. New York: Vintage, 1994. 
 
Lesson Title Objective Activities Mastery Length of 

time 
 By the end of the 

lesson the student 
should be able to: 
 
 
 

 Test/ 
Performance 

 

The 
Differences 
between acting 
on camera and 
acting on stage 

List at least five 
differences between 
acting for the 
camera and acting 
for stage 

Lecture, 
discussion 
 
 
 
 
 

Ask students to 
list five 
differences 
between acting 
for the camera 
and acting for 
stage 

1 class 
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The 
Differences 
between acting 
on camera and 
acting on stage 
 
 

Evaluate themselves 
and each other 
during a video 
playback and assess 
whether or not they 
demonstrated the 
method 

Video 
playback, 
discussion, 

 
Peer evaluation, 
re-teach 

 
1 class 

Commercials 
 

List and explain 
three different types 
of commercials: 
Announcer, group, 
V/O (MOS) 

Video, 
discussion 

List, explain 1 class 

 
Commercial 
Audition-
Announcer 

 
Prepare a script for 
an announcer 
audition 

 
Guided 
practice 

 
Homework: 
Prepare script 

 
1 class 

Commercial 
Audition-
Announcer 

Rehearse announcer 
audition 

Taped, 
guided 
practice 

 1 class 
 

Commercial 
Audition-
Announcer 

Rehearse announcer 
audition 

Review Tape  1 class 
 

Commercial 
Audition-
Announcer 

Perform announcer 
audition 

Tape Instructor 1 class 
 

Commercial 
Audition-
Announcer 

Evaluate announcer 
audition 

Review Tape Peer evaluation, 
re-teach 

1 class 
 

Commercial 
audition-Group 
 

Perform 
improvisation for a 
group audition 

Guided 
practice 

 1 class 

Commercial 
audition-Group 
 

Perform 
improvisation for a 
group audition 

Guided 
practice 

 1 class 

Group 
Improvisation 
Audition 
 

Perform a group 
improvisation. 
Commercial 
audition 

Tape Instructor 
evaluation 

1 class 

Group 
Improvisation. 
Audition 
 

Evaluate group 
improvisation 
audition 

Playback Peer evaluation, 
re-teach 

1 class 
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Commercial 
group: Script 
 

Prepare for a group 
commercial audition 
with a script (cold 
reading) 

Lecture, 
guided 
practice 

Homework: 
Prepare script 

1 class 

Commercial 
group: Script 
 

Prepare for a group 
commercial audition 
with a script (cold 
reading) 

Lecture, 
guided 
practice 

 1 class 

Commercial 
group: Script 
 

Rehearse a group 
commercial audition 
with a script (cold 
reading) 
 

Tape, guided 
practice 

 1 class 

Commercial 
group: Script 
 
 

Perform a group 
commercial audition 
with a script 

Tape Instructor 
evaluation 

1 class 

Commercial 
group: Script 
 
 

Evaluate group 
audition with a 
script 

Playback Peer evaluation, 
re-teach 

1 class 

Film: 
Overview 

Explain basics of 
acting for film 

Video, 
lecture 

 1 class 
 

Film acting Explain and perform 
basics of acting for 
film 

Discussion, 
guided 
practice 

 1 class 

Film acting Perform and perform 
basics of acting for 
film 

Tape, guided Instructor 
evaluation 

1 class 
 

Film acting Evaluate basic 
technique 
performance 

Review Tape, 
re-teach 

Peer evaluation 1 class 

Auditioning  
 

List five proper 
techniques and five 
improper techniques 
for auditioning on 
camera in general 

Discussion, 
taped guided 
practice.  

List the 
techniques 

1 class 

Auditioning –
Script 
 

Prepare for an 
individual film 
audition with a 
script 
 

Guided 
practice 
 
 

Homework: 
Prepare script 
 
 

1 class 
 
 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

154 

Auditioning-
script 

Prepare a script for 
individual audition 

Review, 
feedback 
 

Instructor script 
evaluation 

1 class 

Auditioning-
Practice  
 
 

Rehearse an 
individual film 
audition with a 
script 

Guided 
practice, tape 

 1 class 

Auditioning-
Practice  
 

Evaluate rehearsal of 
individual film 
audition with a 
script  

Playback, 
feedback 

 1 class 

Auditioning 
 

Perform an 
individual film 
audition 

Taped  Instructor 
evaluation 

1 class 
 

Audition Evaluated the 
individual film 
audition 

Playback Peer Evaluation, 
re-teach 

1 class 

Perform scene Perform a scene 
from multiple 
camera angles, lens 
lengths 

Taped Instructor 
evaluation 

1 class 

Perform scene Evaluate performed 
scene 

Playback Peer evaluation, 
re-teach 

1 class 
 

Audition with 
partner 
 
 
 

Prepare for a film 
audition with a 
scene partner 

Discussion, 
guided 
practice 
 
 

 1 class 
 
 
 

Audition with 
partner 
 
 

Prepare for a film 
audition with a 
scene partner 

Discussion, 
guided 
practice 
 

  

Audition with 
partner 

Perform Film 
audition with a 
scene partner 
 
 
 

Tape 
 
 
 
 

Instructor 
evaluation 
 
 
 

1 class 

Audition with 
partner 
 
 
 

Evaluate the film 
audition 
 
 
 

Playback 
 
 
 
 

Peer evaluation 
 
 
 
 

1 class 
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Scenes 
 
 

Discuss basics of 
filming a two-person 
scene: Close-up, 
long shot, marks, 
etc. 
 
 

Lecture, 
demonstrate 
 
 

 
 
 
 

1 class 
 
 

Scenes 
 
 
 
 

Perform rehearsing 
with a scene partner 
(blocking, etc) 
 
 

Guided 
practice 
 
 
 

 
 
 
 
 

1 class 
 
 
 

Scenes 
 
 

Perform rehearsing 
with a scene partner 
(blocking, etc) 
 
 
 

Guided 
practice  
 

 
 
 

1 class 

Contingency 
Day 

Evaluate scenes 
from a video 

Discussion 
 
 

Peer evaluations 
 

1 class 

Scenes 
 

Perform scene 
(rehearsal) 
 

Tape 
 
 
 

 
 
 
 
 

1 class 
 
 

Scenes Perform scene 
(rehearsal) 
 
 

Tape  
 
 
 

1 class 
 
 
 

 
Scenes 
 

 
Evaluate rehearsal  
 

 
Playback, 
feedback 

Peer evaluations 
 
 

 
1 class 

 
Make-up day 

Make-up one missed 
individual (not 
group) performance 
with a 15% 
deduction 
 

 
 
 

 1 class 
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Scenes Final 
exam 

Perform a rehearsed 
scene  
 
 
 

Tape 
 
 
 
 

Instructor 
evaluation 
 
 
 
 

1 class 
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APPENDIX D  

THA 3311 INTRODUCTION TO ACTING FOR THE CAMERA SYLLABUS 

M, W, F: 8-8:50 a.m.  Instructor: Tony Valentine, M.A. 
Phone: 742-4033 ext. 250  Email: Anthony.valentine@ttu.edu 
Office: Theatre Annex 117  Hours: M, F: 9-10:30AM; Before/After Class; 
Appointments 
 
Recommended Texts (Not required): 
• Caine, Michael. Acting in Film: An Actor’s Take on Movie Making. New York: 
Applause, 1997. 
• Barr, Tony. Acting for the Camera. New York: Harper, 1997. 
• Wilson, Gwen H. Adventures and Advice About Acting in TV Commercials. New 
York: Vintage, 1994.  

 
Objectives: This course is designed to introduce students to the principles of acting for 
the camera including industry terms, auditioning and acting techniques applied to film, 
television, and commercials. Students will learn and demonstrate script analysis, 
character development, and scene performances, which will be taped and reviewed in 
a classroom setting that resembles an actual on set environment.  
 
Any cell phone, email, or web use during class will result in a “0” for class 
participation and/or a “0” for the scheduled assignment. 
 
The class will work to form a community whereby the students and the instructor 
work together to accomplish the course objectives. Each student has an equal voice 
and is invited to share his/her ideas and opinions with respect to others’ ideas and 
opinions. 
 
Make-ups: You are allowed to make up one missed performance assignment during a 
scheduled make-up day at the end of the semester. If this is a group assignment, your 
group members must agree to re-schedule. A 15 percent deduction will be applied to 
all students involved in made-up assignments. Missed assignments not made-up will 
result in a “0” grade.  
 
Course Content: Lecture/discussion, readings, assignments and participation, on 
camera rehearsal, performance, and evaluations. 
 
Expected Learning Outcomes -- By the end of the semester students will be able to: 
• Describe and demonstrate terms related to acting for the camera 
• Demonstrate on camera acting techniques  
• Analyze and prepare the text and character for film, television, and commercials 
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• Demonstrate the ability to perform film, television, and commercial scenes and cold-
readings on camera based on assigned criteria 
• Evaluate and analyze their own scenes and classmates’ scenes based on assigned 
criteria and provide constructive feedback  
• Develop professional audition skills for film, television, and commercial auditions 
 
Methods for Assessing Expected Learning Outcomes: 
• In-class, discussion, and participation 
• In-class presentations and rehearsals 
• Homework: Preparation for rehearsals and scenes. 
• In-class performances 
• Written outlines for rehearsed and performed scenes 
• Peer evaluations (Participation)  
• Instructor reserves the right to administer quizzes and/or exams throughout the 
semester 
 
Assignments: Detailed descriptions for instructor evaluation of assignments are 
attached 
 
 For all assignments: 15 points deducted if you do not turn in an outline 
           20 points deducted for missing a rehearsal 
 
1. Script analysis and preparation: Each student will be assigned specific scenes to 
rehearse and perform from. Scenes must be committed to memory and fully prepared 
for rehearsals and tapings including a one-page typed outline to be turned in with 
prepared scripts on the dates listed in the course schedule by the end of that class 
period. No late outlines will be accepted. Outlines will also be part of your scene 
assignments (15 %). 

 
2. Film Audition: Students will prepare, rehearse, and perform an audition for a film 
and provide a typed outline and peer evaluations for fellow student scenes (15 %). 

 
3. Two-person Film Scene: Students will prepare, rehearse, and perform a two-person 
film scene and provide a typed outline and peer evaluations for fellow student scenes 
(15 %). 

 
4. Ensemble Film Scene: Students will prepare, rehearse, and perform an ensemble 
film scene and provide a typed outline and peer evaluations for fellow student scenes 
(15 %). 

 
5. Announcer Commercial Cold Reading With Script: Students will prepare, rehearse, 
and perform a 30 second announcer commercial and provide a typed outline and peer 
evaluations for fellow student scenes (15 %). 
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6. Storyboard Commercial: Students will perform an ensemble improvisation 
commercial from a storyboard (15 %). 
 
7. Class participation in discussions and group activities (10 %). 
 
Grading and Evaluation: 
A = 90-100 (Excellent) 
B = 80-89 (Good) 
C = 70-79 (Average) 
D = 60-79 (Inferior-passing, but not necessarily satisfying requirements) 
F = Below 60 (Failure) 

 
Schedule and Assignments Spring, 2010 (Subject to change) 

 
Wed. Jan. 13: Course introduction, camera v stage 
Fri. Jan. 15: Through the lens, making films, terms, close up, marks, movement, etc 
Mon. Jan 18: MLK: no class  
Wed. Jan 20: Acting based on interpersonal communication  
Fri. Jan 22: Acting based on interpersonal communication.  
Mon. Jan 25: Working with a scene partner-Listen and react 
Wed. Jan 27: Working with a scene partner. Listen and react  
Fri. Jan 29: Auditioning; Cold-reading; Script preparation with outline. 
Mon. Feb. 1: Analysis & prep: Film audition: tape cold reading rehearsal, working 
with crew 
Wed. Feb. 3: Evaluate taped cold reading rehearsal 
Fri. Feb. 5: Assignment #2: Tape cold reading film audition. Outline Due 
Mon. Feb. 8: Evaluate Assignment #2: taped cold reading 
Wed. Feb. 10: Script preparation and rehearsing film scene; notation 
Fri. Feb. 12: Rehearsing film scene: blocking, establishing shot, close-up, props 
Mon. Feb. 15: Analysis & prep: Group 1Rehearsing film scene with camera 
Wed. Feb. 17: Analysis & prep: Group 2 Rehearsing film scene with camera 
Fri. Feb. 19: Analysis & prep: Group 3 Rehearsing film scene with camera 
Mon. Feb. 22: Assignment #3: Group 1 Tape two-person film scenes, pick-up shots. 
Outline 
Wed. Feb. 24: Assignment #3 Group 2 Tape two-person film scenes, pick-up shots. 
Outline 
Fri. Feb. 26: Evaluate Assignment #3 
Mon. Mar. 1: Evaluate Assignment #3 
Wed. Mar. 3: Ensemble acting; episodic television preparing the ensemble script 
Fri. Mar. 5: Working with ensemble and prepare ensemble script 
Mon. Mar. 8: Rehearsing & Blocking ensemble scene Group 1 
Wed. Mar. 10: Rehearsing & Blocking ensemble scene Group 2 
Fri. Mar. 12: Rehearsing & Blocking ensemble scene Group 3 
Mar. 13-21: Spring Break No Class  
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Mon. Mar. 22: Rehearse ensemble scene with camera Group 1 
Wed. Mar. 24: Rehearse ensemble scene with camera Group 2. Last day to withdraw. 
Fri. Mar. 26: Rehearse ensemble scene with camera Group 3 
Mon. Mar. 29: Assignment #4: Tape ensemble scene Group 1. Outline 
Wed. Mar. 31: Assignment #4: Tape ensemble scene Group 2. Outline 
Fri. Apr. 2: Assignment #4: Tape ensemble scene Group 3. Outline 
Mon. Apr. 5: No Classes  
Wed. Apr. 7: Evaluate ensemble scenes  
Fri. Apr. 9: Evaluate ensemble scenes  
Mon. Apr. 12: Commercials overview, storyboards  
Wed. Apr. 14: Preparing the commercial script: audition, cold reading  
Fri. Apr. 16: Preparing the commercial script: audition, cold reading  
Mon. Apr. 19: Analysis & prep: Tape rehearsal commercial script prepared with 
outline. 
Wed. Apr. 21: Analysis & prep: Review commercials 
Fri. Apr. 23: Assignment #5: Tape 30 second commercial audition with script. Outline 
Mon. Apr. 26: Review Assignment #5 
Wed. Apr. 28: Storyboards, improvisation commercial audition 
Fri. Apr. 30: Rehearse improvisation commercial 
Mon. May 3: Assignment #6: Tape improvisation commercial 
Sat. May 8: 4:30-7 p.m.: Review assignment #6, make-up day, odds & ends 
 

Policies 

Withdrawal: Students new to Texas Tech as incoming freshman can only drop 6 
courses in their time at Tech, irrespective of those dropped during regular add/drop.  It 
is the student’s responsibility to go to 101 West Hall to withdraw from a course. The 
last day for a student to withdraw from a course is March 24. 

Class attendance: Since timelines and presence are crucial to excellence in the 
performing arts, the Department of Theatre and Dance has adopted the following 
attendance policy:  Each student is allowed one week of excused absences before your 
final grade is affected:  for a Tues/Thurs class, that is two absences; for a MWF class, 
that is 3 absences. For each absence beyond these allotted absences, the student’s 
overall grade will be reduced by ½ grade with each subsequent absence.  In addition to 
unexcused absences, three tardies or early exits will equal one absence.  A written 
notice from the sponsoring faculty or staff member must document participation in 
official university business.  A student who is absent from classes for official 
university business day shall be allowed to take an examination or complete an 
assignment scheduled within a reasonable time. 
 
Civility in the Classroom: Students are expected to assist in maintaining a classroom 
environment that is conducive to learning.  In order to assure that all students have an 
opportunity to gain from time spent in class, students are prohibited from using cell 
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phones or beepers, eating or drinking, making offensive remarks, reading newspapers, 
sleeping, or engaging in any other form of distraction in the classroom, unless 
otherwise approved by the instructor. 

In the case of a violation of this policy, the instructor will talk with the student about 
the inappropriate behavior immediately and will follow-up after class or with a 
scheduled meeting. In the case of a second incident, the instructor will refer the 
student to the department chair who will schedule a meeting with the student.  At this 
meeting, or any subsequent meeting, the chairperson will inform the student that 
repeated deviations from expected classroom behavior will result in an immediate 
referral to the Office of the Dean of Students for disciplinary action in accordance 
with the Code of Student Conduct at Texas Tech University. 

Disability: Any student who, because of a disability, may require special 
arrangements in order to meet the course requirements should contact the instructor 
as soon as possible to make any necessary arrangements.  Students should present 
appropriate verification from Student Disability Services during the instructor’s 
office hours. Please note instructors are not allowed to provide classroom 
accommodations to the student until appropriate verification from Student Disability 
Services has been provided.  For additional information, you may contact the 
Student Disability Services office at 335 West Hall or 806-742-2405 
. 
Sexual Harassment: This course will observe the university's guidelines for avoiding 
sexual harassment. However, because theatre imitates human living, and because 
sexuality is part of life, some materials in this course may deal with sexual behaviors, 
situations and language.  Those who are easily offended by such subject matter may 
want to reconsider taking this course.  

Weapons policy:  
The Texas Tech University’s code of student conduct forbids the: Use or possession of 
weapons, including handguns, firearms, ammunition, fireworks, explosives, noxious 
materials, incendiary devices, or other dangerous substances on University premises; 
Attempting to ignite and/or the action of igniting University and/or personal property 
on fire either by intent or as a result of reckless behavior which results in damage on 
university premises. Note – Possession of weapons on university premises is 
prohibited, including concealed handguns by licensed holders.  The possession of all 
firearms, explosives devices, and restricted knives and their use for any classroom or 
lab activity supported by the department or held in department facilities, or in any way 
associated with the Department of Theatre and Dance is forbidden.  Any prop weapon 
used in any classroom or lab activity supported by the department or held in 
department facilities, or in any way associated with the Department of Theatre and 
Dance must be used in accordance with the department. – See instructor for details. 
  
Content Disclosure: Courses within the Department of Theatre and Dance usually deal 
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with works of dramatic literature, both on the page and on the stage. Sometimes the 
situations, actions, and language of these works can be off-putting or offensive to 
some students, who might be offended on the grounds of sexual explicitness, violence 
or blasphemy.  As the Department is devoted to the principle of free expression, 
artistic and otherwise, and it is not the Department’s practice to censor these works on 
any of these grounds, students who might feel unduly distressed or made 
uncomfortable by such expressions should withdraw at the start of the term and seek 
another course. 
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APPENDIX E 

ACTING TERMINOLOGY (CASTINGWORKBOOK.COM) 

ACTION! - The command from the director for the scene to begin. It also means that 
the camera is rolling. 

A.D. - The Assistant Director 

AD LIB - Extemporaneous delivery without relying on a prepared script 

ADR - Automated Dialogue Replacement: Dialogue added to a scene in post-
production. Also called “looping”. 

AEA - Actors’ Equity Association; also called “Equity” SAG’s sister union which 
represents stage actors See also BAE, CAE and MEAA. 

ACTRA - Alliance of Canadian Cinema Television and Radio Artist 

AFTRA - American Federation of Television and Radio Artists: Represents radio 
artists and news broadcasters, and, in earlier times, television performers. In more 
recent times, however, television performers may be represented by either AFTRA or 
SAG, depending on the producer’s contract. Discussions about merging the two 
organizations have been ongoing for several decades; recent Television & Film and 
Commercial Contracts have been jointly negotiated. 

AGMA - American Guild of Musical Artists 

AGVA - American Guild of Variety Artists 

AMPTP - Alliance of Motion Picture and Television Producers 

ART DIRECTOR - Person who conceives and designs the sets. 

AUDITION - A tryout for a film, TV or stage role. Usually auditions involving 
reading from the script, but can also require improvisation. 

AVAIL - A courtesy situation extended by performer or agent to a producer indicating 
availability to work a certain job. Avails have no legal or contractual status. 

BACKGROUND - The Extra performers. On the set, “Background!” is a verbal cue 
for the Extras to start their action. 
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BACK TO ONE! - The verbal cue for performers to return to the mark where they 
started the scene. 

BAE - British Actors Equity 

BANANA - Instructing the actor to move in to a scene in a slight arc, or curved path, 
versus a straight line. 

BEAT - A deliberate and slight pause (short on long) in dialogue or an action.  Most 
normally in dialogue to emphasize emotion or thought 

BEAUTY SHOT - On TV soaps, the shot over which the credits are rolled. 

BEST BOY - The assistant to the Chief Electrician, or Head Gaffer. 

Extreme CLOSE UP - Face and head fills the screen or lens from bottom of chin to 
forehead. 

BILLING - The order of the names in the title of opening credits of a film or TV 
show. 

BIO - Short for “biography”. A resume in narrative form, usually for a printed 
program or press release 

BLOCKING - The actual physical movements by performers in any scene. Also can 
refer to the movements of the camera. 

BOOKING - A firm commitment to a performer to do a specific job. 

BOOM - An overhead microphone, usually on an extended pole. The Boom Operator 
is the member of the sound department responsible for holding the boom pole, with 
the microphone attached, over and sometimes under the actors. Also usually 
responsible for placing radio microphones on actors 

BLUE SCREEN - Shooting in a studio against a large blue or green backdrop, which 
allows a background to be superimposed later on the final image. The actors must 
imagine the set they are on and be aware of the limitations of their movements. 
Casting Workbook’s Audition studio in their Vancouver location is a Blue Screen. 

BREAKAWAY - Specially designed prop or set piece that looks solid but shatters 
easily 

BREAKDOWN - A summary description of a script prepared by or for the casting 
director often including the names of the director, producer, network or studio, 
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together with audition location and times, storyline and roles available for casting in a 
production. These are, and have traditionally been, provided only to qualified talent 
agents. Breakdowns are posted on the Casting Workbook by the Casting Director and 
go out to as many as 1000 agents in 20 cities. See also Casting Notices. 

CAEA - Canadian Actors Equity Association 

CALLBACK - Any follow-up interview or audition. 

CALL SHEET - A sheet containing the cast and crew call times for a specific day’s 
shooting. Scene numbers, the expected day’s total pages, locations, and production 
needs are also included. 

CALL TIME - The actual time an actor is due on the set. 

CAMERA CREW - With the D.P. (Director of Photography) as its chief, this team 
consists of the camera operator, the first assistant camera operator (focus puller), the 
second assistant camera operator (film loader and clap stick clapper) and the dolly 
grip. 

CAMERA LEFT - Actors or subjects are positioned (or asked to move) to the left side 
of the camera frame (from the operators view/perspective).  Screen direction is the 
opposite of stage direction.  To move camera left, the actor would move to his/her 
right side. Whereas on stage, an actor would move to his left for stage left. 

CAMERA OPERATOR - The member of the camera crew who actually looks through 
the lens during a take. Responsible for panning, tilting and keeping the action within 
the frame 

CAMERA RIGHT - Opposite of camera left.  Actor moves to his/her left side. 

CASTING DIRECTOR - The producer’s representative responsible for choosing 
performers for consideration by the producer or director. 

CATTLE CALL - An audition open to many, many actors at once 

CATERER - Responsible for breakfast, lunch and dinner on a set: Different from 
Craft Services 

CHANGES - Outfits worn while performing. 

CHEAT - The actor’s adjustment of body position away from what might be 
absolutely “natural” in order to accommodate the camera; can also mean looking in a 
different place from where the other actor actually is. 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

166 

CHECKING THE GATE! - A verbal command to check the lens on the camera; if the 
lens is OK the cast & crew will move on to the next scene or shot. 

CHIEF ELECTRICIAN - Heads the electrician crew; also called the Gaffer. 

CINEMATOGRAPHER - Director of Photography 

CLOSE-UP (CU) - Camera term for tight shot of shoulders and face.  See also Big 
Head CU. 

COLD READING - Unrehearsed reading of a scene, usually at an audition. 

COMMISSION - Percentage of a performer’s earnings paid to agents or managers for 
services rendered. 

COMPOSITE - A series of photos on one sheet representing an actor’s different looks. 

CONFLICT - Status of being paid for services in a commercial for one advertiser, 
thereby contractually preventing performing services in a commercial for a 
competitor. 

COPY - The script for a commercial or voice over. 

COVERAGE - All camera shots other than the master shot; coverage might include 
two-shots and close-ups. 

COVER SHOT - An additional or extra shot of a scene, shot in addition to the master 
shot.  Shot from a different angle, lighting, etc., and used to enhance the master shot, 
or to better establish a scene, setting, etc. 

CRAFT SERVICES - On-set beverage and snack table. Different from the Caterer 

CRANE SHOT - A camera shot raised over or above the set or the action. 

CRAWL - Usually the end credits in a film or TV shot which “crawl” up the screen. 

CREDITS - Opening names in a film or TV show; also refers to a one’s performance 
experience listed on a resume or in a program. 

CSA - Casting Society of America: Professional society of Theatrical (Film, TV, 
Stage) Casting Directors. 

CUE - Hand signal by the Stage Manager 
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CUT! - The verbal cue for the action of the scene to stop. At no time, may an actor 
call, “cut!” 

CUTAWAY - A short scene between two shots of the same person, showing 
something other than that person. 

DAILIES - Screening of footage before it is edited. 

DAY PLAYER (DAY PERFORMER) - A principal performer hired on a daily basis, 
rather than on a longer - term contract. 

DAYTIME DRAMA - Soap opera 

DEMO TAPE - An actor’s audio or videotape that agents use for audition purposes. 
These are now going digital and are being uploaded to the Casting Workbook saving 
duplication and shipping costs for agents and their actors. 

DGA - Directors Guild of America 

DIALOGUE - The scripted words exchanged by performers. 

DIRECTOR - The coordinator of all artistic and technical aspects of any production. 

DIRECTOR OF PHOTOGRAPHY (D.P. or D.O.P) - Supervises all decisions 
regarding lighting, camera lenses, color and filters, camera angle set-ups, camera crew 
and film processing. 

DOLLY - A piece of equipment that the camera sits on to allow mobility of the 
camera. 

DOLLY GRIP - The crewmember that moves the dolly. 

DOUBLE - A performer who appears in place of another performer, i.e., as in a stunt. 

D.P. - Director of Photography or Cinematographer. 

DRESS THE SET - Add such items to the set as curtains, furniture, props, etc. 

DRIVE-ON PASSES - In Los Angeles, a pass to drive onto and park on a studio lot. 

DUPE - A duplicate copy of a film or tape; also, a “dub” 

8×10 - Commonly used size of a performer’s photos, usually in black and white. 
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18-TO-PLAY-YOUNGER - A performer legally 18 years old, who can convincingly 
be cast as a younger age. 

ELECTRICIAN - In film, crewmembers that place lighting instruments, focus, gel and 
maneuver the lights. 

EQUITY - Actors Equity Association (see AEA, BAE, CAEA and MEAA) Union 
representing stage actors. 

EQUITY WAIVER - In Los Angeles, 99-seat (or less) theatres, which were otherwise 
professional, over which Equity waived contract provisions under certain 
circumstances. Now officially called “Showcase code”, the term “Equity waiver” is 
still used informally. 

EXECUTIVE PRODUCER - Person responsible for funding the production. 

EXT. (Exterior) - A scene shot outside. 

EXTRA - Background performer, used only in non-principal roles. 

FIELD REP. - Union staff member who ensures contractual compliance on sets. 

FIRST A.D. - First Assistant Director; person responsible for the running of the set, 
gives instructions to crew and talent, including calling for “first team,” “quiet,” 
“rehearsal,” and “take five.” 

FIRST ASS’T. CAMERA OP. - First Assistant Camera Operator is responsible for 
focusing the camera lens during the shooting of a scene; also known as the Focus 
Puller. 

FIRST TEAM - The production term for the principal actors in a scene. 

FORCED CALL - A call to work less than 12 hours after dismissal on the previous 
day. See TURNAROUND. 

FORE GROUND CROSS - Action in a scene in which an Extra Performer passes 
between the camera and the principal actors; sometimes called a “wipe”. 

FX (Effects) - Special Effects. 

GAFFER - The Chief Electrician 

GOLDEN TIME - Contractually called 16 Hour Rule Violation for Extra Performers, 
is overtime, after the 16th hour, paid in units of one full day per hour. 
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GRIPS - Members of the film crew who are responsible for moving set pieces, lighting 
equipment, dolly track and other physical movement of equipment. 

HAND MODEL - A performer whose hands are used to double for others 

HIATUS - Time during which a TV series is not in production 

HOLDING - The designated area to which the Extra Performers report and stay while 
waiting to go on set 

HONEY WAGON - A towed vehicle containing one or more dressing rooms, as well 
as crew bathrooms. 

IATSE - International Alliance of Theatrical Stage Employees; the union, which 
represents most off - camera crewmembers. 

INDUSTRIAL - Non-broadcast film or video, usually of an educational nature 

INSERTS - Shots, usually close -ups of hands or close business, inserted into 
previously shot footage. 

INT. (Interior) - A scene shot indoors. 

LINE PRODUCER - The producer responsible for keeping the director on time and 
budget; generally the most visible producer actually on the set. 

LONG SHOT (LS) - A camera shot, which captures the performer’s full body. 

LOOPING - An in-studio technique used to fix dialogue already performed during 
principal photography by matching voice to picture. 

MARK - The exact position(s) given to an actor on a set to insure that he/she is in the 
proper light and camera angle; generally marked on the ground with tape or chalk. 

MARKER! - A verbal cue that the take has been identified on camera both verbally 
and with the slate board. 

MASTER SHOT - A camera shot that includes the principal actors and relevant 
background activity; generally used as a reference shot to record the scene from 
beginning to end before shooting close-ups, over-the-shoulders, etc. 

MATCHING ACTIONS - The requirement that the actor match the same physical 
movements in a scene from take to take, in order to preserve the visual continuity. 
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MEAL PENALTY - A fee paid by the producer for the failure to provide meals or 
meal breaks as specified by the contract. 

MIXER - Chief of the sound crew responsible for the quality of the sound recording 
on a shoot. 

MOS (Without Sound/Motion Only Shot) - Any shot without dialogue or sound 
recording. Also sometimes called S.O.C. silent on-camera. 

N.A.B.E.T - National Association of Broadcasting Employees & Technicians 

NIGHT PREMIUM - A surcharge for certain work performed after 8 p.m. 

OFF-CAMERA (OC or OS) - Dialogue delivered without being on screen. 

OUT OF FRAME - An actor outside the camera range. 

“OUT” TIME - The actual time when you are released after you have changed out of 
wardrobe and make- up. 

OVER-THE-SHOULDER - A shot over the shoulder of one actor, focusing entirely 
on the face and upper torso of the other actor in a scene; generally shot in pairs so both 
actors’ expressions can later be edited together. 

OVERDUBBING - In studio singing or voice work, the process of laying one 
soundtrack over another. 

OVERTIME (OT) - Work extending beyond the contractual workday 

P.A. - Production Assistant 

PAN - A camera shot which sweeps from side-to-side. 

PER DIEM - Fee paid by producer on location shoots to compensate performer for 
expenditures for meals not provided by the producer. 

PHOTO DOUBLE - An actor cast to perform on camera in place of another. 

PICK UP - Starting a scene from a place other than the beginning. 

PICTURE’S UP! - Warning that the sequence of cues to shoot a scene is about to 
begin. 

POV SHOT - Point-of-View shot: camera angle from the perspective of one actor. 
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POST-PRODUCTION - The phase of filmmaking that begins after the film has been 
shot. Includes scoring, sound and picture editing, titling, dubbing, and releasing. 

PRE-PRODUCTION - The phase of filmmaking before shooting begins includes 
writing, scouting locations, budgeting, casting, hiring crews, ordering equipment and 
creating a shooting schedule. 

PRINCIPAL - A performer with lines. 

“PRINT!” - A call from the director at the end of a take that that particular take is 
good enough be printed. 

PRODUCER - Often called the Line Producer; the person responsible for the day-to-
day decision making on a production 

PRODUCTION COMPANY – The company that actually makes the film or television 
show. 

PROPS - Any objects used by actors in a scene. 

PSA - Public Service Announcement 

RESIDUAL - The fee paid to a performer for rebroadcast of a commercial, film or TV 
program 

RESUME - List of credits, usually attached to an 8×10 or composite 

REWRITE - Changes in the script, often using color-coded pages to indicate most 
current version. 

RIGHT-TO-WORK-STATES - Those states, which do not honor certain union 
provisions. 

ROLLING! - The verbal cue for the camera film and audiotape to start rolling. 

ROOM TONE - A sound recording (sometimes made upon completion of a scene) to 
record existing noise at the location. Also called “wild track”. 

SAG - Screen Actors Guild 

SCALE - Minimum payment for services under union contracts. 

SCRIPT - The written form of a screenplay, teleplay, radio or stage play. 
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SCRIPT SUPERVISOR - The crewmember assigned to record all changes or actions 
as the production proceeds. 

SECOND ASSISTANT DIRECTOR - Often two or three on a set, they handle 
checking in the talent, insuring proper paperwork is filed, distribute script revisions. 
Actors check in with the 2nd A.D. upon arrival on the set. 

SECOND TEAM! - The verbal cue for the stand - ins to come to the set and be ready 
to stand in. 

SEGUE - In film or tape editing, a transition from one shot to another. 

SET - The immediate location where the scene is being filmed. 

SET-UP - Each time the camera changes position. 

SFX - Sound effects. 

SIDES - Pages or scenes from a script, used in auditions or (if on a film set) those 
scenes being shot that day. In Australia, Sides are called Scenes. 

SIGNATORY - An employer who has agreed to produce under the terms of a union 
contract. 

SLATE - A small chalkboard and clapper device, often electronic, used to mark and 
identify shots on film for editing; also the process of verbal identification by a 
performer in a taped audition (e.g., “Slate your name!”). 

SPEED! - A verbal cue that the audiotape is up to speed for recording. 

SPEC – Speculative:  Used most often to describe a speculative piece being pitched to 
others, i.e. Spec Short (film), Spec Commercial (lot’s of spec commercials are done by 
student filmmakers). 

STAGE RIGHT - To the performer’s right side, to the audience’s left side: Likewise, 
STAGE LEFT is to the performer’s left, the audience’s right. Stage directions are for 
actors, not audiences; therefore they are always given from the actor’s point of view to 
the audience. 

STANDARDS & PRACTICES - The network TV censorship departments 

STAND-INS - Extra Performers used as substitutes for featured players, for the 
purpose of setting lights and rehearsing camera moves; also known as the second 
team. 
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“STICKS” - Slate or clapboard. 

STUDIO - A building, recording room or sound stage, which accommodates film or 
TV production. 

STUNT COORDINATOR - The person in charge of designing and supervising the 
performance of stunts and hazardous activities. 

STUNT DOUBLE - A stunt person who performs stunts for a principal. 

STUNTPERSON - A specially trained performer who actually performs stunts. 

SUBMISSION - An agent’s suggestion to a casting director for a role in a certain 
production. 

SW - A notation on a call sheet that an actor is starting on that day and working on 
that day. 

SWF - A notation on a call sheet that an actor is starting, working, and finished on that 
day. 

SWEETENING - In singing/recording, the process of adding additional voices to 
previously recorded work. 

SYNDICATION - Selling TV programs to individual stations rather than to networks. 

TAFT-HARTLEY - A federal statute, which allows 30 days after first employment 
before being required to join a Union. 

TAKE - The clapboard indication of a shot “taken” or printed. 

“TAKE 5″ - The announcement of periodic five minute breaks. 

TELEPROMPTER - The brand name of a device, which enables a broadcaster to read 
a script while looking into the camera lens. 

THEATRICAL - TV shows or feature film work, as opposed to commercials. 

THREE BELLS! - An audible warning for QUIET because a scene is about to be 
filmed. 

TIGHT SHOT (Go in Tight) - Framing of a shot with little or no space around the 
central figure(s) of feature(s); usually a close-up 
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TILT - The up and down movement of a camera 

TIME-AND-A-HALF - Overtime payment of 1 1/2 times the hourly rate 

TRACKING SHOT - A shot taken while the camera is moving, either on a dolly or a 
mounted on a moving vehicle. 

TRADES - Short for “trade papers” - The newspapers and periodicals such as the 
Hollywood Reporter and Variety that specifically feature information on the 
entertainment industry. 

TREATMENT - Longer version of a Synopsis of a story for a film: More detailed 
outline of the plot, characters, and high points of a film.  

TURNAROUND - (a) The number of hours between dismissal one day and call time 
the next day. (b) To shoot a scene from another direction. 

TWO-SHOT - A camera framing two persons 

UNDERSTUDY - A performer hired to do a role only if the featured player is unable 
to perform. Used primarily in live theatre. 

UPGRADE - The promotion of an extra performer in a scene to the category of 
principal performer. 

UPM - Unit Production Manager - Oversees the crews and is handles the scheduling 
and all the technical responsibilities of the production. 

UP STAGE - (a) The area located at the back of the stage. Down Stage is the area in 
front of the performer. (b) To draw attention to oneself at the expense of a fellow 
performer. 

V.O. - Voice over. An off-camera voice coming either from an actor not in the frame, 
or from a secondary source such as a speakerphone or answering machine 

VOUCHER - Time slip with all pertinent information needed for getting paid 
properly. 

W - A notation on the call sheet indicating that an actor is working that day. 

WAIVERS - Union-approved permission for deviation from the terms of a contract. 

WARDROBE - The clothing a performer wears on camera. 
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WARDROBE ALLOWANCE - A maintenance fee paid to on-camera talent for the 
use (and dry cleaning) of talent’s own clothing. 

WARDROBE FITTING - A session held prior to production to prepare a performer’s 
costumes. 

WEATHER PERMIT CALL - Due to weather conditions, the production company 
has the option to release an actor four hours after the call time (if the camera has not 
started to roll) with a reduced rate of pay for the day. 

WGA - Writers Guild of America 

WGC - Writers Guild of Canada 

W/N - Will Notify. A notation on a call sheet that tells the actor that he/she will 
probably work that day but the specific time has not yet been decided. 

WRAP - The completion of a day’s filming or of the entire production. 

WRAP PARTY - The end of the production party. 

ZOOM - A camera technique with a special lens to adjust the depth of a shot, 
accomplished without moving the camera. 
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APPENDIX F  

LESSON 1 PLAN: DIFFERENCES BETWEEN ACTING FOR THE CAMERA AND ACTING FOR 
THE STAGE 

Time Required: One class.  
Teaching and guided practice 
Guided practice 
Evaluation. Re-teaching may occur in the next class 

 
Focus: Teacher plays a video clip that shows scenes from a silent film, a film from the 
1930s, and a modern film. Can you describe the acting style in each film? How is this 
different from acting for the stage? 
  
 Alternative: Teacher discusses the above films and filming and acting styles. 
 
Objective: (Written on the board) By the end of the lesson, students will be able to list 
five differences between acting for the camera and acting for theatre.  
 
Presentation: 
1. Refer to the focus example and explain the technical aspects related to acting for the 
camera and acting for the stage.  
2. Define acting for the camera and acting for the stage. Relate to focus. Explain 
reacting in the moment by encoding and decoding. 
3. Give examples. Ask a student a question. 
4. Ask students for examples from their acting experiences. 
5. Discuss examples of acting for the camera and acting for the stage and give non- 
criteria examples. For example, while acting for the camera does not involve 
projecting to an audience, actors project differently for film.  
6. Give non-examples. 
7. Explain on the board how film actors project, hit their marks, and act for the camera 
as the audience. Explain technical terms. 
8. Demonstrate technical aspects, such as hitting the mark and acting for the camera as 
the audience. Give students handouts of scenes. 
 
Guided practice: The students will practice projecting to an audience and projecting to 
their scene partners. Video students and play back for discussion. 
 
Independent practice: Practice movement and voice for the camera. 
 
Closure: Now that we’ve discussed and demonstrated the differences between acting 
for the camera and acting for the stage, we’ll apply this to a scene next class. We’ll 
practice then perform scenes demonstrating hitting your mark and acting to your scene 
partner, rather than to a theatre audience for evaluation. 
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Feedback/Independent practice: Guided practice/video 
    Grading of performance  
    Re teach if necessary 
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APPENDIX G  

 LESSON 2 PLAN: METHODOLOGY FOR ACTING FOR THE CAMERA BASED ON 
INTERPERSONAL COMMUNICATION 

 
Time Required: Two classes.  

Class one: Teaching and guided practice 
Class two: Guided practice, evaluation, re-teaching may occur in the next class 

 
Focus: Teacher plays a video from a contemporary film and asks, “How can you make 
your acting as natural as demonstrated?”  
 
 Alternative: Teacher discusses the above film and asks students how they 
could act in a way that allows them to appear natural in film. 
 
Objective: (Written on the board) By the end of the lesson, students will be able apply 
everyday interpersonal communication to acting for the camera 
 
Presentation: 
1. Refer to the focus example and review the technical aspects related to acting for the 
camera. 
2. Define basic interpersonal communication. Explain and demonstrate how to apply 
models for interpersonal communication to acting for the camera. Relate to focus. 
Explain reacting in the moment by encoding and decoding. 
3. Give examples. Ask a student a question about everyday communication. 
4. Ask students for examples from their acting experiences and from their everyday 
communication. 
5. Discuss and demonstrate examples of acting for the camera using interpersonal 
communication.  
6. Give non-examples. 
 
Guided practice: Have the students practice demonstrating the concepts explained and 
demonstrated. Tape students and play back for discussion. 
 
Independent Practice: During an everyday conversation, identify the concepts 
presented. 
 
Closure: Now that we’ve discussed and demonstrated applying everyday interpersonal 
communication to acting for the camera, the next class will apply this to listening and 
reacting in the moment based on the concepts learned. We’ll practice then perform 
scenes demonstrating the concepts.  
 
Feedback/Independent practice: Guided practice/video. Re teach if necessary 
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APPENDIX H  

LESSON 3 PLAN: LISTENING AND REACTING IN THE MOMENT OF DIALOGUE 

 
Time Required: Two classes.  

Class one: Teaching and guided practice 
Class two: Guided practice, evaluation, re-teaching may occur in the next class 

 
Focus: Teacher plays a video clip that shows actors reacting in the moment and asks: 
How do you do that? 
 
 Alternative: Teacher tapes students reacting in an exercise then plays the tape 
back to show reacting. 
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate reacting in the moment to a scene partner based on the methodology for 
acting for the camera.  
 
Presentation: 
1. Refer to the focus example of interpersonal communication, sense memory, and 
emotional memory. 
2. Define reacting in the moment and subtext. Relate communication model and terms.  
    Explain reacting in the moment by encoding and decoding. 
3. Give examples. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of reacting and give non-criteria examples. For example, while 
anticipation does allow reacting, it is more pre-planned than reacting in the moment. 
6. Give non-examples. 
7. Explain on the board how we naturally react based on interpersonal communication. 
8. Demonstrate how to react to a scene partner. Give students handouts of scenes. 
 
Guided practice: Have students practice reacting with a scene partner using sense 
memory, emotional memory, and interpersonal communication. 
 
Closure: Now that we’ve discussed and demonstrated reacting in the moment, we’ll 
apply this to a scene next class. We’ll practice then perform scenes for evaluation the 
following class. 
 
Feedback/Independent practice: Guided practice 

    Grading of performance  
    Re teach if necessary 
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APPENDIX I  

LESSON 3A PLAN: LISTENING AND REACTING IN THE MOMENT OF DIALOGUE FOR 
CORONADO HIGH SCHOOL (DR. FEHR’S COMMENTS FROM HIS EMAIL REPLY IN 

ITALICS) 

 
Time Required: Three classes.  

Class one: Teaching and guided practice (Lesson condensed for one day) 
Class two: Guided practice 
Class three: Evaluation. Re-teaching may occur in the next class 
 

Focus: Teacher plays a video clip that shows actors reacting in the moment and asks: 
How do you do that? Go with this. Focus should be quick and not much student 
involvement. Goal is to get their attention, leading to their later involvement. 
 

Alternative: Teacher tapes students reacting in an exercise then plays the 
tape back to show reacting. 

 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate reacting in the moment to a scene partner. This is important in film 
acting, because scenes are shot from multiple angles, including from far away and 
from close up. Actors have to repeat the same actions each time and their reactions 
must be honest and believable. 
 
Presentation: 
1. Refer to the focus example. 
2. Define reacting in the moment, subtext. Relate communication model and terms. 
    Explain reacting in the moment, encoding and decoding. (Not used for this lesson) 
3. Give examples. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of reacting and give non-criteria examples. For example, while 
anticipation does allow reacting, it is more pre-planned than reacting in the moment. 
6. Give non-examples (mugging, exaggerated gestures). 
7. Explain on the board how we naturally react based on interpersonal communication. 
(I dispensed the discussion about theories of communication related to acting.) 
8. Demonstrate how to react to a scene partner. Give students handouts of scenes. 
Guided practice: Have students practice reacting with a scene partner. 
 
Closure: Now that we’ve discussed and demonstrated reacting in the moment, we’ll 
apply this to a scene next class. We’ll practice then perform scenes for evaluation the 
following class. 
 
Feedback/Independent practice: Guided practice 

    Grading of performance (N/A) 
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                 Re-teach if necessary 
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APPENDIX J 

LESSON 4 PLAN: AUDITIONING AND COLD READING WITH LITTLE OR NO 
PREPARATION TIME 

 
Time Required: Five classes.  

Class one: Teaching and guided practice 
Class two: Guided practice 
Class three: Rehearse and evaluate 
Class four: Perform auditioning and cold reading 
Class five: Evaluation. Re-teaching if necessary 

 
Focus: Teacher hands students a short scene and asks: If I were to give you 20 minutes 
to prepare for an audition with this scene, how would you prepare? 
 
 Alternative: Handout scenes and ask students to read the scenes.  
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate auditioning and cold reading for the camera.  
 
Presentation: 
1. Refer to the focus example.  
2. Define auditioning and cold reading for the camera. Explain the difference between 
a cold reading and a prepared audition. 
3. Give examples. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of reacting and give non-criteria examples. 
6. Give non-examples. 
7. Explain on the board how to prepare for an audition. 
8. Demonstrate how to prepare the scene. Give students handouts of scenes. 
 
Guided practice: Have students practice reading the scene using my methodology. 
 
Closure: Now that we’ve discussed and demonstrated auditioning and cold reading for 
the camera, we’ll apply this to a scene next class. We’ll practice then perform scenes 
for evaluation the following class. 
 
Feedback/Independent practice: Guided practice/video 

    Grading of performance  
    Re teach if necessary 
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APPENDIX K  

TWO-PERSON FILM SCENES  

DAYS OF OUR LIVES 
 
INT. – BO’S BOAT – DAY 
BO ENTERS AND LOOKS AROUND 
 

BO 
Carly! Carly…where are you, Princess? 
 

SUDDENLY HE SPOTS A SUITCASE ON THE BED, HALF-PACKED. 
 

BO 
What the hell? 
 

CARLY ENTERS 
CARLY 

Bo…I’m glad you’re here. 
 

BO 
What’s going on here? You going 
away on business or something? 
 

CARLY 
Not exactly… 

BO 
Then What? (OFF HER SERIOUS EXPRESSION) 
Hey…don’t keep me standing here playing 
twenty questions. You know I’m no good at games. 
 

CARLY 
I don’t know how to say this, Bo. 
 

BO 
(SMILES) You better figure out a way fast. 
Because I’m starting to get some crazy 
ideas running through my head… 
 

CARLY 
I’m leaving. Tonight. Forever. 
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BO 
Let’s take this nice and slow. 
You’re leaving me? For real? 
 

CARLY 
I don’t have a choice. 
 

BO 
Save the bull, okay. “I don’t have a  
choice" is a line. I ask you why you’re 
going, I sure as hell deserve a straight answer! 
 

CARLY 
Don’t do this, Bo. Just let go… 
 

SHE STARTS TO WALK AWAY. BO STOPS HER. 
 

BO 
Don’t walk out that door, damn it! 
 

CARLY 
Bo… 

NOTTING HILL 
 
EXT. WILLIAM'S TERRACE - DAY 
 
 The two of them on the rooftop terrace, passing the day. William is reading 
'The bookseller.'  The terrace is small and the plants aren't great -- but it overlooks 
London in a rather wonderful way.  Spike still in scuba gear, goggles on. 
 
    SPIKE 
  There's something wrong with the 
  goggles though... 
 
    WILLIAM 
  No, they were prescription, so I could 
  see all the fishes properly. 
 
    SPIKE 
  Groovy.  You should do more of this 
  stuff. 
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_____________________________________________________ 
START 
↓    WILLIAM 
  So -- any messages? 
 
    SPIKE 
  Yea, I wrote a couple down. 
 
    WILLIAM 
  Two?  That's it? 
 
    SPIKE 
  You want me to write down all your 
  messages? 
 
 William closes his eyes in exasperation. 
 
    WILLIAM 
  Who were the ones you didn't write 
  down from? 
 
    SPIKE 
  Ahem -- let's see -- ahem. No. Gone 
  completely. Oh no, wait. There was -- 
  one from your mum: she said don't 
  forget lunch and her leg's hurting 
  again. 
 
    WILLIAM 
  Right.  No one else? 
 
    SPIKE 
  Absolutely not. 
 
 Spike leans back and relaxes. 
 
    SPIKE 
  Though if we're going for this 
  obsessive writing-down-all-messages 
  thing -- some American girl called 
  Anna called a few days ago. 
 
 William freezes -- then looks at Spike. 
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    WILLIAM 
  What did she say? 
 
    SPIKE 
  Well, it was genuinely bizarre... 
  she said, hi -- it's Anna -- and then 
  she said, call me at the Ritz -- and 
  then gave herself a completely 
  different name. 
 
    WILLIAM 
  Which was? 
 
    SPIKE 
  Absolutely no idea.  Remembering one 
  name's bad enough... 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

187 

APPENDIX L  

LESSON 5 PLAN: PREPARING FOR AND PERFORMING A TWO-PERSON FILM SCENE 

 
Time Required: Nine classes 

Classes one-two: Teaching and guided practice 
Classes three-five: Guided practice: Rehearsing 
Classes six-seven: Assignment: Perform and tape scene 
Classes eight-nine: Evaluation. Re-teach if necessary 

 
Focus: Teacher reads scenes without using the process of preparation outlines in the 
cold reading audition lesson. The teacher asks, “How did I appear?”  
 
 Alternative: Handout scenes and ask students to read the scenes.  
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate preparing for and performing a two-person film scene.  
 
Presentation: 
1. Refer to the focus example.  
2. Define preparation and explain the differences between preparing for filming a 
scene and preparing for an audition.  
3. Give examples. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of scene preparation. Give non-criteria examples. 
6. Give non-examples. 
7. Explain on the board how to prepare the scene. 
8. Demonstrate how to prepare the scene. Give students handouts of scenes. 
 
Guided practice: Have students practice reading the scene using my methodology. 
 
Closure: Now that we’ve discussed and demonstrated preparing the two-person scene 
for filming, we’ll apply this to a scene next class. We’ll practice then perform scenes 
for evaluation the following class. 
 
Feedback/Independent practice: Guided practice/video 

    Grading of performance  
    Re teach if necessary 
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APPENDIX M  

FILM AUDITION AND ASSIGNMENT EVALUATION 

 
Name: 
 
Did you turn in your outline? 
 
Were you prepared? 

  Script: 

  Resume/Photo (if you have a photo (not required)) 
 
Did you hit your mark? 
 
Did you begin with a thought about what you are going to say before you say it? 
 
Did you slate properly? 
 
How did you handle props (if applicable)? 
 
Were you dressed close to how the character would dress for the scene? 
 
Did you listen to your scene partner and react to him/her properly? 
 
Did you show up for rehearsals? 
 
Overall: 
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APPENDIX N 

OUTLINE FOR FILM AUDITION AND FILM ASSIGNMENTS 

 
Name: 

Scene: 

Role: 
 
Age: 
  
What does your character want in the scene? 
 
Why does he/she want it? 
 
Who are you talking to? 
 
How do you feel about him/her? 
 
What happened the moment before and how does that affect you for this scene?  
 
What are you basically doing and/or saying in the scene? 
 
Are there any props?  
 
If so, how will you handle them? 
 
Overall: 
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APPENDIX O 

LESSON 6 PLAN: PREPARING FOR AND PERFORMING AN ENSEMBLE SCENE  

 
Time Required: Thirteen classes, including rehearsal and taping.  

Classes one-two: Teaching and guided practice 
Classes three-eight: Guided practice: Rehearsing and blocking 
Classes nine-eleven: Assignment: Perform scene/video 
Classes twelve-thirteen: Evaluation. Re-teaching may occur in the next class 

 
Focus: Teacher plays a video example of an episodic television scene. What are some 
differences between acting for a two-person film scene and acting for an ensemble 
television scene?  
 
 Alternative: Handout scenes and ask students to read the scenes.  
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate preparing for and acting in an ensemble episodic television scene.  
 
Presentation: 
1. Refer to the focus example.  
2. Define preparation and explain the differences between preparing for a two-person 
film scene and an ensemble television scene.  
3. Give examples and definitions. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of scene preparation and acting. Give non-criteria examples. 
6. Give non-examples. 
7. Explain on the board how to prepare the scene using the methodology for acting for 
the camera. 
8. Demonstrate how to prepare the scene. Give students handouts of scenes. 
 
Guided practice: Have students practice reading the scene using my methodology. 
 
Closure: Now that we’ve discussed and demonstrated preparing the ensemble episodic 
television scene for filming, we’ll apply this to a scene next class. We’ll practice then 
perform scenes for evaluation the following classes. 
 
Feedback/Independent practice: Guided practice/video 

    Grading of performance  
    Re teach if necessary 
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APPENDIX P  

ENSEMBLE FILM SCENES  

RESERVOIR DOGS 

INT. – WAREHOUSE – DAY 
 

JOE 
(Pointing to Mr. Orange) 

This man set us up. 
 

EDDIE 
Daddy, I’m sorry, but I don’t know what  
the hell’s happenin’. 

 
JOE 

That’s alright, Eddie, I do. 
 

MR. WHITE 
(to Joe) 

What the fuck are you talking about? 
 

JOE 
(Pointing to Mr. Orange) 

That lump of shits working with the LAPD. 
 

MR ORANGE 
I don’t have the slightest fuckin idea what you’re  
talking about. 

 
MR. WHITE 
(very calmly to Joe) 

Joe, I don’t know what you think you know,  
but you’re wrong. 

 
JOE 

Like hell I am. 
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MR. WHITE 
(very calmly) 

Joe, trust me on this, you’ve made a mistake.  
He’s a good kid. I understand you’re hot, you’re 
super-fuckin pissed. But you’re barking up the  
wrong tree. I know this man, and he wouldn’t do that. 
 

JOE 
You don’t know jack shit. I do. This rotten  
bastard tipped off the cops and got Mr. Brown 
and Mr. Blue killed. 
 

EDDIE 
The motherfucker killed Vic. 
 

MR. WHITE 
How do you know all this? 
 

JOE 
He was the only one I wasn’t a hundred percent 
On. I should have my fucking head examined.  
But he seemed like a good kid, and I was impatient 
and greedy and all the things that fuck you up. 
 

MR. WHITE 
(screaming) 

That’s your proof? 
 

JOE 
You don’t need proof when you got instinct. 

 
He WHIPS out a revolver and aims it at Mr. Orange. 
 
Mr. White brings his .45 and aims it at Joe. 
 
Eddie raises his gun, pointing it at Mr. White. 
 

EDDIE 
Have you lost your fucking mind? 
Put your gun down! 

 
MR. WHITE 

Joe, you’re making a terrible mistake I  
can’t let you make. 
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EDDIE 
Stop pointing your fucking gun at my daddy! 

 
Joe never takes his eyes off Mr. Orange. 
 

JOE 
Don’t worry, Eddie. Me and Larry have been  
friends a long time, he ain’t gonna shoot. We  
like each other too much. 

 
MR. WHITE 

Joe, if you kill that man, you die next.  
Repeat, if you kill that man, you die next! 
 

EDDIE 
C’mon, guys, nobody wants this. We’re 
supposed to be fucking professionals! 

 
JOE 

Larry, I’m gonna kill him. 
 

MR. ORANGE 
I’m not a fucking cop! 

 
MR. WHITE 

Damn you, Joe. Don’t make me do this! 
 

JOE 
Larry, I’m asking you to trust me on this. 

 
MR. WHITE 

Don’t ask me that. 
 

JOE 
I’m not asking. I’m Betting. 

 
Joe’s eyes go back to Mr. Orange. 
 

EDDIE 
Don’t point that gun at my dad! 

AMERICAN PIE 

INT. – EAST GREAT FALLS – SENIOR LOCKERS – DAY 
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KEVIN, JIM, and OZ are still walking down the hall. PAUL FINCH, preppy, 
eccentric, is sitting on a bench. 
      

JIM 
   There’s out man. 
 
     KEVIN 
   Finch, you got the Latin homework? 
 
     FINCH 
   Non Habeo. Canis meus id comedit. 
 
The guys keep staring. A beat. 
 
     KEVIN 
   Whatever. 
 
Someone is HOLLERING down the hall. Running towards OZ is STEVE STIFLER – 
very clean-cut and preppy, he’s a manic, a jackass, much worse than OZ. Not really 
part of the group. 
 
     STIFLER 
    (yelling) 
   Nova!! 
 
     OZ 
   Stifler! 
 
Stifler runs full-force into OZ, grabbing him in a bear hug. 
 
     STIFLER 
   You coming to party tonight, Ostreicher,  

ya fuckface? 
 
  OZ 
Depends if my date wants to stop by. 
 
  STIFLER 
That junior chick? 
 
  OZ 
Nah, gave her the Heisman. I’m working 
on something new. 
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  STIFLER 
Yeah right. I got an idea for something new. How 
‘bout you guys actually locate your dicks, remove 
the shrink wrap, and fuckin’ use ‘em. 
 
  OZ 
Dude, it’s gotta happen – she’s a college chick! 
 
  STIFLER 
Bullshit. From where? 
 
  OZ 
She works part-time at my dad’s store. 
 
  STIFLER 
Hah! Yea, Oz, I bet it’s more like your dad 
works at her store. 
 
  OZ 
Dude, he does not. 
 
  KEVIN 
Really, Stifler, He’s the manager. 
 

Oz gives a little nod, avoiding the issue. 
 
     STIFLER 
   Hey, man, I’m not making fun. I’m fuckin’ 
   impressed. I mean, “Foot long or six inch, white or  
   wheat,” that’s some serious shit to master. 
 
     Kevin 
    (half-joking) 
   Stifler, you’re such an asshole. 
 
     STIFLER 
   Meyers, what’s the deal with you and Vicky, 
   anyway? You’ve been going out since Homecoming  
   and all she’ll do is blow you? Shit, I’d drop her 
   like a steaming turd. 
 
     FINCH 
   Do you commonly grasp warm pieces of stool? 
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     STIFLER 
    (momentarily puzzled) 
   I do when I’m throwing them at your mom, you 
   damn freak. 
    (then) 
   Alright then, see you guys tonight. I’ll look for you 
   in the No Fucking section. 
 
The guys all take this a little too seriously to have a comeback. STIFLER just 
LAUGHS OBNOXIOUSLY as he walks off. 
   

THE 40-YEAR-OLD VIRGIN 
 
INT. – STORE – NIGHT 
 
Guys playing poker. 
 
     CAL 
   That is lame. 
 
     DAVID 
   Why don’t you give us a good sex story, 
   Andy. 
 
     ANDY 
   I don’t kiss and tell. 
 
     JAY 
   Come on, give us a good, dirty one. 
   The dirtiest thing you’ve ever done. 
 
     ANDY   

I can’t. I’m a gentleman. 
 
     CAL 
   You’re a freak. I can tell. 
  

DAVID 
   Lay one on us. 
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ANDY 
    (After a breath) 
   Ok…well…I went with this girl, she  
   loved having sex. She’d scream, “I  

love it.” It was so dirty. We had sex  
in every room in the house. She was on 
the kitchen table naked… 
 
  DAVID 
And did you nail her? 
 
  ANDY 
I nailed her so bad. We were  
swinging from the chandelier. 
 
  JAY 
What was her name? 
 
  ANDY 
Tan-dra. Man it was crazy. 
 
  CAL 
Sounds crazy. 
 
  ANDY 
I’m embarrassed to even talk about  
it. 
 
  DAVID 
Did she like to talk during sex? 
 
  ANDY 
She was talking the whole time. She  
could barely walk the next day. Me  
so horny. 
 

They all laugh, and look at each other, realizing Andy is full of it. 
 
     JAY 
   What were her tits like? 
  

ANDY 
They were good. Good tits. 
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CAL 
Her nipples? 
 
  ANDY 
Yeah. Nipples. 
   

DAVID 
What were they like? 
 
  JAY 
Give us some details. Were they long  
nips? Flat nips? Big silver dollar nips? 

   
ANDY 

They were like a dollar. Like ten dollars. 
 
  DAVID 
What? 

 
CAL 

   Huh? How long did you last? 
   

ANDY 
   An hour. 
 
     DAVID 
   Of screwing? 
 
     ANDY 
   Yeah. Sometimes a little less. 
 
     CAL  
   So sex with you could last a whole  

day. 
 
  ANDY 
Yeah. Even more. 
   
  CAL 
Did you use a rubber or a sponge? 

    
  ANDY 
Sponge. What do you guys use? 
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  JAY, DAVID, CAL 
Sponge. 
   

JAY 
Any back door action? 
 
  ANDY 
Back door. Side door. And a couple  
of windows. 

  JAY 
Oh my God. You’re a fucking virgin. 
 
  ANDY 
Not since I was ten. 
 
  DAVID 
Leave him alone. 
 
  JAY 
What? I want to help him. I want to  
Get him laid. I’m going to be your pimp. 
 

OCEAN’S ELEVEN 
 
DANNY and RUSTY explain the job to the group. 
 
     RUSTY 
   It’s a privately owned home. But  
   don’t let that fool you. It’s 
   extremely well protected. 
 
A photo of a four-story canal house is displayed on a flat screen connected to 
Livingston’s computer. 
 
     LINUS 
   What are we after? 
 
     DANNY 
   A document. A very old, very 
   valuable document. 
 
A photo labeled “The Vanderspeigle Document” is displayed on screen. 
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     VIRGIL 
   What is it? 
 
     RUSTY 
   A stock certificate. 
 
     DANNY 
   The first one ever issued, from the  

first corporation on the planet. The  
Dutch East India Trading Company. It’s  
the only one of its kind on the planet  
and it’s worth a boatload. 

 
   VIRGIL 

What’s our cut? 
 
   RUSTY 

2.7 million after expenses 
 

A beat. VIRGIL seems confused. 
 
     VIRGIL 
   Each? Who negotiated this? 
 
DANNY and RUSTY look at LINUS. 
       

LINUS 
   Thanks. 
 
     VIRGIL 
   What do we know so far? 
 
    DANNY 
  There’s a dummy key pad by the 
  front door. 
   (points to diagram) 
  But the alarm is really controlled 
  by the keypad in Mr. Vanderspeigle’s 
  second floor office. Now, here’s the good 
  news: we already know the system’s master 

code. Evelyn gave it to us. 
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LINUS 
That’s not good news. That’s really 
good news. 
 
  VIRGIL 
We just wait until he leaves. 
   

DANNY 
Yeah, well…that’s the bad news. 
 
  RUSTY 
He doesn’t. 

 
LINUS flinches. Doesn’t like what he’s hearing. 
 
    DANNY 
  He’s agoraphobic. 
 
    VIRGIL 
  So he’s never been out of his house? 
  Ever? 
 
    RUSTY 
  Not once since he moved in ten 
  years ago. 
 
    LINUS 
  Doesn’t this guy believe in fresh air? 
          
    RUSTY 
  Cracks his windows at night… 
  that’s about it. 
 
    VIRGIL 
  Can we tap into the system from the 
  outside through the phone line?    

 
RUSTY 

  No. It’s a closed-loop system with 
  two redundant servers locked into  
  titanium cases in the guy’s bedroom. 
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LINUS 
  Could we use a remote device to  

trigger the panel? 
 
  DANNY 
It’s hard-wired and shielded. 
 
  VIRGIL 
Guys, am I missing something here? 
We know his damn code, right?  
You’re telling me with that much 
information we can’t find a way 
into this freak’s house? 

 
LINUS flinches again. He seems to be reacting to the term “freak.” 
 
    VIRGIL 
  Can’t we just get a telephone repair 
  truck…put the basket up and use a… 
 
    LINUS 
  A telescoping rod… 
 
    VIRGIL 
  A telescoping rod through the open 
  window to tap out the guy’s code? 
 
    RUSTY 
  The street in front of the house is 

blocked off to vehicles. 
   

DANNY 
And it’s covered by five  
independently wired surveillance cameras… 
 

RUSTY 
  …Monitored 24-hours a day by a  

security company. 
   

VIRGIL 
God, this guy is really a freak. 
 
  RUSTY 
Crazy freak. 
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LINUS reacts again to the term “freak” It really bothers him. Danny notices. 
 

DANNY (to LINUS) 
  Something wrong? 
 
    LINUS 
  Just…don’t call the guy a freak, Okay? 
 
Everyone turns and looks at LINUS like he’s a freak. 
 
    LINUS (con’t) 
  What? 
 
    LINUS (con’t) 
  What? I mean, am I the only one here 
  who feels funny about stealing from 
  a…a…handicapped guy? 
 
Danny looks to one side of the room, then the other. 
 
    DANNY 
  Yeah. 
 
The rest of the room agrees. 
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APPENDIX Q 

LESSON 7 PLAN: PREPARING FOR AN ANNOUNCER TELEVISION COMMERCIAL 
AUDITION 

 
Time Required: Seven classes, including rehearsal and taping.  

Class one: Teaching: Commercials overview and the announcer commercial 
 audition 
Classes two-three: Guided practice: Preparing the Announcer Commercial 

Script 
Class four: Review and evaluate 
Class five: Rehearse and evaluate 
Class six: Perform commercial audition 
Class seven: Evaluation. Re-teach if necessary 

 
Focus: Teacher shows videos of announcer commercials. How would you prepare for 
an Announcer Television Commercial Audition?  
 
 Alternative: Handout scenes and ask students to read the scenes.  
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate preparing for and performing an Announcer Television Commercial 
Audition.  
 
Presentation: 
1. Refer to the focus example.  
2. Define and explain the Announcer Television Commercial. 3. Give examples. Ask a 
student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of scene preparation. Give non-criteria examples. 
6. Give non-examples. 
7. Explain on the board how to prepare the scene. 
8. Demonstrate how to prepare the scene. Give students handouts of scenes. 
 
Guided practice: Have students practice reading the scene using my methodology. 
 
Closure: Now that we’ve discussed and demonstrated preparing for and performing in 
the announcer television commercial audition, we’ll apply this to a scene next class. 
We’ll practice then perform scenes for evaluation the following class. 
 
Feedback/Independent practice: Guided practice/video 

    Grading of performance  
    Re teach if necessary 
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APPENDIX R  

EVALUATION FOR COMMERCIAL AUDITION AND ASSIGNMENT 

Name: 
 
Did you turn in an outline? 
 
Did you hit your mark? 
 
Did you look at the camera while slating? 
 
Did you take a beat with a thought before speaking? 
 
Did you speak to your audience (demographics)? 
 
How did you handle props (if applicable)? 
 
Did you show up for rehearsals? 
 
Were you prepared with script and with a resume/photo (if you have a photo)? 
 
Was your commercial 30 seconds + or – 2 seconds? 
 
Overall: 
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APPENDIX S 

OUTLINE FOR ANNOUNCER COMMERCIAL AUDITION AND COMMERCIAL ASSIGNMENT 

Name: 

Product/service: 

Who are you speaking to in TV land? 

 Age range? 

 Ethnicity? 

 Gender? 

 Social Status? 
 
Now that you know to whom you are speaking, how does that affect your delivery and 

body language? 

 
What are you really selling? 
 
 Example: Michelob Beer    

       Taste? 

                             Convenience? 

       Price 
 
 Example: Airline 

       Comfort? 

       Price? 

                            The destination? 
 
What do you want your viewer(s) to do when they see your commercial? 
 
Comments? 
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APPENDIX T  

COMMERCIAL SCRIPTS  

COMMERCIAL #1 
 
VIDEO     AUDIO 
_____________________________________________________________________ 
 
Man/Woman at computer   I NEEDED A NEW COMPUTER 
 
 
Man/Woman at CompUSA   WITH TECHNOLOGY CHANGING 
FASTER 
      THAN I CAN KEEP UP, I WAS 
CONFUSED 
 
      SO I WENT TO THE EXPERTS AT 
COMP USA 
 
      THEY HELPED ME FIND A NEW 
COMPUTER  
      THAT DID JUST WHAT I NEEDED 
 
      AND THEY SET IT UP FOR ME 
 

SO GO TO COMP USA FOR YOUR 
NEXT COMPUTER 

 
Insert Logo     COMP USA. GET CONNECTED. 
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COMMERCIAL #2 
 
VIDEO     AUDIO 
_____________________________________________________________________ 
 
EXT. – WINTER DAY: Woman  I LOVE WINTER 
Playing with kids 
 
C/U Hands     BUT THE COLD AIR REALLY DRIES 
MY SKIN 
 
INT. – HOUSE – DAY   SO I USE PONDS SKIN LOTION. IT 
PROTECTS 

MY SKIN FROM THE DAMAGING 
WINTER AIR 

 
C/U: Hands AND IT KEEPS ME SOFTER AND 

YOUNGER LOOKING 
 
C/U: Product IT COMES IN THREE NEW SCENTS -

--VANILLA, LILAC, AND SPRING 
FRESH 

 (Male Actor make-up your own scents) 
 
EXT. - WINTER DAY: Man holds PONDS - - BECAUSE I’M A SOFT 

TOUCH. 
 
Woman (Male Actors-PONDS—BECAUSE SHE 

LIKES A SOFT TOUCH) 
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APPENDIX U 

LESSON 8 PLAN: PREPARING FOR AND PERFORMING A TELEVISION COMMERCIAL 
AUDITION USING A STORYBOARD 

 
Time Required: Four classes, including rehearsal and taping.  

Class one: Teaching: The Improvisation Television Commercial Audition and 
Storyboards. 
Class two: Rehearse 
Class three: Perform/tape audition 
Class four: Evaluation. Re-teaching if necessary 

 
Focus: Teacher shows examples of storyboards for commercials. How would you 
prepare for an Improvisation Television Commercial Audition?  
 
 Alternative: Handout scenes and ask students to read the scenes.  
 
Objective: (Written on the board) By the end of the lesson, students will be able to 
demonstrate preparing for and performing an Improvisation Television Commercial 
Audition.  
 
Presentation: 
1. Refer to the focus example.  
2. Define and explain the Improvisation for the commercial using the storyboard.  
3. Give examples. Ask a student a question. 
4. Ask students for examples from everyday life. 
5. Discuss examples of preparation and performance. Give non-criteria examples. 
6. Give non-examples. 
7. Explain on the board how to prepare the scene. 
8. Demonstrate how to prepare the scene. Give students handouts of scenes. 
 
Guided practice: Have students practice reading the scene using my methodology. 
 
Closure: Now that we’ve discussed and demonstrated preparing for and performing in 
the improvisation television commercial audition using a storyboard, we’ll apply this 
to a scene next class. We’ll practice then perform scenes for evaluation the following 
class. 
 
Feedback/Independent practice: Guided practice/video 

    Grading of performance  
    Re teach if necessary  
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APPENDIX V  

SAMPLE STORYBOARDS 
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APPENDIX W  

IRB APPROVAL AND QUESTIONNAIRES 

February 4, 2010 
 
Dr. James Bush Theatre & Dance - V&PA Mail Stop: 2061 
 
Regarding: 502214 A Method for Teaching Acting for the Camera Dr. James Bush: 
 
The Texas Tech University Protection of Human Subjects Committee approved your 
claim for an exemption for the proposal referenced above on January 20, 2010. 
 
Exempt research is not subject to continuing review. However, any modifications that 
(a) change the research in a substantial way, (b) might change the basis for exemption, 
or (c) might introduce any additional risk to subjects must be reported to the IRB 
before they are implemented. 
To report such changes, you must send a new claim for exemption or a proposal for 
expedited or full board review to the IRB. Extension of exempt status for exempt 
projects that have not changed is automatic. 
 
The IRB will send annual reminders that ask you to update the status of your research 
project. Once you have completed your research, you must inform the Coordinator of 
the Committee either by responding to the annual reminder or by notifying the 
Coordinator by memo or e-mail (donna.peters@ttu.edu) so that the file for your 
project can be closed. 
 
Sincerely, 
 
Rosemary Cogan, Ph.D., ABPP Protection of Human Subjects Committee 
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Tony Valentine 
A Method for Teaching Acting for the Camera 
 
Rationale: 
 
I intend to teach and test a new acting method in the spring, 2010 Acting for the 
Camera course using the enrolled students as subjects. The acting method is designed 
to teach and prepare students for acting for the camera. The acting method is based on 
methods commonly used for teaching acting and it involves no unusual performance 
or behavior practices. The subjects will potentially gain knowledge to assist them in 
acting for the camera. I, as teacher, will gain subjects’ evaluated response to my 
teaching practices. 
 
Subjects: 
 
The subjects are students enrolled in Acting for the Camera for spring, 2010. 
Enrollment in the course is voluntary. It is common practice in an acting class to use 
taped student performances for teaching, evaluation, and assessing learning outcomes. 
At the beginning of the course, students will be asked to voluntarily participate in the 
research study by consenting to allow their videotaped performances to be evaluated 
for research review and by completing a questionnaire.  
 
Procedures: 
 

(a) Subjects will participate in lessons and exercises as part of the everyday course 
activities that are common for an acting class. Examples are: performing 
scenes, improvisations, engaging in acting exercises. My acting method will be 
implemented through lectures, examples, and guided practice. Subjects will be 
evaluated based on expected learning outcomes. 
 

(b) There are no potential risks to the subjects. Confidentiality will be maintained 
by using a proctor to administer questionnaires. Video records and 
questionnaires will not be analyzed for research until the final semester grades 
are submitted.  

 
(c) The subjects will receive no compensation for participation. 

 
Adverse events and liability: 
 
The proposed research will not increase risks for subjects more than minimally beyond 
the ordinary risks of daily life. No liability plan is provided. 
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Consent Form: 
 
We are asking you to be part of a research project called “A Method for Teaching 
Acting for the Camera”. This study involves research for a dissertation. Dr. James 
Bush of the Department of Theatre and Dance is the principle investigator for this 
project. His phone number is (806) 742-4033. 
 
The purpose of this project is to assess the method and procedures used to teach 
Acting for the Camera. If you agree to be a subject, we will give you a questionnaire. 
It is good for us if everyone answers all the questions. But, if there is a question you 
don’t want to answer, it is okay to skip it. The questionnaire is not part of the graded 
course content or assignments. It will be administered at the end of the course. We 
would also like to analyze your taped activities that are a part of the course. The data 
gathered is to be used in a dissertation about teaching an Acting for the Camera acting 
method. Your participation is for the spring, 2010 semester. 
 
There are no risks or discomforts and there are no benefits for participation. 
 
Student confidentiality and anonymity will be maintained and questionnaires collected 
will remain sealed until final grades are submitted. Videotape of students will be used 
during the course term for the purpose of instruction and feedback. Analysis of such 
tapes for research purposes will not begin until the final grades are submitted. 
 
Student participation is voluntary. Refusal to participate involves no penalty or loss of 
benefits to which the subject is otherwise entitled. Grading for the course will not be 
affected. The subject may discontinue participation at any time without penalty or loss 
of benefits. 
 
Dr. James Bush will answer any questions you have about this study. For questions 
about your rights as a subject or about injuries caused by this research, contact the 
Texas Tech University institutional Review Board for the Protection of Human 
Subjects, Office of Research Services, Texas Tech University, and Lubbock, Texas 
79409. Or you can call (806) 742-3884. 
 
This consent form is not valid after May 30, 2010. The expiration date is the 
anniversary of the last day of the month preceding the approval. 
 
The approximate number of participants is 15. 
 
 
______________________________   ________________ 
 
Signature of Subject       Date 
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ACTING FOR THE CAMERA EXPERIMENTAL GROUP QUESTIONNAIRE 

Note: Please do not fill out this questionnaire if you are not 18 or older. 

Part 1: Please provide us with background information. 
 
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
         
 
Part II: On a scale of 1-5 with 1 being “strongly disagree” and 5 being “strongly 
agree,” please answer the following questions 
      Strongly Disagree            Strongly 
Agree 
1. I was confused by the acting method.  1 2 3 4 5 
2. The acting method helped me improve  1 2 3 4 5 
my abilities to act for the camera. 
3. I understand how to act in a close-up.  1 2 3 4 5 
4. I understand how to act in a master shot.  1 2 3 4 5 
5. I understand reacting for the camera.  1 2 3 4 5 
6. I understand how to act in commercials.  1 2 3 4 5 
7. Watching my performances on video helped 1 2 3 4 5 
me to evaluate my progress. 
 

Age 
___ 18-21  ___ 35-49 
___ 23-25  ___ 50-64 
___ 26-34                    ___65 and above 
___ 35-49 
 
 

Race 
___ American Indian or Alaskan Native 
___ Asian or Pacific Islander 
___ Asian American 
___ African or African American 
___ Caucasian 
___ Hispanic (non-White) 
___ Other (Please Specify 
______________________________ 
______________________________ 
 

SEX 
___ Female 
___ Male 

Prior to taking this course, how would you 
describe your acting for the camera 
ability? 
___ I didn’t know anything about acting 
for the camera 
___ I knew very little about acting for the 
camera 
___ I’ve studied acting for the camera 
 

After taking this course, how would 
you describe your understanding of 
the following concepts? 
___I didn’t understand the acting method 
___I understand the acting for the camera 
method 
___I understand differences between 
acting in theatre and acting in film 
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8. Class exercises improved my    1 2 3 4 5 
overall acting ability. 
9. I understand the acting method taught.  1 2 3 4 5 
 
Part III. Please answer the following questions in 1-2 phrases or sentences. 
 

1. What is your overall response to the acting for the camera method taught in 
this course? 

 
2. How can your knowledge of the method assist you in acting for television?  

 
3. How can your knowledge of the method assist you in acting for film? 

 
4. How can your knowledge of the method assist you in acting for 

commercials? 
 

5. How prepared are you to apply your understanding of the method to your 
professional acting situations? 

 
6. Were the course concepts presented clearly by the instructor? 

 
7. Would you recommend this course and its concepts to someone who wants 

to learn how to act for the camera? 
 

8. Please describe 2 or 3 benefits from taking this course. 
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ACTING FOR THE CAMERA CONTROL GROUP QUESTIONNAIRE 

Note: Please do not fill out this questionnaire if you are not 18 or older. 

Part 1: Please provide us with background information. 
 
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
           
Part II: On a scale of 1-5 with 1 being “strongly disagree” and 5 being “strongly 
agree,” please answer the following questions about the acting method(s) you 
studied. 
      Strongly Disagree            Strongly 
Agree 
1. I was confused by the acting method(s).  1 2 3 4 5 
2. The acting method(s) helped me prepare  1 2 3 4 5 
my abilities to act for the camera. 
3. I understand how to act in a close-up.  1 2 3 4 5 
4. I understand how to act in a master shot.  1 2 3 4 5 
5. I understand reacting for the camera.  1 2 3 4 5 
6. I understand how to act in commercials.  1 2 3 4 5 
7. Watching my performances on video would 1 2 3 4 5 
help me to evaluate my progress. 
 

Age 
___ 18-21  ___ 35-49 
___ 23-25  ___ 50-64 
___ 26-34                    ___65 and above 
___ 35-49 
 
 

Race 
___ American Indian or Alaskan Native 
___ Asian or Pacific Islander 
___ Asian American 
___ African or African American 
___ Caucasian 
___ Hispanic (non-White) 
___ Other (Please Specify 
______________________________ 
______________________________ 
 

SEX 
___ Female 
___ Male 

How would you describe your acting for 
the camera ability? 
___ I didn’t know anything about acting 
for the camera 
___ I knew very little about acting for the 
camera 
___ I’ve studied acting for the camera 
___I understand differences between 
acting in theatre and acting in film 
 

Have you studied acting based on Uta 
Hagen, Konstantin Stanislavski, or the 
equivalent? 
 
___ Yes 
 
___ No 



 Texas Tech University, Anthony G. Valentine, August, 2012 
 

218 

8. Class exercises improved my    1 2 3 4 5 
acting for the camera ability. 
9. I understand the acting method(s) taught.  1 2 3 4 5 
 
Part III. Please answer the following questions about the acting method(s) you 
studied. 
 

1. What is your overall response to the acting method(s) taught in your course(s)? 
 

2. How can your knowledge of the method(s) assist you in acting for television?  
 

3. How can your knowledge of the method(s) assist you in acting for film? 
 

4. How can your knowledge of the method(s) assist you in acting for 
commercials? 

 
5. How prepared are you to apply your understanding of the method(s) to your 

professional acting situations? 
 

6. Were the course concepts presented clearly by the instructor? 
 

7. Would you recommend the course(s) and its concepts to someone who wants 
to learn how to act for the camera? 

 
8. Please describe 2 or 3 benefits from taking the course(s). 
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APPENDIX X  

TECH ANNOUNCE 

 
ACTORS NEEDED FOR DISSERTATION RESEARCH 

Tony Valentine, a Ph.D. Fine Arts student, seeks actors for Ph.D. dissertation research 

on film acting methods. Actors will meet for three 20-minute sessions between June 2-

20 to rehearse and film short scenes. A DVD copy of all work will be provided. Pre-

requisites: 18 or older and Familiar with Uta Hagen, Stanislaviski, or the equivalent. 

Must not have taken Acting for the Camera at Texas Tech. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 


