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Abstract

The purpose of the research is to reveal the features of the use of a human
behaviour manner in the process of preparing a cinema actor preparing for a role.
The research methodology is based on the principles of descriptive, comparative,
cultural and artistic methods, the method of observation and experiment, in
addition, individualizing and social and psychological approaches are applied
during the study of the psycho-physiology of acting through the analysis of
the behaviour in the process of individual human capabilities disclosing. The
scientific novelty of the research is that the workmanship of the acting game
is analyzed through the allocation of a visual demonstration of the manner of
behaviour from the inner senses of the character for the first time. Conclusions.
The research has shown and analyzed the use of human behaviour in the
process of film actor preparing for his/her role. It has been found that the
accumulated experience of body movements enriches the repertoire of
acting, reduces the risk of the hero emotional state over the inner freedom of
a professional actor. Accordingly, with the explored information, the main point
here is that impersonation for a character is demonstrating by the simplest
properties of human behaviour.
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Problem Statement of screen and theatre arts. With the help

of carefully studied external changes, the

The principles of the study of an or- actor forms his own arsenal of means
ganic way of the actor’s existence in the for expressing the feelings and emotions
frame and on stage are the keys to the of the character. It is also necessary to
successful creation of any artistic image accumulate a technological base that in-
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cludes the ability to own your body, facial
expressions, voice and speech apparatus.
In the modern world, it is difficult for
people to control their emotions, to feel
free under different circumstances. This
leads to internal clamps, which can be
observed not only in constrained move-
ments but also in facial expressions and
the nature of pronunciation. The actor’s
skill is aimed at mastering the above
skills and developing the psychophysio-
logical aspects of a person. A film actor
who can control his/her mood and be-
haviour will find the right way to discover
the creative “I”, which will affect the fur-
ther organic disclosure and improvement
of the image of the on-screen character.
The problem of preparing a film actor
for the role will be urgent as long as there
is screen art. The task of the actor is not
only to attract and draw attention to the
action that takes place on the screen
but also to create favourable conditions
against which the moviegoer will feel ca-
tharsis.

This article highlights and analyzes the
most important techniques that a film
actor should use during a masterly rein-
carnation.

Recent research
and publications analysis

It should be said that the specifics of
preparing a film actor for the role in-
creasingly attracts the attention of not
only scientists but also professional film
actors.

V. Meyerhold (1968, p.316) during the
study and analysis of the elements of cin-
ema emphasized the difference between
the specifics of the film actor's game
and the theatre actor. M. Chekhov (1986,
p.267) in his revisions notes the artist’s
creative individuality: he denies the frank
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experience of an emotional state, offers
to simulate movements. V. Demeshchen-
ko (2011, p.147) in his article draws at-
tention to the concept of a conditional
actor's game, based on the principles
of grotesque proposed by V. Meyerhold.
The book “Acting. American School” de-
scribes the study of M. Chekhov about
the feelings of the actor during the per-
formance of the role (Bartow, 2015,
p.187). Vera Polishchuk and Elvira Sara-
bian (2014, p.2) collected a large number
of pieces of trainings offered by famous
directors such as Stanislavsky, Meyer-
hold, Chekhov, Tovstonogov.

Presentation of the main material

The manner of the actor's behaviour
is directly related to his internal state
during a certain period performance of
the film role. It makes it possible to reveal
the character and cover many character-
istic features in a short period. The act-
ing task is to demonstrate the external
features of the character as brightly and
clearly as possible to the audience, keep
a wide range of attention and prevent the
possibility of incorrectly responding to
changes in the relationship of partners in
the game. For film actors, it is important
to carefully study each movement of their
body. Trying to explore the nature of its
primary occurrence, we rely on physical
indicators, which are one of the most im-
portant components in the creative activ-
ities of visual art.

Attempts by the famous Soviet actor
and theatre director V. Meyerhold to re-
sist the system of K. Stanislavsky were
based on the psychological level of emo-
tional experiences (Demeshchenko, 2011,
p.147). He proposed his specifics of act-
ing, closely related to the principle of gro-
tesque (Demeshchenko, 2011, p.151). In
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our understanding, this principle will not
allow us to adopt the deep experiences of
the hero of the work due to the excessive
demonstration of the proposed emotion-
al state.

One of the first researchers of the acting
technique is M. Chekhov. He emphasized
that the actor working on the role should
not experience the character’s feelings as
his own and perceive the circumstances
that are around. The centre of attention
should be precisely the artistic image of
the hero, and not internal worries (Bartow,
2015, p.187).

The actor should be aware of the nature
of the stage feeling: not to feel, but to
sympathize with the created artistic im-
age (Chekhov, 1986, p.267). An expres-
sive demonstration of the character’s be-
haviour includes creative feelings in the
actor, harmoniously combining an exter-
nal manner with an internal emotional
state (Chekhov, 1986, p.231).

The very first and main property that
a film actor should have is body flexibil-
ity. In order to develop such a property
of the body some special training for the
development of plasticity and the libera-
tion of the human body has been opened
(Polishchuk and Sarabian, 2014, pp.21-
39). Based on the proposed methods, in-
ternal freedom is formed, the liveliness
of perception develops and hidden cre-
ative makings of a person are revealed.
Stanislavsky is the first inventor who de-
veloped a technique for removing bodi-
ly clamps from actors. Through bodily
exercises and the execution of creative
etudes, he tried to discover creative, un-
characteristic actions in the human body
for everyday life (Stanislavsky, 2009,
pp.18-24).

The second structural element that the
film actor should ably control is facial ex-
pressions. Before going to the set of the
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actor can sometimes observe strange
behaviour: he/she suddenly begins to
grimace, inflate his cheeks, extend his
tongue, staring his eyes and raise his
eyebrows. This is the method is consid-
ered effective for pre-relaxing the face,
which in the future will allow you to feel
each muscle.

The third component of the film-acting
tool is a voice, thanks to which you can
track the inner state of the hero, follow
the intonation and understand the sin-
cerity of the real feelings of the on-screen
character. Given such acting properties,
the study of the above components is
especially valuable while working on the
role.

Consider and compare the manner of
acting in two different situations: creat-
ing an image for the film industry, that is
working on camera and creating a stage
image for playing in the theatre. Each
actor must have good physical training,
which will allow at any moment to be
able to quickly rebuild and adapt to given
changes.

In the theatre, an integral part of the
creative process is body warm-up, in or-
der to widely demonstrate movements,
not overstretch and quickly respond
to changes in events. The theatre has
a large space and a significant number of
spectators who do not allow the actor to
be unnoticed. Acting as a puppet, most
movements of which are already thought
out in advance and do not allow doing
otherwise, he/she must use a wide range
to express his own actions.

There are three styles of human com-
munication — passive, aggressive, and
confident. A passive actor will have
a physical restriction to demonstrate his
own movements. A person who has such
a condition neglects his principles and in-
terests, tries to avoid unnecessary clash-
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es and quickly leave the scene. He/she
does not have his/her own arguments for
expressing an opinion, which is why he/
she agrees with the contemplation of the
people who surround this person.

Due to visually reflect the behaviour of
an aggressive character, sharp confi-
dent steps, strict even posture, as well as
a high raised head, will be characteristic
signs. In order to cause noticeable dis-
comfort to his partner in the frame, the
actor is forced to carry out a number of
provocative gestures that will make the
viewer believe in the authenticity of emo-
tional tension.

A confident hero is one who has his own
position and defends it. He does not of-
fend others but also does not allow him
to convince himself otherwise.

During filming, the actor needs to adapt
and be able to otherwise use the manner
of the character's external display. The
shooting of the frame has limited space,
so the film actor must carefully approach
the process of reproducing movements.
This will allow the camera to clearly cap-
ture them and pay attention to them-
selves. This aspect of the game requires
the actor to be able to perfectly own his
body and skillfully manage it. During the
demonstration of certain movements, the
actor must remember that he works on
the camera, and therefore do not perform
them too quickly so that the viewer has
time to understand, evaluate and accept
these gestures.

Aggressiveness is a type of human be-
haviour that can provide the actor with
a large reserve of various movements
and gestures, which in the future will help
to understand roles more deeply and in-
sightfully. In each individual who is ad-
opted by this state, natural reactions to
external manifestation are reflected dif-
ferently. A film actor must choose such
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characteristic properties of aggressive
behaviour that will be inherent in his na-
ture. To look quite natural and organic in
the frame, he uses his own luggage of
physical movements.

A confident film actor does not expect
an accidental combination of circum-
stances but acts independently in order
to get what he wants. The determination,
manifestation of initiative and the abili-
ty to present themselves correctly are
widely demonstrated by the common in-
tentions and actions of the film hero. The
camera captures the initial position of the
actor, which allow the viewer to perceive
the general state and manner of behavior
of the character.

To convey a full-fledged simulated im-
age during filming and on the stage of
the theatre, the actor should analyze fa-
cial reactions. In the theatre, it is allowed
to exaggerate the reaction to certain cir-
cumstances in order to convey a certain
image to the viewer more clearly and
more interesting. Therefore, the task of
the actor is to observe the external dif-
ferences in facial expressions during
a change in the relationship between the
characters of the work for further study,
fixation and storage in memory of ac-
quired visible variable features. Galina
Menshikova (2009, pp.27-78) describes
a number of facial muscle exercises. An
actor who performs them can feel and
control his physiognomy. Facial expres-
sions help to create the necessary image,
complementing other visible characteris-
tics of the character. As a result, in all uni-
versities, where film actors study, great
attention is given to work on conscious
face grimace, which helps to control the
surge of emotions during acting.

In everyday life, a person is controlled
by an emotional state that intercepts his
breath: be it ordinary laughter or sob-
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bing. The film actor has the opposite one.
External reflections of facial reactions
should be expressive, but sustained and
delicate so the viewer can believe in the
sincerity, authenticity of acting. During
the shooting, the actor should be com-
pletely relaxed and reassured, because
the least unplanned facial tension in the
frame looks unnatural and fake. Due to
the characteristic external manifesta-
tions of the film actor during the expres-
sion of such emotions: anger, joy, fear,
suffering, bewilderment, contempt.

Anger is a negative emotion that can
provoke a person to carry out rash ac-
tions in a tense state. This reaction
causes dissatisfied feelings, so it can
be accompanied by unusual actions and
changes that can significantly affect the
vital activity of the human body (Efimoy,
2009, p.533). For the actor to visualize
this type of emotion, it is necessary to
practice in advance, to put in memory
elements of a detailed analysis of this
mimic reaction.

Joy is a pleasant and benevolent emo-
tion that increases a person's mood,
enhances his vital activity and general
physical activity (Efimov, 2009, p.533).
It meets human needs and ensures the
successful implementation of goals and
plans. The film actor can demonstrate
this condition through a pleasant facial
expression, without undue tension.

Fear is an unpleasant feeling that makes
a person suffer and feel uncomfort-
able (Efimov, 2009, p.533). It can inspire
long-term phobia (mental illness), cause
a state of depression and even paralyze
the life of the human body. Anxiety ap-
pears sometimes and causes inadequate
behaviour.

Suffering is an emotion that arises af-
ter an annoying situation or unpleasant
event (loss, defeat, failure) and causes an
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imbalance in the human body, suppress-
es her condition, due to which she has
a pronounced character (Efimov, 2009,
p.533). The film actor needs to simulate
the expression of a person's face with the
help of his own skills to quickly relax fa-
cial expressions and manage her.

Bewilderment is an unexpected reac-
tion caused by the body due to a sharp,
unexpected, instantaneous change in the
nature of behaviour to a specific situa-
tion (Efimov, 2009, p.534). It is very diffi-
cult to catch and fix it. It comes and goes
quickly. People show this emotion in dif-
ferent ways. An actor performing a movie
role must rely on his own experience in
reproducing this reaction, so as not to
exaggerate with pretending and copying
it from another person.

Contempt (neglect) is an emotional
reaction of a person aimed at a certain
object, which also deserves attention
(Efimov, 2009, p.534). It happens when
the actor has the right to build on at the
time of analysis of the character's facial
expressions for a masterful approach to
the performance of a movie role.

The next component that helps the film
actor express his opinion and inform the
viewer about the further development of
events is the voice and the correct ability
to intonate him. Voice is one of the most
important professional tools that a film
and theatre actor must possess. Voice
staging is necessary for the correct, clear
and qualitative pronunciation of the text,
its intonation. For speech technique, this
is the main requirement that develops the
plasticity of the voice, its sound and cor-
rect diction. To convey the main idea of
the screenwriter, the actor is advised to
familiarize himself with the details of the
written in advance, prioritize the course
of events and, starting from them, build
the voice score of the role. That is, to
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penetrate the text, phrases, words in or-
der to work as virtuoso as possible with
it: to express thoughts creatively and
inspired, to give dialogue various into-
nation shades, to emphasize the most
important thing for revealing emotional
content. The actor improves his voice
and language so there is no monotony
in the performance of the movie role. He
has to interesting in submitting the text
with the smallest intonation colour and
keep the viewer’s attention until the end
of the screen or theatrical action.

Conclusions
The profession of an actor has many
different aspects, the study of which will

help significantly expand the usual circle
of attention, develop creative potential
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npodeccuoHanbHoro aktepa. OCBeLLEeHbl U OXapaKTeEPU30BaHbl rNaBHble CPeACcTBa, KOTOPbIMU JOMKEH
nonb3oBaTbCA KWHOAKTEP BO BPEMSI MaCTEpCKOro MepeBOMIOWEHUS, BeAb MNpobieMa NoAroTOBKM
KMHOaKTepa B ponu 6yAeT akTyaslbHOW A0 TeX Mop, MoKa CyLecTBYeT 3KpaHHOe UcKyccTBo. Ha ocHoBe
vuccnegyemMoin MHGOpMauuM BbIBELEHO WTOMM: 4Yepes MpOCTENMLIME CBOWCTBA MaHepbl MOBEAEHUs
pacKpbIBaKOTCSA CEKPETbI NEPEBONOLLEHUS AN1S BU3yann3aLmm NepcoHaxa.

KnioueBble cnoBa: MaHepa NOBeAEHNS; KUHOAKTEP; KUHOPOJIb; MepPCOoHaX; MUMWKa; NapTUTypa ponu;
nepeBONIOLLEHNE; AEMOHCTPALMS; BU3yanusauuns
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