                                              Emotion & Music interlinked
an investigation into acting techniques for screen and the connection between emotional memory and music.
“Talking about dreams is like talking about cinema, since film uses the language of dreams; years can pass in a second and you can hop from one place to another. It’s a language made of image. And in the real cinema, every object and every light means something, as in a dream.” – Federico Fellini

Ever since I was little, I wanted to become an actress for screen. Acting is my way of communicating and expressing myself as a creative. Acting makes me feel good, because it’s what I love to do. 
There is so much about film & TV that fascinates me. Nadine Labaki, who is an actress, director and activist, states “I expect a movie to move me, to shake me. I really hope to come out of it changed: with a new subject, empathizing with the characters, learning new things, learning about other people’s struggles” (Bougrine, 2020). I believe this as well. 
The way I enjoy a movie or tv show is by embracing the story and feeling it in my senses. Seeing a new world, hearing the music and dialogue, feeling emotion. I enjoy being intrigued by a character’s story and the way they, the characters, think. I like having my full concentration on the screen, and I want to be totally immersed in the story.
The reason why I want to experience film & TV like this is because I am human, and feeling my senses and emotions makes me feel alive.
I want to experience film & tv like this, therefor my expectations as an actress is, to deliver the exact same and more for the audience. If I take part in a project, I want the audience to be educated and transformed by my work. 
That’s why for my Independent Project I chose to do an investigation into acting techniques which can be used for screen acting and the connection between emotion and music.

All my acting experience lies with theatre. Therefore, by familiarizing myself with on screen acting techniques I can learn what techniques work for me so I can become a better actress for screen.
“The ordinary man in the street doesn’t get up in the morning and say to himself, “How shall I act today? What impression shall I give?” He just lives his life, goes about his business thinking his thoughts. A film actor must be sufficiently in charge of his material and in tune with the life of this character to think his character’s most private thoughts as though no one were watching him- no camera spying on him” - Sir Michael Caine

On stage and on screen
From what I’ve seen, a camera can quite literally capture every single little detail of the actor in front of the camera. In the theatre you cannot see micro expressions nor small movements. My acting teacher who directed the play called Mad Forest by Caryl Churchill in Douglas College, once told me “Pay, your facial expressions are great, but I cannot see that when I am sitting in the audience” – Kathy Duborg. Kathy was indicating that I had to keep the same intention and emotions but make it into a bigger physical action that the audience can actually see.
When taking a closer look into on screen acting, I came across the book Acting in Film by Michael Caine. Michael has been an actor since around 1940. He has acted in numerous famous movies such as Interstellar and Inception. In his book Michael talks about how screen acting can be different from stage acting. Michael states that as a screen actor you must be able to find a way to make what you are doing “real”, He quotes “If you catch somebody “acting” in a movie, that actor is doing it wrong. The moment he’s caught “performing” for the camera, the actor has blown it’s cover” (Caine, 1990). He also explains in his book how, if the actor is acting in a way not believed by the audience, that creates a barrier between the movie and the audience. With a barrier, the actor fails to really connect and teach the audience something.
Mel Churcher, who is an acting teacher states in her book A Screen Acting Workshop, “You can’t lie on film whereas you can get away with lying in theatre. In other words, the camera will see you if you are pretending.” (Churcher, 2011). Mel explains that a technique is necessary in order to be more believable on screen. If you are more believable, the audience can understand you more. I find it important that the audience understands what I am doing, because that means that there is a connection between the audience and the actor on screen. If the audience has a good understanding of what the actors are trying to convey, the actors have done their job well. Mel continues explaining that having your own tricks and methods on acting on screen doesn’t only make it easier for yourself working on set but also easier for the rest of the crew you are working with. In her opinion you must explore and find an acting technique that works for you, yourself.
In the book Changing Direction, director and teacher Lenore DeKoven quotes “The general misconception held by most laypeople and some professionals seems to be that there must be a difference between the crafts of directing and acting in theatre and those in film. The belief is that there are stage actors and screen actors, film directors and theatre directors. I don’t agree with this. It is true that some actors and directors have more experience in one or the other form and thus have to make adjustments or add to their awareness of certain elements in crossing over” (DeKoven, 2006).I believe in this statement as well. There is an infinite amount of actors who have done both acting on stage and screen. It’s not impossible to be both and actor for stage and for screen. For example, Ian McKellen, you might recognize him as the wizard Gandalf from Lord of The Rings. The latest show he starred in is called Player Kings, an adaptation of Shakespeare’s Henry IV in West End Theatre. In an interview with Dick Cavett in 1981 on the Dick Cavett’s late night show, Ian talks about actors on screen versus actors on stage. He explains that the actor must be fully aware of all the movements they make when performing on stage because of the audience. The audience focus can be anywhere on stage. Even though the actor is talking to another actor, the focus of an audience member for example can be on the actor’s shoes. If the actor is not fully aware and in control of his body, the audience will be able to see that. Ian gives an example by standing and having his focus on Dick Cavett, but while talking to him he is touching his back and makes certain movements that could indicate nerves. By giving that example, Ian explains that on stage, the audience will see the actor's nervousness, on screen the audience won’t be able to see that because the camera is in control of the shot, usually in dialogue being close to the face (Cavett, 1989).
“Acting is the least mysterious of all crafts. Whenever we want something from somebody or when we want to hide something or pretend, we’re acting. Most people do it all day long” – Marlon Brando
Acting technique for screen?
In theatre when you go on stage, sometimes when you are really getting into the character and everything is going right, you get a feeling that is unexplainable. The magic that happens which makes you feel your character deeply and feel the emotions deeply. Professor of sport psychology, Robert J. Harmison, would call this optimal performance or peak performance. (Harmison, 2006).
Imagine taking multiple takes in film for one scene, how do actors make the “magic” happen? To me, it sounds harder to do on screen because for example you are running the story in a random order, there is lots of other things going on backstage and from my experience sometimes the director isn’t there to fully guide you. How do actors achieve optimal performance on screen?
This sparked an interest in me because once again, my strive is to move the audience with authentic work. Since all my experience lies in theatre, I personally think I need a technique that can help me. All the people I have researched so far, for example Michael Caine and Mel Churcher talk about having a technique that will help you do better on screen acting. I wondered what techniques are out there and what would interest me and help me develop as an actress for screen. When reading more into techniques, Ian McKellen mentioned actor Marlon Brando. Marlon Brando was an actor who was very important around 1950s. That was because according to Ian McKellen, Marlon was one of the first people to take truthful and realistic acting to the screen. His acting was connecting with the audience because the audience believed what Marlon was doing on screen. Like Michael Caine states “You have to be, not act” (Caine, 1990) and that was exactly what Marlon was bringing to the screen. I want to connect with the audience and therefor want to be an actress who can play very realistically. I want the audience to not be able to tell whether I am actually acting or not. Ian McKellen wasn’t the only one who mentioned Marlon Brando when it comes to a good on screen actor. Mel Churcher and Michael Caine both mention Marlon in their books. I wanted to learn more about Marlon Brando on acting. I started with watching one of his most impactful performances in the movie “A Streetcar Named Desire” made in 1947. In the movie Marlon Brando plays a man from a poor background. From watching him acting, I thought that he came off very naturalistic. It looked like a regular person just “being” and not acting. His emotions seemed real and that made a difference between the other actors who were acting in the old Hollywood style, which was very theatrical.
I wondered where Marlon got acting schooling and found out that his mentor was Stella Adler. Stella Adler is one of the most famous acting teachers. Most of her teachings come from Konstantin Stanislavski, which is another famous acting teacher. Since Stanislavski is the source of many acting techniques, I want to learn more about him.
Naturalism & realism 

Before I move onto Konstantin Stanislavski, I researched the difference between naturalism and realism. According to BBC naturalism and realism is quite but not totally the same. BBC states “can also mean the belief that a human character is formed by what they’ve inherited from their family and environment” (BBC, 2019). Realism was a whole movement of the arts that brought to show real life on stage. Stanislavski worked with realism and developed techniques through realism (BBC, 2019).

“Spectators come to the theatre to hear the subtext,” Stanislavsky states. “They can read the text at home.”- Konstantin Stanislavski.
Konstantin Stanislavski

Konstantin Stanislavski was born in 1863 in Russia and came from a well-established family that had a passion for theatre. Jean Benedetti, actor and playwright, who worked closely with Stanislavski, states in his book Stanislavski and the Actor “He was a critical thinker, and never understood the “nature of acting” so therefor he started keeping a journal” (Benedetti, 1998). 
Stanislavski came up with a lot of acting techniques that till this day are very popular. Benedetti states “Stanislavski believed that the actor most likely to affect an audience profoundly is the actor who behaves most like a complete human being, thereby stirring not merely their emotions but their minds as well” (Benedetti, 1998). Benedetti continues talking about Stanislavski’s system which is a formula that Stanislavski made for the actor. He explains that the system is built of two parts. The inner and the outer part. Meaning the mind and the body.
Benedetti then talks about the importance of the actor being fully relaxed. The statement that actors should be fully relaxed or should do an exercise that relaxes their mind and body is something I’ve come across quite a lot since the start of this research. Stanislavski developed several exercises for the actors to be fully relaxed. According to Benedetti “A precondition for any creative work is a free, flexible body. Stanislavski developed relaxation methods because the actor must be in full control of their body and mind. In Benedetti’s book he explains that when an actor becomes aware they are being watched, they could get self- conscious. Being self-conscious could result in the actor not being fully able to do and move how they want. Benedetti gives an example which I am very familiar with, the example is the hands. Sometimes when actors become self-conscious, they don’t know what to do with their hands. In Dick Cavett’s Late Night Show, Ian McKellen and Dick Cavett talk about this topic as well. Ian explains “I tie them (his hands) up to my thoughts and my imagination of my face, after of course an exercise of relaxation” (McKellen, 2019).

Some of the relaxation exercises that Stanislavski used was put in Jean Benedetti’s book. They all were quite the same but there was one that stood out to me, as I have practiced that exercise before. Benedetti explains that by lying on the floor spread out, you have to create tension. Before releasing it has to feel painful. Then you repeat the exercise to feel the difference between the pain and release (Benedetti, 1998). Then he further explains you can moderate this to what you prefer by for example standing, walking, sitting and while counting.

Another technique that I found which caught my attention (which is also part of Stanislavski’s “system”) is called “emotional memory”. According to Brittanica, Stanislavski was inspired by Theodule Ribot, which was a psychologist who was very interested in the emotional part of psychology (Encyclopedia Britannica, n.d). Ribot was one of the first psychologists to make a connection between emotion and memory. The technique Stanislavski developed for actors. According to Jean Benedetti, Stanislavski believed emotion memory is a really strong source for actors. Benedetti explains that this method can be divided in three sections. Memory of the senses, memories of the past and triggers. He further provides the readers with an exercise that was developed by Stanislavski for the second section of emotional memory; past memories. He gives examples of times that you have to recall in your mind. Starting with simple memories like when you felt embarrassed to building into memories for example of losing someone to death. By doing this exercise Benedetti states “automatically producing feelings and emotion may not be full or deep enough for what the scene requires. We then need consciously to draw on our own life experiences (Benedetti, 1998)
‌One of the other known believes of Konstantin Stanislavski was with using an imaginary world, actors put themselves in the characters' shoes and consider what they would do if they were in the character’s situation. The magic if exercise makes the character’s motivations the same as the actor’s (Ates, A. (2023). Jean Benedetti explains in his book by saying “What if? What if I were a tree, where am I, what do I see, what do I hear, when is this happening? What is my reason for being here?” (Benedetti, 1998).

The ones who were inspired by Konstantin Stanislavski

There are a couple of people I have been researching who were and are famous acting teachers. All of them inspired by the methods of Konstantin Stanislavski. Lee Strasberg is an American acting teacher famous for his method (also known as The Method), which he developed from the emotion memory methods by Stanislavski. In the book Strasberg at the Acting Studio Robert Hethmon, which is the editor of the book (which are tape recordings) explains that Strasberg always started with checking the tension in the actor (Strasberg, 1965). Strasberg stated “When there is tension, one cannot think or feel” (Strasberg, 1965). According to Hethmon, Strasberg would make the actors relax for about 30 minutes and make them rest their temple area, eyes and mouth area. By doing that the actor is not only relaxing their body but also their mind (Strasberg, 1965). Strasberg says “Affective memory is not mere memory. It is memory that involves the actor personally, so that deep rooted emotional experiences begin to respond. His instrument awakens and he becomes capable of the kind of living on stage which is essentially reliving” (Strasberg, 1965). Stella Adler is an American acting teacher who developed her own method and worked with many famous actors like Marlon Brando. Adler, being the only person who actually had personal contact with Stanislavski disagreed with Lee Strasberg, in a book by Adler herself, called The Academy of Acting, she shares that she thinks Strasberg misinterpreted what Stanislavski meant with the emotion memory method. She developed her own method from Stanislavski’s imaginary world and what if method (Adler, 2000). To her imagination is one of the strongest skills an actor can use stating “You’re a storehouse of images, not just the things you’ve seen, but the things you’ve imagined, those images are powerful.” (Adler, 2000). She continues explaining that “They will turn on your ignition. They will engage your body and mind” (Adler, 2000). She gives an example of an exercise to train your imagination by saying to look up to the sky and be as detailed as possible of what you are seeing. If the story says it was a good day, then you can have to imagine yourself in detail what that looks like, maybe it was sunny or you were watching your favorite tv show (Adler, 2000).

According to actor and director Sydney Pollack, which was one of Sanford Meisner’s students, the work of Meisner “is to impart to students an organized approach to the creation of real and truthful behavior within the imaginary circumstances of the theatre” (Meisner, 1989). That is what Pollack stated in Meisner’s book Sanford Meisner on Acting. According to Pollack, Meisner didn’t necessarily make the work about technique like Lee Strasberg or Stella Adler and this made Meisner different from them. Meisner’s technique just like the others have multiple aspects to them (Meisner, 1989). One of his principles that stood out to me is the repetition method. In the book, there are examples of students in Meisner’s class, where they repeat the same line over and over until it feels good to move on to the next one. Meisner intention with this is to really feel what the actor is saying and layer the feelings of the character (Meisner, 1989).

“I had a strange feeling for about 5 seconds, that I didn’t know whether, he was putting the music into the piano, or whether he was taking the music out of the piano”- Ian McKellen about watching pianist Maurizio Pollini perform.

Music as a source for acting
Music has been a big part of my life. I have always combined music and acting in some way. I started off with musical theatre but quit at the age of 12 and got signed as a singer at a youth agency. Something that stuck by me was my singing teacher, Olga Roeting, who used to say “You need to connect with what you are singing. Singers don’t just sing the song; they breathe and live it” – Olga Roeting. She taught me multiple exercises that strengthened my connection with a song. For example, going by the text of a song, listening to the instrumental music, and understanding its story and what the song is trying to convey.

In 2005, director and teacher David F. Ostwald wrote Acting for singers: creating believable singing characters. In his book David quotes “Believability is the key to empathy, and empathy is the key to success” (Ostwald, 2005). Here he explains how to be believable as a singer and how being believable gets you connected to the audience. According to David you must fully understand the text sung and combine your breath, body, feelings and thoughts. David continues stating that acting is a helpful tool to become more believable. So, I was using acting in my singing performances.

At 18 my passion for acting grew and I got accepted in theatre school at Douglas College, Canada. I continued to use music as a source for my work to find more depth in a character and delve into emotion.

When I get a new role, I use music for developing a character I am playing. When trying to get to know my character well, I often make music playlists according to what I think my character would listen to. I use that playlist as well during warmups before the show to get into character. Music helps me get in the right state of mind before I go on stage. That’s why I chose to incorporate music into the last part of my workshop on 26-01-2024

The workshop enriched me with new insights and information I want to further investigate. My focus has mostly been on finding techniques that could help actors to perform better and heighten their emotion on screen. I want to further develop knowledge about music and the connection to emotion.

“Emotions are a process, a particular kind of automatic appraisal influenced by our evolutionary and personal past, in which we sense that something important to our welfare is occurring, and a set of psychological changes and emotional behaviors begins to deal with the situation." - Paul Ekman, PhD

Psychology of music

Whenever I watch a movie and I enjoy it, I get this indescribable emotional feeling and goose bumps. This happens partly because of the music in the movie.

Surely, I am not the only person who experiences this. I wondered about what other people experienced. Therefore, I made a questionnaire based on music's influence on the audience and on the influence on actors. This questionnaire is an ongoing questionnaire since I want to gather as much information from different people as possible. For now, I am using data from 15 different people who participated before 18-03-2024. The participants included actors, other creatives and people who enjoy watching films & TV. I asked the respondents about their experience and what they feel when their emotions are heightened. Multiple respondents talked about experiencing things emotionally as well as physically. Answers included different emotions, holding breath, goose bumps, the feeling of your stomach dropping. I continued asking if they know what makes them experience heightened emotions. 12/15 answers included music in some way. Mostly the music that plays underneath a scene was mentioned. There was one example of a show that four participants used in their answer, a BBC show called Doctor Who. Talking about tension that the music holds and how music conveys exactly what they were feeling when watching a scene. Another participant who referred to Doctor Who said that they can feel what is about to happen.

All participants indicated that music heightens their emotion when watching film or TV.

Why does music have such an impact on our emotions? Pianist Alexander Soares quotes “music is a language. The language of emotion”. He talks about how just like any other language, music has a structure, progression and syntax which is the arrangement of words and phrases to create well-structured sentences in a language (Inside Science, 2017). I can understand this statement because it is understood by almost everyone and through music we connect, just like how humans connect through language.

Even though music does not always have actual words, it still could be considered a language. This is because music and language are processed by the same area of the human brain; the temporal lobe (Pegasus Magazine, n.d.). The temporal lobe is on both sides of the brain, and some of its functions include recognition of visual image, language, speech and sound (SpinalCord.com, 2020). In an essay called Philosophy in a new key, American philosopher Susanne K. Langler quotes “Music is revealing, where words are obscuring” (Langer, 1951, p. 206). Indicating that music can speak a thousand words without literally having to say anything.

Pianist Alexander Soares states that one of the possibilities between the connection between music and emotion, is made by brain cells called mirror neurons. These neurons are activated once our temporal lobe recognizes the emotion in music and lets us sympathize with the music (Inside Science, 2017).

Emotion is connected to the emotional brain, also called limbic system, which is another area of the brain (The University of Queensland, 2017)

Afterwards I did the same exercise I did at the workshop, asking questions based on the primary emotions. I filmed the monologue as a self-tape while using instrumental music. The result of the exercise was that I was fully relaxed and came off more naturally. The music seemed to calm me down and I felt more in control of my words and movements. This happened because I wasn’t too focused on the camera, instead I was focused on the other character I was talking to. I was also using breathing as a support for the character and thought thoroughly about what I was saying and how impactful it was to my body.

Interviews

It is important to me that I talk to people who work in the film industry, because I don’t have that much experience and by talking to others who have, I can learn a bit about what to expect when I eventually do. Therefore, I interviewed Lante Kluiving who is in film school in The Netherlands but also works in the professional field as a film maker. Seren Vickers, also active in the film industry and an acting teacher at University of Wales Trinity Saint David was the second person I interviewed. These interviews were about their perspective on acting for screen. There was one answer to a question I asked which stood out to me. I asked “What do you think an actor needs to pull off a proper performance in front of the camera?”. Seren Vickers talked about being totally prepared to shoot, she mentioned Micheal Caine’s book on acting for screen as well and said to find your own technique that works to be ready to go. She stated “Directors appreciate when you are ahead of the game, they appreciate it when you are ready and can take care of yourself” (Vickers, 2024) While Seren talked more about having the technical stuff sorted, Lante Kluiving talked about knowing what you are doing helps everyone else a lot. He also stated “Doing something that relaxes your mind before shooting could be helpful to be more focused” (Kluiving, 2024).
Collaborations
For me it was important to collaborate with other students who had something to do with on screen acting or where I could use something from my own independent project. I collaborated with quite a few people and even ended up participating in two short films. I attended Sophie Mildiner’s, Jack Ericksen’s, Tabea Heisterbach’s and Robin Belcher’s workshops but that was not so much related to my own independent project. 
The short films I worked on were made by Anna Erwin and Meg Anderson. I already had tried out some techniques I wanted to explore at my workshop Emotion and Music interlinked and at home for self tapes. Now I could take what worked to a more professional environment and see if the effects would be the same. I looked at the primary emotions which are anger, surprise, joy, contempt, disgust, fear and sadness (Humintell.com, 2019). Then I used Konstantin Stanislavski’s emotional memory exercise with those emotions and tried to borrow those emotions I felt during experiences I’ve had on my own. The location was in the woods and since it was raining quite a lot, it was hard for me to do a relaxation exercise. What I did instead was before we started filming, was trying to relax on the way to the location and feel where my tension lied. The role I got for Meg’s short film was a dead person. According to the healthcare education company StatPearls after someone dies their whole body fully relaxes and after around two hours the body becomes stiff until it relaxes again after roughly 36 hours (StatPearls, 2023). So therefor I tried to be fully relaxed by slowly becoming stiff at some areas in my body and letting go.
Capturing movement (how does music influence the audience) 
19-01-2024 Since I am still at the basics of working with cameras as an actress, I thought it was important to learn what bodies look like on camera. Of course, I have seen people’s bodies on the screen before, but I wanted to capture it myself, edit it and make a start with interlinking music and emotion on screen. The idea was to let Sophie do a movement piece or some type of movement sequence on screen. Afterwards I would edit and work with music, seeing how music can influence and build a story and how it affects the audience.

Since Sophie Mildiner is doing her Independent Project about physical movement and character development, it was easy for her to build a movement sequence. My teacher Lynne Seymour suggested to shoot in multiple locations. I followed that suggestion and we mostly filmed near/on campus.

We started in the student union and in each location, we did one shot for about 3 minutes without music. From the start there was a story going on just by seeing her movements. Throughout the shoot I started noticing that Sophie Mildiner’s movements were influenced by the setting and surroundings. Especially in nature her movements were softer, more relaxed and freer. The ambiance influenced her too. When hearing birds singing in the background it gave a peaceful energy. I would often see Sophie look for the birds she heard. In the first shot her character was more conflicted, wanting to be free. In the second shot Sophie was playing with nature, picking little flowers, playing with the grass. I could see that Sophie’s character was influenced by the environment she was in because of her facial expressions. Now she was smiling, which she wasn’t before. Before Sophie was not using the space she was in, but when we were in nature, Sophie started incorporating her surroundings.

After filming I edited the movement piece with a song that came up in my head from the start. I edited the clip with different songs and chose this song to share. Some of Sophie Mildiner’s movements made me think of miming, which I tried out music for. The song Runaway by Aurora flowed quite naturally with the clip. I think the music enhanced the story and enhanced what was going on with the character because of the rhythm, feel and locations that we filmed at (see final piece in below YouTube links)
Workshop Emotion and Music Interlinked

(How does music influence the actor) 26-01-2024
I wanted to film people and see their emotions on a close-up shot on camera. After talking to other students and my teachers I came up with the idea to give a workshop about showing emotion on screen and working with some a mix of Konstantin Stanislavski’s and Lee Strasberg’s exercises. I also wanted to do an exploration with music and see how I can use music as a source with the exercises.

Celeste Turnbull and Sophie Mildiner attended my workshop. Since the exercises were influenced by and from mostly Konstantin Stanislavski’s relaxation exercise and Lee Strasberg’s emotional memory exercise, I wanted everyone to be as comfortable as possible because, I am not a professional teacher and didn’t want to trigger any trauma to the people who took the workshop. We started off by showing the 7 primary emotions on camera: Happy, anger, fear, love, disgust, surprise, anticipation (Humintell.com, 2019). I did this because, so I could see after the exercises if the emotions would be shown in a deeper way with more layers to it. Then I asked the students to other more specific emotions. Both students prepared a speech and performed it in front of the camera. These speeches were something that the students already knew and felt a connection with. 
Since my goal was to deepen their emotions on screen and make it more naturalistic, we started with a modified relaxation exercise. This I found the most important part of the workshop because just like Lee Strasberg said you can “Use the relaxation to eliminate fear and tension that interrupts expression” (Cohen, n.d). While Konstantin Stanislavski stated that “tension is an occupational disease of the actor”, Strasberg believed that “tension is the actor's greatest enemy.” (The method's relaxation technique, n.d).

The students were laying down and my goal was for them to reach the hypnagogic state. This state, according to psychologists Romain Ghibellini and Beat Meier is “A transitional stage between wakefulness and sleep, in which sensory perceptions can be experienced” (Ghibellini and Meier, 2022). Then, just like Lee Strasberg’s relaxation method, I asked the students to visualize a scan going through their own body, starting from the bottom of the feet to the top of their head. Each time they passed to a new part of their body, I asked them to tense and hold that for a few seconds before letting go and moving on to the next part. Afterwards, I started with a modified emotional memory exercise. This exercise was inspired by Lee Strasberg’s emotional memory method which according to Dr. Eric Hetzler is when “an actor must plumb his psyche for emotions and situations in his past that are analogous to the character's” (Hetzler, n.d). I asked them to visualize answers to some personal questions I was going to ask. I wanted to them to feel the primary emotions first and see if it changed anything in their body or face. All this was done without filming because I wanted everyone to be comfortable and be themselves.

Example question I asked:

What is a moment in your life where you felt full of fear?

For harder questions I modified the exercise by telling the students to not experience the moment, but rather see themselves from afar. From watching the students, I could see some movements in their body. Sophie Mildiner was sat down and made a movement with her whole upper body going back when she was visualizing the emotion of disgust. A frown appeared on her face and was there for a while before moving on to the next emotion. I really let them sit working on one emotion for a while because, next to wanting the students to go back in detail, I wanted to see if the reactions of their body and face would change. Celeste Turnbull had a moment where she started crying. She remained calm, but there were tears flowing down her cheeks. This happened mostly when we were working on the harder questions and negative emotions. After the exercise was done, I asked them to take a breath before moving on. I also asked them about their experiences and their responses were quite different. Sophie Mildiner said “that it wasn’t necessarily one moment that I thought of but a couple together that amplified the emotion I was feeling”. She also said “I think I felt multiple feelings at once. For example, when I was feeling disgust, I was also feeling anger”. Celeste Turnbull was more specific with the moments she was thinking of and really experienced the moment.
After doing this exercise for about an hour I recorded the students again doing their speech. The acting seemed more realistic because both students were calm and focused. There was no rushing or stumbling over words. They were in full control over their body and mind. Emotions were deepened because the students both were thinking of the questions to the previous exercise. Thinking about their answers provoked emotion and heightened their performance. The next step I took was using music as a source and seeing how music influences the actors. Both students send a list of songs before the workshop. I asked them for music because it becomes personal to use music they have certain memories and feelings with. When I listen to songs, I often associate the memory that happened in my life with music. From an article by neuropsychologist Lutz Jäncke, this is called musical memory. He explains that musical memory can come from episodic memory (Jäncke, 2008). Episodic memory meaning “A type of long-term memory for personal experiences and events, such as being stung by a bee many years ago, getting married a few months ago” (Colman, 2015). Semandic memory meaning “I let the students show emotions again, just like at the start. Beginning with the primary emotions and moving into more specific emotions. During their first speech I wrote down personal emotions I thought fit their speech. These emotions I called out to see their reaction and see if it would affect them and the last speech. Then the students did the final speech. I put one song on and let them do their speech. After a while I slowly turned down the music and ended up muting the music (see YouTube link below).

In the beginning of doing the speech for both students, it affected them more because the music set a tone for their speech. The students were both really into the speech and it was flowing. There was a certain rhythm to both speeches. Their emotions were even more heightened. This is because music influenced their objectives. It changed the way the actors thought. They saw the speech from a different perspective and could play more because they explored with several different emotions before.

My own try at my technique 18-03-2024
For the module Professional Practice, I worked on a monologue from the play Spike Heels by Theresa Rebeck. While developing the character and deepening the monologue I wanted to use exercises that I gave on the workshop 26-01-2024, on myself. On 18th of March for my 3rd extract of Independent Project I decided to try out the exercises I did at the workshop myself. I started off with Lee Strasberg’s relaxation method which I did it on an armless chair.  I chose for a chair because this is originally what Strasberg does and according to Lee Strasberg with an armless chair the actor can mimic a sleeping position. (TheatrGroup.org) Strasberg also thinks the actor must learn to be relaxed in every position they are in because it becomes easier to relax the more you practice. It was a modified version of Lee Strasberg’s relaxation exercise; the tension relieves technique. I altered this to scanning my body and going through every part, holding tension and then releasing it.
Then I looked through the emotions in the monologue. I did this because my goal was to make the monologue as nuanced and specific as possible. Finding the changes in emotion in the monologue helped me do this. The character named Georgie went through several emotions. I chose out of the 7 primary emotions: anger, surprise, joy, contempt, disgust, fear and sadness (Humintell.com, 2019). The emotions I chose were anger, fear, sadness, disgust, surprise. Afterwards I did the same exercise I did at the workshop, asking questions based on the primary emotions. I filmed the monologue as a self-tape while using instrumental music. The result of the exercise was that I was fully relaxed and came off realistically. The music seemed to calm me down and I felt more in control of my words and movements. This happened because I wasn’t too focused on the camera, instead I was focused on the other character I was talking to. I was also using breathing as a support for the character and thought thoroughly about what I was saying and how impactful it was to my body (see third YouTube link final edit). In the video you can see that its 3 videos edited to 1. The first without any exercises done, the last with all the exercises done. From the video you can see how I gain more control over what I am saying and doing.
“Experience as many approaches as you can; try them out, give each your best shot, then select that which works best for you. Take what works for you, discard what doesn’t, add what you pick up somewhere else. So, that what is evolved is your method.” - Lenore DeKoven 
Conclusion
By researching acting techniques for screen, I successfully found out what options there are to help my work as an actress. I am also more prepared and know what to expect when going into on screen acting. I know how music and emotion interlinks with each other and hope to further explore how I can use music as a part of the process when working on a new role. The relaxation method by both Konstantin Stanislavski and the relaxation method by Lee Strasberg has already benefitted me a lot. I get full control over my body and mind and I am focused, ready to play. It was interesting to explore with emotional memory method by Konstantin Stanislavski because it also interlinks with musical memory. I want to further explore the ties between hearing music and thinking of memories, because memories are enhanced by emotion. I am grateful to be able to find what works for me before actually going into the film & TV industry, working with peers and doing what I love to do which is acting. I aspire to learn more about the craft but also about myself as an actress. 
Links to videos:
These videos were made as a part of my process, 
· https://www.youtube.com/watch?v=04uwGj_d7ck (final speech Celeste Turnbull at workshop)

· https://www.youtube.com/watch?v=DfqvTBik0vI (final movement piece Sophie Mildiner)

· https://www.youtube.com/watch?v=JXcTa8EbbJo (final edit monologue Spike Heels, exploration music and emotion)
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