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THE BEST BOOK ON ACTING 

How to become a better actor instantly-- 

 without killing yourself with the “Method” 

Discover the psychological secrets of the “LIFE ACTING System”  

 

 

INTRODUCTION 

 

  When you think of the acting performances that have inspired you, I wager that they 

were the ones where the actor was so focused, so alive, so in tune with his or her desires, that 

you were enraptured. They quickened your pulse--made you laugh. They affected you. Even in 

the so-called “quiet moments”, it was the actor's thoughts-- which somehow you could “read”-- 

that kept you riveted. This is the height of good acting. It doesn't get any better than this.  

 

 Of course, there is a history of the dramatic arts. We can see by the popular styles of 

acting over the years, what that history was influenced by. For history itself is not an accident. 

History is the working out of the thoughts of men. It is this “working out” of the philosophies of 

the times that have influenced our aesthetics or theory of art. Not understanding this fact has kept 

us in the dark, and has been a source of our aesthetic problems. Aesthetic styles are the 

outworking of a deeper philosophy-- of one's metaphysics, epistemology, ethics, and politics. 

These all overlap and contribute to the resulting aesthetics of the day.  

 

 

 

 

 

 

 

Aesthetic styles are the outworking of the Philosophy of the Times.  



 Let me illustrate from film history. Simply looking at the history of acting in the medium 

of film, we can see how culture and philosophy affected film acting. For instance, at the turn of 

the century (technologically speaking) the medium was in its infancy and had not developed 

sound. Visuals were king. Acting styles were being adapted from the stage. Therefore, the acting 

styles were more demonstrative, more ostentatious, just as the first decade of the 20
th
 century 

was. It was a decade of invention, of innovation, of glamour and wealth, excess, and luxury.  

Is it an accident that these themes also affected the style of acting at this time? Of course not! 

There is always a dialectic functioning between the themes of the times and the styles of the 

times. This can be vividly seen in every new style of film since then.  

 

 For example, can anyone deny that the post-war ethos of cynicism (in light of the 

millions slain in WW2) directly affected and led to an aesthetic of skepticism, darkness, and 

moral ambiguity? - And that this ethos led to the style of Film Noir, and also to an edgier style of 

acting?  

 

 Later, the great films of Italian Neo-Realism came out of a desire to be more truthful 

about the horrifically challenging social issues of the day. This movement contributed to the 

casting of what they called (incorrectly, in my opinion) non-actors. Of course, the performances 

by the so-called “non-actors” could be every bit as powerful as the professionally trained--

sometimes, more so.  

 

 The point I am making is that the prevailing philosophies of the time impacted the styles 

of acting. This is natural, and will always be so. When we acknowledge this, we have to also 

acknowledge that any opinion which claims that a certain style is, “better”, can only be opinion-- 

anything more is simply fanaticism.  

 

 Unfortunately, we have been duped as artists from an early age, especially in the 

theatrical arts, that there is a “right” way of doing things. We have our devotees of Stanislavsky, 

Lee Strasberg, and the Actors Studio and the Method, Stella Adler, or David Mamet, or Sanford 

Meisner. We argue with one another rather than looking deeper, rather than looking at the 

philosophical presuppositions of these schools. Remember: the results of these schools are 



simply the manifestation of the philosophical presuppositions of their teachers. For example, 

Meisner thought Strasberg was too internally focused. Robert Lewis thought most method actors 

were neglectful of style, and so on. 

 

 Similarly, my philosophy of acting derives from my understanding of the nature of man, 

and the way he views the world. This understanding is derived from fairly recent studies in 

behavioral psychology. 

 

 

 

PHILOSOPHY OF LIFE ACTING 

 

 My philosophy of dramatic arts, I call LIFE ACTING. 

1) LIFE ACTING- sees the goal of the performer as the complete focus on the 

IMMEDIATE LIFE of the character. Life is the actual dynamic that is happening 

in the present. It is very present focused.  

 

 Therefore, the priority of LIFE ACTING is never contextual. LIFE ACTING is never as 

concerned with characterization, accents, makeup, wardrobe, projection, blocking, marks, etc.  

Theses things have their place, but they are NOT acting. They are simply choices made in 

homework. Homework is homework and acting is acting.  

 

 Unfortunately, we haven't learned that way. We have given contextual issues as must 

weight as situational issues, and the tension between the two has been an albatross around our 

collective necks! 

 

A NEW PHILOSOPHY 

 

 It is the point of LIFE ACTING to free the performer. This freedom is not based on whim 

or arbitrary style, but on a new and very specific philosophy of the human being. In fact, it is my 

contention that solid grounding in the philosophy of humanity (anthropology) including 



psychology, is of the utmost importance in the dramatic arts. Why? Simply because it is what we 

believe about men and women and how they function in the world that will most influence our 

choices as actors. 

 

  

 

 

.  

  In this short primer, I will present the basics of this new philosophy of acting. 

Chapter 1 will deal with psychological research and discoveries that have influenced our 

understanding of the way men think. Chapter 2 will explain how these discoveries have impacted 

our view of humanity in general. In Chapter 3, we will look at how these understandings 

radically affect our view of the acting process and goals. I know you might be tempted to go 

right to this chapter. Try to resist, because the first two chapters are the keys to understanding 

Chapter 3. In Chapter 4, we will look at “Characterization”, what does it mean and how do we do 

it? Finally, in Chapter 5, I will describe some exercises that are especially important for the 

actor’s instrument.  

 

It is what we believe about men and women and how they 

function in the world that will most influence our choices as 

actors. 


