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Here Comes the Latest Thing in Vampire Ladies!
‘Ware, Thedal

By P. A. PARSONS
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Her  aiviyuriied ARE DIKECTED  TOWARDS

PEARL WHITE IN THE PATHE SERIAL, ‘PEARL OF THE ARMY"

( Thirty-nine)

came her chance in the Winter Garden show: more
vaudeville, and now the screen.



What | Demand of Movie Stars

kY

BELIEVE that the
makers of pictures
have, in many ways,
already surpassed
the art of the speak-
ing-stage! And per-
fection in Motion
Picture drama has
by no means been

reached. Tar from it, altho we are ad-
vancing with great rapidity. Now, to
equal the art of the speaking-stage, a
great deal is needed of the people who
make these picture-plays, the movie
actors and actresses as they are best
known. To exceed the art of the speak-
ing-stage, still greater things are needed
and demanded of the leaders in the pro-
duction of a photoplay.

Granted that the person has a moving-
camera face—that is, a person who photo-
graphs well—the first thing needed is
“soul.”

“Soul” sounds rather queer in speak-
ing of a movie actor, does it not? Yet,
that is just what I mean. The people of
the speaking-stage call it temperament,
stage presence, technique, and many
other things. But there is such a wide
difference between the spoken drama and
the Motion Picture drama that the big
people in the cast of a movie must, in
reality, have “soul.”

By that I mean people of great per-
sonalities, true emotions, and the ability
to depict them before the camera. Stage
emotions will not do ; some of the greatest
of actors appear stilted and “stalky” in
front of the camera Every big star in
the movies, whether . ~mantic, tragic or
comic, really has a mos, interesting per-

By DAVID W. GRIFFITH

sonality. When they step in front of the
camera, they do not have the “over-the-
footlight” feeling and manner that we see
in the actors in the spoken drama. It
wouldn’t register well at all. When a
really good actor stands before the
camera, he puts his soul into it—he isn’t
wondering what the people “down front”
are thinking of him. He or she knows
there is no audience in front, but a grim,
cold-blooded, truth-in-detail-telling cam-
era lens which will register every quiver
of the facial muscles, every gleam of the
eye, every expression of the face, every
gesture, just as it is given.

The movie actor cannot add to his art
a soft voice; rising or falling inflection;
a deep, piteous sigh; a quickly intaken
breath expressing surprise. There can be
no gay, rippling laughter, nor solemn
tones of warning; no sad, sweet, pleasant
tones; no shrieks of fear—not a sound
can help the movie actor. He must ex-
press every emotion with his face and
hands and with general gestures and
movement of the body.

The actor with the soul enters into the
work with all the ardor there is in him.
He feels his part, he is living his part,
and the result is a good picture. I can
get quantities of beautiful, doll-faced
girls, but, alas! they have no more soul
than a doll; they can smile sadly or
faintly, or giggle, and that exhausts their
capabilities.

For principals I must have people with
souls, people who know and feel their
parts, and who express every single feel-
ing in the entire gamut of emotions with
their muscles!

They do not practice and practice to do

that. Tt comes naturally to them. They
practice over and over many stunts, many
jumps, dives, and other things, so as to
time themselves accurately or so as to
learn to do it just right; but when it
comes to emotional scenes, whether it is
love, hate, joy, sorrow, surprise, chagrin,
exultation, or any of the scores of shades
of the larger emotions, the best of the
actors and actresses just go ahead and
do it as tho it were a part of their really
and truly experience in life, -

This is but one thing I demand of
movie stars. The first thing I demand,
of course, is that they have a movie-
camera face, and I not only demand that
of stars, but of the humblest filler-in. If
the person is to appear at all in the
picture,” that person must be one to
photograph well.

A studio picture is quite different from
a Moving Picture portrait. A studio
picture has every light and shade dif-
fused and thrown here and there so as
to accentuate beauty and to hide defects.
The negative is then retouched, until the
matron of forty comes out on the print
like a woman of twenty-five.

We cannot diffuse the light for an in-
terior in the movies, because the people
are, naturally, moving. Retouching is
out of the question, because one could
not retouch a mile or two of film with
thousands upon thousands of pictures.
Consequently, a director must demand
people who take good pictures. Taking
a “good” picture does not mean taking
a beautiful picture. An old, withered-up
woman may take a splendid picture for
certain characters. John Bunny did not
take a “beautiful” picture, as every one

(Forty)
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