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Zusammenfassung: 

19. Jahrhunderts ergänzt. 

* * *

Historically, the actor’s profession has often been considered disreputable. 
th century that the 

social role and the status of  actors began to be revaluated in most European 
countries.1

process.2 th 
century, due to the phenomenon of  the Grande Attore as well as the incredi-
ble popularity of  opera singers.3 Both as a cause and a consequence of  this 
revaluation of  the performers, handbooks for would-be actors or pedagogical 
notes written by actors themselves started increasing in number in the 19th 
century and became especially popular during the second half  of  the century.4 

L’arte dell’attore dal Romanticismo a Brecht. 
Teatro e spettacolo 

nel primo Ottocento Teatro e spettacolo nel secondo Ottocento. 

3 Grande Attore th cen-
La 

scena italiana: materiali per una storia dello spettacolo dell’Otto e Novecento
L’arte dell’attore, pp. 64–90. 
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artists. Handbooks and other pedagogical instruments served to demonstrate 
that the activity of  actors was based on the rigor of  theory and not only on the 
tradition of  direct apprenticeship on stage. 

But during the 1910s the situation started to change. Many famous and appre-
ciated actors of  the theatre started to cooperate with the cinema and, more 

5

articles and interviews with actors from this period that are addressed to young 
-

literature aimed at theatrical actors. 

poem written by Trilussa6, a popular poet of  the 20th century who wrote in 

the photographer proposes a screen-test to the animal who accepts. The mon-
key simply makes a few grimaces and scratches its belly in front of  the camera 

Brava! – strillò er fotografo – Benone! 
 

sei nata proprio co’ la vocazione! 
Se allarghi mejo certi movimenti 

 
This is fair enough to make your career  
You were born with a vocation! 
If  you stress some moves 
Goodness knows how famous you will get!7

Bianco e Nero vol. 71, 
2011, no. 586, pp. 109–116.

anagram of  his surname. 
Tutte le poesie
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appreciated by the middle class audience. Moreover, some intellectuals started 

8 

9 

is based on a professional method instead of  just improvisation and unprofes-
sionalism. It also shows the numerous skills demanded of  the actors in spite 
of  the absence of  voice and the presence of  the technological apparatus. 

th century 
Italian theatre. The number of  handbooks, essays and articles on stage acting 
written during this period is impressive. Italian theatre historians have been 

on it.10 Their analyses shed light on several important aspects of  19th century 

1. 
2. 
3. 
4. Theories of  acting and passions 
5. 

with those found by historians of  theatre. 

8 We might also mention 
Cinematograph Operator

Lo schermo di carta: pagine sul cinema 1906–1924

Cine-fono vol. 6, 1914, no. 279, pp. 39–40. 

Bianco e Nero vol. 63, 2004, no. 549, pp. 47–48. 
10 La letteratura teatrale italiana e l’arte dell’attore (1860–1890)
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and there are not many studies dedicated to this aspect.11 In any case, it can 
-

blances with those of  19th century Italian theatre. First of  all, the most impor-
tant tools in both traditions were certainly the didactic handbooks.12 They were 
often written by actors who directed acting courses or schools, and it is pos-
sible to deduce the methods of  these schools or the ideas and approaches of  

should acquire a general knowledge on literature, history, history of  art and 
aesthetics, and many pages are dedicated to these disciplines. Some of  these 
handbooks feature partly identical content and there are some cases of  par-
tial plagiarism.13 The handbooks are not the only pedagogical instruments 
addressed to theatrical and cinematic artists. In many cases, memoirs, essays, 
interviews and articles by famous actors also have a fundamentally pedagogical 
function.14 I call these indirect pedagogy.

the minor professionalism of  cinematic pedagogues and the lower authorita-
tiveness of  cinematic teachings which were carried out in improvised settings 
rather than academies. Furthermore, the most famous theatrical actors gave 

11

be published). This essay provided much useful information for my research. I want to thank 
-

12
Come si possa diventare artisti 

Come 

L‘arte silenziosa: l‘espressione dei sentimenti portati 
al cinematografo Per diventare attori cine-

Cine-scuola episto-

13
14

Teatro dell’Italia Unita, Atti dei convegni
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-
nals.15

in the journal -
ber 1914.16 In 1913, Il maggese 
Lanzi, an unknown actress who offered private lessons at home to ameliorate 

inquiries are interesting, but research is yet to be completed. 

, published 
-

gical literature for reconstructing the biography, social status, mentality, career 
17 In the second and, more deeply, in the third 

refers to his biography with accounts of  his education as an actor in a small 
operetta 

art. Like Trilussa and many others, he didn’t think that being a good actor in 

and I had supposed that four grimaces would have been enough to be a good 
18

15
L’Arte muta

Il Tempo L’Arte 
muta Le dive italiane del 
cinema muto

16
Immagine – Note di Storia del Cinema vol. 10/11, 

2006, no. 20, pp. 72–76. 
17
18 Come si possa diventare, p. 10.
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-

Film actors must thus have both good memory and the ability to improvise. In 
direttori di scena) 

who were mostly untrained, improvising metteur en scène. Yet, in spite of  the 

Simonetti’s 
dell’arte muta
last handbook entitled , which was published 

are the only people who have the technical and artistic competence to lead the 
entire troupe and their authority seems to have increased to the detriment of  
the actors’ independence. 

Handbooks, essays and memoirs from 19th century Italian theatre sometimes 
appear to contradict other evidence such as contemporary reviews or pictures. 
They often present a sort of  acting style grammar that seems too rigid to illus-
trate the art of  single performers, and they are addressed to non-professional 
actors. Nevertheless, these sources are certainly useful for reconstructing sty-

poses and gestures.19 
-

some stylistic options. They are also useful for reconstructing a sort of  ideal 

generally inclined to a generic and sometimes contradictory naturalness, slow-

19 Prontuario delle pose sceniche
Ideen zu einer Mimik

into Italian in 1818. Engel’s work played a fundamental role in the Italian pedagogy and theory 
of  acting during the 19th century. 
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ness of  gestures, statuesque and pictorial poses, facial mobility and a kind of  
acting based on dramatic situations or the representation of  passions rather 

20

light.21 Moreover, the ideal actor should be athletic, be able to care for his/her 

the acting style in Guerzoni’s handbook

The theories of  acting lead me to the central argument of  my paper where I try 
to show how the connection between the theatrical and cinematic traditions 

th century is a golden 
age for theatrical actors in Italy. The generation of  the so-called Grande Attore 

Salvini were very successful on stage, and not only in Italy. They could delight 
foreign audiences with their body language and charisma. They knew per-
fectly how to provoke an emotional response from the audience. Their tech-
nique of  addressing the spectators was considered perfect. Yet, despite their 

22 performers 

20
La letteratura teatrale italiana, p. 269.

21 Cine-scuola illustrata, pp. 188–190. 
22 In his essay Paradoxe sur le comédien

Western world, Denis Diderot argued that great actors must possess judgment and penetration 



401

– on the contrary, they were perceived as passionate actors embodying and 
living their stage roles. This equilibrium between head and heart, technique 

-
ted in the pedagogical literature. The pedagogues delineated a passionate and 

23 

24 -

as a series of  optical tests which the actor must undergo.25 Jandelli’s compari-

certainly conscious of  the peculiarity of  acting in front of  a camera and with 
varying shooting distance. Nevertheless, it is the thesis of  the last part of  my 

-

looked back to 19th century theatre for its theories of  acting, and the actor 
-

rence to codes. 
The emotionalist theory is the principle approach of  Simonetti and 

Galasso’s handbook. In a chapter dedicated to the psyche and the cinema-
tograph, the language and pedagogic topoi closely follow those of  theatrical 

about spontaneity, creativity and sacro fuoco
-

26 -

without sensibility.
23

subject. 
24
25
26 , p. 66.
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-

front of  a mirror and imagine being joyful in a group of  happy acquaintan-
ces, hearing a friend who tells a funny story, remembering his dead mother 
and, at the end, seeing both his child and his wife. Every single event of  this 

-
27 The 

low cutting rate certainly stimulated the actors’ creativity, but sometimes it 

actor capable of  ignoring his own personality in order to embrace the passions 
of  his character. First, the actor has to coldly analyse the psychological situa-

28 

of  incomplete Stanislawski method, incomplete because he did not fully deve-
lop the fundamental concept of  emotive memory. Guerzoni’s manual is cer-
tainly the most interesting and serious, a precious document in the history of  

-
sentations and photos. 

point which is also a criticism of  pedagogy in Italian Early Cinema. Despite 
the great importance of  some remarks 

27 In a sequence of  MA L’AMOR MIO NON MUORE!

-

28 Cine-scuola illustrata, p. 108.
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Nevertheless, their works show how early and silent cinema tried to shape its 
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