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Stage Two.

EXTENDING THE VOICE INTO RESONANCE, RANGE AND SPEECH.

If a beginner actor works well and willingly, within a year 

the body, the breath, the free and placed voice are set in 

place. You now have a foundation from which to work 

positively. As the actor enters Stage Two of training, all the 

major physical and vocal habits should have been uncovered and are in the process of being addressed. I do not 

expect these to be totally solved or obliterated. But you should be conscious of any habit that is holding you back vocally. You should also know by this point how to prepare and warm up the voice on your own without encouragement or instruction. This should be a daily habit. All of this work has probably been achieved during the first stage of work. I do think most voice trainers would agree that if a student misses this initial year of work, is either away too much or doesn't work sufficiently hard, he or she never catches up in the training. You find yourself faced with a constant struggle to achieve with ease not only more advanced areas of voice and speech work but the more challenging aspects of actor training in general. The craft work never becomes fully organic and a fixed habit. Quick repair jobs can be done later but never again will a student have the luxury of working his or her craft in safe seclusion and by measured degrees. Later, if the voice has not been comfortably placed, the actor will have to repair it in public: in the rehearsal room or on-stage in front of a paying audience! 
I am not exaggerating when I say that I regularly have conversations with professional actors who lament never having learned proper voice technique and who wished they could return to square one. But beyond a certain point there is no going back. But let's continue on the assumption that the work we 

covered in Stage One is set in place and you are doing much of it as a daily routine. You have taken the responsibility of doing the work to help yourself. We can now 

move on to other areas of technique, building on this solid foundation. Remember that the very basic work of Stage One will always be your security and the knowledge which permits you to forge ahead into more advanced areas of acting. During the past decade I've noticed that young actors are less willing to accept responsibility for their work and find it harder to enter into a process. In order to move on in any aspect of craft work, fundamentals simply have to be in place. I cannot extend either the resonance or range of a voice during the second year of training if I must constantly correct, say, your lack of support. It is impossible to work the voice safely if it is not free and supported. In order to proceed to work on resonance, range and speech, all the basics of breath support and the free and placed voice must be in place. 
Resonance.

You've built up the breath support to an organic state, you've freed your voice and placed it out of you. Now you can learn to use other parts of the body to help in making sound. As you venture into the areas of resonance and range, please keep the body, breath and voice work in place. In theory the whole body resonates the voice, but the most obvious and important resonators are in the chest, throat, face, nose and head. Each human resonator acts as an amplifier. The more resonators you use, the clearer your voice will be and the easier it is both to sound and project the voice. Also, the more natural amplification you use, the easier it is to work in space. Always remember that one of the actor's functions is to fill space with presence and with voice. 
Experiencing Resonators.

Here are a few simple ways of experiencing the resonators you have in the head, nose, face, throat and chest. 
Sustain a hum into the head. Some people find it hard to feel vibration in the head. Imagine the voice going up there even if you can't feel it.  Now move and place the sound of your voice into the nose.  Then the face, throat and chest. 
Each position will create a different quality of sound and will require a different intensity of breath support. Generally, today, people do not use the head resonators as much as those in the throat and chest. This has to do with our level of speaking commitment. We live in a society which places value on not showing passion or joy in debate or ideas. More and more, the voice's tendency is to stay trapped in the throat and chest only. This is using the conversational voice only, rather than the declamatory voice of the actor. 
The higher the energy of the thought and feeling, the more the voice rises into the head. The greater the need to speak, the more we invest in the head resonators. Most plays in the classic repertoire are rooted in passion and intellectual excitement just bursting to be said and sounded. So to release these plays you will need to open up the head resonators. Certain parts of your voice might feel strange - you will suddenly think that it's not your voice. But it/s your voice, though perhaps not your habitual one. It has just entered a new key of excitement. Imagine that the humming in your head is just you blowing cobwebs out of your voice. 

Four distinct advantages of working your voice in this way are: 

If you use all your resonators your voice is being worked 

economically and efficiently. All reinforcements of sound are being tapped to send the voice 

into space. Speaking only in the throat and chest is much harder work than letting your voice percolate up into the head. The head resonators carry sound in space. They produce 

harmonics that can pierce with ease any dead acoustic. By investing in the head resonances, your voice will become clearer and more acute. 
Many modem theatres are acoustically dead. This is a problem I will bring up later when we talk about acting in different kinds of spaces. You cannot be heard in many spaces if you do not use the high-energy head resonators. Boom away as much as you want in the chest and throat, but you will still not be heard clearly. 
Humming into Speaking.

Just as you hummed above, now try to speak in each area head, nose, face, throat and chest. It will feel odd and you'll notice a vibration, but experiment, then clarify the exercise a bit more by getting each placing out of you - 'think out' when you speak. As you work the head resonators you should feel the voice become free of the throat. Many actors might want to allow their voice full resonance but find it gets trapped. There are exercises to help unlock it. Even after a few minutes of placing your voice in a different resonance area you will feel it become richer. Speak a chunk of text in each area, then speak it thinking the whole voice. You should immediately notice a difference. The voice ought to sound fuller. 
Exercise 23: Head Resonance.

This exercise helps to open up your head notes and place the voice very far forward. I like to recommend it because most actors under-use their head resonators and overuse the chest and throat. Consequently, as you do this exercise you might feel that you are speaking too high, or that you have lost the lower tones. This might be true initially but please do not be afraid of the exercise as it is probably overcompensating for years of holding the voice down in the lower resonators (chest and throat). Recognize that you are just exploring a new part of your instrument and learning a new tune. This image might help you: most of us struggle to place our voice as though we are coming up from somewhere deep rather than from on high. So imagine coming over the top of your voice. This exercise takes you over the top of your voice and out, not up and under the voice. 
Stand centred. Breathe and find some deep support before you start; you'll need it! Connected to the breath, hum right up into your head. Place your hand on the crown of your head and see if you can feel a vibration. If you can't, do not worry. The hand will still be useful to place the voice in the head. Place the voice here for a couple of breaths. On one breath (do not cheat here), place the voice into the head, then let it move down the face until you feel it buzzing on your lips. As soon as you feel this happening open your mouth and release sound on 'ha'. The feeling of the voice travelling down through the face is vivid, rather like a waterfall of sound. You must be diligent and open into 'ha' immediately when you feel it on your lips. Most people have an overwhelming temptation to pull back even a fraction into the mouth, if not the throat. This fraction can make the voice sound as if it's behind a plate of glass. It is a vivid recognition of the 'pull back'. 
If you do this exercise correctly, the voice will feel freer than usual and very released. Your support will feel anchored low and the throat open. You might have to do this several times before you fully grasp and appreciate its power. When you do feel this clear, powerful sensation, take the next step in the exercise. 

Repeat the whole process: voice into head; move down the face onto the lips; out on 'ha'. 

Then on the same breath take the 'ha' into intoning over a count of 3, or intoning a piece of text, and then straight into speaking. (Hum -* 'ha' into intoning 1, 2, 3 --* into speaking 1, 2, 3 -* then into text.) 
Again, you might have to make several attempts at this but when you achieve it the spoken voice will not only be placed very far forward, but you will hear very high head resonances in your voice. Your speaking voice will have a top layer of vitality and vibrancy which should feel completely new. You are now experiencing resonance. 
Keep breathing and speaking in this position for thirty seconds or so. Your voice is probably much higher than usual. Gradually, maintaining the placing and resonance, speak and allow your voice to drop to a more normal pitch. You will keep the clear head resonances and marry them with the chest one. Suddenly you have discovered a richer and freer voice with a usable technique. 
Range.  

Range is the changing of notes in the voice and the movement of pitch up and down. Range can also reflect emotional and intellectual excitement in a speaking voice. If we sound dull it is either because nothing is going on inside us intellectually or emotionally, or because the voice is so held that it can't reflect the speaker's range of creativity. Hence the actor's common defensive complaint, 'I am much more interesting than I sound!' The human voice can only sound interesting if it is free, moves and is connected to emotional and intellectual truth. We are what and how we speak. 
The other potential hindrance to the range of the voice is the speaker's fear of being 'over the top', or sounding too committed to the text, or perhaps the voice simply has been underused and the actor has neglected to stretch her or his vocal imagination. I am always amazed by how many actors fear sounding colourful on-stage. And range is vocal colour. Consider these important and creative points about the use of your range: 
I am not the slightest bit interested in the actor who shows off his or her vocal range. You might be as interesting to listen to as it is to watch a tumbler spinning across the stage, but the audience cannot hear the text. The embellished nature of the delivery impedes their understanding. 
The great texts are about passion and a fiery intellect, so it is completely unreal to speak one of these texts with a limited or fixed range. Your voice is communicating coolness while the text is indicating passion. A rich text deserves a rich voice and it would be unnatural to sound otherwise. No audience can listen to a dull voice for longer than a few minutes before switching off. They might switch on again, but might also have missed the most important part of the play. Actors can sometimes come off-stage angry with an audience for not listening, but if you haven't worked to make your voice more interesting, how can you blame the audience? 
There are five technical considerations about range I would like you to consider: 
1. When your voice is free, strong, healthy and flexible, it will move through range dynamically along with the text. Your voice will, if the thought, feeling and need to communicate are in place, sound appropriate to the text. 
2. Like all areas of voice and speech work, the range is dependent on breath support. As range moves in either direction away from the speaker's habitual notes, you will need more or a finer control of your support. 
3. I like to think of a voice as a whole. Vocal tags such as tenor, soprano, etc., will often lead us to imagine that the voice can be consigned to compartments. It can't or, perhaps more accurately, it needn't be so limited. Most un-stretched and underused voices have breaks or blips; small holes in the range. When young, our voices break in order to develop naturally. These breaks need time before they fill in, as vocal folds grow 

and settle. Generally, a man's voice is fully settled at around twenty-five years and a woman's at around eighteen. Most breaks I deal with are caused by energy that is not fully placing the voice forward. I will be describing exercises later to eradicate both these breaks. This is the creative problem of having a break, whatever form it takes. The actor is consciously or unconsciously frightened of using his or her voice near or around a break. You are afraid that the void in your voice will be revealed. This sometimes forces the break to become more deeply entrenched in the voice. Only by working through these breaks will you understand your full vocal potential and have a greater range of choices in your acting. Sometimes actors say to me, 'I have two voices, my top voice and my bottom voice.' Or three, four, five voices. The record from one actor is six! When I examine the range, there are breaks that divide the voice, cutting it down. These breaks have to be addressed to give the actor full use of his voice. 4. 

A healthy spoken voice can easily stretch over three octaves if not four (e.g. twenty to thirty notes). Most of us, however, employ only three to four notes as we speak every day. We only use the whole range when excited or happy or threatened. 
5. As the voice is worked and stretched, you will find there is a part of it that is freer, easier and more accessible. This area has been described as 'centre' or 'optimum pitch'. What is interesting - and this is tied to the resonance of the voice and our social shyness in committing to its use - is that when most of us find our centre it is higher than the voice we habitually use. Social conformity has made us suppress our voices. Centre is a place of ease and release. 
I always like to offer a range of choice to any speaker, and it seems essential in order for actors to serve the great texts and engage an audience that they work on physically stretching their range. In doing so you will open up your vocal imagination. I always tell actors that it is possible to sound richer, yet still be real. It seems our physical voices have been stunted as well as our imaginative ones. Do not let the voice of restraint whisper in your ear to stop your vocal experimentation. 
Exercise 24: Range Exercises.

As you do these exercises, remember all the physical freedoms and your connection to the breath, but also try to keep your head still and centred. It's very tempting to move your head up and down in this exercise. In effect, this movement of the head inhibits the work and can pull the voice into you. We are going to be stretching a network of muscles which help you to achieve greater range. You can cheat this process by moving the head so that it does the work rather than the muscles that stretch the range. These are pure exercises and are stretching two areas of muscles: the vocal fold and the throat muscles. Without becoming too technical, think of the vocal fold rather like an elastic band. It needs stretching in order to become activated. If you hold an elastic band and ping it as it becomes tighter the note is higher and, vice versa, it is lower when it goes slack. The second area to stretch is the muscles in the throat that hold and move the larynx. Stretching these two areas will begin to make your voice flexible and ready to use creatively, and will give you a pleasant surprise about how much range you have gained. You might not dare to use the full range immediately, but it is there for future use and somewhere in reserve you know you have it at your disposal. Throughout these exercises, think up to a point above eyeline. This is to keep the voice moving out of you in an arc. This point of concentration will be one of the main aids of moving through breaks. Think out, but connect low to the breath. If you feel the support go during these exercises - and you will be needing more support and control and a fine sense of economy in the breath - push a wall or hold a chair and reconnect to your power. Lastly, you might feel throat muscles stretch. This is not a bad sign, but do not work beyond the stretch feeling into effort and constriction. 

Stand centred, jaw free, head balanced on top of the spine. 

Concentrate and breathe to the point above eye-line. 

Hum and come down through your voice on a slide, not note by note. Think up to the visual reference point. Try this several times. Now use 'oo', then 'ha'. There will be breaks at either end of your range (the human range is large but not infinite). If there are breaks or blips in the main body of your voice let's my to iron them out. It is very important that you are concentrating the voice forward and not pulling back off your voice. Pitch above the break and come down through it. Do this at least seven times. The breaks should minimize. If they do not, try the process very slowly. Concentrate on the breath control and the point above eye-line. You've been moving down through your voice when you move the voice in this way. You are moving away from tension to openness so the movement is slightly easier than going up through the voice which is releasing into tension. Now, on the 'ha', go up through the voice. Then down and up on 'ha' several times. If the voice breaks, it won't hurt if you are neither pushing nor tensing up and using support and the outward focus. For maximum control, slow this movement of sound. Try the same movement on different levels of volume. Speak, coming down, then up. You could try counting. Speak on the highest note you can, keeping the voice free and forward. Speak on the lowest note you can, neither tucking the head in nor pulling the sound back. If you have access to a piano, play with your range. Many people freeze up when they have to make a note, but it doesn't matter if you pitch wrongly. Anything goes. Always give yourself permission to sound a bum note. It is interesting that people who fear the inaccuracy of their ear will pause a fraction of a second after hearing the note before attempting to make it. If you do not hesitate but enter the exercise with a spirit of play you will probably pitch accurately - who knows? Start around middle C. Play the note, pitch on 'la', then speak around the note. Play with notes above and then below middle C. Pitch, then speak. 
Stop whenever you feel you are straining. Many of the positions might feel odd, not because you are straining, but because you have rarely stretched your voice in this way. What you are hearing is none the less your natural voice; only a different and unused part of it finding its own range. Now sound 'la' over three notes coming down through the voice. Start two notes above middle C - E D C, la la la. Then F E D, etc. going up, note by note. Every now and then, stop and intone, then speak around the note. Go as high as you can, then return to middle C and in the same way move down through the voice, stopping off now and then to intone and speak. Stretching in this way will probably surprise you as to how much range you have - two, three, even four octaves. 
The Value of Centre or Optimum Pitch.

Generally, if the voice has been used off-centre, one part of the range has been exercised and the other stunted; the voice will need stretching. At this stage of my work I do not dwell too much on what is called centre or optimum pitch, as it is complex and dependent on many physical, vocal and emotional factors. A male actor in a three-year training programme, depending on his age, won't find centre until he is around twenty-five years of age, and he might only begin to be aware of ease in his second year. Centre is dependent on physical centring, breath and support, control and complete vocal freedom as well as emotional liberation. Hardly anybody I have ever worked with in Western countries uses the natural centre when speaking. It commonly has to be rediscovered. Oriental actors discover their centre very early, since so much of their vocal training depends on it. 
Exercise 25: The Full Range Stretch.

During this exercise you might experience your voice moving close to or even onto the centre of your range. If you experimented with a piano in the last exercise on pitch, you probably have already felt a part of your voice which is 

easy and full with minimum and effortless support. This area of your voice is the centre or optimum pitch. Discovering this is important, because it gives you a sense of where your maximum vocal efficiency resides. In most voices this is slightly higher than the habitual speaking position. Awareness of centre or optimum pitch can also 

indicate to the voice teacher how much range is potentially available to the actor around this note. In theory, the centre of the voice is exactly that: you have an equal distribution of notes around the centre. 
All this exercise is going to do is stretch your range. It might give you some sensation of where the centre of your voice lies, but do not dwell on only trying to make that discovery. Stand centred. Fix on a visual aid above your eyeline. Think out in an arc. Draw a breath in low and before starting the exercise feel really ready with the breath. Throat and jaw are we open and the channel between breath and voice is clear. Keep your head still and balanced throughout the exercise. Count over 20, breathing when you need breath. The odd numbers should be counted at the top of your voice and the even at the bottom. Do this exercise quickly. Do not ponder on it. The voice should be moving rapidly from the top to the bottom. When you reach 20 take a breath (this is vital because the strange excitement of doing the exercise will often mean you forget to breathe) and immediately release on 'ha' on whatever note comes out. On that note go from 'ha' into intoning, using numbers or a line of text. Then speak around that particular note. At this point you should feel ease and be quite near your centre or optimum pitch. 
The principle of this exercise is that you stretch your voice out and then it returns to its centre automatically without you imposing the pitch and placing it where it habitually goes. You should let your voice find its own way like a pendulum coming to rest. You are stretching it like an elastic band and it returns to its proper form and shape - its true note. Try the exercise several times, but not so often that you feel tired or strained in the throat. Only go to the notes which are possible without too great a stretch or contortion. It is vital that you avoid this. Most of all, enjoy the work. 
Falsetto.

Most men and some women have a falsetto. This position gives the voice a higher range created by a fluctuation of pitch on the vocal folds. Not all of the fold is vibrating and consequently there is always going to be a break or gear change to achieve falsetto or 'false note'. Counter-tenors work all their careers to eliminate this break. Falsetto is a singing position; you can speak there as well, but it never sounds natural, but artificial. As you exercise the voice it doesn't matter ff you occasionally move into falsetto, but try always to work with the whole voice. This keeps the range work relevant to the spoken voice. 
Range into Text Work.

All resonance and range work will be re-introduced later, in Stage Three, when it is integrated with text work. The exercises in Stage Two so far have been work-outs, designed to prepare your voice and accustom you to new vocal sensations and sounds. However, feel free to experiment and play with text at any stage of this work. You'll be interested to hear how words sound with your new voice. For instance, take a speech (I would suggest one that is full of rich language and imagery) and speak it with minimum range. Then speak it held only in the chest and throat resonances where it will sound deep. Then place the speech high on the voice, then low. Isolate different resonators as you speak the lines. Then warm up all your resonators and range, speaking the speech with awareness of your whole voice. I think you will notice a difference. 

Speech.

This work is designed to exercise all the speech muscles so they operate with efficiency and economy. An actor aims to speak so that the audience is completely unaware of 

articulation or technique, yet can hear each part of every word with total ease and understanding. The larger the theatre space, the more energy and definition a word needs, though on camera you need to possess a great economy of technique so that the movements of your lips and tongue do not distract from the words. To serve many types of texts you will need strong and flexible speech muscles. The same applies if you want to perform in large theatres. The process we call speech is simply one of physically breaking up the voice into identifiable units called words. This process is done in the mouth with the lips, jaw, tongue, soft palate and facial muscles. It is very precise physical work and speech is one of the most balanced and complex muscular exercises the body performs. It is easy to push speech off balance, which is why it is one of the first physical controls to go when we've been drinking or suffer a stroke. These muscles, if they are going to perform well, need constant work; they need it every day. Most of us, when left isolated for any length of time, have had the experience of not speaking for a day or more. We then know how hard it is the next day to get our voice going and to make our speech clear. The actor simply must exercise the speech muscles constantly in order to safeguard clarity. 
Speech is really what I would consider to be the last stage of voice work. All speech work needs the breath and voice behind it and is not done in isolation from the voice. Too much speech work is done without an awareness of voice. If the voice is not placed clearly by the breath in the mouth, then why should the speech muscles bother to work? They need to feel energy in order to perform their extraordinary and wonderful task: the task of making the voice, our thoughts and feelings specific through the physical and sensual power of the word. In my experience, when the voice enters the mouth most people find their speech muscles begin to work as they come to grips with the energy and physical clarification of words. I'm sure when you've been intoning and placing the voice in earlier exercises you have already felt the face move more. With this awareness and movement, your speech has already begun to sound clearer. Plus you are now having a greater awareness of how you sound and how you can sound even better. 
All speech exercises must be done with strong breath and on a fully energized and placed voice. If you are prejudiced against clear speech and consider it as rather posh or too proper, I hope I can persuade you otherwise. Formality and clarity in speech is neither elitist nor a class prerogative. We always become clearer the more we need words and passionately care about what we say. When words are important and we choose them with care, we never shortchange them but speak them fully. So urgency will often prompt clarity. Unfortunately we often need to feel that our voice, our words or our being is under threat before we can bring a clarity to our speech. We can be clear in any accent, dialect or language. Speaking clearly has nothing to do with background or culture. It always amuses me that some of the most lazy and incoherent mumbles come from the 61ite sections of society; from those who have nothing to ask for. For an actor, clarity is absolutely essential, not only because most dramatic texts demand it, but because the audience has to hear every word you speak. Writers provide clarity clues through the make-up of the very words and sentences they set down on paper. An actor who refuses to speak a text with reference to these notations is not going to release faithfully the acting clues embedded in the physical nature of the word. 
Consonants and Vowels.

Learning to work with consonants and vowels teaches you about the physical properties of words and how your articulation of them brings verbal strength to your acting. 

A common postulate you can make is: consonants = clarity of thought; vowels = emotion. Pause, pace and intention are all embedded in the word. Remember that language is only partly intellectual. Speaking words clearly opens many more doors to the world of the mind, heart and soul. Certain texts will need more speech work than others, as we will see later in Stage Three. I think it is interesting that most actors agree that older texts - classical ones - need good clear speech, yet they will mumble through modern texts in an attempt to make their speech more 'real'. No, clarity is a demand whenever and whatever you speak. I have been lucky enough to work in rehearsal rooms with many great playwrights. I have never yet had a playwright say to me: 'Can you make that actor sound less clear?' On the contrary, they often say: 'Can you heighten the speaking of those lines to make them clearer to the audience?' Writers do not write words unless they want them heard. 
Exercise 26: Speech Work-out.

At this stage I am not going to work on accents. I will be dealing with accent issues and received pronunciation (RP) later on (see p. 122). This is a speech work-out aimed at acquiring strength, flexibility and ease of all the speech muscles. It is a preparation to speak any text in any accent as clearly as possible. Breathe, support and place the voice. Stretch and awaken the speech muscles. Sitting, move every muscle in the face. Move and isolate the forehead, eyes/eyelids, cheeks and lips. Stretch the tongue in and out, then open the jaw through a smile to a two-finger drop. Do this several times. With the jaw open and a smile in place, put the tongue behind the bottom teeth, then exercise the soft palate - 'k', 'g'. Do this quickly. Next exercise the muscles around the mouth by taking a series of vowels and over-speaking them (e.g. day. No, out) Think that these muscles are pulling the voice forward and launching the sounds. Bunch the face up and release, repeat a few times. Shake the face out. Blow through the lips. If you can, roll an 'r'. Massage the face. Very gently, with your hands, pull the jaw open and then with the back of your hand, close the jaw until the lips touch but the teeth remain unclenched. Repeat. After this sequence the speech muscles should feel more active, worked and flexible. 
Placing Consonants and Vowels.

I will be placing some of these sounds in a position that is called RP (received pronunciation). But please just think of these exercises as muscular work that will bring greater clarity to your speech. One of the positive characteristics of RP is that all sounds are clearly, placed as far forward as possible. You can always pull back later into other accents. These positions are athletic, energized and useful as a work-out. You will find that it is useful to do many of these exercises looking in a mirror. This will help you monitor any tensions in the jaw and to see if you are closing it too much or pulling back. Also check for ease in the lips and 

neck. In connected speech the movement of muscles should be fast and flexible, and never strained or laboured. 

During these exercises I will be encouraging you to isolate and precisely place different sounds. This could feel odd 

and unnatural, but the muscles are being carefully trained 

so that when you speak a text they work and do not get in your way. So the feelings are new sensations that you have 

to live through. Sounds must be tuned and familiar enough for you to forget them - this is the purpose of all technique. I also think, if you can, you should aim to work all these sounds with a free and open jaw. This might be tiring, so do not work for hours on these exercises. Short, regular periods are best. 
Aim for a two-finger drop with the slight smile across your face. When the jaw begins to ache, shake out the face or blow through the lips. If it is very tiring, stop and do more another day. The tiredness will vanish as the muscles become more tuned. When you work the speech muscles with this open rather than tightened jaw, they are working in a bigger space within the mouth and have to learn to be very strong and accurate as the placing in the mouth is so extended. In connected speech you will find, if you have worked with this open jaw, that words fly from you more effortlessly. A word of warning, however. Many actors when working with a free jaw experience a few days of slurring their speech. Do not worry. This is a natural part of the process. If you have been speaking with a tight jaw the speech muscles have been working in a very cramped space. They haven't been used to working in a free way and are untrained and imprecise. They will soon learn. Go through this slurring phase because clearer and more dynamic speech will follow. 
Voiced and Voiceless Sounds.

Again, I'm going to ask you to be very alert and specific about all the sounds you speak. The habit we most often have today in our uncommitted way of speaking is to take voice away from sounds that should be voiced, particularly at the ends of words and thoughts. This is linked to the pull back on words and the falling line, habits that we worked on earlier. All vowels should be voiced. Consonants are divided into voiced and voiceless. Many go in pairs. The same placing one will have may just lead to a vibration in the throat and the other will only be sounded by a release of air. You can check voicing by placing a hand on your throat. You will clearly feel the voice vibrating, such as a vibrating 'z' and a non-vibrating 's'. The first is voiced and the latter is voiceless. If you take voice away from, say, a 'd' and change it into 't' (debt instead of dead,) then clarity in a large space is almost impossible. All consonants, using the muscles of articulation, fully or partially block or impede or manipulate the flow of the voice and breath in some way. The release of the air on consonants can be as follows: an explosion (e.g. 'b'); a constant release of air (e.g. 'v'); a block followed by a release (e.g. 'chew'); a nasal release (e.g. 'n'); a narrowing of the air passage (e.g. 'r'). 
A Full List of All Consonants.

Please speak each of the sounds below so you can instantly identify the difference in quality between voiced and voiceless consonants. 
	Plosives
	Voiced. b d g
	Voiceless. p t k

	Fricatives
	Voiced. v th z
	Voiceless. f th s sh h

	Affricates
	Voiced. dj 
	Voiceless. ch

	Nasals
	Voiced. m n ng
	Voiceless. none

	Frictionless
	Voiced. r l j w
	All voiced


Some of these sounds you will already do well. They do not 

need attention. In fact, many actors worry that all their 

speech is in need of work. This is never true. Yet some 

sounds will always require attention. You might have to concentrate on the consonants you find difficult or know you stumble over. (*Many actors who have an innate fear of certain sounds in particular contexts will instantly drop out of an acting moment and organically disconnect from a text. So if you work that sound and the fear of making it out of your system your acting will flow and become more spontaneous. ) Some consonants are more physical and less easy to make as sounds and everyone has trouble with 

them. I'll point those out below when I deal further with each sound. Some need particular attention on a microphone because if they are not voiced clearly the microphone exposes them cruelly as crackles or pops. I'll high-light those below, too. Many actors find speech work easier and more relevant when applied to a text, so I'll be doing a lot of work on consonants and vowels later in Stage Three. But I do think you should at least go through these sounds once, just to check whether you are working them clearly and efficiently. All the placings of consonants I'm recommending represent the most efficient way to make a sound in connected, rapid speech. You might be able to approximate a sound with sloppy placing, but I'm concerned that you should be able to move quickly into the next sound. That's why I'm going to be somewhat pedantic in how I suggest you make the sound. Well-placed consonants are not only more efficient and clearer in theatrical space, but make the mouth look better on camera. 

I will never do these exercises before a performance, however. I think they belong in a technical work-out, not a warm-up, as they can easily make you tense. The resulting tension-meeting-adrenalin will probably propel you on stage or in front of the camera with more stress than usual. I've often seen actors in the wings before an entrance furiously mouthing their consonants hoping that it will help them. Instead they are merely tongue-tying themselves. So quick fixes cannot replace genuine craft work developed over a proper period of time. What might be useful while doing these exercises is to push occasionally and gently against a wall with one hand. This push can be subtle. It will just keep the breath connected and give you that all-important sense of finishing each sound and word completely. Even if you are sitting, you can push up against a desk or down on the chair. Also, you might like to use a tape recorder to hear clarity, or the lack of it. This clarity will be most apparent as you go into words. 

Exercise 27: Placing Consonants.

Sit upright and comfortably in front of a mirror. Make sure you can breathe easily and that your feet are making contact with the floor and are rooted. Use the mirror to check not only the mouth positions of each sound but to ensure that you are keeping the jaw open and free. 

Smile in place, a two-finger drop. Keep checking for this drop. Watch that you neither contort nor purse your lips, nor yank the sound back with the sides of your mouth. Keep the neck as free as possible, with your head evenly balanced. Imagine the mirror is a camera and, for the sake of vanity, you do not want to be seen contorting your face. All speech work and voice technique for actors changed considerably with the advent of the camera. Before cinema, actors in large, badly lit theatres could perform physically weird and contorted forms of enunciation without the audience noticing. Even today, when we look at a series of pictures of nineteenth-century actors or even early silent-film performances, we notice how grotesque the facial and mouth gestures seem. Actors had simply learned to strain in order to fill huge spaces. Today's actors cannot show the strain and can learn techniques to avoid it. During this work, whenever you get taut or tired, 'shake out' the face and massage the neck. Do many releases and stay connected to the breath. 

Vocalize a series of 'b's. Check in the mirror that after each performance of 'b' the jaw reopens to the two-finger drop. The lips should be meeting each other strongly but lightly without puckering or pulling. Now do 'p' with the same placing, but lightly and without voice. Place your hand on your throat to check that there is no vibration. Badly or tightly placed 'p's or 'b's will be clearly exposed on a microphone as a distracting popping sound. So this is a sound you have to really work at in order to produce it well. Important. Whenever you work on a voiceless consonant like 'p' you must be careful not to put the ending 'er' after it (e.g. 'p'). That will vocalize the sound and not give you a clear sense of how you are making the isolated consonant. Sound 'p', then 'per' and notice the difference with the voiced 'er'. 

Now move on to a series of voiced 'd's. Jaw open to the two finger drop and not bouncing around. Let's make the tongue really work by not closing the work space down! The tongue tip should create a clear and strong closure of air by pressing against the alveolar ridge (that ridge just behind your top teeth). This release should be muscular, not slushy. Next try 't', voiceless but very prone to slush[ The 't' sound should be a sudden and clear explosion of sound, not 'tsss'. The 't' is another sound exposed cruelly by a microphone. 

Voiced 'g' - voiceless 'k'. Two-finger drop again, tongue tip wedged behind the bottom teeth. A series of 'g's and then 'it's. If you have problems with these sounds, it is likely that the back of your tongue is weak and muffling clarity. Stretch the tongue out and down across the chin a few times, then try again. Many of us can't be bothered to work the back of the tongue and so we swallow these sounds. 

The sounds 'v' and 'f' are often overworked and pushed. The placing is unique to each speaker because it is related to the shape of your lips and teeth. Look in the mirror and, from the jaw release of the two-finger drop, gently close the jaw, aiming to make contact in the easiest way with the top teeth touching the bottom lip. Do this with the smallest amount of tension. Many people overdo this sound by drawing the lip in or scraping the teeth over the bottom lip. The sound is much easier than that to produce. Try a series of 'v's and 'fs with this light and easy placing. 

Another difficult sound for some people, and one often forgotten in some accents or overdone by others, is the voiced and voiceless 'th'. Look in a mirror and ensure the jaw is free. The tongue tip makes contact behind the two top teeth. The tongue needn't be pushed out from behind the teeth or drawn backwards through the teeth. The sound should be easy and clear, with the tongue contained in the mouth so it can adroitly move back to the next sound. Do a series of voiced and voiceless 'this. Say, 'Three free things set three things free.' 

The voiceless 's' is often called the speech teacher's nightmare. It is one of the highest frequency sounds we make, so it stands out in any unbalanced voice. Most audiences and directors will criticize an actor's 's' long before they hear other sounds in a voice. Again, many speakers overdo this sound in an attempt to rectify it, but succeed only in making it worse by pushing on it. Many intruding 's' sounds right themselves when the speaker starts to speak on a full, not half, voice. The full voice will often balance the acoustic property of the 's'. If you have a gap between your top teeth or wear braces, you can make the 's' by placing the tongue tip on the gum behind the bottom teeth. Do this with case and without pushing. If you do not have a gap in your front teeth, you should be able to 

make this sound by keeping the jaw flee and placing the tongue 

tip on the ridge where you placed the 't'. But unlike the 't', 

your tongue isn't so rigid, it's a softer position with tongue sides 

making genre contact with the back teeth. 

Release without pushing on 's' until you feel the air is flowing across the tongue and the sound is just a genre release 

between the tongue tip and the alveolar ridge. If the tongue moves forward onto the teeth, you will lisp; if the tongue or jaws are too tight, you might whistle the sound. When you release the 's', move on to the next sound. Do so with a rapid but light movement. This 's' sound doesn't need heavy work. A misplaced or too intrusive 's' will also be very noticeable on a microphone. The sound 'z' is placed in the same way as 's' but is voiced. This voicing obliterates any problems of the 's's penetrating harmonic. Most problems with 'z' are associated with not giving the sound full voice ('words' rather than 'wordz'). 

A light touch is needed with the voiceless 'sh' (as in 'shoe') and the voiced 'sh' (as in 'leisure'). The jaw must be free and the lips move forward, with the tongue placed without effort between the roof and bottom of the mouth. Usually there are no real problems with the voiceless 'sh' but many speakers often forget to give the 'z' sound in 'sh' its full voice (e.g. 'measure', 'pleasure'). The sounds are rich and sensual and when spoken will release passion and colour in a text. Go from a series of'sh' to 'z' making sure the 'z' gets full voice. 

The voiceless 'h' requires a slight fi-iction (only slight, no glottal attack) in the throat. Some accents forget or drop the 'h' ('ello' rather than 'hello') You only really hear the quality of the 'h' when you move into the vowel after it (e.g. 'how', 'heat', 'happy'). If you do drop your 'h' sounds, work them by elongating the release on 'h' before you enter the rest of the word. Be very aware that you must move into the next vowel with voice but not voicing through attack. Working on the edge of a yawn is useful if you feel you are attacking the sound. The microphone will pick up an overdone 'h' so you are aiming eventually to place the 'h' before the vowel, gently yet clearly, without over-breathing it or giving in to glottal attack. 

The voiceless 'ch' is a combination of a 't' moving on to a 'sh'. So place the tongue as for 't' but with the lips slightly forward. Feel the release of the 't' and move into 'sh'. Not normally a problem on the voiceless one but the voiced sound 'dz' is often devoiced. Firmly voice 'dz' - 'd' into 'z' and check the vibration by touching your throat (e.g. 'judge', 'fudge'). 

With the voiced 'm', 'n' and 'ng', problems usually occur when the soft palate is a bit slow and lazy and you nasalize sounds that should not be nasal. No other sounds in RP apart from 'm', 'n' and 'rig' are nasal. If this is a problem, the chances are that your soft palate should be fitter. Here's a test. Place a hand underneath your nose. Move rapidly between 'm' and 'b'. On the 'm' you should feel a blast of air come down your nose, on 'b' there should be no air. Do the same with 'n' into 'd', 'g' into 'ng'. This exercise will give you a physical awareness of the sound and also train the soft palate to move swiftly up and down. 

For 'm', look in the mirror and put your lips gently together in front of an unclenched jaw. Do a series of 'm's. The lips must come firmly together to create enough pressure for you to feel a buzz on the lips but they do not need to be pulled in or puckered or stretched back. With 'n', the jaw should be at a two-finger drop and the tongue is on the alveolar ridge behind the top teeth. When you do a series of 'n's, the jaw should remain still and you should feel the vibration in your nose. With 'ng', the jaw should be at a two-finger drop with the tongue behind the bottom teeth. As you make a series of 'ng's, you should feel the flexing of the back of the tongue. Keep the jaw still. 

The making of the voiced 'r' proves difficult for many people because it needs a narrowing of the mouth created by the tongue, though you do not make physical contact there. Consequently it is a subtle rather than physical sound. Look in the mirror and, if you can, roll an 'r' and as you do so, keep the jaw free. Bring your lips forward. As you do this, you should hear the sound become richer. In this position t speaking an unrolled 'r'. If you find rolling an 'r' difficult, try the above sequence only with the tongue tapping the hard palate in order to make the sound. To strengthen a weak 'r', move quickly from a rolled to a tapped 'r' but remember to keep the lips forward. Now go from a 'd' into an 'r' (e.g. 'dream'). 'Th' into 'r' (e.g. 'three'). The weak 'r' communicates certain messages. For men it can be considered laziness or a public schoolboy affectation. It is immediately identifiable (and for some television personalities a lucrative affectation), but for an actor changing characters it's often reductive. 

The two “l” sounds are both voiced. The light “l” as in 'light' and 'low' and the dark “l” found mostly at the end of words like 'boil', 'kettle' or 'wall'. The light “l” normally has no problems attached to it. 

Look in the mirror with the two-finger drop. Tongue on the 

alveolar ridge but not tight as in 't'. Quickly do a series of 'l's. 

The tongue should be moving rapidly, releasing and returning to the alveolar ridge. The dark “l” is more problematic and is one of those consonants that many young actors fail to make. The dark "I' is 

a strong sound that carries a whole syllabic weight. So ff you do not make it clearly (as in 'toil all day'), it pulls the whole voice back, causing you to swallow words and choke on them. Start in the same way as with the light "I', but as you vocalize into the dark "I' you'll have to pull the back of your tongue up. Try 'ball', 'wall', 'call'. It is a hard sound but not difficult to make clear ff you are patient and really finish the word feeling that full syllabic weight in your mouth. You have to dwell on the sound and give it space to sound itself. 

There are two consonants that are termed as semi-vowels inasmuch as they are almost a vowel. They are 'j', as in 'year' and 'yellow', and 'w', as in 'we' and 'war'. With the 'j' there are no real problems. Just for exercise, though, try to say 'year' several times without your jaw bouncing. The 'w' only goes weak when the lips are not making sufficient contact forward. In the mirror, look and see that the beginning of the sound is made with the lips pushed slightly forward, touching and then releasing. You have to commit to this sound, otherwise it does get woolly. These are all the consonants properly placed. As I have said already, you will not need seriously to address the sounds you find easy to make. But it's worthwhile, in front of a mirror, giving the consonants and your speech muscles the work-out below to trouble-shoot any problems which will require further attention. 

Exercise 28: Consonant Work-out .

The jaw should be at the two-finger drop position. Always remember to use that smile which lifts the cheek muscles. Keeping the jaw still, move the tongue to touch the alveolar ridge behind the top teeth. Move it to the bottom teeth, touching the gum behind the teeth. Then into one cheek and the other. Top, bottom, side to side. Start slowly and build up speed. Stick out the tongue straight and move the tongue tip up and down. It should ache, but not fiercely. Release the tongue and face. Repeat three times. Make up strings of consonants, including the ones you have difficulty with, for a quick way of toning up all the speech muscles. Here are some I use, designed to get the whole system working. Keep checking in the mirror for an unnecessary tension and for jaw freedom. Keep the voiceless sounds voiceless and the voiced ones voiced. Also breathe and support throughout. Start with 'p' and move into 'b', 'm', 'w', 't', 'd', light T, 'r', 'g'. Then build up as much speed as you can: P-B-M-W-TD-L-R-G. This sequence moves through all your speech muscles. Try others such as the voiced 'th', 'v', dark "I' and 'k': TH-V-L-K. 

Some people prefer tongue-twisters such as 'many men' or 'red lorry, yellow lorry'. You can get wonderful tongue-twister books that work out each consonant. I will be doing more speech exercises later with texts in the third stage of work. It's worth saying that certain texts (for instance, Restoration, Georgian, Wilde or Shaw) will require more speaking dexterity and energy. So before you go into rehearsal, work out these muscles even more diligently. For until you can speak a high-energy text clearly and swiftly you won't be able to act it appropriately. If your speech muscles let you down you will be seriously undermining any text which is meant to be properly heard. The pace, wit and intent of the play will come to a grinding halt.

Vowels.

The vowel is the voice. Every unconstructed sound the voice makes is a vowel sound (e.g. 'oo' or 'ah'). Different vowel sounds are made by slight shifts in the mouth, tongue and facial muscles. As I've said before, vowels are 

the emotional part of any word and making the sounds can be a huge relief. I'm not going to go over all the vowels in 

RP but only a few to help exercise both the face and the energy of specific sounds. 

Vowels can be pure with one movement of sound, such as 'hand' or 'car'. And within that category, short as in 'hat' 

or long as in 'car'. They can have two movements within them (diphthongs) such as 'buy' 'dear' 'bare', or three movements (tripthongs) such as in 'fire and 'slower'. 
Exercise 29: Vowel Work-out.

When working vowels and exercising the muscles, try to keep to the two-finger drop position. I know this may feel false, but it is going to open up the vowels accurately. Try to place the vowels as far forward in your mouth as you can. Some sounds are made further back in the mouth (like 'e' as in 'eat' or 'i' as in 'idiot') so this forward concentration will keep the voice from naturally falling back. Avoid glottal attack, the push or explosion in the throat. You will have to be especially diligent with the short vowels as they are easier to attack. Always stay on full breath support and on full voice. When working all vowels, try going from intoning to speaking them. This will give you a tremendous sense of voice and forward placing into speaking. Also exaggerate the speaking of a vowel before you return to speaking it normally. This exaggeration will work out facial muscles, making the whole process easier as you return and speak a text. 

Try this sequence with all the above in mind: 
'Ah' Intone, exaggerate, then speak: 'castle', 'father', 'barn'. 'Ee' Same sequence. Be careful not to pull the sides of the mouth back. Keep the two-finger drop: 'bee', 'meal', 'speak'. 'Or' Jaw free but the lips moving slightly forward: 'door', 'order', 'warm'. '0o' Jaw free, lips closer than for 'or': 'moon', 'boot', 'loot'. 'z" Short and avoid glottal attack in back of throat, jaw free: 'idiot', 'bit', 'wish'. 'A' Again short, jaw free, no glottal attack: 'apple' ,'cat', 'band'. Diphthongs Really enjoy these and as you exaggerate the sounds, feel all the mouth and facial area launch these sounds forward: 'go', 'no', 'lonely', 'road' 'rise', 'life', 'smile' 'day', 'away', 'stay' 'owl', 'mouth', 'loud' 'air', 'care', 'share' After this work-out you should feel great elasticity in your mouth. 
Note: *For North American and Australian actors: although the pronunciation of some words may differ between the standard English of Britain, North America and Australia, the principle behind these exercises will still work.

Exercise 30: Definition of Words.

The need for the actor to say physically every part of a word - beginning, middle and end - is a passion of mine. Working towards a greater definition of words is a key element of the craft work in this second stage of voice work. We are getting closer to really speaking now with the utmost clarity. Many of us think we do define words clearly, but we actually miss sections of them. Some of these exercises may feel too elaborately over-spoken, but bear with them so that you can exercise the speaking of the whole word. 
Starting Words. Learn to put more energy at the start of a word in order to launch it into space: say 'three', 'big', 'pat', 'dig'. 

Multi-syllabic Words. Speak all parts of a word, including the middle. Many of us skid through these longer words but each part of the word, even the unstressed sections, should be defined: say 'multisyllabic', 'integrity', 'wisdom', 'abundance', 'delight', 'courage', 'flexibility'. Take these words to pieces and make sure you are saying each and every part of the word, then speed up that definition. 
Ends of Words. Remember all the voiced consonants we worked on above? What tends to happen today is that we forget to voice at the end of a word (as in 'word'). We either devoice it (drop the end) or just run out of steam (stop). The actor should remember that clarity in speaking is married to need. Clear speech is not a fussy standard but a necessary tool that every actor must have in order to communicate clearly to an audience but also to release the truth within a heightened text. Say these, for example: 
ward NOT wart 
end NOT ent 
dead NOT deat 
love NOT lof 
live NOT lif 
breath NOT breaf or brea 
death NOT deaf or dea 
scrub NOT scrup 
rub NOT rup 
singing NOT singin 
laughing NOT laughin 
speaking NOT speakin' 
hat NOT ha 
hit NOT hi 
paws 's' is a 'z' here ('s' becomes 'z' after a voiced sound) 
doors 's' is a 'z' 
shuns 's' is a ‘z’ 

gives 's' is a 'z'.

This all might seem pedantic but by working the muscles fully you really begin to speak clearly, quickly and economically. If you can't say a word, or you are frightened of a word looming up in the text, avoid the temptation of skidding through it. What I always tell actors to do is to take the word to pieces and confront each part of it. This will educate the speech muscles to tackle the word correctly. Like learning a dance step, you work it out slowly and then gather speed, but retaining knowledge of the explored parameters. And gradually, as with any dance sequence, you release the patterns and rhythms of speech sounds and consequently own the words. If you are in doubt about the stressing of a word, every good dictionary provides a pronunciation and stress guide. 
As speech muscles learn to speak clearly, the audience won't notice the making of the word, they'll just hear it whole. This attention to the whole word is particularly essential in any large theatre or an acoustically dead space. Without clarity and definition it won't matter how big or loud your voice is. Think of sound definition as a benefit. By staying on each sound of every word you not only unlock acting notes given to you by the writer, but you stay in control of your speaking and solidly in the acting moment. Actors often lose control because the breath isn't in their bodies and the word isn't in their mouths. Whatever emotion is surging through you, a clear word will keep you held and safe. The 
Bone Prop.

I want to discuss the function of the bone prop because it has been used for years as an aid to defining clear speech. The bone prop is normally made of plastic and comes in different sizes, depending on the size of your mouth. It literally props open the jaw, either by being wedged between the top and bottom front teeth or by being placed on the alveolar ridge at the top of the mouth. The purpose is to keep the jaw open as you work consonants and vowels. I have been encouraging you to check continually for a two-finger drop while you are working out the speech muscles. This check is doing, in a less demanding way, what the bone prop does. 

As a child I used to have to work with this prop because 

of a speech problem of my own and I had an unfortunate 

experience with it. I hated it! It made me want to choke. 

And since it was left in the mouth for long periods of time, 

my jaw locked because I was afraid I would swallow it. My prop had a hole in it with a string that went around my 

neck; the string was used to yank the prop out if swallowed. I only remember the bone prop as an instrument of torture. Consequently I never use it in teaching. 
However, a bone prop does help and some actors swear by them. As long as you don't use it for more than a few minutes at a time and you don't lock the jaw around it, you might find it can clear up a persistently weak sound. Recently an actor I worked with begged me to try exercising him with such a prop. I conceded and within a matter of days a sound he had been struggling with for weeks emerged clearly. If you want to try a DIY version of the prop, trim a wine cork to fit your mouth, not holding the jaw too far open; remember the two-finger drop. Have a go, but don't swallow it! 
Accents.

When an actor understands and can use his or her own voice, native language and accent with pride and freedom, the time has come to encourage the performer to try using other accents. Not only is this work essential to broaden an actor's commercial possibilities but it will extend vocal range, pace, stress and listening skills. Always remember that to live emotionally on-stage with an accent not your own is hard. It takes time and familiarity. When the acting heat is turned on, unless the actor has worked diligently in an acquired accent he or she will usually slip back to the native one. What is also true is that if an accent is neither breathed nor felt organically, an actor will act 'by numbers' in a stifled, disconnected way. As audience members, I think we have all witnessed these results on-stage. 
Received Pronunciation and Other Accents.

A war still rages in theatre and in actor-training programmes about whether or not to teach received pronunciation (RP). RP is a standard form of English with, supposedly, a neutral accent. It should not be confused, as it frequently is, with posh, upper-class accents. Here is a brief history of the RP battle. There was a period in British drama training (roughly up to the 1960s) when every student actor was told that he or she must speak RP and that his or her own accent was irrelevant, unintelligible or, at worst, ugly. Actors who learned RP in this way could often sound disconnected and false. Their own natural voices, full of regional variety and sounds, had been lopped off crudely. Since the 1960s most voice and speech teachers have accepted that this rigid and somewhat elitist attitude to RP is morally wrong and artistically unsound. Systematically to attack and undermine our natural pattern of sound can be psychologically inhibiting, robbing each of us of something special and particular in our natures. But then the pendulum swung to the opposite extreme. Some schools stopped teaching RP altogether, so many working actors never learned it. Complaints from directors came in thick and fast. Young actors without a grounding in RP were uncastable in certain plays and roles. Audiences also complained. Actors relying solely on their regional accents could not always be understood easily. This last complaint, however, is somewhat dubious, as I will explore later.
What I think is now emerging is a balanced middle ground, in which native accents and RP mix and mingle. For actors to work fully, and have as many professional possibilities as possible, RP is required. It must become another element in your arsenal of craft, to be deployed when necessary. What the actor must realize throughout his 

or her working life, however, is that RP, like any other accent, changes every decade or so. Some period plays (a Coward play of the 1930s, for instance) will require a heightened RP of the period. However much the theatre 

changes and accommodates itself to new styles and voices, it is still fair to say that stage and casting directors continue to require a performer to speak in RP and, for some unknown reason, will accept you can speak other accents but only if you initially present yourself in RP. What many do not seem to understand is that you can speak RP from another accent. At an audition, if you reckon the part is in RP you should be prepared to speak it. It is wrong to say that other accents are inferior to RP. In fact, actors today need a whole repertoire of accents to work consistently. It is also wrong to assume that many parts traditionally played in RP should always be done thus. The battle continues over these points. The actor who survives these skirmishes is the one who is prepared to speak in many tongues. 
I am willing to bet anything that Shakespeare's actors weren't speaking RP, but something rougher and coarser. And yet there is still a fuss when a well-known actor plays Shakespeare in a regional dialect or accent like Irish, Scottish, Welsh, Lancashire or Yorkshire. The same would be true in America ff the dialect or accent were Hispanic, Black American, southern or mid-western, rather than American RP. Turn to any other country and you will find a similar clash over the 'proper' way to speak. This matter of propriety is rightly being challenged but only just recently. So there is still a long way to go. Not long ago, I encountered a production of Shakespeare in which the actors spoke in native South African accents (Afrikaans and the accents of the Black townships). It brought out new values in Shakespeare's text, but it did alienate some in the audience and caused controversy. A skill still required in all aspects of acting is flexibility. To serve a play well, an actor might have to speak any accent in order to create a world and a theatrical style. Because of the politics connected with RP, this theatrical consistency is strangely more attainable in other accents. Recently I noticed a lack of cohesion in the speaking styles of a production even though all the actors were presumably speaking RP. But because there were different periods of RP, I felt the production was caught in several different time warps. This only illustrates that RP, as an accent, can be subject to challenge. 
Young actors who resent RP often have a tendency to mock it or to do it half-heartedly. You are, after all, mocking some people's natural sound when you do this. Whatever the accent, you should aim to be well spoken in it without ridiculing it. Be honest with the accent and commit to it with integrity. What I usually tell my students about RP is to never lose your own accent, but to learn thoroughly as many useful accents as you can. RP is an incredibly useful craft weapon in the voice and speech arsenal. If you don't wish to speak it, then understand that you have committed to a choice which will drastically reduce your professional working chances. It is as simple a fact as that. Never disrespect any accent. Whatever accent you are working in, you should be able to converse in it off the text as well as on. You should be able to pass in it while being auditioned. Too often actors lose jobs because they cannot do this. 
Exercise 32: Tips for Learning.

RP I find that these notes have helped actors struggling to own RP. I am listing the generalizations, so there will be exceptions; these might, as always, be a dramatic clue to the character you are playing. Remember, no one is perfect in any accent. And certainly no one speaks perfect RP. I'm adopting the notion that RP originates from a group 

of people who collectively and for years had the confidence and a right to speak. They were the movers and the rulers of an empire. So, with that in mind: 
Take time to breathe, feel the breath low and connected to the 

support while you practise RP. It's amazing how this breath confidence can free the RP sounds. Don't rush as you speak. RP is an evenly paced accent. Again, this pace comes from a place of certainty, if not superiority. Physically sit and stand centred as though you dominate the space. There is no glottal attack in RP. The throat stays very open. It is not an aggressive sound. Don't ever mistake RP for some of the conservative upper-class accents that can be closed and harsh, attacking one's sensibilities (e.g. the Restoration fop, upper-class twit, a high-tuned socialite or member of royalty). The RP resonances are well balanced and modulated. The whole voice does have an aesthetic quality: generations of actors finding the most appealing way to seduce an audience. The jaw stays free and opens evenly. Most of the 'off' sounds people make when trying to speak RP are physically created by tightening and pulling back on the sides of the jaw or mouth. Again, this is not an RP habit but an affectation we associate with upper-class accents in general. Place the vowels very far forward in the face, even more than usual into the head resonance, and continually feel them moving forward. Never drop them or pull off them. RP has a natural returning energy to the sound and placing of words. What I mean by that is, every sound continually moves forward. Even unstressed syllables bounce and springboard the stressed ones forward. You can feel this vividly with diphthongs ('out', 'no', 'day'). The sounds return forward and are not swallowed. Sounds and words are finished off outside you. Ends of words are particularly in place. RP speakers rarely apologize for the way they sound. RP is not casual but has a formality. Definition is a key word. Multi-syllabic words are fully weighted, not skidded over. Try beating out iambic with RP. This can stress the rhythm and the pace of RP for you. Some students find it useful to listen to very heightened or period RP (tapes of actors in the 1930s, '40s, '50s, or older British films such as Brief Encoumer). By going to an extreme, the voice will often fall into the right position and energy. 
RP constantly changes and, like any accent, no one speaks a perfect version of it. All accents will distort as you become emotionally charged. Once you have tackled any accent, you have to get to a stage where you can forget it and just play the role, not the accent. 
The Audience and Accents.

Here is a complex and highly charged subject! If you chose to do a part in an accent other than RP and the part or play had traditionally been performed in RP, you might experience hostility from some members of the audience. Many theatre audiences come from the barbican of RP speakers and resent what they think of as their plays being done in anything but the correct accent. I have received too many letters of complaint not to know there is this prejudice among audiences. By all means experiment, but do it with the full knowledge that some members of the public may be antagonistic to what they hear. Accents carry the weight of such political fear that even when an actor is perfectly audible in an accent I receive letters of complaint that the performer is unclear. On many occasions I have had to conclude that the actor is clear but the audience doesn't feel compelled to listen, or is sufficiently stubborn about disliking an accent that they choose to stop listening. 
It is hard for anyone's ear quickly to adjust their listening from one accent to another. Remember this particularly when you are playing in scenes with a variety of accents. This note also applies to starting a play in a strange accent. It will take the audience a few minutes to adjust and to hear what you are saying. In other words, don't take those moments at a huge lick or for granted. Make it part of your artistry to give them a chance to listen; they want to. You might need to place and pace these scenes differently so that ears can adjust. It is also true to say that some accents are not so useful when it comes to projecting the voice. You might have to compromise the accent slightly for the sake of clarity. 

Remember, like any good speech, when the actor is completely connected to the text we hear what is being said and should not be distracted by the accent. 
Exercise 32: Learning an Accent.

Here are some basic tips for learning an accent: 
Always connect the whole body, breath and voice to any work on accent. If you just shift sounds around in your mouth the accent will sound cosmetic and false. So breathe all the sounds. Many accents have a physical quality and an inbuilt posture to go with them. This can be great fun to play with and will help you capture the essence of an accent. For instance, Joan Washington, the great dialect coach, always talks about American accents being more on the front foot. Italians use plenty of physical gestures when they speak. Certain high-status English accents look down their noses at you. Some London accents are punchy, with fingers pointed and heads jutted forward. Find out as much as you can about how an accent was formed. This can lead you to discover many interesting theatrical facts about it. When does it date from? Is it urban or rural? Does the geography or the climate affect it? What is the status of the speaker? High-status speakers often have more confidence and flow more in their speech than lower-status speakers. Then you can be so powerful that you don't even have to bother to be clear or coherent. Hum the tune of the accent. Does it rise and then fall? Constantly fall? Fall and suddenly rise? Is stress consistent or are certain words hit unusually hard? How are the words or syntax of the sentences distributed? Are verbs or nouns in commanding positions? Observe and listen to a native speaker of a particular accent. Notice any tendency to place the voice in a particular area: face, nose or throat. Is there much movement in the speech muscles? How forward is the sound? How wide does the jaw open? Does the jaw pull back or relax when making the sound? Is the speaker's pace generally fast or slow? What are the words per minute? Are there pauses in the speech and are these pauses common? Does it proceed, generally, without halts? How physical is the speech? Are words clear or unclear? Finished or unfinished? There could be a mixture of sounds: some heavy, some not even present. Are there non-verbal sounds in the accent? Are there certain sounds that they don't make (e.g. Cockney finds 'th' hard so it goes to 'f')? Are there particular phrases that crop up continually? Does the speaker enjoy speaking? Doing this kind of work, you will have captured the essence of an accent. You might have to clear up certain vowels and consonants for complete accuracy on-stage, but I think you'll be surprised how much sounds have shifted. To 'hear' an accent for yourself, try to read any writer who writes well in it: e.g. D.H. Lawrence (Nottingham), Dylan Thomas (Welsh), James Joyce (Dublin), or Tennessee Williams (American South). But keep in mind what I said about accents shifting over the years. Remember, finally, that no one speaks an accent perfectly. Not even native speakers. All our accents will shift when we are passionately connected to a moment. If you try to sound perfect, you will ultimately become rigid within the accent. 
Compromising an Accent for Theatre or Film.

Some accents, if done authentically, would leave the vast majority of an audience unable to understand a word. How far you take an accent is a debate for you, the director and the accent coach. You might want to make an audience listen to an accent, in which case you might really slow down the first scenes to give the audience a chance to adapt. You might keep a great body of the authenticity intact but clarify, say, ends of words and not slide through 

syllables. I think you always have to bear in mind that you want the audience to understand you. I've seen experienced 

actors lead an audience very gently by the hand and start a play with a slight accent and when they sense they've got the audience behind them become more authentic as the play progresses. 
Some accents are harder to play in space: ones that are very physically contained or swallowed; accents that have a pronounced falling line; or ones that have a tendency not to finish words. These accents will have to be cleared up if you intend to be heard in a large theatre. I always take the line that all speakers in whatever accent become clearer and more defined when they are speaking in a heightened and passionate way. Most theatre is based on these moments of passionate feeling so it makes for a more heightened reality if you clean up an accent and speak clearly through it. Any character that enjoys speaking and has a need to communicate will do so clearly through any accent. A compromise is necessary if the accent has qualities in it that can damage the voice. When you are communicating in a large space you will need more support. This support, meeting and hitting certain constrictions naturally present in some accents, could produce vocal abuse; glottal attack, for instance. You could speculate that native speakers of these accents have adapted sufficiently not to suffer this abuse. Generally, if you are working with a free voice and good support you can simulate any quality freely. Again, you must have that reference point of freedom in order to go to a place of tension in any accent and not harm your voice. 
Heightening the Voice.

The next two sections of work involve using the voice in extreme situations like screaming or wailing. This work may be possible to do at the end of the second year of training. Having said that, I do get some students who are so advanced that they manage it safely after only a year of technical voice and speech work. Of course, the reverse is also true and it may take an actor a few years to be able to heighten the voice properly. The important aspect of this heightened-voice work is that the young actor knows enough about his or her own voice - its balance and centre - to be able to monitor it enough and to stop an exercise if he feels tension in the throat or pending vocal abuse. Although I can keep a pretty reliable ear on the exercises for those students who might not stop when in danger, if there are too many technically insecure students in a group then I prefer to wait until they are all ready before I do this work. Also remember that the adrenalin that screaming, for instance, produces can lower the monitoring process. So high levels of student responsibility for their own voices is necessary. 
Physical Transformation, Vocal Freedom and Clarity.

Acting methods continue to change. One particular performance area that is growing rapidly is physical theatre. Mime, performance artists and dancers are now speaking texts. Traditionally trained actors are being asked to transform physically and radically and to use their voices in unexpected ways and in unusual circumstances. Not only are actors having to move and speak, but extreme physical characterizations are more and more in vogue. I've had to work with actors speaking lines hanging upside-down from ropes, falling in mud, absailing, clinging to walls, walking up walls and standing on their heads. Obviously my work with companies like Theatre de Complicite and directors like Robert Lepage comes to mind. But their style of work is affecting many other ensembles and actors. I think 

performers nowadays should be prepared to make radical shifts in how they use their voices because the kind of work they may encounter could be very exciting to do. 

The Reference Point of Freedom.
I'm finding that I use the phrase 'the reference point of 

freedom' more and more in my teaching today, especially when great physical demands are being made on an actor. I 

really don't think an actor can safely speak while doing any difficult or vigorous activity unless he or she understands where freedom resides in the body and voice. And you have to be fit to do this work. In theory you can speak through heightened physical contortions and transformations as long as you start from a place of freedom. Then you can move towards an extreme physical characterization but still be able to monitor any unhealthy vocal tension and stop before the physical distortion blocks the voice or the breath support. Always remember that from whatever position you choose to perform, you should still feel a flow of energy and the centred state of readiness we talked about in Stage One. It is vital that you are always able to access power and stay vocally free. As your body contorts, you will have to work even harder to keep the support passing through it, especially the neck, to keep your voice free and speech clear. Any extreme position you might try in rehearsal could tighten more with performance nerves. So be aware of this constraint as you work. 
Exercise 33: Freedom in Physical Transformation.

This work will take time and a great deal of repetition until you feel freedom with just a subtle shift of the body. The way I have always worked with strong physical transformation is to start from the highly energized but neutral centre and gradually encourage the actor to go into the extreme physical position. But safety must always come first. So go through each stage of this exercise very carefully, never advancing so far that you cannot quickly pull back and relax. Work with a safety net when attempting vocal gymnastics. 
Start at centre, but with enormous readiness. The body should be aligned, head balanced on top of the spine, weight forward on balls of feet, feel your big toe, spine up and breath and support feeling strong and ready. In this position the body, breath and voice are in the most economic place to work with maximum freedom and energy. This is the ideal reference point of freedom. This position is what we know as centre. Now let's play around and discover how you can change physically while still keeping enough freedom to be able to communicate safely. Working in front of a full-length mirror is useful here. 
Push your head forward. There will be a moment, as the head goes forward, when the throat closes, the jaw tightens and the breath becomes held. Go to this point and feel the chaos in the body. Now pull the head back until you feel the throat open again. This adjustment might only be a fraction in terms of movement, but if you appreciate and feel freedom you can create a character with its head jutting forward without strangling yourself. You can do the same with the head pulled in by performing the above action in reverse. Speak some text and check that the voice is free. In transforming yourself to the desired physical extreme, note any blocks in the body and voice, pulling back by degrees until you feel the tight proportion of vocal freedom. It is a simple adjustment and works like magic for any exaggerated physicalization. 
Now slump through the spine. Everything in the body will be squashed in some way. It will be harder to support and there is pressure on the throat. Go quite far in the slump so that the blocks become very vivid. Then release enough by coming up through the spine in order to free the breath and throat. If you look into a mirror at this point you will still be physically transformed, but not completely blocking your voice. Sit and try the same process again. Then speak text and feel whether it is possible to communicate easily. Are there still constrictions.)  Make further adjustments if there are. 

Stand extremely rigid, rather like a soldier at attention. Go too far and again you will feel all the restrictions grasping your body. Release enough to feel freedom and speak. Now go through the same process crouched over as though you are communicating to someone on the floor. Go to the extreme and then release enough to have the freedom to speak. You can try any physical shape in this way. You can walk, sit, run, lie, stand on your head - try and experiment. 
The technical freedoms you will always need in order to speak through a physical transformation are: 
The ability to get enough breath support. The support might have been diminished by the physical tension, but you must have some, and be able to connect it to the voice. The throat must be free, so thinking of a yawn or an 'h' will help with freeing it in extreme positions. Always think up and out with the voice. This note will be most relevant when you are severely crouched over or turned upside down. The jaw and speech muscles should be workable, again they might not be as free as in centre but you should be able to get clear speech. 
Actors who have hurt their voices doing extreme physical work have no real ability to monitor themselves or have tried to launch too quickly into the physical transformation rather than by stages. This suddenness can create stressful and inhibiting tension. Go slowly with continual checks along the way, and as you begin to feel the slightest blocking of tension your monitoring will be the more successful. 
Moving and Dancing with Speaking and Singing.

You will need to prepare and get fit and strong to sing and dance or even do a very active, physical show requiring huge amounts of speech. The key technical facility you will need to develop is the ability to recover the breath as quickly and as low in the body as possible, alongside very fluent and full recoveries. During this breath work you must keep the shoulders and upper chest released and you will need added flexibility in the back of the rib cage and the lower abdominal muscles.
Exercise 34: Speaking through Movement.
Prepare to work full breath recoveries, one after the other. Take a full intake of breath with no tension in the shoulders. Get the breath right down to the lowest position you can in the abdomen. Release on “z” or an open “ha”. Take yourself as far as you can and recover the breath the moment before you lose support.
To build up proper strength, don’t be shy of using all the support muscles to get the last supportable breath out of your system. For real strength and flexibility you will need to build up to at least seven full recoveries, one after the other. Understanding and monitoring the moment you suddenly go off support is also of prime importance. In your movements, never constrict the neck or jaw when performing.

Fast recoveries: you will need to be able to get breath in quickly and low without tightening the shoulders. Use the counting exercise: 1 – breath; 1, 2 – breath; 1, 2, 3 – breath. Go up to ten, or even fifteen, but do the exercise with tremendous speed. When you get up to the target number, go back down, but increase the pace of descent.  Keep checking that the upper chest is still. Put a hand there to ensure it is not rising. After this exercise you will really feel work has been done on the support.

Control: As you move and use your voice, support will have to control the voice otherwise the movement will make it wobble. The danger is that you will stop the wobble not in the technically safe way, through using support, but by tightening the throat, jaw and thereby locking the voice. None of the latter is good or healthy.
So throughout the next series of exercises, keep a strong awareness that all the control comes from the breath support system, and make sure that the voice and its surrounding areas stay open.  The aim throughout these heightening exercises is to keep the voice steady and clear within a pattern of motion.
Use 'ha'. Remember 'ha' is the most open sound, so if you can 

control this sound, any speech, scene or song will be easier, as 

you will be using sounds and words that have an inbuilt control. Experiment with different notes and levels of volume. 

Release on 'ha' and walk. Keeping the sound steady, walk faster and faster. Run. On one breath, sit on the floor and stand up. The sound should remain steady. Sit, lie down, sit up, stand up - all on one breath. Dance, releasing on 'ha'. 
What will become apparent - and this is a prime acting and rehearsal note - is that the more you repeat a sequence of movements with sound, the easier it is to keep the voice steady. The body helps you find the control and support. The muscles of support, as long as you are fit and flexible, learn rapidly to adapt to a sequence of movements. For this reason it is important to rehearse movement and sound very thoroughly and together. Precision will also be important. As you transfer these exercises into, say, a song-and dance routine, you will probably have to start slower than the final performance pace and build up the speed gradually as the physical routine settles into your body and breath memory. But it will settle and be remembered after enough repetition. 
Many actors find it useful to time - or mark - where and when they are going to take a breath. This seemingly false positioning of the breath recovery will become organic with repetition. Some physical tasks are so demanding on you that it is not cheating to plan where and how - whether it is a full or short breath - you will breathe. I recently had to help an actor plot a series of intricate and athletic movements up and down a scaffold while shouting. The breath had to be planned early in rehearsal. By the time we got to the technical rehearsal these planned breaths were organic to the action the actor was performing. 
Speaking with Singing - Singing with Speaking.

In principle, the spoken voice is the same voice, with slightly different energy, as the singing voice and vice versa. However, what is true in theory can be troublesome in practice. Many singers are frightened of speaking. Many speakers are frightened of singing. The two voices rarely meet and overlap with ease. There is often a grinding of vocal gears as a singer moves into speaking or a speaker into singing. Energy ceases to flow naturally and the voice can make alarming jumps in terms of placing and pitch. 
Singers will often push too hard and be too loud, or go to the other end of the spectrum and not support their spoken voice. Speakers can freeze as they move towards singing, losing all flexibility in their voices and not knowing how their singing voices will come out. Dramatically, these fears and energy shifts can take an audience by surprise and their belief in the dramatic action diminishes as the uncertain and noticeable vocal shifts shatter theatrical reality. Suddenly a performer's vocal struggles become more interesting than the show. I realize that singing is, on one level, a very technically complex activity. Yet it is more natural than speaking. It has a fluency and a free flow that should be fun and more liberating than speaking text. This free flow has been stifled by very rigid notions of note, placing the voice, timing and the type of voice you have. The potentially joyous side of singing has been corseted with judgemental fears. I only mention this here by way of introducing some simple exercises to bridge the spoken voice into the singing one. You must try to do the exercises without too much worry about your ability to sound a note, whether your 

singing voice is good or fits a fashionable aesthetic. As long as you stay free and supported, all will be well. 

These exercises need to be repeated many times. 

Repetition will finally shift you into a sense of security and 

a matching level of energy and pitch and placing between the two voices. 
Exercise 35: Singing into Speaking This process is technically easier than the other way round, 

so we will start here. You will need the lyrics of a song and a few lines of spoken text. Choose something from a musical, perhaps. Intone the spoken text several times as though it were a song. Intone the text and midway through the text, and on the same breath, move into speaking. As you repeat this exercise, be very careful that as you move into speaking you keep the same sense of energy as you have in the singing voice. The tendency will be to drop the energy as you start to speak. Try to minimize that energy drop because it falsifies the commitment of the acting and the bridge between voices. Secondly, check the transition between placing and pitch. The voice might change placing and pitch as you move into speaking. By repeating the exercise again and again you will gradually be able to make the transition smoothly without jumps or vocal blips. With all the above checks in place, now sing your song, immediately intone text, immediately speak the text. Sing Intone - Speak. If transitional bumps are still there, make each transition singing/intoning, intoning/singing - on one breath. The other technical trick you can use to eliminate transitional blips is vigorously to 'think out' to a point just above eyeline throughout the exercise. Whatever the note or placing of the voice, this will help knit the singing and speaking voices together. Now eliminate the intoning phase. Sing the song and go straight into the spoken text. Both singing and speaking should feel equally filled. When you experiment with matching this dual fullness you are achieving the task without bumps. It is important to mention 'need' here. It will always help if you need the words of both the song and the text. Singing is a notch up from speaking in terms of emotional expression. You can experiment with this idea by shifting quickly between prose, poetic verse and song. You will notice how you move up in emotional notches each time. We've been working the other way round, singing into speaking, because technically you are going down a mountain instead of up it which is the more difficult way of travelling. 
Exercise 36: Going up the Mountain - Speaking into Singing.

Take up your text. Speak it and before you have time to freeze on the thought (again, doing it on the same breath will help) move into intoning the text. The voice might shift in pitch or placing, but keep it free and focus up and out, not worrying about the sound that you produce. Now speak, intone, then improvise a tune with the text. Now cut but the intoning. Speak and go straight into an improvised song on the text. Now speak the text, sing the text and immediately go into singing your song. Now speak the text and sing your song. Both should feel equally full. Now let's sweep the voice in all directions. Speak, then intone into singing a song. Sing a song, intone a text, then speak it. Sing a song straight into speaking a text. Speak a text straight into singing a song. With repetition, all these transitions will start to feel seamless. As this happens dramatically on-stage, the audiences will know that a greater intensity is occurring, but without observing the technical shifts which will suspend their disbelief in the story you are telling. 
How to Do those Big Vocal Moments.

Let's now turn to work on some of those vocal tasks which actors dread most. They go by the technical term 'extended vocal positions'. Actually, that means shouting, screaming, crying, laughing. In theory, if an actor's voice is well supported, free and released and she has the right motivation, a scream, for instance, will not hurt your voice. For many reasons this theory rarely works. Why? Well, most of us think or believe 

that these extended vocal positions can damage the voice. 

That knowledge is often enough to stop the freedom 

needed to ensure safety. Often in rehearsals I have noticed actors who have made a very free scream become so shocked by its quality that they closed down immediately 

afterwards. Nothing has happened to their voices;  something has happened to them. Extended vocal positions are extremely demanding vocal moments and will expose any small tension in the voice or hesitancy in connecting to the breath support. So they do need very strong technical awareness in order to be correctly performed. 
Younger actors are often ashamed of approaching these moments technically. They feel the approach through technique is fraudulent and compromises truth. A scream must come of its own accord, they think, and cannot be prepared for. They fail to understand that they will have to repeat the sound night after night during the run of a play and it is simply too risky not to get it right through practice. When you are using great amounts of support through your voice, even the smallest vocal tension can be potentially damaging. When all that power hits a slightly tense throat, it will hurt. In short, please don't be ashamed of working out these moments very carefully. Your voice is too precious to risk damage and your career is too important to curtail because of a careless moment when you were technically unprepared. To make matters worse, actors are often asked to do these vocal feats from the worst possible physical position, which hinders them even more. It is not natural to repeat these moments again and again, but in rehearsal that demand can be made on you. Consequently the voice finds itself put through a ringer which damages it because of the unnatural repetition. One important awareness I want you to grasp is that every extended vocal sound we make is physically created by the same process. Laughing and screaming operate the same set of muscles. The sound quality is changed by the emotional experience pumping through the body. After a good laugh or scream, we feel the same ache around the centre of the body, the abdomen, and the same stretch in the throat. 
Exercise 37: Technical Preparation.

The support must be strong and prepared. Work to get the breath low into the body. It is we important not to have any tension in the shoulders or the upper chest. Even a small amount of tension will create a vocal block as you release a large sound. Get the ribs swinging feely and the back of the fib-cage open. You must keep the abdominal area released. One of the most important moments in releasing extended sound is to use the support underneath the voice. The coordination of the support connecting to the voice is essential. Problems will arise if you either start the sound a fraction of a second before the support moves in, or ff you pump or pull the support in before the sound. This contortion will close the throat and create a constriction which is potentially dangerous. Trust in this work is essential. You will have to get to the point when you can know the support is there and will move in simultaneously with the voice. A completely free voice is one which has been thoroughly warmed up. No pushing or devoicing as these extreme positions will freeze a voice on the verge of being heightened. A well-placed voice is one that isn't going to pull back on itself. One of the most common habits that afflicts actors who hurt their voices while releasing in this way is that they release and then pull into themselves, rather than carry through completely. Sound must go out and not reverse inwards. You can see this physically happening. The body and voice clench around the sound and the voice is then instantly abused. 
Before you do some basic exercises to launch yourself into this extended vocal world, you should know what has to be avoided. Stop the exercises if you feel any of these things: 

Any distress, pain or effort in the throat. Any disconnection with the support or any sense that the breath 

isn't ready and behind the sound. 

Any pulling back either in the body or the voice. 

You will need to drink water as the support passing through the 

throat will dry you out more than usual and a dry voice is more susceptible to damage. 

Never do any of these exercises for a long period of time. Muscles will get tired rapidly and you will need to rest them. Actors often hurt their voices when they are exhausted. To extend your voice night after night will require extra fitness. You can hurt your voice in performance, yet because you are so charged up and in the acting moment, you might not feel the pain for some minutes or not even notice it until you finish playing. A simple exercise that will help you monitor any potential damage is to release very quietly on a 'ha' after each major use of the voice. In doing this release you will feel any constriction or if the voice wobbles or hesitates more than usual at this level of volume. You should not push yourself further if the 'ha' signals danger. Any increase in mucus or phlegm on the voice is also a warning sign. The phlegm is a lubrication being produced naturally by the body in order to protect the throat. If excess phlegm does occur, be extra careful. Your body is speaking to you, so don't keep clearing the mucus and continuing. Swallow it down or clearing it will only cause more tension. 
Exercise 38: Preparing to Release.

One of the most useful tricks you can employ is, just before you release on a large sound, to 'think of' a yawn or a 'ha'. This adjustment effectively opens the throat and can save the voice from harm. Use this trick whenever you feel the throat is closing or in danger of being abused. 

Be very aware of staying as physically centred as you can. You can imagine how easy it is to pull back even a few inches as you release the sound. These physical shifts can tighten the throat and the breath. The body, like the sounds, should be moving imaginatively forward. 

The jaw must remain released. Again, the nature of the sounds you will be making is aggressive and this encourages the jaw to clench. Another reason the jaw might tighten is because the sounds can be shocking and the jaw closes to apologize, so to speak, for the enormity of the expression you are making. If the jaw does clench, it will constrict the throat and create problems. Stop the exercise ff this happens and re-release the jaw. 
You will find that lifting the jaw through the smile will not only open the throat more but will place the voice onto the hard palate and consequently pick up the hard vocal quality that we associate with the high-energy vocal tone of emotionally charged moments. 
It is going to be essential to place the voice very forward, up and out, and not pull back on that position. You must be aware of a point of release above eyeline to simulate the arc of sound you will release. Even if you have all the support and vocal freedom in your technique, pulling back or off the sound can still hurt you. 
The most important part of this preparation is to get the breath in low and the support securely under the sound. So many actors try to enter a great emotional release without taking enough breath. This is wrong. It's as though the excitement of the moment stops that natural instinct. Take the breath, this can be dramatic, feel the support, and only then execute the sound. 
When you are confident these things are in place, you let the whole process happen and go! After doing all the basic breath stretches, remind yourself of the strong support position by pushing against a wall or holding a chair above your head. In this position, release air without using the voice in order to check the power of the support. The air passing through should be silent in the throat. This is a good check as to whether the throat is open. Closure in the throat can be heard; a slight rasping sound, for instance. Warm up the voice, particularly concentrating on the head resonators. You will be needing them more than usual. Monitor these exercises and if you feel any throat disturbance or tickling, stop. Don't try to burst through any tension. You might feel a stretch in the throat. This is fine as long as there is no pain. Never do these work-outs for more than ten minutes at a time. Muscles will get tired and at that point you should not go on. The weakened support 

and throat muscles need rest and if you continue they 

won't be able to save your voice. 

Exercise 39: Swearing.
If the use of obscenity goes against your nature, perhaps 

you might want to avoid this section. Let's start with a good stream of profanity! Most of us swear, probably under our breath, though few of us do it as a full release of the 

word. We pull the words back and, consequently, diffuse anger yearning to be expressed. Voicing a good swear, therefore, will often uncover all your potential habits of blocking high emotion. Without meaning to sound too amoral or blasphemous (and the danger of using swear words in public comes from its roots in blasphemy), one use of swearing is the words themselves. Most swear words are very physical, lusty and onomatopoeic. So we should get some earthy satisfaction in saying them and releasing the words into space. In many contemporary plays you cannot avoid the use of this kind of language; sometimes it comes in torrents. 
Choose a stream of expletives that is manageable on one breath. Mouth the words really to appreciate their physical qualifies at the front of the mouth. With full support and a very open throat directed to a point above eyeline, intone the words. Take the intoned position immediately into speaking. Not only feel the consonants but slightly elongate the vowels to get more mileage out of the increased support. Now have a full swear with all the volume you can muster. Be aware of any tensions or pulling-back sensations that might cause any of the sounds to fall off. Keep the sound moving forward and fully stressed. Be brave and non-judgemental. Now try to add to this very technical use of words an emotion anger, frustration, jealousy, grief, or despair. Check that you still feel free. You will need to be liberated in every area of your being - physically, emotionally and intellectually. It might be fun at this stage to use some of Shakespeare's cursing. 
Coriolanus. You common cry of curs, whose breath I hate 
As reek o'th' rotten fens, whose love I prize 
As the dead carcasses of unburied men 
That do corrupt my air: I banish you. 
Coriolanus, Act 3, Scene 3, 124 to 127.

Exercise 40: Shouting.

Volume is directly linked to the amount and quality of your support. As you need more energy for shouting, you will need that extra oomph from your support system. You might also have to invest in a violent motion of the breath to create the aggressive sound that some shouts have. With this increased support activity and its violence, you must be very vigilant about any vocal constriction in the throat and jaw, being mindful also of any tendency to pull sound back into yourself. At any point of feeling constriction in the throat, stop the exercise. The same applies to any sense of not being sufficiently connected to the support. It is essential, as you stretch your voice into these extended exercises, that you are very conscious of this connection. Any pulling back physically will impede the voice and support. Try to stand upright and stay open across the chest. You will also need to have excellent physical contact with the floor. Think up and out in an arc. Thinking of a yawn or an 'h' before the initial sound will help to keep you free. Avoid glottal attack. The more violent the sound, the more tempting it is to glottalize. You can simulate that violence by lifting the upper cheek muscles into a suspicion of a smile. In fact, if we watch people expressing themselves in any extended way they lift that area of the face and jaw into a sneer. This lift pulls the sound up onto the hard palate which instantly hardens the sound. Use the violent consonants of the word. By hitting certain sounds with vigour ('t', 'd', 'v', 'p', 'b', 'ng') you will not only sound aggressive but even feel more violent. It helps the acting. 

The increased support will use more of the vowels to release the sound. 

Exercise 41: Calling into Shouting.
Start with a few gentle calls - 'Hey you!' Imagine someone 

across a field. Staying physically centred and breathing with good support connection, wave to them. When you feel well connected and sense in the imaginary distance the same physical expansiveness, imagine throwing, over-arm, a ball or a spear. As you release the imagined missile, release vocally on 'Hey you!' 

When this feels free and the throw is working with the voice and the words, stand still, but feel all the breath activity of being filled and alive. Then just call with the freedom. Use 'o'. Really extend and open up your arms to the skies. Call to the gods. Shake out and check with a light hum that the voice still feels free and unheld before the next stage. You will now be prepared to shout. 
It's always important to remember at this stage of the work that many of us have certain inhibitions which make it difficult to release a strong emotional statement. If you are like that, perhaps you should try an extension like this in the open air or where you can't be heard. 
Phrases like, 'How dare you?', ' Where are you going?' or 'Let me go' are good to start with, as they are full of open, easily released vowels. Move on to more violent words: 'What studied torments tyrant hast for me.' Or 'Don't ever do that to me again!' Trust your technique. Pinpoint the person you are addressing across the space - the arc! Breathe in and feel the support. As soon as you feel ready, shout at the person. Throat open, words in the mouth and let them go. At the first sign of any perceived vocal tension, think of a yawn. 
If the sound is too pure, return to the smile to place the voice on the hard palate and find the violence in the words. If you do feel a blockage in the throat, go over the basic check-list of physical freedom: shoulders, neck, jaw and connection to the floor. Never press down on the larynx or swallow sounds. The support is underneath the sound and ready, and you are using enough of it.
The next image I'm going to give might offend but I think it is vivid and important. A huge vocal release is like vomiting. All this work is really about purging yourself of emotion without apologizing, pulling back or retreating from the feeling. When we vomit, we are releasing unwholesome bits of food or drink from our system. A purge is necessary in order to restore health. The same is true of emotional sound. We don't swallow the vomit, we let it go. Harsh and violent sound cannot be swallowed. After several attempts with aggressive shouting, try a whoop of joy. The joy will make the release easier. We can all remember the feeling of release and relief after genuine emotional purges we have experienced in life - the real stuff, not the acting bits. This is precisely the same emotional memory you must bring to your work. 
Exercise 42: Screaming.

You will need every technical exercise and security that we have explored up to now in order to scream. This is the most demanding vocal release not only technically but psychologically. It can alarm you even to go here. A scream is also potentially the most damaging vocal position. So you must only do it with confidence and never attempt it if you aren't completely inclined to go there. You should definitely only be doing this for a limited amount of time. 
Go and push a wall until you feel strong support connection. Come off the wall with that energy imprinted in your body. Tap out a small 'ha, ha, ha' from the support. At this point, check that your jaw, throat and body are open and released. Increase the support and volume of the 'ha, ha, ha'. If all is well, start to elongate the sound and pitch it higher and place it into the hard palate. Stop after a few releases, just to check all is well. The next stage is for you to breathe in and feel that support and let out a scream. Use the yawn to keep the throat open. After these exercises you will feel a stretch in the throat and the support system might ache. Shake out and have a gentle hum. 

Three vital points: 
1. All this technical work must be organically linked to texts and the feelings they contain. This will not only make the work easier and more sensible, but it will shift any purity of technical sound into a more meaningful acting context. 

2. As you work technically, the nature of the breath and voice work can disturb and stir you. It can also mean that as you allow huge waves of emotional energy to pass through you it might be hard to stop the outpourings. It's rather like trying to rein in a galloping horse. 
3. All human sounds can be made freely, but because of habits, fear and inhibitions we might only have experienced these sounds in life through trauma and immediate breath and voice restrictions. You have to battle this one out. One sobering thought is that if you do not learn to work with this freedom you can seriously injure your voice and your career. So take care! 
Exercise 43: Crying, Wailing, Laughing.

If you have achieved the technical releases of shouting and screaming, then you have the ability to enter these next areas of work safely. However, it is not that simple since all these releases are very reliant on your acting and the imaginative motivations behind the release. All I can do is suggest certain exercises and springboards which give you the physical potential to do these emotional releases. The imaginative circumstances must come from you. Again, be aware that these releases can stir you up and expose a raw place in your being. 
Crying into Wailing.

Some actors are able to cry at the drop of a hat. Some never stop! Again, this emotional release must be linked to the text, but here is a simple preparation exercise. Sit on the floor, if it's comfortable, sit cross-legged. Flop forward as far as you can and release the back of the neck. Sigh out, at first silently, then with sound. Start to rock up and down, keeping the sound going. Continue, and as you come up begin to hum and release into a 'ha'. As you finish the sound and rock down, breathe out any excess air. As you come up, breathe in, then, on the suspended height of the upward rock, release the sound. Continue. Hold in your arms, then stretch, then out with the sound. Within a few minutes you will be wailing. When you stop, lie down on your back and continue to breathe with the rocking rhythm and start to let out any sound you want. The chances are, you are close to a cry or wail. Stand and try a few moments of text: 'O, my tender babes' or 'Woe the while'. Never fight or try to control the breath. This is how we stop the tears, the motions of grief. Clamping down in the throat is another means of blocking. If this happens, yawn and the feeling will come out. 
Laughing.

Laughing is one of the only emotional releases our society freely allows us to perform in public. Consequently many moments of laughter are not reflecting joy but a host of other less wholesome feelings or attitudes. Widen your scope of laughter by playing with different types of laughs. As long as you stay free, each type of laughter and the feeling and thought behind it will create a different quality of laugh. Snort at a smug intellectual notion. Mock with a laugh. Be sarcastic with a laugh. Titter to cover a stupid mistake. Show embarrassment. A filthy laugh - think of a smutty joke. Flirt with a giggle. Seduce with a laugh. Insult with laughter. Suppress a giggle, release it, suppress it. Try an 'in' joke and a laugh that excludes others. If the voice and breath are free, every thought or emotion will produce a different laugh. 
The technical side of these emotional extensions is only the physical manifestation which must be triggered by an inner experience. The above exercises are to help you build up confidence in your voice and an emotional range, and to help you do the release safely. The acting note in all these areas might be to experiment to the full with your voice, then bring it down in order to be as subtle as possible, so you are filled with an emotion but not over-expressing it all the time. Dramatically, one full release in a performance is often more effective than a constant display. Audiences tend to turn off very quickly ff the actor shouts, cries or screams his or her way through a performance. The display of real passion in performance has to be finely judged and monitored. I personally love actors who have the courage really to explore their passions, but the work on feelings must be in time with the word and the clear communication of the text. Often we watch an actor 'feel' but because the text is clouded with emotion we have no idea of the specific nature of the thought. The word specifies our experience, our emotions. 
Strange Requests.

As a voice coach, I am frequently confronted by actors with strange vocal challenges they are being asked to face. Again, I am looking technically at work which has to be based on truth and anchored to an organic connection to the text. Dying There are usually two main concerns connected with dying: the death speech and after dying, lying on stage dead, but without the audience seeing you breathing. 
There are many ways to die on stage. Many deaths are accompanied by a speech and there lies the problem. I only have one major note to actors who are dying and having to speak. I'm sure that if you are speaking your last words you are going to (a) make every word count and (b) make them clear. Unfortunately many actors chose the option of acting the moment through such anxiety, tension and pain that they become incoherent. In extreme circumstances like sickness and dying, even though we feel weak we never want to repeat ourselves because speaking takes such a tremendous effort. We are more careful and more clear in our speech, taking the time and breath needed to say it. Each word is precisely placed. We might be fighting for breath and against pain and weakness, but the moment of speaking has to be economic and precise to combat all the other barriers. This is the last moment you have to speak and generally what the dying person on-stage has to say is of immense importance to the plot and the emotional journey of both the character and the play. 
Technically you should think about why you are dying and how that affects the breath and the voice. Obviously the breath is going to stop, but how and where does the pressure on the body begin? If you've been stabbed, where has the knife or sword entered you? It's very hard to breathe close to a wound so if the point of entry is in the stomach then you would be breathing in a swollen chest breath. You will have to link the dying breath to the words. 
The next problem is how to lie dead on-stage (perhaps for a long time) but still be able to breathe. There are staging and lighting tricks to help shroud you. It will always be easier if you are moved to be partially masked by the set or other actors, or if you are moved out of light. To be covered with a blanket or coat helps or, if you haven't had to speak before your death, to die on your stomach. However, whatever the director can devise for you, you could be lying there for many long speeches. The aim is to get the breath as calm, as slow and as still as possible. This will all be dependent on how you fall and where you can get the breath. If you are crumpled up it will be harder. The bits of the body on the floor will be impeded, so you can only use the free parts. The other obvious problem is that you might just have had a very exhausting athletic fight so you are out of breath and need to take more air, not less, to recover. The first thing you must try to do just before death is to use the breath 

dramatically and sigh or groan out. This will clean the breath and give you the opportunity to place the breath as 

low as possible into the body and into the breath apparatus 

least exposed to the audience. If they can't see your stomach, go for that area. 
After the cleaning of the breath, try to slow it down. Wait for the breath and take it in as slowly as you can. Breathing through the nose will help to take and release the breath with minimum muscular activity. During this process you might panic. If this happens, thinking of a yawn will release some of the anxiety. Remember, if you do need to take a large breath because of panic, there is evidence that the rib-cage can shift after death. So tell the audience members who have noticed you breathe that you are being anatomically correct! 
Illness. Consumption is a very popular illness in nineteenth-century plays. Heroes and heroines are constantly wasting away in a slow death. Now, of course, we have characters in plays dying from Aids. Playwrights have always commented on the plagues sweeping across society. The Jacobeans were ingenious at poisoning. The Spaniards used torture. Ibsen was conscious of syphilis. Whatever the illness or disease, actors now want to record the progress of their characters' illnesses accurately and with compassion as well as truth. I ask you to do a bit of research into the pathology itself and find out how the illness progresses. Its effect on the breath and the voice would be interesting to know. The effects of any medicine, the levels of pain and how constant that pain is. Remember you might find that the modern equivalent and its treatment are not applicable to the period you are playing. Our painkilling techniques are very different from those in Shakespeare's time. The Jacobean forms of madness were not dulled or drugged into passivity as ours now are. Pain and illness debilitate us and this will eventually weaken the support, followed by a weakened voice. Even after a flu bout our voices suffer from this weakness. Consumption is all about the struggle for breath, as it is in an asthmatic part. The danger in these roles is that you forget to connect the struggling breath to the voice and the voice dries out. Any infection of the lungs will be accompanied by a noisy inward breath. As you do this you will dry out quickly, so keep drinking water. Check on the connection and make sure when off-stage you drink water and breathe more through the nose. Remember there is often more vigour in illness. The good days are highs so don't play the whole part with a mournful low energy. The body is fighting to regain health or struggling to stay alive. And this focus is always most noticeable in the way someone makes efforts to breathe. Illness will automatically affect our movement, the pace of all our actions and speaking moments. Rather like my note on speaking just before dying, I would suggest that if you have limited amounts of energy you acquire incredible focus and economy of movement and speech. The last thing you want to happen is to have to repeat a task or sentence. 
Coughing (those consumptive roles). If you are required to cough a lot, be aware that this can hurt your voice. Keep well hydrated and support the cough. Even with the slightest hint of tension, cough thinking of a yawn. If you want to achieve one of those phlegmy coughs, get a lot of saliva - biting your tongue quickly achieves that - and swallow it just before you cough. Use the effect economically. 
Playing Drunks. There are certain distortions of behaviour, physical and personal, that transform us when we drink. These distortions are quite easy to overact. The first question you might ask yourself is: is the drunk a habitual one or is the experience new? Experienced alcoholics vocally cope in a very different way from the innocent drunk. Generally, drink makes us bolder and more vocally liberated. That's why drunks will often sing. The confidence makes 

us louder and we believe everything we say is of enormous interest. Barriers drop, so we speak and behave in a way 

that is more of everything in our character - more mean, more jovial, more promiscuous, more morose. The drink 

gives us the right to go to those places with a vengeance. Physical motor skills are diminished. The first set to go will be the complex speech muscles. Slurred speech happens even before we start to wobble and topple over. 
The “me” aspect of our being takes control, so we become very bad listeners and unaware of how obnoxious, embarrassing or vulgar we are being. Drunks are not interested in others' sensibilities, but are self-obsessed. Responses deaden. We slow down. The eyes become less seeing, the ears less hearing, the touch less meaningful. Our spatial awareness and reality are not sound, we bump into things. We are isolated in our own world and ff we do reach out we can't accurately gauge the world's responses. The habitual drunk has learned to control and focus him- or herself through these effects. Many experienced drunks get clearer, walk with more focus, touch and listen with more deliberation before collapsing. Years of drinking will coarsen the voice, particularly if the drunk has regularly vomited. The less experienced drunk will go quickly from confidence to a descent into slurring and falling about and complete incoherence and collapse. 
The Youthful Voice.

One theatrical cliche says, 'You need a very experienced actor to play a young role.' And sometimes that cliche is true. Whatever the truth, older actors often have to play 'young' and a danger can lie in the actor changing his voice cosmetically without understanding the real organic nature of a youthful voice. Voices break early. A girl's voice breaks around nine, a boy's more dramatically around eleven. Surrounding this potentially traumatic physical change in the voice are the often more painful psychological, emotional and sexual changes that follow children into adolescence. Chattering and inquisitive boys and girls can become shy, aloof, moody and 'a problem'. This can be the time when girls begin to slump and hide their bodies. Boys sit down on their voices, making them deeper and more gruff. Whispering, giggling, secrecy are all part of the initiation process. Healthy yet disturbing for parents are the challenges and the rows. All these things (and more) will affect not only the quality of voice, but the delivery: the body language, the focus, the not listening, the aggression. Dive into the text and see if there are any clues underlying the way a youthful character speaks. 
Most recently I had to work with a thirty-six-year-old actress who aged from twelve to twenty-eight. This is what we did together. The girl the actress was playing was an uncomplicated, joyful, innocent child. All the best qualities of youth. She had curiosity and the text was good enough to help insofar as the girl's language and images were childlike. It's important to note that the actress was very strong technically and open vocally. As we worked on the text to uncover the curiosity, the joy, the wonderful innocent images, the performer's voice changed. She sounded like a girl. The voice organically rose and she vocally found that spontaneity of pace and thought that children have. Through the journey of the character, her life changed and she became weary and cynical. Life let her down and again this was reflected in the language the writer used. The weariness, the disillusionment went organically into the actress's voice and she gradually aged. I remember only being given a short time to make an actor reduce his age from thirty to eight. The actor wasn't skilled technically but we worked it in one day when he discovered a way of walking, skipping and jumping as an eight-year-old. Suddenly the actor's voice shifted and he was eight. 
Dennis Potter's Blue Remembered Hills is a play which requires the whole cast of adult actors to be seven. In this 

text the key is in the unrestrained cruelty of childhood, the fast-changing alliances and the cruel remarks made without 

apology. The whole company started to sound like children once they physically allowed themselves the freedom of that kind of childhood liberation. One last note. All of us contain all ages within ourselves. The adult is never far away from being an adolescent. Some children look at you with all the wisdom of an eighty

year-old. The text will tell you and if you are vocally free and warmed up the energy of ages will transform your voice. 
Ageing the Voice.

Many actors have to age through the course of a show and, like drunkenness, this process can be easily caricatured and rather embarrassing when not done properly. Most drama school teachers have sat through auditions with young actors doing 'old man acting' wobbly voice and shaking body. I remember sitting on a panel with a very sprightly seventy-year-old director who asked a young actor after his 'old man' audition, 'How old is the character you are playing?' 'Sixty,' came the reply. 'Well, I'm seventy. Do I walk and talk with a wobble?' The young actor never replied. The point is that some voices do not age until very late, often well into the eighties. It all depends on physical, intellectual and spiritual fitness. All I can discuss are the possible effects age can have on the voice and you will just have to pick and choose alongside the evidence of the text or perhaps do nothing. These are thoughts that could be useful: 
If we don't keep fit, the body begins to weaken, particularly the spine. If this goes we lose breath and support power. If we slump we will also put pressure on the throat and the voice will lose colour. I've met students in their mid-twenties where this process had already begun. 
A hard life and years of relentless physical work will also embed themselves into the body. Many older people who've spent a life working with a particular tension will suffer a more rigidly set body that will also rob power and colour from the voice. A ninety-year-old friend of mine spent most of her life in service and by the time she was sixty was bent over. 
Age slows us down, our walking and speaking pace is probably not so fast. This is neither necessarily negative nor a sign of senile dementia. Age will often give us confidence. Priorities change, so we might not be pushing so much or hurrying our lives along. We might look out at the world with more consideration and less judgement. The vocal manifestation of this might be taking more time, being less judgemental, less aggressive when we speak. On the other hand, age could make us more rigid. Perhaps, like drunkenness, it brings out our true character without so many barriers. 
Our hearing does diminish. We lose the higher vocal notes relatively early. As our hearing becomes less acute we will miss conversation or remarks and perhaps speak with less ability to monitor the volume of our own voices. Many people as they begin to lose their hearing do not notice it themselves for a time. They just think that everyone around them is speaking less clearly. People can learn to lip-read without even knowing it themselves. The world can seem to be in a conspiracy against them - hence the grumpiness. 
All the work you have or haven't done in your body and voice will become more and more apparent as you get older. Vocal habits will become more entrenched and locked into the body. This could mean the habitual placing of the note we speak on in the voice will wear out and it moves to a new place to compensate. Shakespeare talks about a man's voice piping presumably after years of it being placed low. Women's voices equally can drop. But a well-trained voice can age beautifully and actually can become richer, like a fine vintage wine. 
Years of smoking or alcohol will take their toll, coarsening the voice; and with the breath fighting to get in, we can begin to wheeze. If the voice does wobble or swoop around the range it's because of lack of breath control. Physical frailty will often lead to being too careful and protective. This will reflect in the power and economy of the voice. Dentures, unless they are very well fitting, will affect the placing of all the speech muscles and the consonants. The removal of teeth will change the relationship you have with your facial muscles that place vowels. 

The good news should be that as you live and if you have 

kept physically and vocally fit and open in yourself, your voice will only become richer. Life will inform it and transform your communication to a point of greater harmony. 

Abused Voices.

Often you have to recreate on stage a character suffering from vocal abuse; one of those rough, harsh voices. I've recently worked with a spate of actors playing 

tramps, requiring a very abused and aggressive voice to characterize. The immediate problem is how realistically to create a sound that is abused without damaging the actor's voice. The qualities we were after included the broken voice, strong glottal attack, a voice with a wheeze, or a clamped voice. You can do the following safely as long as you follow a few guidelines and appreciate you should always compromise on the side of safety and be able to communicate clearly in space. I had to heal a damaged voice a short time ago. The actor had been playing a homeless character with a drink problem and before each show he had been screaming to break his voice for the part. He nearly had broken his voice for life. Whatever you do when playing a character with an abused voice, always: 
Support, get the support into the body even if you are stooped over. Find out where you can breathe - the back, one side, the abdominal area - and make sure that connection is always there. Most of the time you will be needing more than usual. Keep the throat open, thinking of a yawn immediately helps. Even if the voice should sound low and trapped, keep imagining the voice up and out. This will stop it being locked and trapped. You will need more support to do this position safely. Use the violence of articulation to make the voice more aggressive. Overdo articulation to stress the violence and abuse. You will need more moisture in the mouth and that will help you get that phlegmy quality. All abused voices make phlegm rattle around. Croak the voice. Children play with this position - a creaky door sound. Speak through that sound and the voice will immediately sound broken. Try groaning but with all your technical awareness in place (support, open, out). Then go into speaking through the groan. Again you will probably be creating a broken sound. Never go beyond a point that hurts your throat. You might have to face the fact that to do these voices safely you will have to work more technically than normal in rehearsal. All voice work should eventually be organic to the text and the part, but the more extreme the position you are working on, the earlier the technical awareness has to be in place. 
Spitting.

You need saliva to spit. A quick tip. Bite your tongue and the saliva will rapidly gather for a good spit. You can make a noise as you gather the saliva! 
Speech Characteristics.

A lisp: Fashionable for young women to have in the nineteenth century - the 's' goes to 'th'. You simply move your tongue forward from the 's' position on the alveolar ridge onto the top teeth: 'A thweet girl.' The weak 'r': Fashionable in British speech of the 1920s and '30s with young men from the public-school system. The 'r' moves to a 'w': 'Wound the wagged wock.' The one tap 'r': Fashionable among the smart set, including actors, up to the 1950s. The 'r' is almost rolled. Try to get to a point from rolling the 'r' when you hit the 'r' once: 'Verrry rrrright.' 
Stammering. Stammering and its causes is a huge and contentious subject still being researched. A stammer can take many forms, appear sporadically and might only happen in certain sounds. All are dependent on the character's well-being, state of relaxation and confidence. Research this carefully and the text should give you the evidence of what type of stammer you should be doing. Some stammers are slight hesitations, or repetition of a 

sound or word. Some stop the voice in full flow, particularly when the organs of articulation come together. 

They become clamped for a second or two - 'p', 'b', 'm', 'n', 'g', 'k' - a glottal in the throat, the words then burst through. 
It is as interesting to note when the character doesn't stammer. Researching the stammer of Charles Dodgson 

(Lewis Carroll) for a play about the author of Alice in Wonderland, the actor playing the part was suddenly released and informed when we discovered that Dodgson mostly stammered in the company of adults but rarely in the presence of young girls. He felt comfortable with them. Stammering physically starts with the breath, so always investigate the rhythm of breathing. There is normally a lock in the system before the stammer starts, then the throat, tongue and jaw will follow and the words are caught in the body. With all these extreme vocal characterizations, please try to make them real. I've watched too many actors create a sound and leave it there; a cosmetic and possibly insulting re-creation of someone's battle with their voice. The work must always move into the organic and be compassionate. The text should be enhanced by your vocal choices, not masked. It is often enough to play with an idea, take it to the extreme, then let it settle. There is always a deep reason behind every vocal habit we have in life and it is the actor's job to search and discover why that habit is there and make it inform the character. 
After having taken the actor through a deeper use of the voice, the time has now arrived for the performer to use his or hers in relation to a text. The third and last phase of technical training will follow the actor through a journey into the language which he or she has been training to speak. 

End of stage two.

