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Stage Three.

VOICE AND SPEECH MEET WORD AND TEXT. 

The Marriage of Voice and Language.

All through the first year of training the voice only flirts 

with words. But by the second year the student actor is 

focusing primarily on text. From the third year and through 

the rest of your professional career, speaking texts, for all 

script-based acting, will be your primary concern. In order to be able to communicate words with authority and 

imagination, basic voice and speech work must be a given by this point. The techniques we have worked through in the first two stages of training must be firmly in place and secure in order for you to challenge yourself with speaking texts and being heard by the audience. Actors return to every basic stage of their craft throughout their career, but the constant return to voice and speech work should be a kind of secure and familiar haven where you can prepare yourself to work on any play. A highly skilled and brilliant older actor once asked me, 'Why do younger actors always feel that they have to show you their technical work? Patsy, I don't go to the theatre to see how people speak, I go to hear what they have to say.' He's right. If an actor has not crafted his or her working habits to mastering voice and speech skills which can then become hidden and transparent, then the audience will always be watching how it's done. I'm regularly asked, 'What's a good voice?' I often answer, 'One that I don't notice.' I would also add, one which makes me notice things about a spoken text. 
Bridging Vocal Technical Work into Text.

In this third stage of work I want to introduce a series of exercises which connect the voice work we've been doing to 

any kind of text. On one level all these exercises are technical; they will help you breathe, vocalize and speak a text. 

But on another level these exercises will help you act a text 

in a more informed way. They will aid you in discovering the hidden intentions in a script that can only be revealed when you speak and fully commit to the words. We shall be working from the outside in, seeing how the very structure of a text - its form - reveals its content. When I mention speaking, and this particularly applies to this section of work, I mean speaking on full support, from an always open position that is fully forward in the mouth, and without mumbling. I cannot tell you how many actors I listen to in rehearsal who think they are speaking and rehearsing but are not. What they are doing is mumbling. Mumbling is a habit which does not release any power in a text. When you mumble you leave yourself no way of excavating the acting clues embedded in a text. 
Many actors will describe a feeling of powerlessness when it comes to how best to apply voice work to the earliest stages of role work. They do not know how to work outside a rehearsal on their own and, in the worst instances, are totally dependent on a director for guidance. All the exercises I recommend to actors to use with texts can be done outside rehearsal and will free most texts; especially the kinds of period texts that are meant to be spoken and heard because their use of language is so acute. It's important to say at the outset that you should never approach voice and text work expecting an instant result. In the product-driven world of theatre, actors have become very result orientated. This is not compatible with the discovery and creativity which ought to be the process of acting. You have to learn to work and search, not expect instantly to find. Enter these exercises with that notion and you will discover clues. These exercises will also help you to learn a text. Many actors find them useful to do while in a long run. They can help clean up the text and break monotonous rhythms to spark and rekindle the energy in stale speaking and keep your performance in the moment. 
Most of us, I would say, think too much before we speak. The process of thinking too self-consciously censors our connection to a spoken text. But words contain emotional and physical properties which actors can work with and expose in performance. And it is this emotional, physical and sensual content in a text that I am trying to release alongside its thought. Appropriate technique exercises allow you to enter a text clearly and without barriers. After many years of work I have come honestly to believe that you are not out to 'act' a text but to speak and understand it as simply as possible so that you (and the audience) are transformed by it. Rather than control the words and dominate them intellectually (something which some actors do to great but often cold effect), I would like to see the actor painted by the words as though he or she were a canvas gradually taking shape from outside stimuli. 
No actor or director works in the same way, so you will have to mix and match the exercises for your own needs and those of a director or production. Actors often have to take what stimulus a director gives them, then fill in what is not offered in the director's text work. One kind of director, for instance, might spend hours or weeks sitting and analysing a text, in which case you will need to do many exercises on full release of the words to make up for the lack of using the language in space. Another director might work in the opposite way by staging the play without working in any detailed way on the thought or specific qualities of a given script. You will have to do the Thought 

Exercises later in Stage Four to compensate for the lack of close analysis. 

All good actors will be organically linked to a text after doing their own work first and then in combination with 

that of a director. Once an actor knows how to speak a text, this work will naturally fall into place. The ultimate aim of voice-meets-text work is to discover a process that is so 

known that the work is forgotten. However, given the short number of rehearsals which most productions receive (four to six weeks), this knowing a text might not happen until long into a run. 
Warm up before Starting Work.

Before doing any serious work on speaking a text, you must warm up both the voice and the muscles you will be using to speak. I cannot stress this enough. The pattern of warming up before doing any work has, by this third stage, become repetitious. I have included an extensive warm-up on pages 336-9. Go there right now and work for about fifteen minutes before going further with the following exercises. Once you come back to continue the work below, the golden rule is to do the exercises, then speak before you have time to think. If you ponder too heavily between the exercise and speaking the text, you can again build up habitual barriers, rather than break them down. Work that should be spontaneous and free suddenly becomes too self-conscious and negates the work. 
Exercise 44: Opening to the Word.

This exercise is one that I always use with actors who are new to or unfamiliar with a text. It is simple and effective. Actors love to do it and use it constantly. Some will do it with all their text work, others only when they are stuck on a problem speech or when they feel frustrated and blocked by a particularly knotty text. 
• Intone a text on full support, the voice placed fully forward, the throat open, sound focused up and out. • Go straight into speaking before you have time to think. 

• If, when you speak, you find your voice pulling back, try going from intoning into speaking on the same breath. So intone and in the same breath go into speaking. 
• If the voice feels in any way constricted during the exercise, use the visual aid of fixing on a point above your eyeline to lift the voice up and out in an imaginary arc. This is a great cleaning and motoring exercise because you suddenly fred your voice leaves you cleanly and confidently. 
• You will feel all the muscles of articulation are active if your voice is very forward. Otherwise the effect will be sluggish. By releasing words so freely and vividly into space (without hesitating to think about them), you will be informed instantly about their form and physical content. Acting clues within the words can be discovered. Say, for example, 'No longer mourn for me when I am dead.' In saying this line you should be able to experience the mournful quality of the words. As your voice feels the muscularity of words and gains confidence through the impact with new words and phrases, you are ready to move away from pure play and towards a state of readiness with words. 
Exercise 45: A State of Readiness with Words.

• Speak a speech by pushing against a wall or better still, an acting partner; the partner should play the role of a heavy and unyielding obstacle which has to be shifted. This is a very useful way to release a blocked scene between two characters. Before you start speaking, check that your shoulders are free and that you are not tightening in the throat or jaw. Don't look down. Look directly into the wall or at your partner. 
• Breathe, and you should feel vividly not only the support power but the readiness to speak. 
• As you speak the text, feel the physical pressure of the push. This relates directly to the physical release of a word and a thought. Words and thoughts are physical. As you begin to sense this more regularly, you'll find that their energy has to be released. This pressure will also help you sustain a line of verse without pulling off. 

After you have spoken the text pushing, you should release from 

the push, centre yourself and speak the text, remembering the energy you found while pushing. You will begin to feel that wonderful sense of the power in the breath and the power of 

the word. This is a great exercise for anyone who falls off words and thoughts (a common problem), because you will quickly feel that fall, rather than a pressing urge to continue or to put across your point. Suddenly, the pressure of pushing will make you finish words strongly. You can extend this exercise to help you fill pauses but still stay heightened and ready. 
Exercise 46: Filling a Pause.

• Speak, pushing against a wall or a partner. Come away and walk across the room but still feeling the power before you speak. You can experiment with waiting many minutes, sitting, walking yet still breathing and retaining that power and finally speaking. Stay filled and connected all the time. 
This pause exercise is a good one to do with verse. You can, if you stay filled, pause during a verse line and then pick up the line where you left off without losing its power or rhythm. I often use the analogy that speaking heightened text is like pushing a rock up a hill. You can push the rock in different directions, you can push it at different speeds, you can pause, but you cannot release pressure or allow the weight to go slack, otherwise the rock will topple backwards and squash you. The same applies to speaking heightened text. Only on the last syllable of the play is the rock finally pushed over the top of the hill. Then it can be released and rolled away, but not before. In individual scenes each actor has to take up his or her part of shouldering the responsibility of passing around the rock without dropping the energy. 
Exercise 47: Physicalizing the Text.

• Start speaking a text from centre and return to centre as a reference point after each phase of the exercise. Start and return to centre. 
• Speak the text with physical bluff (e.g. with a lifted chest). Gauge the different points of energy. Does this reveal anything about the text or the character? Return to centre. 
• Speak the text with physical denial (e.g. the body pulled in and slumped). What does that reveal? Remember that negative discoveries are as important as positive ones. Return to centre to speak. You might learn that centre is not useful in some places. Your character might bluff or deny, causing you to be off-centre. 
• Walk and speak a text. Walk with clear energy and purpose, as though you have somewhere to go. Now do the opposite and walk without purpose. Which walk matches the text? If the clear energy walk helps, it is probably because the language is very focused and apt; no useless words. If the ambled walk matches what you are saying, the text might contain unclear or unfocused language that pads or diffuses the action and actually holds you in check. Generally speaking, a heightened text marks emotional and intellectual transitions very clearly, so the words and thoughts move you in a focused way. 
• Speak the text moving in different rhythms. As you do this, see ff one physical rhythm helps the text more than others. 
• Speak the text moving at different speeds (e.g. fxom running to walking slowly). When you come back to simply speaking the text, feel where the text is fighting you or trying to release you. 
• Sit and speak. Try all different positions, lying, crouching, etc. 
You might discover in the above process how you wish to place yourself physically during these exercises in relation to a given text. The most important realization I hope you will have is a sense of movement and energy in the text which can be used even if you are standing still in a very prescribed way. The movement in the text might not be reflected actually in performance, but only felt inwardly. This movement will enhance the words and the structure of the text. For instance, a text might work best spoken from a standing position, but the scene calls for you to sit. So you know that there is a particular energy you must find in 

sitting. The same could apply if you are standing and speaking a low-energy text. To explore the opposite energy 

when speaking a text could be a great acting choice as long as you have experienced the text's fundamental energy. 
Breathing the Text.

On the most simplistic level, breath and voice work in the following way: I breathe in, I speak out. In a more complicated way, the breath is linked to the length and quality of thought and feeling. These experiences hopefully will unlock that simple, natural breath. Every human being has a different breath pattern which will change according to different circumstances. As you change, your breath changes. Our physical and emotional transformations are reflected in transformations of breath. A freely wrought text will have these changes and rhythm shifts built into it. Different styles of text have varying lengths of thought and consequently will demand different lengths of breath. Today most of us tend to speak in shorter thoughts with a fractured rhythm using faster and shorter breaths. A lot of my work is about breaking and extending the short breath pattern of an actor in order to release the thought and emotion of the text. Here are some exercises to solve this endemic problem. 
All these exercises will work on two levels: 
1. The technical, by building up technical strength and flexibility. 
2. The creative, by releasing any acting notes implied in the structure of the text. 
Exercise 48: Full Recovery with Text.

• You already have worked full voice recovery with a 'z' or a 'ha' (see p. 61). This time apply the recovery to a text. Remember never to go off support and always to recover before you feel constriction. Keep the shoulders and upper chest relaxed and stay physically alert. You can move during this exercise, but keep the movement dynamic and focused. 
• Breathe in and begin to speak the text, but instead of snatching the breath in any of your habitual breath patterns, motor the text along until you need to breathe. 
• Breathe in and continue speaking as far as the breath takes you. 
• Repeat all the above until you find a length of breathing appropriate to the text. Do at least three of these recoveries. You should feel your breath has been stretched. 
• Then go back to the beginning of the text and speak it again, concentrating not on breathing but on making sense. You should find that you are breathing more with the thought and feeling of the text. 
For extreme breath fitness, you can build this exercise up to seven recoveries. A great variation of this exercise is to do it with a verse text in iambic pentameter. Use at least twelve lines of verse. At first this may be frustrating because you will be feeling out of synch breathing against the thought. But that can only be a great lesson in learning how to breathe with the text. For the purpose of this and later text exercises, I am using the opening speech from Shakespeare's Richard the Third, (Act 1, Scene 1, 1-13): 
Now is the winter of our discontent 
Made glorious summer by this son of York; 
And all the clouds that lour'd upon our house 
In the deep bosom of the ocean buried. 
Now are our brows bound with victorious wreaths, 
Our bruised arms hung up for monuments, 
Our stem alarums changed to merry meetings, 
Our dreadful marches to delightful measures. 
Grim-visag'd war hath smoothed his wrinkled front, 
And now, instead of mounting barbed steeds 

To fright the souls of fearful adversaries, 
He capers nimbly in a lady's chamber 

To the lascivious pleasing of a lute. 

• Start speaking the verse, taking a breath after each ten-syllable 

line: one line, one breath; one line, breath, etc. to the end. 
• Now build it up to two lines: two lines -* one breath, etc. Motor that pattern a bit. Then build up to three lines on one 

breath, four lines on one breath, building up as far as you can go naturally on one breath without losing support or tensing. Don't rush or speed up in order to achieve more lines. Keep a fully voiced position throughout. 
• As soon as you have gone as far as you can, return to speak the text without thinking of breath. Again, you should be amazed at how free the breath is and that the places you breathe are more organically linked to the text. Perhaps they are the places where the playwright breathed when he wrote! 
The traditional view of the breath and verse speaking was that an actor ought to be able to speak eight lines on one breath. I do not think this is practical for many actors without appearing artificial. Most people aiming at eight lines contort themselves, squeezing the text out and not sounding real. So, if you can do eight lines without squeezing or losing connection to the words, that is a fine feat, but if you cannot achieve this don't despair. Stretch as far as you can without constriction. Just learn to control the length and pace of your own breathing, rather than fit prescribed rules. However, in the course of the above exercise you might be surprised at how many lines you achieve. And the number will increase as you exercise over time. When you enter into the spirit of the play, rather than 'I've got to get there on one breath', you begin to work without punishing tension. The creative discovery you should make is that by stretching the breath out you return to speaking the text without thinking of the breath; different breath patterns can be used to vary the experience of thoughts and emotions in a text. 
Exercise 49: Building-up Support.

Pick a line which is one complete thought to work through. It is interesting to do this exercise with a long and a short thought (e.g. use lines from the Richard the third’s speech above or the first two lines of Hamlet's speech: 'To be or not to be, that is the question. / Whether 'tis nobler in the mind to suffer / The slings and arrows of outrageous fortune, / Or to take arms against a sea of troubles, / And, by opposing, end them.' 
This exercise can be particularly informative about a thought that troubles you or that you don't fully understand. 
• Build up the thought breath by breath and word by word: breath - 'To'; breath 'To be'; breath, 'To be or'; breath, 'To be or not' etc. 
• Gradually build up the complete thought. Never speak until you are ready. When the thought has been worked through in this way, speak it straight through and see what you experience. 
• Now move on to a longer thought and repeat the same pattern: breath, 'Whether'; breath, 'Whether 'ds'; breath -* 'Whether 'tis nobler', etc. 
You've already done this exercise in the general work-out with counting (see p. 80). The technical benefits here include (a) the extending of the breath and (b) exercising the shorter breath recoveries needed for short phrases within long thoughts. Speak when you really feel ready and can support each word, then release it. This exercise can also produce wonderful creative benefits. By building up the words on a deep, supported breath, you have to confront each word intellectually and emotionally. You have to stay in the moment with each word. You cannot dodge a word or slide over it. Many actors say to me that they do not like some parts of text they have to speak. They will speak the words or half the lines they like but not confront the whole text. They are only actually speaking half the line or parts of the speech.

The above exercise makes you confront every word and line 

in the text. In a heightened text, like one by Shakespeare, 

every word and phrase moves you forward. Words are used 

actively to explore events and states of mind. So in this 

exercise you will feel that journey. Each word is like a stepping stones across a river. You stay in the moment and 

move forward word by word. 
Owning Words 1.

By taking breath deeply into the body and speaking each word, you begin to own and know the words differently and more organically. This notion of owning words and knowing them intrigues me because I think it sums up the actor's principal responsibility to the text. We can know words on different levels: in the head, in the heart and then in the whole body. I believe, particularly in heightened text, that an actor should know words as deeply and thoroughly as possible. This process might take the whole run of a play to root itself, but the good working actor is trying to experience language this deeply. It seems to me that if an actor is not prepared to work on knowing and owning words, acting is a boring and uncreative job. You are merely a robot or a mechanical toy. When you watch great actors work in rehearsal, their knowing a word is very evident. As the rehearsal period progresses you can see actors drop words deeper into their bodies and they then access them from a more resonant place to sound out a meaning. 
One of the most curious manifestations of this is that after a couple of weeks' rehearsal, having known the text previously, an actor will suddenly forget lines. This, I think, comes from suddenly experiencing the word differently and allowing it to enter from a new place. The actor's relationship to a text has changed. It has transformed him in a bold new way. Something has shifted which the actor needs to work through. The performer who learns a text by rote and has little relationship to k will simply rattle the words off, performance after performance, in the same way. The performer who is constantly word perfect is a dead one who never shifts onto new ground. By doing slow progressive work on chunks of text which are problematic for you, you can short-cut the rehearsal period and own words physically, thus igniting the emotional centre of the word. 
I have found the next exercise invaluable when actors are rehearsing in a very unphysical way. Many directors today will spend weeks sitting around discussing a text. This work is often wonderful. Most actors are by nature active and need to act in order to experience and learn a text. At that point, making a text physical with the breath can help actors learn and experience it without being too intellectual. After all, speaking and engaging an audience requires every action of our bodies, hearts and minds. 
Exercise 50: Fast and Slow Recoveries of Breath.

This exercise might prove useful to shift different speeds of recovery. Technically, this is to build up different speeds of breathing without tensing shoulders or the upper chest. Keep the breath going in as low as possible. The creative insight you might gain is one of status. Most high-status people take whatever time they need to breathe. They do what they want. Most of us today rush our breath, but many of the characters you will play in the classical repertoire are extremely powerful. They don't need to push when they speak. Under threat in high-cost or passionate situations, we all, in order to survive, gather breath low and at a fast rate, and perhaps young, 'cool' actors should explore that experience. 
• Choose a high-status text and a high-cost one (e.g. the Richard the Third opening speech). 

• Play with speaking the text; maybe it's interesting to start 

perversely and do it the wrong way so you can feel what it is 

like not to get it fight. 

• Then rush the speech before you slow down the breath and take as long as you need to gather your power. Reverse it and slow down the speech, then speed it up. Keep the breath low and the 

voice supported. You are playing with speed and the physical position of breath in the body.  
• By changing the rhythm and speed of the breath you should experience certain phrases differently. It will work, because all human beings under threat shift breath around in a variety of ways. But in doing this consciously I think some new light will be thrown on sections of the text and you will feel different points of power. 
Many directors working with a young actor who cannot sustain a long thought will try and circumvent the problem by asking him or her to speak quickly. I understand the thinking behind this request: thoughts, spoken quickly, can help communicate a lengthy idea. But this piece of direction has drawbacks. Asked to quicken their pace, actors frequently are panicked into gasping and losing their breath connection to the words. Sense is soon garbled. During the fast recovery exercise I hope you can experience fast breath without your chest lifting and your losing the support. Remember this and if ever asked to speak quickly do so with this vital breath correction. 
Exercise 51: The Readiness to Speak.

Again, this is a technical exercise, but also an acting one of being 'in the moment'. You did this earlier with counting (see p. 80) but now try it with text. It will work on any text, but it is very interesting to use with direct, concrete statements where any withdrawal of intention is most apparent. Again, use the speech from Richard the Third or any of your own choosing. 
• Build up the line, word by word, then speak it with that clear knowledge which comes from only speaking when ready. • Then play with the notion of withdrawal and hesitation. Breathe in, feel ready, hold the breath for even a fraction of a second, then speak. You will not only feel vocal tension, but that you are behind the text. The words are becoming redundant because you've experienced the line, then held back the energy, rendering the speaking unimportant. 
• Next play with getting ahead of the text. Breathe in, start to feel that readiness, but speak before the breath has settled. Again, you will experience vocal tension but also suffer panic because, in acting terms, you are ahead of the moment. You are not on or with the text but, metaphorically, running after a rapidly accelerating bus leaving without you. • Now feel what it's like to be weighed down by the text. Breathe in, feel that power, let out air or deflate the power and speak. Now you are under the text. It's almost sitting on your head, suffocating you, and you have lost your vocal energy and focus. 
• In order to get back 'on' the text, go back to simply breathing in, feeling, getting ready and speaking. What a relief! 
• Here's a further tip about this exercise. If you have learned a text well but suddenly dry or forget your lines on-stage, chances are that you have lost that spontaneous connection with the breath. When you next dry, be courageous and just concentrate on getting back the breath and feeling the connection it gives you. I bet you'll then remember the line. Drying and panicking only makes the problem worse. Under stress, we often react in an un-useful way and stop breathing and supporting, consequently depriving the brain of oxygen. No wonder we lose our way and can't think. 
• With this connection and readiness, you can also right a scene that's gone off the rails. There is a myth among less experienced stage actors that if something is going wrong in a scene you are stuck with it until you leave the stage. Not true! Many times it is simply a case of you not being in the moment, connected to your breath. So stop and take that breath. Feel that readiness. The audience won't notice and you will have salvaged the scene. 
Equally true, and I'll be exploring this notion with an exercise later, when you walk onto the stage, particularly those large, intimidating houses, never stop breathing. Get the breath low and only start speaking when you are completely ready. I've watched so many inexperienced actors walk onto, say, the National Theatre's Olivier stage or Canada's 

Stratford Festival Theatre thrust stage and freeze, stopping their power and their right to speak in the space. They then have no option but to push vocally and emotionally, or brace and pull away from their audience and fellow actors. 
Exercise 51: The Push to Readiness Here's an exercise to explore physically this state of 

readiness. 

• Take a couple of lines of text; use lines from Richard III if you want. Push silently against a wall. As you do this, feel ready with the breath, then speak the text. Now push yourself away from the wall, walk a few steps, breathe, feel ready and speak the text. 

This sounds so simple. However, be tough with yourself. Chances are that as you come away from the wall and walk you might pull off your power rather than carry it with you. As you settle to speak, you might brace or physically shift back, maybe onto your heels or an actual shuffle backwards. Check these things, because if you are doing this you are denying yourself power just before you speak. Be careful, too, that as you push yourself away from the wall you don't pull away from your power by tightening and losing flow. 

This last exercise is analogous to walking on stage from the wings. Actors should always want to get onto the stage to tell a story, but so many of them are fearful, hesitate and pull back, and this manifests itself in loss of breath and support. Try the above pushing exercise off-stage in the wings before you walk on. Experiment on an empty stage. If working in a group, you can all stand in a circle, and one by one walk into the space. Keep breathing. Feel the support and the readiness before you speak. The group should always be supportive and allow each actor to take the time he or she needs. Once you have felt this ideal readiness to speak, you can always speed up the process. My experience is that actors go for pace before connection and never, as a result, achieve either. 

Vocal Range and the Text.

The technical purpose of these next exercises is to stretch your vocal range and experiment with the whole of your voice. The creative side of this exercise lies in releasing the emotional and intellectual vitality of a text and perhaps stretching the actor's imaginative experience of truth; a truth that can be vocally rich. I am not in the least interested in an actor standing onstage showing off his or her vocal range without a connection to truth. All vocal range should be organically linked to the text. Once the voice is free and supported it will go where you want to take it, and as we become emotionally and intellectually charged, the voice wants to move with these passions. You are not going to serve a hugely vibrant text with only minimum range; the result would obviously be unreal. Just listen to anyone speak with passion. The voice moves in tandem with the passion. I do not sit and think of the fact that the speaker has just used three octaves, but I am engaged because the voice, thought and text have all struck the same notes together. The voice sounds appropriate to the material. 

I encounter so many young actors who are terrified of using their range because they are frightened of sounding 'hammy'. They have never used half of their voices. I am passionate about two key issues with regard to range. If you are speaking a text in which characters care desperately about language and its tempos and rhythms, and you are using words ineffectively with a limited range, then you are denying your character's right to exist. Your 

limited reality bears no resemblance to the character's richer reality. The other vital point is that an audience can 

only listen for a few minutes to a dull voice. What they expect, in fact, from the actor is range. They switch off, 

they might switch on again, but imagine what they have 

missed in the meantime. Actors can come off-stage angry that an audience is not listening to them, without ever 

asking themselves the question, 'Is my voice putting them to sleep?' This may sound harsh, because few young actors ever get the chance to stretch or experiment with their range. Yet range reduction is inappropriate to any passionate communicator, especially an actor. 

Exercise 52: Increasing the Range of a Text.

Use the technical exercises in Stage Two (see pp. 96-104) to stretch your vocal range and this next exercise with a text to take your voice imaginatively into new realms. 

• Choose a heightened text. Any of Shakespeare's verse (the speech from Richard the Third will do) or a speech from a Jacobean play. These kinds of texts will support any emotional release of range. Something Restoration or from Shaw or Wilde will reveal the intellectual range of a text. Stay vocally free. You will need a lot of breath and to keep the breath recoveries as low as possible. 

• You will be speaking your text in three different ways. Make sure that each rendering follows the other. No pondering between the exercises. 

• The first point of the exercise will drive you mad. It is meant to. Speak the text with minimum range. As neutral, dull and uncommitted as you possibly can. Deliberately corset and limit the text, reducing and keeping it down. You will feel the text wanting to expand, escape and free itself. Good. You will also experience a deadening of the emotions and the thoughts. 

• Now go to the other extreme. Speak the text in the most exaggerated way you can, using your full range. But keep on support and don't push vocally. Extend the vowels, enjoy sliding through words and relish them extravagantly. Physically use all of your body, your movements matching the extremes of the voice. You might be tempted to get very loud. Try to vary the volume and not stay too much on one level. Again, volume should vary with range. Perhaps an image of an Edwardian or Victorian actor will help. Have fun! 

Lastly, after you've explored both extreme positions, go back and speak the text without any concentration on range. It's bound to sound richer and freer, and you will discover a new intensity in the language. The principle you've just been through is one of stretching the whole vocal instrument out, then returning to feel how free and rich your voice really is. If you can do this exercise in a group or in pairs, you should monitor each other. It will be interesting if the feedback tells you that after you returned from the extreme place, your voice does not sound false or hammy but just more interesting. 

This feeding back is precisely what I do in class. After everyone has worked together I ask each actor to say one line first in the extreme way, then immediately go back onto the line naturally and speak it with sense. Invariably the voice sounds freer, richer and the sense more directly communicated. This feedback is necessary to encourage young actors to experiment with range, yet know when they sound unreal. The process gives an actor the permission to be vocally imaginative and interesting by comparing his or her range to other ends of the spectrum. 

Exercise 53: Adding Resonance to the Text.

These exercises open up those physical areas of resonance which allow you to use your voice with less effort. Character possibilities might also be discovered as you play with resonance. Dialect and accent might fall into place as you shift the voice around between areas of resonance. A large part of any dialect or accent work is connected to resonance and placing. The major creative discovery might lie in opening out the head resonators, particularly working on highly energized texts like Restoration, Wilde or Coward. The characters in these plays manipulate language, exploring it with intellectual suppleness and curiosity. If our voices are free and we feel no inhibitions when we 

speak, the voice would naturally percolate up into the head 

as language is explored at a highly intellectual pace. The 

higher the energy of the thought, the more the head resonance. Also, as you open up the head resonators notice 

how clear and effortless the voice is. The exercises are very simple. 

• Keeping supported and open, speak a chunk of text in each area of resonance: 

Head - This will feel strange and to some people very alien. 

Nose - Notice the change of tone. 

Face - Feel the buzzing. 

Throat - Easy now, don't tighten! 

Chest- Watch that you don't push the voice down or clamp it. 

Return to speak the text with the thought that all the resonators are working. The voice will feel freer and richer, working with less effort as all amplifiers are switched on. On the character side of things, it always amazes me how quickly the whole vocal quality of the voice changes by shifting it around in this way. Parts of your voice might not feel like you. It is your voice, though not your habitual one. Your habitual positions will feel very safe, but as you invest in the other parts of your resonant voice you will feel very different. If you are lucky you might stumble over a possible characterization. Suddenly a new vocal resonance might fit the text and be more appropriate than your own tone. 

After you have balanced your voice among all your resonators you might like to try this next exercise. This is for when you might work on a text from Restoration drama, Wilde or Shaw, as you are going to concentrate on opening the head resonators. Working with support, hum into the head. After feeling the resonance there, come down through the face resonator until you feel the sound on your lips. Open into a 'ha' and don't pull back, not even a fraction. Now speak the text in the same place. The life and clarity in your voice and the language of the text should be immediately apparent. You will feel the result clearly if you pull off or deny a word. The words placed in the head trip along and out of you effortlessly. 

Now speak into the chest. Suddenly the whole energy of the text will be muffled and the words will have to struggle to be free and effortless. In reality those high-energy speakers who produce words effortlessly are working from the head. Whatever struggle they might be going through, it is not in the making of words. That part is easy. 

Speech Work with the Text.

These next exercises are essential. You should experiment with these on all texts. The technical and creative spin-offs are abundant. The important note to stress about speech work is that it must be connected to breath and voice. So often, actors work on their speech in isolation from their body, breath and voice. Speech is the tip of an iceberg. It is connected to the whole of us. If you work on speech in isolation from this whole connection, you will sound false and the language you speak will neither be owned by you nor engage an audience. You will sound cosmetic. These exercises can be done with any accent. One of the notes I constantly give actors is that as our needs heighten and we have to speak from a seat of passion we all, whatever the accent, become clearer. On one level these exercises are about clarity, but the clarity must be linked to dramatic need. The technical spin-offs of these exercises will be immediately obvious. You will be educating muscles to work clearly, economically and adroitly. Speech is one of the most physical aspects of communication. Your speech muscles have to perform one of the most complex muscular dances in the body. Any dancer will tell you that in order to perform steps easily you need endless practice. Many actors, when they fear a word or phrase, slide over it without confronting it or commanding their speech muscles to perform it. This next exercise will correct that tendency. 

The creative spin-offs are also immense. The physical quality of spoken language holds many clues as to the 

meaning of the words. The physical nature of consonants and vowels unlocks all sorts of emotional conflicts which 

the language is articulating. It is a common adage that until 

you speak a great text out loud you cannot really understand it. I believe that and also that you cannot appreciate 

the physical and sensual nature of words until you speak them. Whether playwrights are conscious of this or not, I do think they have an innate understanding of how human beings use language. This innate knowledge allows them to write what is most physically difficult for the rest of us to imagine, think, feel or say. Texts are loaded with all kinds of signals which help us speak. Long before punctuation was needed for the printing process, speakers would have physically stopped, paused and added pace to their stories. For example, a 't' following a 'd' ('Save breed to brave') will instantly stop the speaker, heightening the effect of the word 'breed'. 
Exercise 54: Mouthing the Text 
• Choose a text to work on. Return to the speech from Richard the Third if you need one. 
• Keep breathing and feeling the lower support. 
• 'Think' the whole text but mouth it with no voice. Really exaggerate each word - every ending, beginning and middle or every word, e.g. John Donne, 
Batter my heart, three person'd God; for you 
As yet but knock, breathe, shine and seek to mend; 
That I may rise, and stand, o'erthrow me, and bend 
Your force, to break, blow, bum and make me new. 
I, like an usurp'd town, to another due, 
Labour to admit you, but Oh, to no end, 
Reason your viceroy in me, me should defend, 
But is captiv'd, and proves weak or untrue, 
Yet dearly I love you, and would be lov'd fain, 
But am betroth'd unto your enemy, 
Divorce me, untie, or break that knot again, 
Take me to you, imprison me, for I 
Except you enthral me, never shall be free, 
Nor ever chaste, except you ravish me. 
Donne, 'Holy Sonnet', Poems, 1633.

• When you have silently mouthed the whole text, go back and immediately speak it on the full voice. 
The first sensation you might feel is that it is much easier now to make every word. Muscles have been taught to move and work in the silent exercise. By taking voice away, you are left with only muscles to do the work and you will be amazed at how quickly these muscles respond to the challenge. Suddenly the whole word is spoken. You might have experienced, while mouthing the text, how many points of the text you forget physically to say and complete. 
• Imaginatively, you will have noticed that there are hidden clues in the physical difficulty of saying groups of words. Review any line and thought that was difficult and you will observe that form equals content. The difficulty of saying the words matches, in some way, the content. Many actors ask me, 'Can I change this line? It's hard to say.' I always reply that you are missing an acting clue if you do that. Even the most flexible mouth in the world would have trouble speaking some lines. The trouble usually lies in the clue you want to change. I've worked with enough living playwrights to know that they make the hard things in life physically hard to say. So don't shy away from the challenge they give you. 
• Mouthing also will reveal conflict and sense. By the consonants, you will intellectually understand the text. We all do that when reading a hard section of a book - we automatically find ourselves mouthing it. 
Exercise 55: Vowel Work on the Text.

The next exercise is one to use with working on vowels. The vowels are the main body of the voice. If you don't give sufficient weight to the vowels, you cut down your voice. The more volume needed, the more vowel weight 

required. This is equally true with the range of the voice. If consonants are the intellectual part of the voice, then 

vowels are the emotional stress. 

• Look at these two sections of speeches from Shakespeare's Othello and work first with one and then the other: 
OTHELLO: It is the cause, it is the cause, my soul. 

Let me not name it to you, you chaste stars! It is the cause. Yet I'll not shed her blood, Nor scar that whiter skin of hers than snow, And smooth as monumental alabaster. Yet she must die, else she'll betray more men. Put out the light, and then put out the light: If I quench thee, thou flaming minister, I can again thy former light restore, Should I repent me; but once put out thy light, Thou cunning'st pattern of excelling nature, I know not where is that Promethean heat That can thy light relume. When I have pluck'd the rose I cannot give it vital growth again. 
Act 5, Scene 2, 1-14. 
IAGO: Thus do I ever make my fool my purse; For I mine own gain'd knowledge should profane If I would time expend with such a snipe But for my sport and profit. I hate the Moor, And it is thought abroad that 'twixt my sheets He has done my office: I know not if't be true, Yet I, for mere suspicion in that kind, Will do as if for surety. He holds me well: The better shall my purpose work on him. Cassio's a proper man; let me see now: To get his place and to plume up my will In double knavery: how, how? Let's see. 
Act 1, Scene 3, 375-86.

• On full support and voice, just speak the vowels in the text. 
• Some people find it very effective doing this lying on their backs so that they can really root the voice and breathe down into the body. Try this. Standing or sitting will also work. 
• Go back and speak the whole text immediately. I've chosen these two speeches because if you experiment with them you can feel how different they are. Othello is much more open and free with his feelings. Iago closes everything down emotionally. The moment Iago opens out, he quickly shuts down his language. As you speak Iago's vowels you might experience the technical sense of pulling away from sounds. You might not follow the vowel through but stunt it. Be as bold as you can with the vowel. Place and release the vowel as far forward in the mouth as possible. Keep the throat open, otherwise a push or glottal attack, physical manifestations of closing down, might seize control. You might become very emotional; the sounds making you feel the speech without thinking it. This is good! The emotional content of any speech emerges with the length of vowels. Shorter vowels are used to close down a feeling, longer ones open it out. The same applies to the thought. The longer thoughts generally surge forward with the abundant vowels. Naturally the consonants are also controlling the vowels, so when you return to speaking the whole text you should be feeling the marriage of consonant and vowel. On the return to speaking all the text you should discover your voice is fuller and richer. 
These speech exercises should be done on all texts. 
• Separate the consonants 
• Separate the vowels. 
• Gently push, with a partner or against a wall, as you speak. This will help you finish off words. 
• Speak every part of the word, particularly observe the whole of multi-syllabic words. 
• Physically confront the words or phrase you find hard. 
Exercise 56: Variety and Volume.

The following sequence of exercises encourages variety in the use of your voice. Obviously the space, the emotion and the dramatic situation should dictate the levels of volume 

you use. What I tend to find is that when an actor learns how to fill a particular space he or she can easily become 

stuck on a particular level of volume and find it hard to reduce. In theory, once the voice is working technically it is 

easier to speak with moderate volume rather than quietly. Once your instrument has found its natural centre or 

optimum pitch you may find it harder to be subtle, which is what is required when volume is reduced in space. To speak quietly and be heard requires incredible support, control and intensity of speech; almost a hundred per cent more technique plus intellectual and emotional concentration. 
Many young actors want to sound quiet because it feels more 'real', but do so without the technique needed. They just go vocally soggy, mumble and forget to breathe. The technical needs for volume control are: 
• Always to stay on support with a very open throat which will help the release of sound. 
• Always to stay on voice (the inexperienced actor goes off-voice and towards a whisper which won't carry). 
• To finish off every word and not allow any syllable to drop hack into the throat. 
Now take some emotionally charged text (e.g. Othello's 'It is the cause' from above) and work it as follows to decrease volume: 
• Intone, motoring the text with full support and voice around a moderate volume. 
• Drop into speaking. This might be an occasion when you go from intoning into speaking on the same breath. 
• Bring down the volume a notch. 
• Intone into speaking on this new level. 
• Bring down the volume another notch, etc. 
• When you've reduced to the quietest level on which you can still support and keep clear, then try speaking at that level. 
Now try the reverse to increase volume: 
• Start at a moderate volume. 
• Intone into speaking. 
• Bring the volume up a notch. 
• As you increase volume you will require a lot more support. You might find it useful to relocate your support by pushing a wall, holding a chair, lifting a heavy object, but it will now be essential to be very careful about certain tensions. 
If I am using my voice only at moderate-to-lower levels of volume then I can - I shouldn't but I can - still manage tensions without hurting my voice. But as soon as I kick in with greater quantities of power the whole voice is more vulnerable and under threat. So as you increase volume there must be no throat tension. If this creeps in, yawn. Think of an 'h'. If it persists, stop. No shoulder tension; all the work should be done from the support without physical lifting in the body. As .volume increases you will need greater vowel weight to have something more for the support to work through. You will need to follow words through and not be ashamed of releasing them. Any pulling back on words will now be felt in the throat. This liberation is vital. That is why drunks sound so loud and intrusive. They have lost the inhibition most of us have about sounding loud. They don't pull back technically or apologize but aggressively surge forth. Build up the volume as loudly as you can go, just to test your limits. In both the quiet and loud phases of speaking, you may find that some bits of the text might seem better served and others are lost. I don't think you will discover earth-shattering secrets in the text as you play with volume but you will unlock variety and emotional intensity in your voice. 
Crescendo and Diminuendo.

Still in a spirit of play, crescendo and then diminuendo through a text. In rhetorical speeches (e.g. Mark Antony's 'Friends, Romans, Countrymen' from Julius Caesar) these 

up-and-down slides might prove interesting and match the text, but really it is just playing with volume that I am 

encouraging here. That, plus your giving yourself permission to work imaginatively with the volume of your voice. 

Important notes about volume: 

• Human beings don't naturally shout or speak at high levels of volume for long periods of time. The voice will tire if you thrash it out relentlessly. 
• Audiences will quickly tire if you bash them with constant noise. 
• Audiences will certainly lose concentration if they have to strain to hear you speak for long sections. 
• Volume is linked to emotion. So, while I am encouraging you to experiment with volume, it should never be divorced from emotional truth. If the voice is strong, free and flexible it will move and travel through volume with a text. At all times volume should be serving the text. Many young actors substitute shouting or vocal pushing instead of real emotional truth. If in doubt, never push. 
• A very technical note. I've always found that it is easier for an actor to fill a space initially by upping the level of volume. On first previews of shows I encourage that rather than risk the volume being under-powered for the space. It seems much harder for actors to rise than it is for them to come down to the requited level. Actually, I've learned that note from all the experienced actors I've been privileged enough to work with. Find the essential volume you need to fill a space before you experiment with lowering it. 
Exercise 56: Word Stress.

In everyday life away from the stage, we only mis-stress words when we don't know what we are saying. Stress and meaning are completely united. Generally speaking, an actor always will stress properly when the performer fully understands what and why he or she is speaking, along with the subtext of a speech. Having said this, I have encountered situations when an actor knows the text and its meaning well, but is so overly tense or in such a state of fear that he or she constantly mis-stresses. Freedom in the body, breath and voice is linked to freedom in the mind and understanding. If you are mis-stressing, check that you actually understand the text. Look up every word. Do you understand the situation? Is there humour or irony involved? If this work has been done and you have a coherent knowledge of what you are saying, here are a few exercises to help stress. 
• Clean the text by intoning it very gently before speaking. 
• Give a neutral reading of the text; that is, say the words without giving any one word special colouring (i.e. use a very neutral phrase like 'the cat sat on the mat'). 
• When you have a clean, neutral reading, this exercise is wonderful. You will need a partner. As you speak the text the partner should ask you questions concerning meaning. You can only reply using the text. Question: 'The cat sat where?' Answer: 'The cat sat on the mat' Question: 'Who sat on the mat?' Answer: 'The cat sat on the mat.' 
This interrogating for stress can be done with any text and through the exercise all manner of stresses and potential meanings are released, I prefer an actor to use this exercise to find the stress needed rather than telling her precisely where to stress. By asking the right questions you can release a text in many different ways and maybe even make valuable discoveries. Directors and fellow actors can help a struggling colleague to feel organically the stress pattern of a line or speech. As a general observation, many actors confound the audience by over-stressing. We can't hear meaning because the clarity of a thought is swamped by too much stress. The very important words in a thought will have full weight. In verse, the good writer will do this with the iambic stress and when the iambic is odd or the stress irregular, the situation is difficult. A full stress on a word will include a fuller speaking of the word. An unstressed word will be neutralized. 
'My friend is coming to supper.' Play with this line. If the meaning you want to convey is 'My friend is coming to 

supper' as opposed to 'Your friend' then 'my' will be fully weighted. The other words in the sentence move towards 

being more neutral. If 'supper' is weighted, the meaning shifts to supper, not lunch or tea, that my friend is coming 

to. We do this stressing naturally but if there is a problem with stress you might check that the words you really need have the weight, while the others are moving more towards neutrality. I understand this is one of the problems with getting computers to speak: the stress of the artificial voice sounds the same and therefore the listener gets confused. Note that as a word is stressed we move into and out of that word with inflections - again a natural movement in the voice connected to meaning. 
• With a partner, take a sentence and say it first as clearly and neutrally as possible. 
• Then change its meaning through stress and inflection. Speak it again with a different meaning, stress and inflection. See if the partner can distinguish the different meanings. 
You can get as subtle as possible with this part of the exercise. This is a great exercise for ear training, but it is also very educational for actors, because it will become apparent that you can never say a line exactly the same each time. The same meaning can be conveyed, yet if you listen carefully the voice, through stress and inflection, constantly changes. That is one of the reasons live theatre is so exciting and so constantly varied. The rendering of any speech in any play, even if the actors are supremely drilled, will always be different at each performance. The human voice as a reflection of the whole being will chart minute changes and we all change from moment to moment in life. Respecting Writers' Intentions In this section I will list some basic exercises to encourage the actor to serve the writer's intentions. There are many features in a piece of writing that you simply must learn to identify, respect and work with in your acting.  I never mind an actor breaking rules; after all, great actors are often dangerous and sometimes anarchic figures who give a text a wholly original reading. However, what I do object to are actors who break rules without knowing what the rules were in the first place. Know first what you are doing and only then set off in your own direction. 
The Length of Thought.

I think many members of an audience sit and listen without understanding a speech or even a whole play because the actor or actors have not understood the thought, length of thought, or one thought's connection to another. Two faults chiefly hamper understanding of text: 
Many of us no longer express ourselves in the kind of long, considered passages we sometimes find in plays. Yet most texts written before the 1950s contain extended and often complex thought processes. Many plays after the 1960s indulge in the problem of communications and use incoherence as a kind of dramatic device. Many of us have not been educated to connect ideas and thoughts together. This is a recent departure and a real problem for an actor when he or she approaches a text. All theatre-goers - and I am not just talking about the educated members of an audience - until recently knew that one thought had to lead to the next; that thoughts in structured communication do not hover in space like disconnected fragments, but are pieced together to form a coherent whole. Even the plays of Samuel Beckett are coherent when analysed and worked in performance. 

With these two thoughts in mind, let me point out a few things which may help you: 

• First, rely on a full stop or period, question or exclamation 

mark to indicate the end of a thought. (Let's not, at the moment, enter a debate about editors repunctuating text. We've got to start somewhere, so let's just rely on the guidelines you have in the printed text in front of you.) 

Commas, colons, semi-colons do not indicate the end of a thought but turns, pauses or different pulses in the thought before it is finished. 
• A thought is physical and I express it as one completed movement like a dance step. Even if you are standing still, something inside is moving, is actively taking you a step further. To complete the movement, you might have many flutters, diversions or tempos. Once completed, it stops. 
• Think of each thought as a journey from A to B to C, maybe across the room. I want to leave the room and I move to do that. I then have to stop off to pick up my bag, then return as I nearly reach the door, for my coat. The journey might metaphorically be in a car from A to B. In order to get to B, I have to turn corners, stop at lights, change gears. All these turns, stops, gear changes will be reflected in the other punctuation such as commas and colons. 
• Let's explode some misconceptions about speaking long thoughts. You don't have to do a whole thought on one breath. We can delay thought and still breathe. The breath will invariably come on those turns, those stops, those diversions. Sometimes, it is useful to play with speaking a thought on one breath. This can make clear the thought's journey and enable us to recognize the wholeness of an idea, but some long thoughts would be impossible to speak on a single breath. 
• You don't need to rush a long thought. You can stop and pause but carry on working with an idea. We do it all the time. Half-way through a thought, we pause, probably accompanied by holding the breath, then continue. On my journey along a road I can stop and admire the view, then walk on to my destination. 
• Again, if you are not understanding the length of a thought it can be a useful exercise for you to speak it at speed. The speed will motor you through the thought and will often give you clarity. But speaking quickly is not needed all the time and is only a superficial solution. It is harder to hold a long thought slowly but it is possible. What is essential is that I feel and hear the actor completing the journey and that he or she is filled by the language. He doesn't stop thinking and working a thought until the thought ends. 
The intellectual vigour required to communicate thoughts implied in texts is tough, demanding and physical work. I dig a hole in the garden, working and digging until I get the whole root of the weed out. I pile the bricks one on top of the other until a wall is built. The same work - excavating and building is required for holding a thought. 
Exercise 57: Length of Thought.

This works very well with a partner who will monitor you. 
• Choose a long thought. (Pick a piece of text from Shakespeare, John Webster, John Milton, Shaw or Restoration dramatists.) Begin speaking the text, concentrating on its thought patterns. 
• Your partner should monitor you and send you back when he or she hears and feels you stop thinking. This stopping, collapsing or not filing in a thought will be very apparent. 
• You can also do this work on a tape recorder, if working alone, and play it back to hear the result. • Start by sitting and begin to speak, not allowing the journey to finish until you reach the end of the complete thought; that is, when you arrive at the full stop, question mark or exclamation point. 
• It is useful to physicalize the journey by moving your arm and continuing the movement until the thought finishes. 
• What can help here is to push against your partner as you speak, your hand against hers. That will give you a sense of the physical energy or pressure of the thought. On your own, you can push against a table just by exerting a gentle pressure which will allow you to motor the thought. Once you have explored and held the thought, you can experiment. You can pause, wait, walk around but still feel that the pressing thought is unfinished and that you are actively working on ways to complete it; moving forward and searching even in silence. The car might have stopped but the engine is still ticking over. 
• Examine how many changes of direction occur in this one long thought. Perhaps the thought is one uninterrupted arc or maybe it takes many swerves and corners. Recognizing one continuous energy of thought, or many changes in directions within a thought, provides important acting clues. The more 

chaotic and tempestuous the thought, the more turns it will have. If the thought flows effortlessly, the character is probably more liberated in her thinking at that moment in time. 

Now look at the thought in the context of a whole speech. Maybe the whole speech is one thought, but find a speech with several thoughts. You might be amazed to discover that many 

large speeches just consist of three or four separate thoughts. Shakespeare's long soliloquies and his sonnets often work this way. 
Speak the speech, aware of the journey laid out in each thought. Begin to notice that each succeeding thought is connected to the previous one. Each thought completes part of the whole and moves you towards a conclusion. The movement is not only active but, like building bricks or boxes that open or close into and onto other boxes, it creates an edifice which is the play. You can find this process governing most good plays. The individual scenes contain a building, as does the entire play. Some of the great writers, like Shakespeare, do something even more thrilling. As the thoughts move towards the resolve or conclusion, the focus zeroes in on a more concentrated issue and pulls you right onto the target. Suddenly, in a manner of speaking, the wide-angle landscape that began the play has isolated in close-up a bird sitting on a branch. As soon as you understand the movement and direction of thought, not only will learning a text become easier, but you will be learning the text thought by thought and appreciating the connections. Many actors are terrified of classical plays because they find them hard to understand. But ff you stay calm and gradually move from the first thought to the second, to the third (speech by speech, act by act), noting the connections, you will easily crack the speech-by-speech movement of the text. I watch actors sweat over a fraction of a thought or one in the middle of a speech. If they would only go back to the beginning of the speech and start to build it up thought by thought, its meaning would become apparent. The other creative exploration you can make when examining a text thought by thought is the varying lengths of each thought. Longer thoughts reflect a character whose intellectual juices are flowing along with emotional ones. If the thoughts are suddenly short, it is a clue that the intellectual and emotional gears are grinding to a halt or suffocating the character. Ask yourself if the character is flowing with long thoughts or is constipated with the shorter ones. Maybe he or she speaks a mixture of sudden movements forward, followed by stops and shudders. 
Exercise 58: Walking the Journey of a Speech.

I love this exercise. Watching actors do it will often reveal all their worst acting habits. The point of it is actually to walk the journey of a speech. Perhaps use the entire opening speech from Richard the third here, or any long soliloquy full of complexity, vibrancy and colour. 
• As you speak, trace out not only the length of the thoughts but all the diversions or pulse changes within each thought. You must stay open to the text and let it take you along in whatever way it wants. As you walk, you will feel the pace and rhythm of the thoughts or sense changes in direction. Some sections of the speech will hurtle you forward quickly, you might even have to run. Some will move you more slowly. In some thoughts you might experience twenty or more turns. Others will be so long and continuous that the room might not be large enough to contain you. If you were to look down on this exercise from above, you would see the physical journey of the speech mapped out by the actor. 
• When you have physically walked and spoken the speech, stand still and speak it. You will still feel the movement in you and be filled with the motion of the text which has suddenly come to life. Your breathing will now probably match the thoughts. You may find that you are not even worried about your breath and that the range of your voice is most likely responding to the changes in the text. 

• You should do this exercise several times, becoming clearer and perhaps tougher on yourself. The first time you did it you were probably aware that you were missing turns, or that there were many more than you thought. Try to find them all. Now you might have noticed that most heightened text has two key components: 
1. The language moves you forward. It is active. You don't dally and inspect your words but use them to shift events, not to prevaricate or ponder. 
2. Transitions or changes in the text, thought or emotional turns are achieved succinctly, mostly with one word: 'but', 'if', 'when', 'then,' etc. In less heightened, more casual language we make turns with several words. 'You know what I mean... ', 'Perhaps I might... ', 'I wonder if... '. This language difference should be transformed to your movement. You should be clearly turning on every word that turns. Many regular word turns result in a physically gentle curve. Heightened text has us turning clearly, cleanly and quickly. Lock this motion into your body and it will surface in the voice when you speak 
• Walk throughout the exercise in a centred, dynamic, ready way. Don't amble or stroll. Avoid looking down; look out. 
• I'm sure this exercise will reveal layers of meaning to you as you repeat it. The number of turns is somehow directly linked to the character's state of anxiety or need. Chaos in the walking is reflected in the head or heart. 
• If an actor moves off on a turn and then speak after walking a few steps, he tends to be ahead of the text or the thought - out of the movement, speaking before there is a need. If the reverse happens, speaking before moving, he is behind the moment and the thought. You have waited, felt the need, waited, then spoken. If you stop and speak long before you move, then you are one of those nesting actors: the sort who builds a nest with the words and examines each moment rather than actively moving on. 
• Some actors, when they do this exercise, embellish their walk; they act 'walking'. This often results in your speaking with an embellished voice. Try to walk the speech as naturally as possible for a more straightforward result. Walk straight into the text with honesty and let it change you. You can always add refinements later, but investigate what the text is telling you now on an immediate level, not what you want to do with it. Discover how it wants to transform you. 
Verse.

It is easy to forget the thought when examining the physical forms of verse, so remember to do the thought exercise alongside any verse exercises. There are also physical factors to look at when exploring dramatic verse, like rhythm, line energy, and rhyme. Rhythm In most English dramatic verse this will be the iambic pentameter. Iambic is the two-part rhythmic, 'de dum'. The second, heavy stress falls hard upon and after the unstressed syllable. It is like a heartbeat and therefore felt powerfully by all humanity. Pentameter means five, so there are five iambics to each line. In iambic pentameter there are ten syllables to a line. I think it is essential for every actor speaking iambic pentameter verse to feel and beat it out. Not only will it thrill you and the audience - it's a momentous rhythm but an understanding of it is essential to inform you of the writer's acting and thought clues. The heavy stress will usually fall on the important words. The rhythm will sometimes be irregular and won't scan into simple unstressed/stressed patterns. This indicates that the writer is changing the heartbeat of his character, or signalling a sudden shift in thinking. It is an acting note which you can use. Something unusual is happening to the language. What can it mean? 
You should sound this rhythm until it becomes natural for you to speak it unselfconsciously. It is part of the craft of a classical actor to have the iambic verse beat instilled into his or her system. Once you feel the rhythm taking root inside you, you can start breaking rules. For instance, you can pause in the middle of a line and still hold the iambic beat, then pick up the rhythm and continue to a complete pause. The rhythm will continue beating and moving on silently just as your heart does. Suddenly words have a new power. You cannot not finish a word. The 'de dum" rhythm 

does it for you by moving up into a stress. The iambic has that surge in it. It urges you towards completion. 

Be very careful as you beat the lines to allow the iambic its return upwards. I think it's because we write the iambic 

stress with a down stroke that people often speak it by pulling down off the word. Let the word return and that 

returning energy will move you on. If, for whatever reason, an iambic line ends with an unstressed beat, that can indicate a loss of power on the character's part. Beat out a whole iambic pentameter speech and indicate where all the stresses lie: 
Two households, both alike in dignity 
In fair Verona, where we lay our scene, 
From ancient grudge break to new mutiny, 
Where civil blood makes civil hands unclean. 
From forth the fatal loins of these two foes 
A pair of star-crossed lovers take their life, 
Whose mis-adventured piteous overthrows 
Doth with their death bury their parents' strife. 
The fearful passage of their death-marked love 
And the continuance of their parents' rage 
Which but their children's end, naught could remove 

Is now the two-hours’ traffic of our stage 
The which if you with patient ears attend, 
What here shall miss, our toil shall strive to mend. 
Romeo and Juliet, Prologue.

Stay on support and full voice. You can walk, as long as it's dynamic and not a stroll. Many people find it useful to physicalize the iambic. Let the arms or the whole body move with it. Remember not to pull down in your movements: they should be up and out. One motion you will find in the above speech is that of conflict; two like households locked in a struggle. The pendulum, the conflict, swings from side to side. The dead lovers are actually buried in the speech. So that is a different kind of motion. Look for other patterns of movement like this. As soon as you have finished the whole speech you can stand still and speak the speech just for the meaning, but you will feel the verse and rhythm are there. The iambic should not be dominating but hold you like a firm foundation. Don't be frightened to beat out every verse speech you have to speak. This is useful preparation. Eventually, after you have spoken acres of verse, you will feel it organically and not have to work so hard. As you beat out verse speeches and scenes, you will trip over two other important physical acting clues locked inside the verse. 
Caesura is a stop or pause in the middle of a line. This is a heavy stop in the verse line. The harmonious line is broken, the journey of the line is suddenly altered. It is like tripping over a rock. 
Gone already. Inch-thick, knee-deep, o'er head and ears a forked one! 
Go play, boy, play. Thy mother plays, and I 
Play too; but so disgraced a part, whose issue 
Will hiss me to my grave. Contempt and clamour 
Will be my knell. Go play, boy, play. There have been, 
Or I am much deceived, cuckolds ere now, 
And many a man there is, even at this present, 
Now, while I speak this, holds his wife by th'arm, 
That little thinks she has been sluiced in's absence, 
And his pond fished by his next neighbour, by 
Sir Smile, his neighbour... 
The Winter’s Tale, Act 1, Scene 2, 186-197.

• As you examine the content of the speech you will see, like the physical difficulty of saying certain words expressed earlier, that this jolt in form is sympathetic to the content. The Character is having difficulty or, as in this portion of a speech by Leontes, suffering insane jealousy. The unfinished line is where the remaining syllables of the line are left open and incomplete. The line is giving the character breathing space to suffer and react. It is rather like a rest in a tense piece of music; tension continues despite the rest. Again, the events, the content of the speech dramatically require some form of activity. A gathering time for a character in conflict. 
• In playing a scene together you sometimes fred the lines shared and distributed between two voices. Each one picks up and completes the other's line. This could reflect frantic division or peaceful harmony between two characters. Whatever we observe here, the action is being taken forward by both parties 

in a scene. Again, you might like to break these rules, but 

please do so after experimenting with what is written. Look at 

the next speech to examine what is at stake: 

Cressida: Have the gods envy?

Pandarus: Ay, ay, ay, ay, ‘tis too plain a case.

Cressida: and is it true that I must go from Troy?

Troilus: A hateful truth.

Cressida: What and from Troilus too?

Troilus: From Troy and Troilus.

Cressida: Is it possible? 

Troilus and Cressida, Act 4, Scene 5, 27-31. 
Line Energy - The Journey of the Line.

 As you do this work it is most important that you feel and know the length of the thought. I want you to respect the line energy, its start, middle and end, but I also want the sense of the words to travel through each line. I've heard so many actors speak perfectly energized lines, but because they don't hold the whole thought, I can't understand what the line is all about. Take at least eight lines of iambic pentameter verse - the first eight lines of a sonnet would do very nicely. You must, throughout this exercise, breathe and think the whole text. 
O, how thy worth with manners may I sing, 
When thou art all the better part of me? 
What can mine own praise to mine own self bring? 
And what is't but mine own when I praise thee? 
Even for this let us divided live, 
And our dear love lose name of single one, 
That by this separation I may give 
That due to thee which thou deserv'st alone. 
O absence! what a torment wouldst thou prove 
Were it not thy sour leisure gave sweet leave 
To entertain the time with thoughts of love, 
Which time and thought so sweetly doth deceive, 
And that thou teachest how to make one twain 
By praising him here who cloth hence remain. 
Sonnet 39 
• Speak the text three times. The first time, only speak out aloud the first word of each line although you are breathing and thinking the whole line and thought. 
• The second time, read just the last word of the line out aloud. 
• The third time, read the whole text aloud. 
What becomes apparent is that the energy of the line is embodied in the quality of words that start and finish a line. The beginning words (O, When, What, And, Even, And, That, That, etc.) kick you into the line and you have to go on. The end words (sing, me, bring, thee, live, one, give, alone, etc.) in some way complete a thought. The energy of the thought might go into the next line or lines but in some way the journey of the line has ended. As you do this exercise it will become apparent that it is ridiculous to deny any word in a line. They are all moving you on. The punctuation is there to help you rest, and the scheme of alternating rhymes is there to help mark the journey. You might like to return to the breath support exercise, building up a line word by word. This will make the line's energy clearer still. Also notice the alternation between vowels (like 'o') and consonants. Great verse writers like Shakespeare guide the speaker through the text. We could all write iambic pentameter quite easily, but to do this, to start and finish a line with words that reflect beginning and ending within a line, takes tremendous craft.
 Antitheses (Opposites).

To understand opposites and opposition within a line love/hate, day/night, hot/cold - relies on understanding content and quality of language, and the various rhetorical devices which give language variety when spoken. But I'm putting antithesis on a more physical footing. This oppositional swing does create a physical tension in the line. There was an ideal in verse writing which encouraged the balanced line. Rather like those scales of justice, the line 

had to swing from one point of view to another. 

In the old age black was not counted fair, 

Or if it were, it bore not beauty's name; 

But now is black beauty's successive heir, 
And beauty slandered with a bastard shame. 
from Sonnet 127.

If you speak these lines (take them slowly because this is a bit of a tongue-twister) and really mean each word as you speak it, completely in the moment of the struggle, try to experience the actual physical swing of the line as the struggle between 'black' and 'beauty' becomes engaged. The emotional pay-off will be evident. As you swing with the words so does your heart and your head. The antithesis of the line will place you on a see-saw, moving up and down emotionally and intellectually. Whenever you work on a text, check to see if the antithesis of opposing words, thoughts or feelings is being engaged. I only mention it here because so many young actors will speak a text which is loaded with antithesis but only pick up one side of the argument. In doing that, they will often miss the balancing act of irony and the physical swing between poles that opens up the emotional and intellectual world of the character. The actor must remember that drama is about debate and constant struggle. There is rarely a rest between opposing forces. 
Owning Words 2.

When a great actor serves a text fully and gives a memorable performance, chances are that two strands of text work have been woven together. The effect can be like two mighty rivers meeting. Up to now I've concentrated on only one stream of work which is largely technical and which can be taught and learned. We've been working on the physical power of a text as though it were a living organism. The thought, the structure, the rhythm and the line are meant to come alive through an actor summoning each of these components into physical life. You are working to respect the writer's forms, playing the text, matching your vocal patterns to some linguistic pattern in the text. Perhaps a simpler analogy might be that the skeletal structure is now in place but not fully fleshed out in detail. 
Actors can feel quite threatened by the technical work we've been doing. They feel their creativity is being subsumed by the form of the language. I'm always at pains, however, to explain that form should reveal clues to enhance the actor's creativity. Performers will, none the less, somehow feel threatened when they work on form. Interestingly enough, dancers and musicians don't ever feel threatened by the stops or the notes of a piece of music. In fact, and this applies to acting as well, formal properties should release and liberate the artist. However, I have some sympathy for this point of view because when actors have only paid attention to the form of a role, the thoughts, ideas and structure of the text may be clearly communicated but the performance can be devoid of any personal attachment or passion. I might, as an audience, understand the whole but feel little engagement with the specifics. Clearly we have a problem on our hands which no amount of technical skill can overcome. So all this formal work has to meet up with another stream of work which enables the actor to bring into play his own unique and deeply felt experience of the word and of the world. The words must become personalized. As words pass through all of us, our experience naturally filters and transforms them singularly. Our relationship with words is our very own and constantly changes, hence the newness and exploration of words that a great actor can make every night. No one can ever experience words in quite the same way as someone else. When an actor enters 

this area of work, his or her imaginative contribution to theatre has begun. I like to call this second tributary of 

work 'owning words'. 

Before we start on the process of owning words through exercises, I want to touch on four vital points: 
1. If an actor merely does his or her emotional work on a text 

without the technical work we've been doing above, I will sit in a theatre understanding all the specifics and sense the actor's connection to language, but I probably won't follow a story or really know what is going on. It can sound extremely indulgent, usually because the performer's emotional attachment supersedes the needs of the text. 
2. In a working process, you might lose half of the work in order to explore the other. For instance, form and thought might fly out of the window as an actor starts to own the text. That is allowable. In a working atmosphere you can always reconnect to other types of work. In my experience, directors who spend time on the text, exploring the specific nature of each word and the actor's connection to it, can easily add the form work into rehearsal. The other way round is more problematic. If actors have never been given time to explore the words and their feelings but have the form in place, it is difficult to connect the actor. If a director is leading you that way, you need to do a lot of the ownership work for yourself to balance it (see p. 208). Once words are sufficiently embedded in an actor he can speak them at any pace and easily obey the writer's form or any note given by a director yet stay completely connected and specific. 
3. Please don't ever become too indulgent with owning words. Taken to extreme, I've seen actors become so selfish and “me” orientated with notions like 'I think this word means this' that they rule out all other meanings which might be equally valid. You have to respect the real meaning of a word before you have your own experience of it. 
4. After owning the words for yourself, you must then go on to transform and own the words from the character's life and point of view. As characters change, so does their language. It's the same as in your life. As we transform so does the language we use. Through words the actor discovers new realities and new sensations. It's no good saying, 'I wouldn't say this; it's not real.' We all use words differently, depending on how we view ourselves and the world we inhabit. What the character says may be exactly what he or she means. 
Some parts you are cast in will seem effortless because the language is close to you (perversely, that closeness will, with some actors, close them down). Some parts will need time to grow before an actor can experience and own the words. Lear uses language from a long-lived life. But any wisdom he may have gained is tempered with folly. Points of view are expressed that a younger actor might not yet be able to savour. Juliet's language is youthful. Her imagination and language are innocent, yet she gains knowledge and wisdom amazingly quickly and matures with speed. So the performer must be naive on the one hand and razor sharp on the other in order to match the character's changing pattern. As characters heighten, another layer of language is revealed. Careful language is scrapped and we view a higher reality through words. An actor's job is constantly to own and discover words afresh. In a great, densely written text this might only be possible for short bursts, which is why actors like to return to parts to try and own them in a new way at different points in their careers. An actor should always look at the type of language his character uses and how it might change. 
Asking Questions.

Here are some questions to ask yourself all through a text, moment to moment. We all have many forms within us and it's the particular form in set situations that will give you character clues. • Is the language formal or informal? Verse is generally more formal while prose is informal. But these rules can shift. Are all the characters in the scene speaking with the same level of formality or is one disrupting the common language being used 

(e.g. Hamlet in the court scenes)? The clues might be a formal use of verse or language being used to intimidate people who cannot speak formally. Or the reverse: informality being used to 

place someone at ease. 

• Is the language direct or indirect? If it is direct the character might be very open. If it's indirect she might have something to hide. 
• Does the character use imagery? If so, when and why? Probably as emotions heighten, the only means of expression is an image or metaphor. Shifting in and out of imagery will give you clues to what's at stake in a scene. How particular is the imagery? This may be due to the character's way of life or interests (e.g. Cleopatra's watery, sensual imagery contrasts heavily with the hard, rock-like imagery of the Romans). 
• Is the language concrete, full of very specific details? If so, maybe the character is practical. 
• Is the language verbose or overblown? Maybe the character is a pedant or a good politician not expressing a point of view but embroidering it to manipulate others (like Polonius in Hamlet). 
• Does he use analogy or academic references? Sometimes this may be for comic effect. But you always have to look closely at the language to see how it helps clarify and characterize (see Ben Jonson's The Alchemist). 
• Does the character use more short than long words? What does this indicate? 
• Does the character enjoy discussion and debate? He probably likes being contentious, difficult or probing. 
• Where does she feel safe in language, where in jeopardy? Perhaps the character wants to hide and avoid confrontation. All these are simple and obvious questions but they will help any actor sort out the specific use of language which confronts him or her. 
Exercise 60: Owning Words.

This exercise may appear laborious, but never be frightened of taking as much time as you need in order to possess a text. One ten-line speech, for instance, might take an hour to go through but is well worth the time and effort. You will definitely come out of the moment and break up all forms - thought and structure - but this fragmentation can be put back together later. The important point to remember when working through this exercise is: if you really experience a word you will never lose the sensation of it later. Many actors prefer to do this work alone, lying on the floor, but you can also do this exercise sitting or standing. The important technical aspect is to keep the breath as low as possible and speak with support, on voice. • Choose a text you are having difficulty with or one that is totally unfamiliar. 
• First speak the speech, waiting to experience, in some complete way, every word and phrase. Do not utter a word until you sense a knowledge of it. 
• Use all your senses in exploring the words: you might see, smell, hear, taste or touch the word. Imagery is perhaps easier to recognize and activate, but don't cheat on any word. 
• If the word is a noun, imagine it fully and make it concrete. 
• If the word is a verb, imagine the action it portrays as something incredibly active. 
• If you are having trouble with a particular word or phrase, be tough. Do you really understand the word or is it one of those words you just 'sort of' understand? If so, look it up and be sure. Find synonyms for it so you feel truly comfortable with it. This is a point which really takes time to reconcile since few of us will be familiar with every word of a complex speech, especially one from a different time from our own. With Shakespeare, we may have to look up lots of words! 
• Perhaps you are faced with a word you do not want to confront, such as 'kill' or 'death'. It may be a word that stirs up a deep emotion. Be honest with yourself and let yourself react. Own the word. 
• Is the word the name of a person? When Orlando names Rosalind in As You Like It, he does so with resonant feeling: 
O Rosalind, these trees shall be my books 
And in their barks my thoughts I'll character.

When Macbeth utters Duncan's name after he has murdered him, it is in horror: 
To know my deed 'twere best not know myself. 
Knock within. 
Wake Duncan with thy knocking. I would thou couldst. 

• Do the words and their actions denote a mythical persona or 

scene? Who, and why is this person important as a reference to 

your character? In Cymbeline, the lascivious Iachimo quietly 

approaches the sleeping Imogen, likening himself to Tarquin 

who approached the bed of Lucrece only to rape her: 
The crickets sing, and man's o'er-laboured sense 
Repairs itself by rest. Our Tarquin thus 

Did softly press the rushes ere he wakened 
The chastity he wounded. 
It is in this area of the word work that actors must use their imagination and begin to think the thoughts and words of the character. So many actors use all their imagination to deny the word, not make it real and meaningful. But without the wholeness and potency of the word, most theatre would expire. 
• When you have finished the whole speech, return and speak it straight through, staying on the word actively and in the moment. Do not worry if all the work doesn't instantly show results. It will become richer and, as you dig in, that richness will intensify. Your connection to the word will change all the time, which is fine and good. As long as there is a connection you will be communicating specifically. An actor has to gather the power of the word, then release it into space, moving both herself and the audience forward with the richness of owning every second she exists and speaks. 
Every Word You Speak .

What is always in place when I watch great actors perform is their capacity to own every word they speak. They have taken someone else's language and have made it their own. Moment to moment, the words, as spoken by the actor, appear to be uniquely discovered and freshly minted, as if spoken for the very first time. The greatest actors are curious about language to a fault. There are different levels of knowing a word. And in order to own a text fully and let it take root in us we have to move down through layers of dialogue so that we may know the words on a very deep level. That deep knowledge is an actor's most fundamental and yet hardest task. We all go through life rediscovering words and knowing them differently as life transforms us and changes the relationship we have with language. We might use the word 'love' for years and know it in some way, but then fall deeply in love. Suddenly the knowledge of that word has deepened and we will speak it differently, possess it more completely. An urban student working on the fairy goddess Titania in A Midsummer Night's Dream came back from a trip to the country with a new and more vivid knowledge of the line: 'Met we on hill, dale, forest or mead.' She had discovered what a 'dale' and a 'mead' are, never having seen or experienced them before. Suddenly as she spoke the line those places were imprinted in her voice. The same happened to a boy speaking 'Sonnet 12': 'When I behold a violet past prime . . . ' He had never before seen a violet, much less one past its prime, so he went out, discovered one and began to know the line. While speaking 'Sonnet 27' ('Looking on darkness which the blind do see... '), a New York actor, brought up in a city where nights are never completely dark, came back from holiday in Montana and suddenly knew how blindingly dark night could be. 
Examples like these could roll on, but the important point is that every word has to be known and experienced before it is fully owned. In order to begin the process the actor has to be honest about the words he doesn't own. He has to be prepared to excavate the text. In some ways the more concrete words are easy to clean and own. A dale is a dale. A violet is a violet. Research might have to be done on archaic words which are difficult. They have to be looked up, but with a short journey of the imagination you can grapple with them ('fie', 'lo', 'surcease'). A word might be understood intellectually, but as it's not in common use you might have to move towards imagination. Classical and biblical allusions are not so commonly invoked, so to need them and use them with 

knowledge will take more work. All these things are possible, and when you have 

connected to these words they will remain part of your experience and never abandon you. The words that are harder to grasp and are sometimes too painful or revealing to own are the huge and often simple words. Words that 

express feeling, or touch on personal experience, and make the actor look at herself in a raw, uncompromising light. Denying words will of course deny you ownership: an actor playing Lear who will not own the word 'Nothing'; a young, seemingly gentle boy not wishing to own the word 'savage'; the strong masculine actor not owning 'I fear you'; the feminist actress struggling to own Kate's last speech in The Taming of the Shrew. 
For the moment, let's just connect owning words to the voice and, more importantly, to the breath. When an actor owns a word there is no clutter in the voice or speech process. The word is spoken cleanly and efficiently. It is there. The audience hears the word clearly in the most profound yet simple way. The word is free, but informed by the actor's unique experience of it. It is a place of enormous simplicity, but underneath that simplicity is a whole world of experience. Many writers and directors will ask an actor who is confused about words in a speech to 'just say the words', which I take to mean just know and own the word enough so that you can trust and experiment without bluing or denying. It makes sense. Either bellowed or muttered, the words invariably get lost and have no real weight. 
A lot of this work is 'chicken and egg'. The voice and breath have to be free in order to own the word. Yet you have to own a word before the voice and speech are completely free. Much of the technical work I do with actors is to short-cut the process of owning a word. If the rehearsal period is long enough, good actors will get there of their own accord. The technical work, though, can shortcut the process. By simulating a free breath and open vocal position, you can connect technically to a word, the 'outside in' factor comes to the fore and will often inform the actor of how the word should be owned. Ownership of words has a lot to do with the connection and placing of breath. As I watch actors rehearse a rich text, the same curious pattern often happens. They 'know' the text; that is, they have learned the text. The text is in their heads and they start to have a passing acquaintance with the words. As the rehearsal progresses you can almost see the text moving down into their bodies and taking possession of their breath. They begin to know the text on a deeper level. Then the most curious thing happens - they start to forget the text. When I first observed this happening I was alarmed and couldn't understand how someone who had known a text so well could lose it. But then, after many years of observing this process repeat itself in rehearsal after rehearsal, I think I finally began to understand what was happening. In their heads, these actors came to know the text intellectually. The forgetting occurred when they moved from that level of knowledge to a deeper one in their emotional and spiritual centre. When the words begin to grow roots in the heart and soul, in a sense they have to be relearned. Deep ownership starts to happen. 
You forget words as they span the chasm from intellectual enlightenment to sensual, emotional and spiritual knowledge. When the actor begins to remember the text again, it is invariably fuller, richer and deeper. Great actors will speak of using a run to try to own more and more of the text. And during a run the emotional roots may drive down even deeper. Ownership for the actor never stops. Let's return to the physical manifestation of owning words. Somewhere along the line when we own a word we take it deeply into the body - that drawing in is commonly 

through the breath. The lower and deeper the breath, the 

more we connect and feel a word. Here's an exercise to test 

this notion: 

Exercise 61: Owning Words Deeply. 

• Take the word 'no'. • Breathe high into the chest or lift the shoulders and say 'no'. we might hear the word, but how does it sound or feel? Weak or uncommitted. 
• Now take the breath low into the body and say 'no'. You should 

feel differently about the word and perhaps feel more connection and have more knowledge of it. This is a very simple way of working 'outside in'. 
• You can plunge the word deeper for even more resonant meaning. 
I will encourage an actor to breathe sections of a text in this way if he doesn't feel or sound as if he is owning the words. The physical manifestations of the breath making a connection with the word will often trigger a real owning, both emotionally and sensually. Try other phrases in the same way: 'nothing'; 'savage'; 'I fear you'; 'I love you'. Please be aware that this work on very emotive words can be disturbing. Words are powerful explosive devices that can easily stir you as you re-engage with painful memories. Never force yourself into a place you don't wish to go. It will happen when you are ready for it to happen. Your voice will find the need. 
Exercise 62: Taking Time to Own Words.

You can do this next exercise with any speech. I will be going through a Shakespeare speech to give you some guidelines, but the most important thing is that you experience the words on your own. Some thoughts about the exercise before you begin: 

1. You must take as much time as you need to experience a speech fully. One speech could take you an hour. So give yourself all the time in the world. If you find there is a word that you just cannot experience, move on after a few minutes. You can return to it later. 
2. You must breathe as low as possible throughout the exercise and when you do speak, use a fully connected support system. 
3. Keep the voice free. 
4. Keep clear articulation so that you can hold on to each word physically. This is going to be important as the exercise can become very emotional. If you hold on to every word and speak it with full weight, you won't break down or come to a grinding halt emotionally. 
5. Don't be alarmed if you lose all the work you've done on form or structure. You will get that back later. You are picking out the detail of words so you will lose the outline of the speech. 

6. Many great Shakespearean directors talk about speaking a heightened text in this way: you should think, feel and speak simultaneously every word as you mouth it. I absolutely agree with this notion but in this exercise you might find the experience of the word comes a fraction of a second before you speak it. 
Now let's get on to tackling the speech: 
• Take your speech and sit or lie in a safe place where you won't be disturbed. Some people report that darkness is useful. It's up to you, but silence is important. 
• Breathe low and continue to breathe in this way even when you are not speaking. You might have to wait some time for a word to settle in you, but do keep the breath going through these moments. 
• Only speak any word or phrase after or as you have some experience of it. The experience can be visual or physical or emotional. You must in some way reawaken the word in you. You must sense it, even smell it. You will come across words that you thought you knew, maybe intellectually but which you are not really specific about. That's good, you can research them after the exercise. 
• After you have finished the speech, stand up and speak the speech at full pace and intent. I think you will be amazed at how rich the text is and how many experiences of the language are still there. You will know and therefore own the text a great deal more. Equally useful will be your awareness of the parts of 

the speech you don't yet own. Maybe half a line here and there, maybe a whole chunk. Now you know where the work lies. 

Here is a speech by Titania from A Midsummer's Night 

Dream. Try it, then I will give you my subjective reactions and experiences of the speech. You might not want to look 

at my subjective comments, which is fine, but I want to give some guidelines, although the only real guideline for an exercise like this is your own personal experience of the words. 
These are the forgeries of jealousy 
And never, since the middle summer's spring 
Met we on hill, in dale, forest or mead, 
By paved fountain or by rushy brook, 
Or in the beached margin of the sea, 
To dance our ringlets to the whistling wind, 
But with thy brawls thou hast disturb'ed our sport. 
Therefore the winds, piping to us in vain, 
As in revenge, have sucked up from the sea 
Contagious fogs; which falling in the land 
Have every pelting river made so proud, 
That they have overborne their continents: 
The ox hath therefore stretch'd his yoke in vain 
The ploughman lost his sweat, and the green corn 
Hath rotted ere his youth attain'd a beard: 
The fold stands empty in the drowned field, 
The crows are fatted with the murrain flock, 
The nine men's morris is fill'd up with mud 
And the quaint mazes in the wanton green 
For lack of tread, .are undistinguishable. 
The human mortals want their winter here: 
No night is now with hymn or carol blest, 
Therefore the moon, the governess of floods, 
Pale in her anger, washes all the air 
That rheumatic diseases do abound, 
And thorough this distemperature we see 
The seasons alter: hoary-headed frosts 
Fall in the fresh lap of the crimson rose 
And on old Hiem's thin and icy crown 
An odorous chaplet of sweet summer buds 
Is, as in mockery, set. The spring, the summer, 
The chiding autumn, angry winter, change 
Their wonted liveries and the mazed world, 
By their increase, now knows not which is which, 
And this same progeny of evils comes 
From our debate, from our dissension: 
We are their parents and original. 
After writing out this exercise, several thoughts suddenly struck me. Although I know the speech well, I discovered words that I had taken for granted, some of the small words like 'met'. It was suddenly shocking for Titania to meet with Oberon. It sounds to me as if they met in combat, not romance. I had to return to my childhood visits to the countryside to recapture certain words like the ploughman and the lamb's fold. I saw those things many years ago. Time evaporated and I had to encounter my childhood again. I was also as struck by the wind's and moon's feelings as I was by Titania's compassion for the little lives of mortals. What seems, and is, a very poetic speech suddenly became concrete and real, so much so that when I was confronted by 'this same progeny of evils', I was truly encountering a destructive force which was destroying the world I had just described. Instantly I felt protective. My world being destroyed by Oberon's and Titania's debate and dissension. That was my personal reading. Now here is a line-by-line charting of my experience of the speech: 
'These are the forgeries of jealousy': I did find myself returning on the word 'forgeries' to a visit to a forge. All smoke, heat, sweat, fire and noise. A very violent and chaotic memory and that coupled with 'jealousy'. Any memory of jealousy is uncomfortable because it is such an ugly emotion. 
'And never, since the middle summer's spring': I not only discovered the word 'never', which is so final, but also realized that I didn't fully know what 'middle summer's spring' was in actual time. I assumed it was the beginning of Midsummer, but it suddenly could be the 'spring of day'. I was left wondering whether time was different to the immortal Titania from how it was for me. 

Met we on hill, in dale, forest or mead, 

By paved fountain or by rushy brook, 

Or in the beached margin of the sea, 

It took me a long time to travel across and visit the geography of 

each place and find my own hill, dale or forest. The difference between the paved fountain and the rushy brook was vivid. 'Met' was also a shock - in each place they met.
To dance our ringlets to the whistling wind, 
But with thy brawls thou hast disturbed our sport. 
'Our' brought in all the other fairies and I heard the whistling of the wind. The ringlets waiting to be danced are so gentle compared with the violence of 'brawls' and 'disturbed'. 
Therefore the winds, piping to us in vain, 
The plural of winds suddenly peopled the planet with wind and that same wind is calling to us in vain. 
As in revenge, have sucked up from the sea 
Contagious fogs; which falling in the land 
Have every pelting river made so proud, 
That they have overborne their continents: 
As often happens at this stage of the exercise, normally about a third of the way through a speech, the images and sensations of the words come thick and fast. It's as though an imaginative muscle has been activated so that suddenly the confrontation of each word and its effect are heightened. The 'revenge' of the winds sucking the rain from the sea. The sucking suddenly the reverse of those cheeks blowing on ancient maps of the world. The fogs carrying illness and every small river now so proud. I remember vividly drawing childhood charts in geography class of the evaporation of the sea into rain on the land. The image of rivers having a continent - a given territory and boundaries suddenly reflected throughout the play. Almost every character mingles across their continent. T
he ox hath therefore stretch'd his yoke in vain 
The ploughman lost his sweat, and the green corn 
Hath rotted ere his youth attain'd a beard: 
The fold stands empty in the drowned field, 
The crows are fatted with the murrain flock, 
The nine men's morris is fill'd up with mud 
And the quaint mazes in the wanton green 
For lack of tread, are undistinguishable. 
My basically urban existence had to be pulled right into the countryside, probably specifically the English countryside, to search for memories of all those activities. It was to the Indian countryside I had to go to see the ox and I realized that although I knew the 'nine men's morris' was a game, I didn't visually know what kind of game. I needed to look up that one after the exercise (it is a form of open-air draughts, played on squares cut into the turf). 
The human mortals want their winter here: 
The 'human mortals', that's us. This is a view of the world through the eyes of an immortal. Winter suggests something bleak. 
No night is now with hymn or carol blest, 
Therefore the moon, the governess of floods, 
Pale in her anger, washes all the air 
That rheumatic diseases do abound, 
And thorough this distemperature we see 
The seasons alter: hoary-headed frosts 
Fall in the fresh lap of the crimson rose 
And on old Hiem's thin and icy crown 
An odorous chaplet of sweet summer buds 
Is, as in mockery, set. The spring, the summer, 
The chiding autumn, angry winter, change 
Their wonted liveries and the mazed world, 
By their increase, now knows not which is which. 
This section is such a vivid description of the world and nature turned upside-down. Oberon's and Titania's power struggle is shifting the order of the planet. I once heard a great director working on this scene. The actress couldn't understand this section of the text at all. The explosion at Chernobyl had just happened and he likened the text to that event. It is the same mighty power that changes nature but is out of cosmic control. It seems likely that the year when Shakespeare wrote A Midsummer Night's Dream was a year of unnatural rain and flooding. To any rural community, such uncommon catastrophes are an epic show of unharnessable power. 
And this same progeny of evils comes 
From our debate, from our dissension: 
We are their parents and original. 
After experiencing the chaos and the destruction on the planet, it is a fantastically revealing character note that Titania takes full responsibility for her actions, along with Oberon's. I experienced such compassion from her to the mortals - mortals struggle on unknowing and unable to chart their lives like an 

ant train crossing the terrace! 

Return to the text now and speak it with the needed energy and flow. Eventually in performance the aim will be to experience and discover the words and images as you speak 

them. On returning to the text, try and let that happen. I think you will be amazed at how much of the exercise stays with you and how rich the language becomes, even if you have to speak the text at a fast pace. 
You might have to do this owning-the-words exercise many times, each time finding new depths and experiences within the language. You might only need to do the exercise on parts of a text that you feel is alien to you. You might even discover that the work has to be done on only half of a line. The bit you don't like or want. This is, after all, about finding the text in you, before you speak it out to the audience. After planting the language in yourself, you might find it useful to go back to an exercise that releases the length of thought, the verse line or the iambic. This will help you experience the two rivers meeting the technical and the personal. The actor has to experience and own words before sharing and giving them to an audience so that they may also own them. Here is another wonderful acting paradox. You have to own something enough to let it go and not control its effect on the audience. We've all experienced the self-indulgent actor who is so into owning each word that he won't share it. 'This text is mine and I'm not giving it to you. I'm having such a good time up here.' This is an actor who has only done half the work. If he paid more attention to the form and structure of the text it would help, but it also smacks of not really trusting your own experience of the language. 
One great actor I know, who always shares with the audience and is so generous with words and their universal impact, once said to me (we had been discussing this idea of trusting the words enough to share them), 'What I always think is that there is somebody out there in the audience who understands the experience of my character better than I do.' It's a wonderful note for any over-indulgent actor. Someone in the audience knows more about those words than you. Give them the words so they can have their experience. The owning-words exercises are the stage of plugging in to the language before you release it. 
Your Words Meet the Character's Words.

The other exploration you must now do is to make the imaginative connection that your character makes; not your imaginative connection but the character's. You have to transform from your experience to his or hers by gathering everything you know about the character and using it to serve his or her needs. In this exercise it is useful to list what makes the character different from you. Concentrating on the character's use of language will be a vital key because you will instantly see some crucial differences. Working on a speech with an actor recently, several words came up that had been wrongly owned by the actor. Richard III talks in his first speech about 'war' and 'peace'. The actor liked 'peace' but hated 'war'. He was owning the words well, but not, however, from Richard's point of view. The actor and the character were at odds over the meaning of key words and phrases. Richard loves war and hates peace. The speech continued to have no real truth or impact until the actor changed his own relationship to those words and decided to adopt Richard's attitude. At that point the actor was able to transform himself into the character. Another actor playing Iago was so ashamed of saying 'I hate the Moor', piling on his politically correct fear of racism and apologizing in his acting attitude for saying such words. Again he had to move radically away from his own 

attitude and adopt Iago's if the speech (and character) was to work. 

'Honour' is a word that comes up in the speeches of 

many Shakespearean and Jacobean characters (and also Spanish and French plays of the seventeenth century), requiring from the actor a whole investigation of the importance of 'honour' as a code, a concept and a cultural 

norm. Contemporary actors who have no conceivable experience of the notion 'honour' have much digging to do in order to release the full weight of the word. Some years ago I was teaching an actor who I strongly suspected had family links with the Mafia. He had a very potent idea of what honour meant. 
'Cuckold' is another word that comes up in classical plays. An actor recently using the word in a rehearsal knew the actual meaning of the word, but had to do considerable work to unlock the real horror of a married man's fear of infidelity and ridicule at the hands of a specific society. The fear also had to take into consideration a bastard child not his own; in fact, a whole kingdom was being given to a bastard and one who was not his. The actor eventually admitted to feeling no jealousy whatsoever. Furthermore, and because he was gay, he had no concept of either marriage or fathering children. The actor can never take words in speeches for granted. They may denote something very urgent and frightening. A young woman playing the character Phoebe in As You Like It says to Silvius, 'I will not be your executioner' and suddenly realizes that Phoebe may actually have witnessed a real execution. A young man playing Bassanio in The Merchant of Venice mentions 'the rack' and knows that the character himself may have been a victim of torture. A nonbeliever playing the holy and virtuous Isabella must believe fully in her character's connection to 'God' and all that is moral in Isabella's universe. 
Now let's return to the Titania speech above. Redo the exercise, trying to understand the character's relationship to the words rather than your own. In fact, here is an instance when it would be good to try some cross-gender role-playing. As I said before, some words will be the same but others could be radically changed. Titania describes her world. A rural though purely imaginary world known intimately to her. Her experience of the elements and the moon is personal and she knows and respects their power. The landscape of that world has to be owned by the actor, but for the character. This movement towards a character's ownership of language can be the most exciting adventure in acting. You may have to change your whole vision of the world sometimes, along with preciously held beliefs, your status or your social and political views in order to accommodate the character's system of values. This never means that you have to condone the character's actions or words, but you do have to understand them in order to work with them. But all this is part of acting's great challenge. 
Questioning the Character.

Here is a check-list of all the questions you should be asking when you investigate a character and his or her language. It's a long list because there are simply so many lines of inquiry you can be making. Are there things about the sentences or words which are linked to the status of the character? Is he better or worse spoken than you? Does she speak higher or lower than you? Care about language more or less than you? How might this affect the voice? What do these things mean in voice and speech terms anyway? Is the speech urban or rural? Urban speakers generally speak faster than rural ones and snatch words more, with a tight jaw. Where does the character come from? Does this mean a particular regional accent? 

Does the character speak verse? A combination of verse 

and prose? Only prose? What idiom is he most fluent and 

comfortable in? What words does he alone use? What do 

special words expose about him (e.g. Shylock's use of the 

words 'bond' or 'ducats')? How is the speech rhythm different from yours? Hum the rhythm. Does it rise or fall? Is there continuous flow or 

disrupted flow? How musical, how varied? Rhythm might mean varying range. Does the character use more extravagant language than you? This is directly linked to range (i.e. Restoration and Wilde). It would be unreal to use fantastic language and not use range. Extravagance in speaking equals rich vowels and imagery in poetic forms. Does the character enjoy speaking? A character could use verse forms but not really speak or love poetry (e.g. Iago). These people are not to be trusted. Poetry is a reflection of the soul. Is the language very pragmatic? Clinical? Exact? This means you may need more vocal control with more articulation. 
Range is also linked to emotional freedom or repression. The more freedom, the more range; the more repression, the less the range. Is her thinking clearer or less clear? This will reflect directly in the clarity of speech. Is she more formal or informal? This will be reflected by precision, or not, of speech and presentation. Does she hesitate more or less? This is reflected in breath holds. More flow means freer breath. Is the character more or less connected to language? Does he display more right to speak? This would mean a much more confident approach to speaking. A free voice with more movement? More relaxed? More tense? A higher or lower voice? More or less pitch? Does the character work through bluff or denial? This might be reflected in how loud or quietly he speaks. Are his thoughts more direct or cluttered? This would reflect in vocal directness or conversely an indirectness. Does she laugh a lot? Would your language shock her or does hers shock you in any way? Is there a belief or value system expressed in her words? Does the character use a high moral tone or is she amoral, judging from her language? Different or the same as yours? You will have to believe what she says! List the words he uses which you would never use. How do you make them sound your own? Don't take the words you would use for granted. Do the words sound dated? Are the words rich in imagery or devoid of it? Does he use cliches? Jargon? Codes? Are his words and consequently his voices affected by fashion? You have to find the experience, history and need for all these words. Does she listen or not? Does she listen to some characters and ignore others? Does she discuss and debate? Are there any subjects she would not discuss? Is she anecdotal? Does she have favourite topics and particular passions? Does she have specialist knowledge? How does she use it? How intelligent is he? Does he use language which even he doesn't understand? Is he academic? Streetwise? Innocent? What history is in his language? Does he speak mostly about himself or others? Does his language alter under heightened circumstances? Does his language transform during the journey of the play? Does he change? Is he changed by what he hears? Even as you go through this list and try to answer these questions about a character, you are playing, you are starting imaginatively to build your character's voice and the differences or similarities you have with him. As the actor speaks, his or her voice, the text and the character should begin to blend. 
Circles Of Concentration.

I use what I call 'circles of concentration' to help actors focus and energize their voices and place their imagination 

directly in service to the characters' words. The various circles the exercises below take you through are tools, 

placing you in the here and now. As tools, they are only necessary when you are unsure of 

either a speech's or a scene's focus. There are three circles of concentration, but the variants are infinite and by no means rigid. As speakers, we exist in one of these circles 

every moment of our lives. We can shift rapidly between them. All three can be covered in one sentence or even in one word. As you experiment with this approach you will begin to realize that language is usually connected to the focus of where we are at a given moment. These are the circles of concentration: 
• The First Circle is speaking to yourself. The imagination is very internal. 
• The Second Circle is speaking very directly to one other person. You might shift rapidly between several people, but your imagination is focused on one person at a time. 
• The Third Circle is addressing many people or the universe. The speaking imagination is very generally distributed. 
In essence, these circles are connected to how and where we are focused when we speak or listen. Moment to moment, our concentration can shift slowly or rapidly between these areas and we may not even be aware we are doing it. But actors aware of these shifts in concentration can use them to create some powerful and canny moments on-stage. 
Using Circles of Concentration.

Mostly you will find that your speaking shifts between these three circles very rapidly. Nothing is set in one tone all the time. Someone might be stuck in one circle and conseo quently be frightening and dramatic. Your character might be prone to one circle more than another. Your relationship with the world will be reflected by the circle in which you speak. In relationships you can find out how intimate you are by working on the circles. A couple who once spoke to each other in Second now only exist with each other in First or Third. Some characters might be able to use Second with a certain type of language but not with others. Nora in A Doll's House can be silly with Torvald in Second but never serious until she shifts into a combination of First and Second at the end of the play. A boring performance could be described as one where the actor plays the whole part in one sphere only. It is neither psychologically real nor exciting to be confined in one circle. Here are some ways of using the circles of concentration in your work: 
• Soliloquy - could be First or Third or a mixture of both. I've even seen 'To be or not to be' addressed to Ophelia in Second. 
• Prayer could be any circle, but whichever one you chose reflects your relationship with God and those around you. It might be the difference between a direct relationship with the Creator or a community one. In many of the medieval mystery plays characters have a strong relationship with God and pray in Second. When you hear a good priest pray, he is probably in Second. Third is generally too formal and unexciting. 
• Certain professional types fall into a specific circle of speech. In the service industries manyprofessions such as receptionists, air stewardesses or telephonists are required to be friendly, which needs Second, but that would be impossible to maintain with all the contacts they make on a daily basis. So they often sound patronizing because they are using Second language but are actually in Third. 'Have a nice day!' isn't meant at all. To sustain Second all day long would result in a breakdown! 
• Shifting circles can be a great comedy tool. Third sliding through Second into First. You are talking to a group around, say, a dinner table. No one is listening, so you talk to the person seated next to you. They do not listen, so you end up talking to yourself. The reverse could be most energizing. You have an idea and address yourself, take the idea to the person next to you in Second and then propel yourself and the idea to the whole group in Third. 

• You might discover that a character can only speak in Second to objects. There are plays that explore this theme. Speaking to a toy or a ventriloquist's dummy. Less dramatic but equally 

revealing are those people who find Second so difficult that they can only make that intimate contact while busying themselves and doing something. Making tea, ironing or washing, even walking over to a window and looking out while 

addressing someone in Second. 
• Swearing starts mainly in First and goes up to Third when the energy builds and explodes. If someone swears at you in Second it is a terrifying experience - it becomes a true curse because it is so directly made, one to one. Brains damaged in any way, by drugs maybe or alcohol, will often shift disarmingly slowly between the circles, taking a few beats between each one or staying locked in one for an unnatural period of time. The Ancient Mariner locks the Wedding Guest so that he can't escape: 'He holds him with his glittering eye.' I've always suspected that he tells his story in a forceful Second, offering no chance of escape - not a flicker of First or Third. 
Long before anyone speaks to us we know that they're locked onto us in Second: that awful realization that the homeless person on the street is going to attach herself to you with First circle language addressed to you in Second which you are expected to understand. Circles can be used as a power tool: the high-status person who never deigns to address us in Second. We have a sneaky feeling everything is happening above and around our heads. To make Second-circle contact with these people humanizes them. When a policeman addresses you, it's generally in Third. If you can make Second contact with him, for instance when he is ticking you off for speeding, you might be able to get away with it! However, if you are aggressive in Second you might be facing a fight. Watch any argument in a bar progress into a fight and you can observe a terrible moment when Third or even First abuse hits Second. That's when the real trouble begins. We probably have all spent time at a party when the person we are speaking to is really not interested in us at all and is talking to us in Third and scouring the room for more appealing company. If we are locked into a Second circle conversation at a party, then we are probably not interrupted. If we are, it's by a very insensitive person. As we enter the party we look for a group of Third-circle communicators in order to ease ourselves in. I have been told by American friends that the English are experts at not communicating directly by refusing to shift into Second. By being polite and off-hand in either First or Third, they confuse the world because the language is polite and seems familiar, but the contact is cool and off-putting. When I was told this, I realized to my embarrassment that I used that technique in order not to speak to the airline passenger next to me on a long-haul journey. 
Telephones are always revealing. Some people only manage to make Second-circle contact on the phone, simply because they do not have to deal with someone's physical presence. Others can't make that contact and speak in Third when telephoning. The theatrical aside can be Second, Third (aside) and back to Second. Or Second, First (aside) and back to Second. The latter is harder to make comprehensible, but can be most effective. In reality, even though the person opposite might hear you, because it is not meant for you, it's harder to hear. Perhaps the more isolated we become individually and in society, the more we sink into a shell-like First. First can have an internal energy, but one from which it is hard to escape. We also listen in circles. It is a wonderful experience to be listened to in Second. Hopefully, we all have a memory as a child of an adult really listening to us in Second. The whole ear's attention focuses on us, not in the general listening of Third or a preoccupied one of First. It can be depressing to know that we have poured out our heart to someone listening in First or Third. 

When painters talk about really seeing an object I suspect they are looking at it in Second. Every circle can 

have every emotion. A Second-circle look and utterance can be anything - tender, aggressive, intrusive, loving. 

Many of us can only address ourselves with the whole gamut of feelings in First. We might be furious about someone - perhaps for keeping us waiting - and have a spirited First-circle debate and rage against that person but when he does turn up we go into pleasant Second with him without revealing our anger. Others find pouring out everything to the world in Third easy, but the close examination of these feelings in First or Second too painful. When you look at a text, the language will often tell you where and when the circle changes. Peter Nichols's play, A Day in the Death of Joe Egg, has a speech made by the schoolteacher controlling a classroom using all the shifts of circles to do so. It is easy to recognize First-circle language because when you are addressing yourself you have no need of language that informs the rest of the world of certain details. You don't need to explain or say what you already know. To be pinned down by a Second-circle speaker telling you in elaborate detail about the best route across London can be very off-putting. On the other hand, if people never go into Second their language is rarely direct. 
If only for fun, try speaking a speech and be very conscious of shifting circles. Generally, the clearer the shift, the more dramatic and powerful it will be. However, a slow shift could communicate uncertainty or a slower brain. Cross-references can be fun; that is, trying a circle that doesn't match the text. Shift between all three - within a speech, within a thought, even within a word. Try sustaining Second for a long period of time and you will be exhausted if you can manage to speak a whole speech without moving into First or Third. Any long exploration in First will rapidly make you feel isolated and cut off. If you do the same in Third you will feel confident, if not pompous, and very sure of yourself. You might not come to an immediate conclusion, but after experimentation you will know more possibilities and perhaps where a speech or scene is unfocused. Along the way, the more variety of focus you have, the greater the range, pitch and pace in the voice. 
Over the years I've developed an exercise for second-year students at the Guildhall School. They study language and how language informs us about character by means of the various codes that words signal. This study lasts a year. They also work on circles of concentration. In the second year they write their own one-person exploration of a character that can last between ten and twenty minutes. My brief to them is that they must use all three circles and their character must speak in a code that isn't theirs. Here is one result, by Justin Salinger: 
Interior of a betting shop, East London. Steve is seen to lose a race. He screws up his tickets. 
THIRD: My wife's just had a baby, yeah, at last, took her long enough. Zoe, she's a girl, 71b and 2oz, the perfect weight for a baby. 
FIRST: She had six miscarriages, my wife. 
THIRD: She's my little lady. She's got tiny little hands and tiny little feet, thick black hair and blue eyes. Zoe Jessica Drabwell. My wife won't put her down, I barely get a look in. No, I think she's gonna be a dancer, Zoe, not my wife, my wife a dancer! She can barely move, great lump. She's let herself go a bit after the baby an' all that. She's not so much fat as puffy, y'know. When the theme tune to Wheel o/Fortune comes on you should see her, Zoe, waves her arms and jigs about. She's so clever. She's got my eyes and my wife's mouth, her nose is a bit of a mix. 
SECOND: Hey Harvinder, I was just sayin' the brat's got my wife's mouth, don't stop screamin'. Trmo: She's got a gob on her. 
SECOND: How's your lot? How many you got now? I lose count, you got a bleedin' football team, haven't y'? 
THIRD: We've just got the one. Harvinder's got about seven, 

I don't know how he affords it, he must get a fortune out of 

the Post Office, mind you he does it all in here. I'm not sayin' 

we've just got the one because we can't afford it. 

FIRST: But I'm goin' to give my little lady evezything. 

THIRD: I got a couple of photos here, d'you want a deck? No? Well here just look at this one. Isn't she clever, etc. 

,4 dog race stare. 
SECOND: Kick on Two. Kick on Two. Go on. Two's pissed it. Piss off Five, stay there Five. Shit. See that! See that, Two and Five straight forecast. 
THIRD: Why didn't I do it reversed? I knew that was goin' to happen, I knew it. 
SECOND: 'Ere, 'ere, watch it again, see how the Five dog comes up on the inside rails, see that, and 'ere it comes now! Watch it, watch it, the Three dog comes from nowhere and treads on the One dog and falls over, it always does that, that dog. 
THIRD: I don't know why I bother, I don't know why I bother. It's all a bleedin' fix anyway. 
The Imaginative Voice.

Part of the great reward that comes from working your voice, speech and text together properly is that you can become very imaginative once you've reached a level of harmony. I'm not saying that your imagination has not been actively engaged before, but you have now reached a stage in the work where you can fly. You can really harness your imagination to a text. Inspiration now replaces perspiration. Up to this point I have discussed the craft work of voice and speech. But I do want to encourage you now to become more daring as a result of the work we've been doing over three stages. It seems to me there is almost a daily erosion of vocal daring going on around us. Generally, the voices I hear are sorely reduced ones. This reduction is the result of many social factors, but the problem is illustrated most vividly in actors' voices. Plenty of actors are terrified of using their voices imaginatively. This fear of soaring results in vocal hesitancy; experimenting with the voice does not happen and moving towards a character's vocal reality is done with great trepidation. I can push you in a class or workshop, but the point comes when you have to push yourself. The more our voices are timidly suppressed or squashed, the more work we have to do to extend vocal boundaries. Imaginative vocal transformation is one of the skills an actor must learn and practise if he or she does not want to risk reducing the text to the lowest vocal denominator. I suppose work on vocal imagination became unfashionable because actors used to stretch and show off their voices without any organic connection to the text. It was like an aria being sung without its context in an operatic score. To work imaginatively with the voice, I am going to recommend that the work be done in either of two ways: 
1. Voice work which is organic to the text by fast serving it, then risking additional transformation. This also requires you to trust that truth can be large and extreme. 
2. Voice work that experiments with the voice and opens out the actor's imaginative vocal boundaries with, and sometimes even beyond, the text. 
Many actors have the technical equipment to use their voices well but lack the courage to take creative risks. Even if you don't choose to go to vocal extremes in performance, your voice will sound fitter and more filled just by playing with those possibilities. Most of this work will probably take place outside a rehearsal. It is work you can do on your own and not in the presence of others. Basically you should have fun with your voice and experiment without fear. One recommendation which I hope will inspire you to work on changing your voice and making it more imaginative has to do with getting the audience's attention. Actors too often leave the stage angry and irritated during 

or after a performance if they feel an audience has not been listening. Perhaps the actor hasn't gained enough craft and cannot be heard. We know that we can only listen to a dull voice for a few minutes before our attention wanders. In a society which finds listening increasingly harder to do, the actor has to strive to be more interesting and arresting at every turn. Ideally, a free and flexible voice will make variety happen organically. Unfortunately many actors don't have the time or the courage to push themselves further. If we had months for rehearsal, this process would probably be more organic. And in some companies who give themselves the luxury of time in order to produce better, clearer work you can hear the difference in the quality of voice. Stretch both the physical voice and the imaginative one, and during the course of the journey I hope you will discover some secret about the character, yourself and your combined vocal reality. 
End of stage three.

