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Stage Four. 
VOICE AND TEXT MEET THE REHEARSAL. 

In the third year of training, a student actor's work on 

the voice moves out of the studio and into the rehearsal 

room, where the actor now begins to work on a series of 

plays and roles. A conservatory actor may work on as many 

as eight to ten major productions throughout the year, focusing acting skills from all areas of his or her training. The 

actor continues to work on all the basic techniques we covered in the first three stages of work, only now he or she is applying them in earnest. Rehearsals dominate the timetable in the third year. Now the young actor begins a pattern of work which he or she will follow throughout a career. Over at a place like the Royal National Theatre, rehearsals are also under way for professional actors. The first three stages of work make rehearsal possible. Without this foundation, work rehearsing can become confused and has the potential of being divisive. Professionally, many actors have constantly to work the first three stages on their own and without guidance, particularly if they are out of work or making a living in TV or films. To use a rehearsal period creatively takes enormous craft. You have to pace yourself and know which tools of the trade you need. Many actors of a certain age may have come through a system of constant work in regional theatres when a repertory system was still in place in Britain and elsewhere. They have worked so much that the proper way of working has become ingrained. Younger actors who haven't had that experience will have to work hard before rehearsals start if they want really to use this testing time for imaginative experimentation and release. 

Casting.

I know that what I am about to say does not apply to all 

directors, but I am sometimes alarmed at some directors' 

complete ignorance of acting craft or just how fundamental 

it is for a successful show to have actors who know how to 

work properly on themselves, with each other and on a text. Maybe all directors should go through the difficulty of 

speaking on a stage themselves to know what the actor faces out there. Speaking on stage doesn't happen by magic. When the speaking does sound magical, you can be certain that it is always being supported by robust technique. Perhaps directors think they can mould and create performances without the actor having any experience whatsoever. I've seen enough talented but untrained actors suffer abysmally at the hands of directors to know this is true. A less skilfully trained performer might be a success in film or TV, but not in theatre. Many directors cast inexperienced actors in major roles, asking them to speak difficult text in a huge house. Why? There are enough wonderfully trained actors in the world, why cast outside that group? It's not fair on the other actors. The director then ends up spending so much of the rehearsal time supporting the weak link in the company. (I have to say that generally actors are incredibly generous and work to help any inexperienced colleague without a moan.) It's also unfair on the audience. Inexperience creates a gaping hole in the production. And it's certainly not fair on the inexperienced actor who is a victim of this kind of casting and who will be suffering a baptism of fire from which he or she may never recover. 
Years ago I worked with a company where a young, beautiful and completely untrained girl was cast in a major role. At the firfst read-through my heart sank. She was clearly in the dark, not only about her voice but about acting in general. She had been cast because of her naive charm and freshness The boy playing opposite her - and it was a big break for him - paled at the realization that his partner could not act. Each day I worked with her on her voice, both inside and outside rehearsals. Each day we were starting from scratch because none of the exercises seemed to have an effect or take hold. Yes, she had a lovely quality but only when you were within three feet of her. The personality which so captivated the director would not transmit further than the distance between the performer and a film lens. As rehearsals drew to a close and the production was about to open, the director lost patience and became angrier and angrier with the young woman. She spent most of the final week of rehearsal in tears. In fact, she would cry through most of the run, dreading every performance. The rock face of the role was just too sheer and too high for her to climb. She became audible and was vocally free enough not to damage her voice, but she never could occupy organically the words of the text, or comfortably relate to the other actors or to the audience. The reviews were heartbreakingly bad. One day I found myself alone in the lift with the director. Between floors he turned on me and demanded, 'why can't you make her sound more interesting and spontaneous?' I replied as only I could, 'Why did you cast an untrained actress?' At which point the lift stopped, the doors opened and he walked out. I never got my answer. Unfortunately the young woman was so destroyed by the experience that she never worked as an actress again. There are dozens of similar tales I could tell about performers who have been cast and thrown into the deep end of rehearsals in the same reckless manner. Equally disturbing is the casting of a famous film or TV actor - because he or she is a big draw - who has no stagecraft. Usually this sort of actor has difficulty using his or her voice in space and being audible. Actors who have worked exclusively in film and TV not only lack theatre voice technique, they also never have to sustain long scenes which takes enormous physical and vocal stamina - and 

have not had to learn massive chunks of text or repeat a 

performance night after night. These kinds of actors have many talents and skills but most are not applicable to theatre. Few have trained voices. 

In a well-balanced theatre training programme the actor gradually moves into a larger space beyond the studio, learning to sustain, by degrees, large scenes in space before taking on the challenge of learning and sustaining a large part in space. This gradual process builds up an almost athletic technique that will last over a long play and run. The actor is also being vitally tested for the career ahead. Most voice coaches have their favourite stories about rescue efforts to save a floundering film star in a theatre production. Even the most positive stories reveal only a partial success. Those are the rare ones. Most end in disaster. 
I was telephoned late one night by a nearly hysterical director a week before the first preview of an important main-stage production. The star in question was playing the lead and had to sustain scene after scene, and wave upon wave of complex text. The show was to tour major theatres before coming into London. All the papers had gossiped at length about the star's escapades in London. (I've always noticed that many film stars spend most of their rehearsal time doing interviews and their evenings being wined and dined. In other words, not working on a text or a performance either in rehearsal or after it.) Not only was this star inaudible, but he had not even learned the text by the opening performance. In desperation he tracked me down. 'Can you do a session?' he asked. I did. As I walked into the rehearsal room the next day, the star had heard there was to be a voice call and walked out. So I worked with the other actors; all of them wonderful theatre actors and all of them on the point of murdering their star. They simply could not work with someone they couldn't hear and who didn't know the text. On my way out of the rehearsal, I bumped into the star who immediately smiled and turned on the charm. 'I don't do voice work; technique kills me, naturally - and I'm not dressed to work - and anyway, I can be miked.' 'Well,' I said, 'I think you should do the work because it will help the others to act with you and it will help you learn your lines.' 
I thought that was the end of it. As far as I was concerned I had failed to make the actor understand his responsibility to himself, the play, cast and audience. That evening the star telephoned me. Would I work privately? One final go, I thought. Three times I turned up to do a session and the star was too busy to work. On the first preview a mike was put on, but the star was still inaudible. The text was still unlearned and the supporting company filled in brilliantly. The lines the star spoke were said without meaning. After the first week of previews the star fled the country. The show washed up on the rocks of failure. The producer lost thousands of pounds and the actors who had so magnificently saved the lead from drowning were out of work after having signed a long contract; it meant they had turned down other work to do this stint. The theatre is full of similar disaster stories. Quite simply, if an actor has had craft training there is a reservoir of work he or she can always tap into and reconnect to throughout the career. The work has been done and is there to help him or her. If you have worked in TV or film for some years, you might have to revisit the first three stages of technical work to prepare yourself for the theatre rehearsal period. If an actor has never done that work, then it will always be a struggle to perform night after night in the theatre - not impossible, but extremely difficult. 

Rehearsals.

Each director and company of actors works very differently, 

so there is nothing like a 'normal' rehearsal period. There 

are certain stages of work, however, that have to happen 

during any rehearsal; certain crucial phases the actor should 

pass through on his or her way to speaking a role. A typical rehearsal period can run for anything between one to ten weeks. If you get longer than ten weeks in British or American theatre you are extremely lucky. Obviously, with such wildly fluctuating working periods, the performer must pace himself differently for each length of time. On the basic level you need to have learned the text, probably by midway through the process. You need time with a learned text in order to take your work imaginatively deeper: really to own a text in the way we talked about in Stage Three and know it requires some adequate time working 'off book' or without the crutch of the script. Any actor can learn words quickly. However, to be liberated with a text in order to play it through your imagination, you do need time for the learned text to have settled into you deeply and thoroughly. Now this part of the process will carry on through the run and not just stop on opening night. In some ways, acting is about deepening a performance. Recently I worked with a cast on a new play where the playwright was rewriting the script right up to a few days before the first preview. These rewrites were not small changes but involved whole pages of new speeches and scenes. The actors and the director were in despair. Late one night after a show I had a drink with the writer. He didn't understand the hostility his changes were creating. 'Can't they learn quickly?' he asked. 'Yes, they can learn quickly,' I replied. 'But they can't act it freely. They are frightened that

they won't serve your play unless they have time to own your words. They'll do the changes gradually through the previews. Just allow them the time to work their craft.' In weekly rep, where rehearsal time may amount to only a week (or less), actors appear on the first day of rehearsal with the play fully learned but without sufficient time to work it through to ownership. You have more space and choices about learning and then knowing the text, the longer the rehearsal period. Many actors think that learning a text while rehearsing it makes the whole acting experience more organic. This is certainly true if you have the time to do this work. The rehearsal is a period during which the director and actors will shape and change the way a play and a part is played. Dynamics and rhythms are searched through and discovered on all kinds of levels, which include performance, mise en scbne, music, space and acoustics. Hopefully, transformation will occur as you work and encounter all these production elements. You should be discovering something new every day. Actors who arrive knowing exactly how they will play the part on the first day of rehearsal are not going to find any rehearsal or group work productive; nor will the director or other actors have a role in such a pre-planned scheme. 
The First Day.

During the first day or, in the case of some directors, within the first week, a reading of the play will occur. You will also see a model of the sets and probably a sketch of your costume. Even the most experienced actor will be nervous about the first reading. The most successful readings I've heard are ones where the actors were not trying to perform, but were communicating the text clearly and listening intently. Directors are now trying to dispel the fear which surrounds first readings by getting actors to read not their own part but taking the various parts and speeches in turn around the circle of actors. In this way you hear and experience the play differently without the actors having the pressure to produce something like a performance on their 

first attempt at the play. Actors who fear sight-reading will 

not find this an enjoyable experience. Try to stay centred, 

breathe and don't rush. Aim to communicate the thought and story clearly, don't feel obliged to produce an emotional piece of work or show off. It's very important that as 

you read you make the text clear and audible. Some discussion about the play is likely to follow: the social, historic and political context of the play perhaps. A good preparation for the first day is to read some background material which puts the play in context. Do some research. Nerves might make you speak too much and not listen enough to the director and other actors. So try to listen throughout the reading. When you look at the model for the sets (if they exist), begin to ask whether the set will help or hinder your voice: what material will it be made from (e.g. wood, metal, Plexiglas, etc.)? Does the set contain the acting area or open it out around the actors? Has it sounding boards in the wings and upstage, as with a box set? Is the floor wood? Is it raked (good for projection, bad on the body)? Will it be easy to move around on? Does the set focus the action? Will it focus your voice? 
'Yes' to any of these questions will be good. A list of 'no's might make your voice work more pronounced and harder to focus. The hardest set to work within will be very open, without any surrounding surfaces to project the voice out. As you look at the costume designs, just imagine what • could be hindered in your body that will make voice production harder. Corsets, tight clothes, high heels, high collars or wigs, for instance, could all impede you. The sooner you start rehearsing with the bits of costume which approximate to what you will eventually be wearing, the better. In costume fittings negotiate as much physical freedom as possible, particularly around the neck, rib-cage and stomach. Many directors spend a significant portion of the whole rehearsal period sitting around a table discussing and working through the text. Although it is often a very rich experience, this can drain an actor's energy. The other problem that can occur with this intellectually stimulating but physically passive approach to rehearsal is that the actor can find learning a text much harder and releasing it almost impossible. If this is the case within a rehearsal period, then do more work on bridging the voice into text (see pp. 164-83) so that you compensate for the sitting-around a-table experience with more vital, energized speaking. Discussing a play places the text in the head, but it rarely places it in the body, breath and emotions. Only working through the text on your feet will accomplish that. 
If your director is the sort who gets you on your feet very quickly, you might have to fill in with very gentle work on owning the text so that you can make the language clear and connected. You might have to own the words through very set directions and placing. Your job under these circumstances is to fill in the director's scaffolding. Most major British companies do not rehearse for any significant amount of time on-stage in the space where the performances will actually take place. They do most of their work in the rehearsal room. If this is the case, you should be aware of two important considerations. Does the rehearsal room have the same acoustic quality as the theatre? It rarely does, so don't be fooled by the quality your voice produces in rehearsal. It will have to change when you work on-stage. At the Royal National Theatre, for instance, the rehearsal rooms are acoustically live and the theatres dead. You must add this factor into your vocal equation. Also, are you playing up against a wall which might be stunting your imagination and breath, closing both down? A rehearsal room rarely produces a true sense of the work you will eventually have to do in a large theatre. It is only an approximation. Try to get into the theatre and experience the size and vocal requirements of the auditorium as soon 

as possible and bring that knowledge back into the rehearsal room so it can be worked into your performance. You should start to open up your work beyond the rehearsal room at least a week before your transfer into the 

theatre. I cannot tell you how many actors feel they have lost their rehearsal-room work and the truth found there in the transfer to the stage space. In order to be heard, they lose something. By acting and imagining beyond the rehearsal room confinement early enough in the rehearsal process, this sensation is minimized. 
The First Run. 

The very first run of a play generally takes place in the rehearsal room. This is often the first time you initially experience the whole journey of your character. The jigsaw puzzle of voice, character and text begins to come together. The first run is often the first time you learn to pace your performance and discover how much work and energy the play will demand of you and your voice. Great writers will give a major character time off the stage in order to recuperate or to prepare himself for a major exhausting scene. Molitre, for example, did this for himself as he had to play so many of his own leading parts. Some new writers don't fully understand this idea of pacing a character for. the actor's sake and will have a performer on-stage all the time, without rest periods, for over three hours! The first run is also a great time to watch the scenes you are not in. This will always, in some crucial way, inform you about your own role. The run will generally be slow and bitty, but that's part of the process. It will become very apparent what works and what doesn't gel. A major benefit of a run is that the play's inner energy is revealed. The structure of the play, if it's well written, will suddenly disclose itself through the performing of it. Actors find a new and intense energy just being able to act through the scenes in their proper order. I think it is true to say that certain types of play need more rims than others in order to get either complex physical or staging strategies worked out. Comedies and-very energized texts like Restoration plays are obvious examples. With these kinds of plays there is great frustration from the more experienced actors in the cast if runs are not happening. Actors like to run a play. Some directors leave it too late in the process, with the result that actors feel they cannot own their performances until the run happens. 
Remember that the last run in the rehearsal room before you transfer to the theatre and the technical rehearsal will be the last time, for some days, that you will have contact with the play and the entire cast. Technical rehearsals are so fragmented that you will feel the play's story is suddenly lost to you. The last run before the technical is a good time to mark the storyline. I call it, 'What happens next?' Throughout each scene, mark in the phrase 'What happens next?' so you don't lose the thread of the action. This will give you stepping stones throughout the technical and help you hold on to the play. 
Your Responsibility to Fellow Actors.

When it comes to other actors, one fact is undeniable: unless you choose to do solo performances for the rest of your career you will always need to embrace other actors. Acting is a social art form; plays are partnerships. Oftentimes the partnerships can be volatile. Most theatrical events are completely reliant on company, ensemble and human co-operation. If these ingredients are not established from the first moment of rehearsal it will show, and the play and its production will suffer. Theatre includes many ingredients which are metaphors for the life process: a show is born, an actor grows in the 

part, an ensemble matures and a production eventually dies 

(or is killed off by bad reviews). Every step of the way 

requires nurturing. You have to enter and confront scenes 

on your own, but always in combination and connection with others; the work requires harmony and union if the 

play is to seethe with life. Actors must have professional respect for each other's work and means of working. This has nothing to do with being liked or getting on personally, a qualification which young actors in training find confusing and indistinct. "What you must engender is a deep honouring of one another's work and the play, along with a graceful approach to each other's acting processes; displaying support for each other but also giving each other the space to manoeuvre as individuals. In a rehearsal room you find equal measures of wariness and generosity, hostility and humility. It is a crucible of all human behaviour. 
One of the reasons why the theatre and actors intrigue me so much (the rehearsal process being an important element of this intrigue) is that human skills of communication are heightened into moments of passionate beauty. Rehearsals are the intense explorations and exhibition of all that is both good and bad about human relationships. The sort of behaviour that will make you unpopular in a rehearsal will be the kind that impedes others' work or distracts from a fellow actor's process. Continue with destructive work habits and eventually you will never work again. The word of mouth about ruinous actors is very potent. The theatre is a surprisingly small village in which gossip and tales travel quickly. For our more direct purposes in terms of voice, other actors cannot act opposite you if they cannot hear you. You might be having a wonderful experience in the rehearsal room but what kind of a response will inaudibility get onstage? I remember in one rehearsal watching a knight of the theatre, a very gentle and generous man to other performers, lose patience with a young actor who was mumbling his way through a scene. 'I can't act, I can't hear my cues!' the great actor cried in despair. The poor boy was shattered, but I'm certain he never mumbled again. At some point in rehearsal it will be essential that you know your lines accurately. Not knowing them will stop the flow and energy of your colleagues, impeding everyone's work. If you are not working but are in the room with those who are, you must never distract them from their work. As rehearsals intensify, even an actor fidgeting, gossiping or reading a newspaper on the sidelines can block the creative process of others. 
Here's another key piece of candid advice. Actors must never talk negatively about each other. Cliques develop quickly in any rehearsal situation so it is easy to fall into traps like this. Yet the atmosphere of most rehearsals is charged with vulnerability. Every nuance in an intense creative process can be picked up and transmitted. And although the performer concerned might not hear or know what has been said about his or her work, he or she will sense negative attitudes with uncommon acuity. The worst attitudes I find in some actors, though not the best ones, are complaining and bitchiness. Avoid these twin negatives like the plague! Many great actors who have a bad reputation are not difficult people, they are people who seek excellence and who attack the moaning and the mediocre. They will not tolerate sloppiness or negativity. The finest directors I've worked with, like the best actors, never allow destructive attitudes into a rehearsal space. But some, particularly those unclear about the working processes of actors, often fail to call detractors to order or don't know how to create a positive rehearsal atmosphere. Be clear and dignified about your art and craft and don't be drawn into a web of negativity by fellow actors. You can be pretty certain that the moment an actor becomes defensively negative is the moment he loses his creative spark. 
Preparation. 

Before beginning any rehearsal you must perform the kinds 

of warm-ups you need. Don't be intimidated into not doing a warm-up because other actors knock you or laugh at you. They are probably doing theirs secretly. It may also be that they are simply untrained or are not vocally very strong or 

interesting. It may be, too, that they are so experienced from years of speaking in theatres that voice work is embedded in the cells of their body. Observe the experienced actors, but be careful not to imitate their vocal levels in the rehearsal room. If they know a theatre well, they might only go to their full voice when they hit an audience. I've seen this throw lots of young performers acting alongside some of the pros at the Royal National Theatre. Share energy and never block another actor's energy. The experienced actors will set clear energy levels and maintain them through a stretch of rehearsal. Watch how many experienced actors will sit still, focus and contain their energy until it is time to work. In so doing they often outlast many actors forty years their junior. Young actors will often dissipate their energy on the sidelines and then get up to act with no reserves left. I've often seen young actors kick balls around in the break and then sag when they return to rehearsing. You must remember that a rehearsal is every bit as fatiguing and enervating as a performance. Conserve energy if you want to last the course. Take any help offered with grace. Actors are generally frightened of offering advice to one another, thinking, probably, that it is a violation of someone else's process. But if advice comes from an older, more experienced performer there will probably be some gems contained within it. A brilliant actress I know, a skilful commedienne, was reluctant to give a younger actor a note about playing a line which was simply not getting a laugh the way it was being delivered. I encouraged her to give him the note. The younger actor was being too naturalistic and breaking up the line into too many fragments. She told him to try playing the line straight through without a pause. That night he did and the audience exploded with laughter. It will always be useful for any actor both to give and to take vocal notes from another, particularly at a technical rehearsal. But in order to do this you must be able to listen and take inaudibility notes with ease and gratitude. You also must give them without aggression but always with some positive reinforcement. All performers at this late stage of a rehearsal are nervous and edgy. So you will always have to choose the most opportune time to give a note. 
Whenever I discuss actors with directors, most will say that they would rather have a less talented yet flexible and willing actor in the rehearsal room than one who is difficult. No one feels creative with a negative force in the room. No one wants to tour with a destructive actor. To give and take notes well requires a degree of humility. I have to say this same humility exists in all great artists. The rehearsal room, in a way, should be a protected environment where work can happen safely. Actors should become skilled in leaving their personal lives outside the room. The clearer the boundaries around a space, the more creative the room becomes. Personally, I cannot bear the rehearsal room being used for activities other than rehearsing. To do otherwise seems to violate the purposes of the work. Recently I was working in a rehearsal room in North America. The space was beautiful but the work atmosphere curiously fragmented. Then I noticed that four of the actors had a poker game on the go in the room during breaks. Only when other actors asked them not to play in the room did the atmosphere become instantly clearer and productive. 

Working with Directors.

Just as there are no two actors who work in exactly the 

same way, there are no two directors who direct in a similar 

way. Add to this infinite variety the different demands of a 

text. Every new text will require different skills from both 

actor and director. You will quickly begin to realize the complex nature of the working relationship between both 

parties. But the marriage is rarely a completely happy one. Directors often will classify actors as either easy or difficult to work with. The difficult actors are often the ones who will question decisions, who feel their craft is not being fully respected by directors who seem not to understand any of the demands of performing. To be fair to directors, many actors who are labelled difficult are the types who do not take direction well. They can be hostile to different ways of playing a part, not willing to change working methods or try new ideas and are, at worst, lazy. From the actors' point of view - and I feel always drawn to their view because they are the ones who have to go out on stage night after night to play a part - directors can have too much power. No actor resents a director who is brilliant and who can teach and release an actor's work. Performers often feel powerless in a director-designer theatre. They feel they are only there to serve a series of ideas that have been pre-arranged by a director or a designer so that their own imaginative points of view about a part - the actors' insights - are irrelevant. Therefore they can question the need to rehearse. One actor recently said to me when frustrated about a director's rigidity, 'Why didn't he hire a robot?' 1 The other fear actors have about a director is directorial secrecy: the notion that the director is thinking things about the actor's work which are not being shared. I have to say the really respected directors do share and do discuss work as equals with the actor. However, many less experienced directors are frightened of actors and cut themselves off from them. In the directors' defence, their role can be a lonely one. Some members of every company, rightly or wrongly, will complain bitterly about the director's work. In the actors' ideal world the director will bring some inspirational insight to the rehearsal room, encourage them, allowing them to contribute imaginatively, respect their craft and actions, create a safe and happy working environment, light them well, stage them to their best advantage, praise them and then leave them to get on with playing the part after opening night. 
The actor-director relationship seems destined to be uneasy and maybe this tension accounts in some way for those unforgettable performances that we always remember. My own observations are that the great directors are often teachers in the purest sense of the word. Not only do they bring into the room a burning passion for the work and the play, but a vision that will not countenance modification. At the same time they give the actor the tools for change. This, like all good teaching, is not necessarily comfortable for the actors who might enjoy trotting along with their usual acting habits. These transformative rehearsals are often spoken about by actors as follows: 'I had a terrible time with so and so, but I did produce the best work I've ever done.' The truly great directors will get this type of work out of an actor with great care and passion for the play and not by terrorizing the personal side of the performer; the creative side may be shaken, but the personal self is left unscathed. There is a kind of love and a respect that great directors have for actors. Couple that with a passion for a play and they will encourage great acting. The lesser directors have somehow picked up the myth that you have to be a complete tyrant to be great and that you have to put actors under great pressure in order to get what you want. These directors can be vile without any 

sense of why they are being vile. Attacks are often personal 

and without compassion. They are working on the great 

plays with all the great messages and warnings about the 

misuse of power and haven't put the two things together their own behaviour and the moral of the play. In these rehearsal periods nothing is shared; in fact, war has been declared and the director has all the weaponry. 
If, and when, these directors get dramatic results it is often because the actors' adrenalin is mixed with pure terror. The audience, in effect, is applauding personal fear perversely an exciting quality to watch - rather than creative energy. Tyrannical directors are a dying breed as actors are starting no longer to tolerate their own or other company members' abuse. Cruelty is now challenged and is rarely endured by great actors and in the great companies. I have watched increasingly over the years the famous actors defend the younger actors from harsh directors. How does all this affect the actor's voice, speech and text work? Well, at some point all decisions finally rest with the director and any difficulty the actor is having vocally will be heightened positively or negatively by the director's own working process. Let me give you several recent examples of what I mean. All these I personally witnessed and tried to resolve without any particular blame attached to either actor or director. A group of actors in a company was having enormous difficulty with a fellow actor who was not learning his lines accurately. The actors rightly felt very exposed and were fearful about missing cues. They approached the director, but he wasn't much interested in the accuracy of the text, nor was he prepared to confront the actor concerned. So the rest of the actors were just left high and dry. On another occasion a wonderful actor was feeling frustrated and restive as all the weeks of rehearsal passed sitting around a table discussing the text in fastidious detail. The actor simply was not used to working this way. He enjoys being on his feet working the scene through as a series of actions. Consequently he was finding it impossible to learn his lines. For years his process had been to learn lines working on the floor actively, not sitting passively. He was enjoying the director's ideas, but simply could not put them into practice. By the first preview he was unusually shaky with his lines and only managed really to know them by performing and running the play. 
Some directors like to rehearse very quietly in order to find the 'truth'. A useful process, but it becomes harrowing for an actor if she is not allowed to open up and explore the text vocally in a big and even loud way. The more experienced actor will just adapt to a director's habits. Once that actor leaves the rehearsal room and hits the stage, she will draw on all her years of experience to enable herself to open out into the theatre. This kind of actor will find an open, vocal way to serve and reveal the director's sense of truth. However, if the actor is young or not very experienced with his or her own process, the performer can feel very lost and even unable to cope. This recently happened to a young actress who went into the theatre from the rehearsal room and just could not raise her vocal energy without feeling a loss of truth. Just one rehearsal on-stage spent extending and vocally energizing her would have given her the permission to be audible. All actors find the low-energy presence of certain directors difficult to overcome, particularly when they are having to extend their work into epic areas of a text. It's hard to experiment and weave rich strands of vocal colour with a low-energy figurehead in the room. I am always amused and dismayed when actors complain that they cannot hear what a director is saying in rehearsals. No wonder they are frightened of being inaudible themselves. It constantly saddens me and seems unjustly ironic that in a profession which is based on communication, most of the breakdowns between actor and director are created because the latter 

doesn't speak! 

Actors often feel that secrets are being kept from them. 

So many directors do not talk to them or give their honest 

opinions. To an actor's heated imagination this can mean, 'They hate what I'm doing.' It's particularly unnerving when a director gives notes to everyone else but leaves you out. Paranoia easily sets in. And paranoia is just one of the 

actor's nightmares. Many actors speak of whole rehearsal periods going by without any notes or positive reinforcements from the director. The lack of both normally means that the actor is doing fine, but it doesn't make the performer any less nervous and scared of experimenting. After all, any creative activity in life does need support and approval. If the director doesn't talk to an actor, the actor feels lost and ignored. Actors will say to me again and again, 'Patsy, does he/she like my work?' It is at this stage that even negative feedback would be valuable. At least it would mean the director had noticed something in the actor's work. Interestingly, some of the most famous actors rarely receive notes from a director. Director are easily frightened of stars. I've spent many hours in dressing-rooms on or just before the first preview with many well-known actors giving them voice notes and suddenly realizing that I am giving them their first notes of the entire rehearsal period. Even stars are hungry for feedback. A director and designer will often have decided, long before rehearsals have even begun, on the staging and the placing of each scene without ever thinking about the actors being part of that process. I remember an actress rehearsing a very complicated scene around a sofa. She wanted to move off the sofa and the director kept disagreeing with her. She fought him but finally agreed that she would stay seated but needed to experiment by walking around the sofa. Even this request was denied. Only at the dress rehearsal did she eventually realize why. The sofa was on a high pedestal and movement was impossible - to walk around would mean falling eight feet to the floor. Her complaint to me was that she hadn't been told of the set constraints and hadn't been given the opportunity, with that knowledge in mind, to experiment with other forms of movement and voice in order to release the scene. 
Then there are those directors of the 'say it like this' school. The actor is told explicitly how each line should be delivered. Even the exact stress is outlined. Often these line readings are given on the first day of rehearsal by such directors and the actor spends the ensuing weeks trying to fill the director's exacting vocal requirements. I remember working with such a director in America some years ago. He had directed several versions of the particular Shakespeare play we were doing. An actor friend who had been in one of the original productions of the same play sat with me at the back of the dress rehearsal and whispered in my ear the precise reading of each line - stress, pace and intonation - the moment before the actor on-stage spoke it. Now, in many instances, the director's interpretation of each line was right, but the only actors who sounded real on stage were the ones who knew how to fill a given reading with organic truth. This is, after all, what a classical dancer must do once she has learned the pre-planned steps of set choreography. She embellishes the rigidity with her own movement personality. A last thought before I suggest ways of working around different styles of direction. Great actors are very learned and wise people. After having worked on great plays for many years and opened themselves up so completely to them, they have acquired a storehouse of knowledge that is both practical and inspirational. If they have researched many periods of theatre, they are extremely well informed on all kinds of subjects and know how to explore the play on all sorts of levels. Therefore, they will become easily annoyed and anxious when directors are not equally well 

informed about each aspect of the play's background and 

foreground. They quickly lose patience with directors who 

are perceived to be lazy or ignorant. 

Working with Styles of Direction.

There is no definitive way for an actor to cope with working with each new director but here are a few tips. And directors, if you want to enter the working world of actors, try 

doing some of their basic routines - movement, voice and acting exercises. You will be amazed at how those simple things will inform you about what craft skills need to be exercised during the course of a rehearsal. 
• Some acting teachers I know in drama schools speak about creating 'director-proof' acting. I think that's too cynical, as there are great and enlightened directors in world theatre who will take you on a wonderful acting journey. However, I do think young actors particularly believe that a director will solve all their acting problems. This is partly because some truly wonderful directors are attached m drama schools and do solve many students' acting problems. 
• What each and every actor must learn is to take what a director has to give and fill in what he doesn't supply. You must also learn to take any positive direction with joy and somehow deal with the difficult demands - ideas and notes you don't agree with - professionally and without rancour. Try to work any piece of direction with zeal and a good spirit up to the point where it does not work for you. Only that way will the actor and the director know whether any idea is valid or limited. There is nothing that will annoy and alienate a director more than an actor refusing to try out, with energy, the director's note. 
• Be grateful for any idea that comes your way. If you find out that it doesn't work, then that is a creative discovery which will help mould your performance. Lists of 'don't's in understanding a character are as important as the 'do's. Assess what you are getting from the director, then what you might not be getting - those aspects of the work you will have to fill in yourself. Whatever you think about any idea of the work, take notes of what is said to you and re-examine the notes at home objectively. This is easy to do when you agree, but harder if you are in doubt or under criticism. It will annoy the director and fellow actors ff notes have to be #oven again and again. You might think you can remember them all, but you can't. Take notes and work on them. 
• Try to return to each rehearsal to expand what you found in the last one so that the director can take you a step further and build on the foundations of past work. 
• Many directors complain that the actor doesn't do anything on the rehearsal-room floor and is always awaiting direction. One famous director has always said, 'I can't begin to direct until they [the actors] do something.' This can create a stalemate, with the actor awaiting direction in order to start his or her work and the director waiting for something active from the actor which she can then mould. If you are not getting directions, do something (even if you just base the 'something' on what you know about the text) and see what reaction it gets. Generally, if the director hates the 'something' you come up with you'll hear her comments pretty quickly. Don't be alarmed if nothing is said, however: it probably means that what you have done is good or at least possible. 
• Abusive directors believe, perhaps, that because the rehearsal period covers only a couple of months of an actor's life it can't possibly hurt for long. What they should realize is that any personal or unprofessional remarks made to an actor at a vulnerable moment in rehearsal can maim the actor's creative centre for years. Poor direction can so shatter an actor's confidence that it may take years of trust away from him. When actors attack directors it is often because they carry a legacy of pain from a previous bad experience. 
• The director who can move crowds around in space and unleash a layer of the play through brilliant staging is quite rare today. Maybe this is because many actors are frightened of this approach and few young directors have had the luxury of working with large numbers of actors - which is how you learn the importance of staging. When you say that line I want you to be over there and place the wineglass down on the table on that syllable.' The whys of the text are, to the actor, seemingly unexplored. However, the real staging genius will stage you in such a way that the play is being imaginatively explored even though you may not know it. 
• When working under a 'staging' director, it will be particularly useful to work very quietly and in tremendous detail on the text at home. Owning the text and connecting the director's outside staging to an inner life which you are discovering on your own 

could make for a wonderful process. If you don't do this work 

on your own, you run the risk of sounding uncommitted and 

will lose the nuances of the text. Try the staging and if it works, 

enjoy it. If it doesn't, and the director insists, you will have to fill in and make the move work. Whether the staging is good or 

bad, you must do a lot of the text work on your own. 
• A good staging director will solve a lot of your performance problems long before you hit the stage, and generally the technical rehearsal will be easier and less troublesome. But if a director is not so confident about staging, all sorts of problems will have to be sorted out at the technical and long into the performance. Crowd scenes are particularly hard to stage and can create headaches for all concerned if left too late. I suppose many directors have started and maintained their careers on small-cast plays in studio theatres and are terrified of the big cast scenes. 
• Actors in badly staged crowd scenes, often with only one line to speak, can be rendered inaudible because the audience's eyes always have to pick out the speaker before they can listen properly to what's said. We need to see where the voice is coming from before we are prepared to hear it. Lines are easily missed as we visually search for the source of the words. I've seen many experienced actors deal with this focus problem in a scene by making a physical movement or strong gesture before they speak to attract the audience's eyes so that they are ready for the line to be delivered. 
• Directors who work hard on the text and the truth of every scene are loved by actors in the first half of the rehearsals. However, panic can set in if the work doesn't get properly staged or focused in space towards the end of the rehearsal period. Work can be genuinely intimate and real, but if it is not staged or opened out the results can be inaudibility in a theatre, a lack of momentum and theatrical energy, the form of the play losing structure and actors not being seen or presented in the most effective or theatrical way. Entrances and exits can be unclear, pace unchanging and props or 'business' can distract the audience from the action. Again, watch what more experienced actors do. They will start to think out and slightly re-stage themselves to compensate for the lack of staging direction. They will gradually work to take the play out to an audience. 
• What essentially is happening when a director fails to focus the work is that the actor has done the inside work, but the outside is not quite connecting to this inner work. Again, you have to fill in what is not there. This work might have to happen outside the rehearsal room. You will have to do all the voice-into-text exercises that release the voice, speak the words clearly and commit outwardly. 
In fact, all the work we did on text in Stage Three will be useful as you move into the final phases of rehearsal: 
• Intone into speaking. 
• Breathing and supporting the words. 
• Breathing and articulating the text. 
• Getting into the theatre and filling it before the technical. 
• Any exercise that you can do to open yourself out physically and emotionally in order to release the play. 
• Where and how will be best in space and on the set to communicate most effectively? 
• Rehearse with any props or difficult pieces of costume. 
• Experiment with pace and vocal rhythms. 

The clearer you are as you work, the more any knotty staging problems will surface. As they appear you can start to deal with them. You can coax a director gently into clarifying his or her staging plans by showing him or her physical and vocal options you have come up with. 
The highly academic director will always inform and intrigue the actor with a burst of good ideas but then frustrate you when he has no precise plans about how to play these notions. 'How do I play a late-Renaissance man intrigued by Machiavellian ideas but racked by metaphysical guilt?' you may wonder. Yet this is what one actor I worked with was asked go away and consider. It is always quite remarkable just how many directors are unable to link grand schemes with good practical solutions for the actor. You will always gain great insight and knowledge from these directors in terms of information on the world and the context of the play, but it will be left to you to make the text active. You must trust that the abstract and high-minded ideas, although not so practically useful to you as an actor, will enrich the quality of your work. There is also a breed of director who directs primarily through actions and not ideas. This makes for very focused moment-to-moment work for the actor in search of the play's motion and journey, but you might have to do the more academic work on the play to mould accurately context with movement and speech. You will sometimes find yourself in a rehearsal room, working on a great epic play, and it will slowly dawn on you that the director knows nothing about the text - its form, structure, language or verse. In this case you will have to work on the 

verse line, the iambic, the language of the play yourself. I have 

heard some directors voice the opinion to a whole company 

that close text work is not their job but the actors'. If the actors don't know how to do it, they don't know their craft! 

The other side of the coin is the director who is entirely text fixated on every syllable, beat and meaning of a word. These directors will often have very rigid views on how verse should be spoken. They will conduct the actors like players in an orchestra, telling them when to come in, how fast to speak, how long to pause at the end of a line. The director's instincts are often fight but many actors feel frustrated that they are not given the time to discover the text and its form on their own and in their own way. You have been given the desired result from the director and have to fill in the organic part of your work. You will have to do work on owning the words and forms of the text so that you can be connected to the play. These kinds of directors will often produce 'well-spoken' productions, but if the actors don't own the text they can sound curiously passionless, bland and, at worst, downright boring! The form of the play is respected, but the emotional drive lost. 
Surely one of the most interesting and exhilarating reasons for being an actor is that not only are you dealing with great words and ideas in action, but that each new encounter with a director will demand from you a different way of working, drawing on different aspects of your craft and talent. Maybe it is the current fashion once again to perceive the director as the all-powerful, all-knowing force in theatre. But actors do have to be mindful of their own power and dignity by accepting with joy any directorial idea but also being aware that much of the work to make a part playable has to be done at home and alone. Directors cannot exist without actors. The actor must carry full responsibility to say the words and communicate the play to an audience. If you can take on that responsibility, no director can entirely scupper your endeavours. 
Filling in What the Director Leaves.

Out If actors have to fill in the work not provided by the director, I think teachers have to adapt to the needs and fashions of the time. We are no longer a society that uses our voice or regularly enjoys using language, so much of my work is to encourage actors to release the text and communicate it in brave new ways. This is not necessarily the director's job but it is the actor's task always. I do not believe that you would have needed a voice coach in Shakespeare's time. He lived and worked in a supremely oral society full of verbal flourish and daring. I imagine that Shakespeare and his actors (remember that he himself was one) would have had no problems using their voices and enjoying words. The audience equally would have been more able to listen. Fashion and social conditioning dictate how we work. This sounds simplistic, but I do sense that the trend in our theatre today is to work from the inside out. To fill in, I have to do much work on the outside-in. Both ways of working are valid and both seem necessary. Inside-out exposes the deep, intimate connection the actor makes with the text. What is sometimes not achieved in this process is the communication of the text across space. And because the text is never fully released, the actor never really experiences the liberating sense of the word helping him or her act. The voice is subtle, but not richly various. Conversely, working only from the outside in - without connecting to the text - can produce a clear, well communicated but cosmetic sound. Both inside and outside must meet and mingle together. What has always intrigued me about outside-in acting and this only applies with a well-written oral text - is that as you commit outwardly to the word and form, physically and vocally, a sensation feeds back into you and you consequently discover much more about the psychological and emotional existence of your character. Outside-in exercises might feel unsubtle and even over the top, but the very nature of launching yourself actively 

through language can inform you radically about heightened emotion, need and intent. 
Whenever I work in non-Western theatre, most of the work is done from the outside in: you say the line in such-and-such a way and as you say it you make this specific 

movement. There is little or no discussion about thought, psychology or emotional through-line. I am always amazed, though, that the actors are engaging and moving me without seeming to have done any inside work on the text. They appear to be vessels of the text. What of course is happening, however, is that the outside work has filtered down to their inner core where it has mingled with the deepest intent of the actors' being and touched some reality. Otherwise I could not be moved by what is really just the performer's exterior artifice. What little evidence we have about the training of Shakespeare's Elizabethan actors seems to indicate a similar preoccupation with outside-in acting. The boys playing those incredible Shakespearean women (e.g. Rosalind, Cleopatra, Lady Macbeth) must have engaged and moved the audience by the mere outward delivery of the lines. But in doing so, they must have caught the reality of those ladies and become them as they spoke. When all elements of craft are securely under control, any transformation is possible for the actor.   
Truth Can be Big.

One other preoccupation of mine, which is directly connected to fashion and ways of working, is the notion that truth can be big. I know I've mentioned this idea before, but it is worth underlining it during the rehearsal phase of work. For many young actors this notion is almost anathema. They believe that if they are big on stage they won't be truthful. They will be like some old-fashioned, hammy actor and, probably the worst crime of all, they will be uncool! 
Consider the following: 
• There is nothing cool about heightened emotion. There is nothing cool about Shakespeare and the release of the great scenes. So to be cool, small and inner about huge ideas and feelings bursting to be expressed is inauthentic. Truth, revealing moments of life, is a huge process. Passion is not expressed reductively in our major plays. The trend in our society is to deny passion, but that is not the actor's job. If the idea that truth is small prevails, we instantly lose contact with all our great, passionate plays. 
• If the trend that small is beautiful prevails, all the large theatres will become redundant because no actor will be able to fill them. We might be able to place a microphone on the actor in order for him to be audible, but reaching out over space is more than a matter of amplification. It is about believing that your feelings and dilemmas are big enough to be shared over space. 
• Any move or vocal expression, however large or extreme, will be truthful if you are connected to the word and the acting moment. Perhaps our turning away from truth and size in acting has been bred by us all watching hammy actors who have not done their work on the text, coupled with our predilection for film and television acting. Remember, you can always bring a performance down by notches once you have found the larger truth. But to enlarge yourself on stage when you have been working small is technically much more problematic. 
The Audience's Reality.

It is the actor's job to communicate reality to an audience. This reality might be difficult for an audience to believe, particularly when the text is about heightened experience and the audience is, for want of a better word, provincial. Here's a harrowing story that happened two years ago. I was lecturing on voice and text to an audience of mostly theatre practitioners. I was discussing release, sound purging us, all the issues involved with seizing the right to speak, the words we need and the sounds that free us. I noticed in 

the audience a man who was evidently not an actor. He was 

sitting very rigidly, looking down. His body language was 

fight and held. He wore a business suit. He was very out of 

place. It crossed my mind, 'Why is he here?' 
At the end of my lecture I was answering questions and I 

noticed he was hovering, waiting to speak to me. Somehow I knew this conversation would be difficult, but I was sure I would have to face him. When everyone had gone, he moved slowly towards me. Throughout most of our conversation he refused to look at me. He said, 'My wife and I once went to a play. A Greek play. About women in Troy.' 'The Trojan Women?' I offered. 'Yes, that's it.' Pause. 'There was a woman in the play who lost her son. He was thrown from a wall. The actress made a sound. She made this awful, embarrassing sound.' Pause. 'When we left the theatre my wife and I said that sound wasn't real. It wasn't real.' Silence. In the silence I thought, is he saying that to release sound with passion is unreal? I didn't speak because he was struggling with something. After maybe two minutes he continued, his voice now flat and over-controlled: 'Two years ago a policeman came into my office at work and told me that my daughter's body had been found. She had been raped and murdered.' Pause. 'I made that sound. I made the same sound the actress had made. I've never told my wife that I made that sound.' Suddenly he looked me in the eyes. 'That actress was real and we didn't understand reality at the time because it hadn't touched us yet.' He smiled. 'Not a good way finally to understand truth in art. Thank you.' He turned and walked away. 
The great lesson for actors is surely that the truth they are communicating is not only for the now but for the future. An audience might not understand yet but perhaps one day they will. Equally true, you have to remember that there is every likelihood that at every performance there is a member of the audience who understands more about a given situation than you do. Again, the responsibility is to endeavour to communicate truth without in any way patronizing those who really have lived situations and know. 
The Design.

There is a young theatre designer I know who constantly designs wonderful sets for the human voice. Everything about the design, from the materials he uses to the proportion of his sets, helps the actor to communicate across space. His work is a rare instance in which good design can set off the speaking actor to grand advantage. Why isn't more theatre design like his, I wonder? I remember standing on stage with this designer, telling him what a great set he had produced for speaking. He smiled and said 'I learned the hard way.' He then told me this story. One of his first big breaks was to design a set for an opera in which a great tenor was to star. When the set was constructed and the on-stage rehearsal began, the tenor took the designer onto the stage with him and said publicly that he would not sing on the set. The singer then humiliated the designer further by telling him how to design a set for the human voice. Designers never argue with the likes of famous opera singers. They have much more power and commercial worth than actors. What a terrible and unforgettable way to learn a lesson. But at least the designer now knows how to display speaking actors to the best advantage. The brutal truth is that actors often walk onto a set which not only doesn't help, but actually hinders them vocally. Sets that a highly trained singer wouldn't sing on, actors, who mostly feel powerless, dutifully struggle with against all odds. It is a clich6 that we are in a period of Designer Theatre with extravagant designs overwhelming the actor and sometimes even the play. But I have never heard an actor publicly complain about one of these sets. They simply walk out night after night, knowing that they have to work ten times harder to be heard and seen 

properly, and that whatever they do the set design, however 

artistic, will make it impossible for some scenes to be completely audible. 

At the risk of sounding harsh, it seems that many designers are not only ignorant about sets in relation to the acoustics of a theatre but also as to how a set will affect the actor's performance. Some don't even seem to care about these essential details. The look is more important than anything that might facilitate actors and a text. It sometimes feels to me like the final negation of theatre when a set takes precedence over the play and the performers. I have observed actors in deep distress over sets which defeat them vocally. The audience will always blame the actor for inaudibility, not the fact that he is being asked to work in a wide, empty space with no sounding boards to bounce the voice out, with lighting that doesn't light his face (however atmospheric the lighting, if we cannot see the face it's a hundred per cent harder to hear the voice), amplified sound effects that either drown the voice or compete with it and, perhaps even more wearing, costumes that impede the body and consequently the voice. I have worked on shows when all these elements have clashed together so dramatically that the actors could not even hear themselves on stage and were reduced to lip-reading in order to figure out when their cue came and when they should start speaking! Or an occasion when actors were acting on a stage full of mud and water. Not only were they unable safely to support their voices because they were skidding over all the time, but they got mud in their ears, eyes and noses and spent most of the performance wet and cold. To combat these obstacles and still be expected to give your soul is a tall order. 
The Set.

To match a set acoustically with a theatre's specific acoustic quality is a complex scientific equation. Engineers are more qualified than me to figure this out. However, there are certain basic facts you can note when you first look at a set's model in rehearsal. To be forewarned is to be forearmed. I doubt your opinion (if not shared by the director) will ever change the set design, but you can be clearly conscious of how it can or cannot support your voice in acting. This knowledge might help you decide how or where to play certain scenes. The now old-fashioned box set, made of wood, is still the ideal container for the actor's voice. In this set you can play scenes in any direction and be heard any place in the house. Your voice is reinforced from every angle. It's like standing in a guitar box from which sound resonates. Clearly this is the kind of set which has served actors for centuries. At the other end of the spectrum is the actor's vocal nightmare: a completely open set which has carpet on the floor. The only possible way you will be heard, without amplification, is by playing each scene down front and out to the audience. Playing up or across the stage will be vocally pointless. We have all seen sets which make rich and colourful use of carpeting (or similar material) that actually muffles the actor. These are the two extremes and of course there are infinite variants in between. The open set might help you vocally with the aid of a wooden raked floor or a ceiling. You might be able to speak into the wings if there is a solid structure there to throw the voice out. A flat, solid piece of scenery might be flown in and if you can stand downstage of that you will have a much easier time. Experienced actors will gravitate automatically towards such fiats. Even a piece of heavy, hard furniture will help echo the voice as you get closer to it. 

If, however, there is nothing to use as an aid to project 

the voice you just have to face using athletic support, 

staying on voice, sustaining every word and sentence out 

and articulating every syllable with enormous energy, like a 

sprinter running uphill. I recently worked on a show with an open set and scenes were played across such a wide gulf that the first row of the 

audience was 45 feet away. It was the equivalent of acting in a field without even a cow to bounce the voice off! As soon as a set is constructed walk around it, but also try any doors or windows you might have to use. Doors can suddenly not open the way you expected, or door handles turn differently and windows not slide effectively. The aim is to open everything that needs opening without wobbling the rest of the set, speaking lines you may have in order to complete an action. Every set has to be thought about in combination with the acoustic of the theatre. I never really know what vocal obstacles or aids a set will deliver until it is built in the theatre; although I can often make calculated guesses. Before the set is built, if you don't know the space, get into it and try to figure its acoustic. Is it alive or dead, and what lies between? When you do this exercise you will probably be working on a set for another show that certainly differs from the one you will be using later. Try to calculate whether this set is grander or more minimal than yours. Then, as soon as the set is built, get onto it and play. It is often easier to do this at lunch-time when no one is about. 
Also, be aware that you might have several scene changes and some might be better or more complicated than others. What will this do to your vocal and acting energy? Try to rehearse the hardest change and in the technical never relax if the first set changes are easier. The final set might be open and you will have to pace yourself for the hardest vocal challenges at the end of the show. Note the texture of the floor. Does it makes sounds as you walk or run? Is it gravel crunching underfoot? How will your costume shoes sound on the set? Remember to find some physical centre in order to speak your words. It's always very useful to sit and listen to other actors on the set. Their audibility will educate you about the space. Equally, the inaudible performers will show you how not to play a scene or where not to stand. For some reason, all actors want to bring down their voices to the quietest position. I understand this need for subtlety, but don't do that until you understand not only the theatre but the acoustic help or hindrances of the set. Intimate scenes from the rehearsal room might not work on the set and in the space. 
The Costume.

Never underestimate how a costume can affect your body, voice, speech and performance. The effects can be positive. As soon as you get the costume on, you feel the part. Many actors talk about how their first vivid impressions of a character come through knowing what the character would wear on her feet, her head, her hands, etc. These moments forge a creative marriage between the actor and the designer. What worries me are the negative effects when some element of costune design can impede the breath, the voice and the actor's movement, making the performer's communication to the audience more difficult than anticipated. Anything that constricts your neck, jaw, rib-cage, stomach, or stops you making a strong contact with the floor could be problematic: hats that hide your face, wigs that are top-heavy or too tight around your head, armour that not only weighs down your whole body but creaks when you move or walk; collars that choke, corsets that suffocate, masks that squash your face; clothes that weigh down your shoulders, heavy jewellery that freezes your neck.., well, the list goes on and on. 

Not only do you have to consider your costume from the 

point of view of speaking, but also as to how it will work on 

the set. You might not be able to cope with high heels on a 

steep rake. A long train might be easy to wear in an open 

rehearsal room, but what if you have to make an entrance down a long winding staircase or move around a cluttered 

Victorian parlour? Here are some basic tips to consider as soon as you know what you are wearing: 
• Never be measured by a designer or wardrobe mistress off your breath support. That is, only let them take your measurements when you have a full rib swing. Do not let your vanity get in the way. So don't hold in your stomach but let the breath go down. Do not think you will lose weight before the opening night and get too tight a costume. I've known designers take a costume in (generally when they are trying to get a stronger line on the costume) but they rarely agree to let one out. When your neck measurements are taken, go for the loosest position they'll allow so the throat is not constricted. 
• Rehearse as soon as you can in clothes that resemble the eventual costume. Have a word with the designer if you can. Of particular importance are shoes, long skirts, suits, ties, hats and corsets. Try to reproduce the weight of the clothes. Heavy clothes will not only impede the voice but carrying them will exhaust you and you will need more energy to play with the added weight on your body. I recently worked with a petite actress who was asked to wear a costume so heavy that she could hardly stand. 
• Be honest about what you are happiest wearing. Your habitual clothes might have encouraged you to be very awkward in, say, a formal-looking costume. An actress used to wearing trousers and fiat shoes might not consider it such a big deal to go into non=period costume of heels and a skirt, but then get an enormous shock at the first dress rehearsal as she staggers around the set losing her voice, her performance and some of her dignity! 
• Designers typically complain that many young actresses can't wear feminine clothes any more. They also moan that young actors don't wear smart suits enough to be able to look elegant and move easily in certain period designs. If you predict a big problem, wear equivalent clothes at home and in rehearsal. 
If you feel the problem is so great that it will make your life a complete misery, talk to the director and the designer as tactfully but as soon as possible. I've watched many actors fester silently about a costume and finally explode at the last dress rehearsal when it's often too late: they suddenly shout at everyone that the colour is wrong, the fit is wrong and nothing about it suits the character they have been creating. Be reasonable, but explain firmly why it constricts you. No designer with even an ounce of human compassion will fail to listen when an actor explains that he can't breathe, swallow or use his voice. 
Every actor has a good costume story to tell, either funny or frightening. Here are a few I have heard and, in some cases, helped trouble-shoot. There was the famous actress who was asked to play her most dramatic scene in a pair of stiletto heels on a wooden, raked floor. Her normally strong breath technique failed her and she was in danger of losing her voice. We had to place the breath deliberately low and find, within the scene, spots where she could lean against furniture and a door frame in order literally to support her voice. The leaning enabled her to get a low breath that the shoes and the rake denied her. 
There was a young actor who, for some reason, refused to rehearse a fight with his armour on. On the first preview he fell over backwards and couldn't get up. He was left on stage on his back like a dying cockroach, his legs and arms waving in the air. This was particularly unfortunate, since he was playing the victorious hero who had to take the play to its triumphant conclusion. There was the movie star making her stage debut in a period play. She insisted on rehearsing in trousers and not wearing her long trained dress. On the first performance her train got caught on the set and she couldn't leave the stage. There was a whole clutch of masked actors, unaccustomed to wearing masks under hot lighting, not only being completely inaudible but having suddenly to leave the stage in panic when they realized they were suffocating. Neither the masks nor reasonable facsimiles had been ready for rehearsal and they only appeared at the first performance. 

I also remember the actress who tore up her tight costume in front of the designer because she couldn't breathe 

in it. On another occasion the same powerful actress threw a large-brimmed hat at the designer as it hid her face in such a way that the audience in the circle could not see or 

hear her. Most actors would not have the power or status to react like this, but it doesn't mean they don't want to from time to time. 
Props.

I once sat mesmerized in a theatre canteen as an old, famous knight of the theatre sat on his own, pouring water from a bottle into a glass. He uncorked the bottle, poured the water, then re-corked the bottle. He repeated this action - when the glass was full he replenished the bottle for over an hour. As I left the canteen he caught my eye. 'What are you doing?' I inquired. 'I have to speak a line and pour a drink at the same time and I'm worried that I won't be able to handle my props without shaking.' This was a great lesson for me because it highlighted two very important aspects about props. One is that if you don't handle them well, they can prevent you from speaking a line with ease - the prop becomes more important than the line and gets in the way. The other is that if you are frightened, you must work with a prop until it ceases to cause you worry. Props and their co-ordination with speaking and moving must become second nature to the actor in performance. A pretty consistent note when doing Shakespeare is that if a prop is mentioned you need it, and if it isn't it will only get in the way. Having said that, I have watched actors rehearse speeches that demand, say, a letter or a ring and not have one at hand. As soon as they do the speech, their whole voice becomes disconnected until they work the essential prop into the scene. The earlier you work with a prop, the better you can easily disown it and cut it if necessary. But to add a prop late in the rehearsal does create problems. Work with accurate props. It is no good rehearsing lighting a cigarette with a lighter if you will eventually have to use matches. And make sure the lighter works. There are many types of wineglass, each with a different weight and stem. Props can easily upstage you and throw off your rhythm 
There are whole acting lessons given in how to use a telephone, but remember that styles, workings and weights of telephones have changed rapidly over time. An old dialling phone, accurate for many period plays, is a very different prop from a modem digital phone. I recently realized how old I was when I was the only person in a rehearsal room who knew how to operate the old public telephones in which you deposited a coin after the pips. Swords, guns and other armoury are always problematic; handling them is a craft in itself. How many times have I sat in the theatre watching an actor stumble over his sword or get it out and not be able to put it back. Spears in the wrong hands nearly decapitate fellow actors. If you are going to fire a gun you will need expert advice. A blank does have dynamite in it and the charge can bum and seriously hurt anyone close enough to it. All these weapons must be used under the strict guidance of a good, skilful fight coach. Whatever the prop, rehearse as early as possible with it or with an accurate replica. Even the smallest prop can become the most embarrassing barrier between you and your text. If it makes you feel awkward, take it away and work with it until you can speak and handle it without clumsiness. 

Wigs.

These can be a problem if they are too heavy and give you a 

'pain in the neck'. If you have one of these on, you must 

continually free the shoulders and jaw and when it's 

removed at night you should massage your neck and do 

exercises to open out the chest, swing the head and lift and drop the shoulders. An old tip to keep the face free when the wig is put on is 

to stretch the face out with a wide-open mouth, widened eyes and lifted cheeks. Many wigs pull the facial muscles into the hairline and this can affect the speech muscles. By pulling this grimaced face you can keep the muscles free as the wig is placed and consequently have no problems or discomfort with your speech. The same applies with false beards or moustaches. When glued, move your face around to re-engage the speech muscles. Another trick I've noticed actresses do is always to know where the hairpins are, how many are holding the hair and which ones, if removed, would make the hair fall. Hairpins can catch onto other actors, particularly in intimate scenes, and it is good to know how to release yourself and the consequence of that release! 
Make-Up.

If you are not used to heavy make-up, its application can stiffen your face. As you or the make-up person apply it, take time out to move your face to find maximum flexibility. Remember that the audience may at first notice your costume and make-up, but as the curtain falls what they will remember best is your performance. 
The Lighting.

All actors who have worked over the past twenty years view with some suspicion the now highly developed and technologically supreme role of the lighting designer. Who doesn't admire the extraordinary skill and art it takes to light a show well, but actors can feel that the lighting effect is sometimes more important than they are. In some scenes the atmospheric lighting may not light the actors sufficiently. Therefore they are playing scenes without being properly seen by the audience and, on some occasions, hardly able to see their fellow actors. This will certainly throw off the rhythm of communication. There are some basic truths about light and the human voice. If you can't see a face, it is much harder to hear what is being said. If you have to play in a dimly lit scene you will have to speak with more articulation and care, and perhaps with more support. The more light there is on a scene the faster you can speak, so if there is not much light you have to slow down slightly. I think this phenomenon is linked to the old saying that comedy needs a lot of light. A full wash of light not only lifts the spirit but enables clarity of pace. I have watched comic scenes that are dimly lit being played without the audience laughing, then the scene being played in exactly the same way under much fuller light and suddenly the actors get laughs. There is an old theatrical saying: 'Find your light before you speak. Don't speak until you feel the light on your face.' However, often the light from many newer instruments is harder to feel on the face. You need practice to feel light on you, so do practise. I've seen actors in a technical rehearsal help each other. The actors in the stalls tell the actors on stage when and where they are lit from and if they can't adequately feel it they remember by their exact position. Some lighting is so concentrated that even shifting two inches can put you in darkness. Bear in mind that many contemporary fighting designs will build up or focus down their light in stages, so the first preview will probably be the darkest and, rather like a Rembrandt painting, light is built up gradually through the 

preview performances. The light might also gradually 

change - from night to dawn, dusk to night - throughout a 

single scene. These changes in mood also affect the way the 

voice is used in a new mood. 
Sound.

Sound systems are now so advanced that weird and wonderful things can be done in most theatres. If you are acting 

with very heavy sound effects you should be aware of certain tricks the audience's ear has to perform. It takes time for the ear to adapt from a loud, amplified sound to an un-amplified human voice. Also for the ear to hear a normal level of speech after suffering incredible noise. So if you are speaking after a loud sound effect you will have to compensate and help the audience to hear you by using, initially, more volume and dropping down to the volume you want to use gradually. This applies also to using your voice after an amplified sound. If you are asked to speak with a sound effect, think of going over the top of the sound not through it. Arc up and out, don't try to compete head on. You won't win. The same note applies to speaking after or through amplified music. Un-amplified music rarely creates a problem. If the whole task seems impossible and you are straining or hurting your voice, request a body mike so that you are competing on an even level. If you haven't got a body mike the technicians will simply have to bring down the sound level. It is your right to request this help in order not to strain your voice. 
The Hi-Tech Theatre.

I have often taken actors into a theatre to have a voice class on-stage and at the point they are easily filling the space I've asked for more power. They naturally understand that an empty theatre without an audience is easier to project in acoustically than a full one. But what many fail to realize is that in a performance of a highly technical show the noise around them interfering with their voice can be huge. The problem with the decibels created by hi-tech movements on stage is that they are of a note so low that the human ear can't consciously pick out the sound, although it is directly affecting the focus and clarity of the actor's speech. Hydraulics, for instance, hum away at a very high decibel rate. Likewise the drum revolve or the whirl of hi-tech lights changing position all make for a very noisy space. When you are speaking or are being turned on a revolve, think about this. It will help if you are clearer and use more head resonators to cut through the lower droning notes of the machinery. 
Some hi-tech sets nowadays are quite dangerous. At a flick of a switch scenes are moved about and scenery flown in quite rapidly and silently. If the actor is in the wrong place at the wrong moment he might be squashed. Gapping traps, thirty-feet deep for instance, can suddenly appear on the stage. The ground sometimes shifts very quickly and the actor's world is moving at an alarming rate. Any fear of falling, physical harm or disorientation will mean it is hard to support and play a line clearly. Most theatres are safe and have rigorous technical standards. But even though the actor knows this intellectually, he can live in a state of panic for the first few performances because the environment is so new and unexpected. Negotiating yourself around a hi-tech world is not easy. There is a saying in the business that the cruellest critics of theatre are first-year drama students. They 'know' about theatre without ever knowing the cost and the risks of performance. They will often enter class having seen the first preview of a hi-tech show and in a sarcastic way criticize the performances as being very careful and without passion. What they are probably seeing are cautious actors finding 

their bearings. 

They are mostly humbled when I tell them what is happening on the set: what devices are whirling around the 

actor and how frightful it can be not only with the moving sets but with, perhaps, smoke and pyrotechnics exploding around the performer. Even if these effects are not in some of your scenes you know that they are coming up and 

awaiting you! 
The Rake.

A rake is a sloped stage and the stage can slope from upstage, furthest from the audience, to downstage (the gradient ranging from 1 in 15 to the steepest, 1 in 7). The rake helps both design and viewing perspective. Metaphorically the rake thrusts the actors into the audience. However, this thrust can also be literal because stories abound of actors rolling in wheelchairs or simply falling or tumbling into the orchestra pit or audience as a result of a steep, sloping rake. 
The Vocal Problem.

The most immediate problem that affects the actor is one of physically communicating with the whole house. Standing on the rake, keeping your balance and looking upright, can throw the actor's vision to the back of the stalls. When on a rake you must often consciously tilt your head wards and make eye contact with the circle rather than the stalls. Audiences in the circle viewing a raked stage will frequently complain of only seeing the top of the actor's head. However, there is a more subtle and potent problem with a raked stage and this involves the freedom and health of the voice. Many times I have been asked to solve a rash of voice problems in a show that have been directly linked to actors working on a rake. These particular problems only surface, it seems, six to eight weeks after the actor has started performing on the rake. What happens is that in an attempt to appear upright and secure on the slope, actors often lock their knees. This tension slowly creeps into the hips, lower breath, spine, upper chest and shoulders: all areas that are susceptible to vocal tension. In time, the breath support system gets higher in the chest, the actor loses vocal power, begins to push vocally and ends up tiring and, at worst, damaging his voice. The rake is never blamed because the process is so gradual. 
Solving the Problem.

Experienced actors will often cope by standing on the rake slightly off-centre, thus diminishing the rake's forward thrust and, by way of release, keeping their knees and their body more aligned. In the technical rehearsal, stand facing upstage as much as you can to take the strain off your legs. The tensions created by a rake insidiously accumulate, but will only affect you if you don't realign your body and re-centre the breath after working on a rake. The best solution is to warm down, getting the breath freely into the body after the show so that you don't take the tension to bed and therefore compound it. A series of measures to counteract the force of the rake would be to re-centre, unlock the knees, release the shoulders and reopen the breath into the back and stomach area. Spend perhaps ten minutes lying on your back with your feet up on a chair before going to bed. 
Corsets.

Many different articles of clothing make it difficult to breathe and vocalize on stage. But one such is particularly fiendish. A corset can destroy a voice. Unsuspecting actors are bound into these torturous contraptions that actually stop their breath and ultimately can damage their voices. Many directors and designers will argue that corsets are 

necessary for certain period plays and 'looks'. All well and 

good, for the sake of authenticity. But in order to save a 

voice, compromises should be made. On more than one occasion I have seen famous actresses (the less famous would be too timid to assert their rights in this way) rip up a too rigidly tight corset in front of the designer announcing, 'My voice and career are more important than your design!' Bravo! Am I being too fervent? Can a corset really damage a voice and a career? The answer is, yes they can. Many performers will testify that their only vocal problems arose from wearing a corset. 
So how does a corset affect the voice? It depresses the rib-cage. After a few minutes of wearing one, the breath can only get into the upper chest area which might be all right if you are not speaking on stage and in need of breath support and power. The stomach muscles can, in response to the restriction, become taut. Not only does the voice lose power but there is a great temptation to push it. This pushing will lead to a very tired, if not bruised, voice. The other effect of a corset is that the voice becomes thinner and less resonant. The range will be less flexible and trapped in the higher notes of the voice. But there are things you can do to counteract the above and still wear a corset without dire results. Never be fitted for a corset off full breath support. That is, be measured with your full fib swing and your spine up, allowing the stomach freedom. The old wardrobe mistresses used always to insist on this but there are not many left who understand the need for breathing in a costume. Even ff you are landed with a very tight costume, try to keep the breath as low as possible. If you can't get full rib swing, concentrate on the lower abdominal area for support. Try to keep the upper chest as still and relaxed as possible and you might really have to concentrate on getting the breath into the back. As important, when you remove the corset re-centre the breath and work the rib swing so that you don't carry any residual tension into the rest of your life. Rehearse as much as possible with the corset. 
The Transfer from Rehearsal Room to Large Theatre.

Bridging these two spaces can be problematic, particularly for actors who don't regularly play a large space. The comments I constantly hear from performers are 'I feel I have to push', or 'I lose the performance I found in the rehearsal room', or 'I lose the truth'. The important point to remember is that to play a large space you have to believe that truth can be large. Many younger actors have been brought up on television and film truth and, until they get experience and confidence in playing a large space, this concept is one that they fight. The problem is compounded by the fact that most companies don't rehearse on-stage but in a room with a wall where the auditorium starts so that the actual rehearsal process is intimate. I know that the huge demands of technical theatre make it nearly impossible for the actor to get on-stage but ff you are playing a new theatre try to get onto the stage and familiarize yourself with the space. Stand centre stage and breathe the space; that is, breathe to the perimeters of the space, not where the audience ends. Figure out the eye focus of the space - where do you need to look in order to make full contact with the whole house? Where are the strongest positions on stage and where are the weakest ones? Are the house acoustics alive or dead? Most modem theatres, because they are so padded, are dead. You will need to take certain things into account. Human bodies absorb sound, so generally, when an audience is in the house, the house deadens further. Very often 

the rehearsal room acoustic is different from the house. 

Generally speaking, the deader the space the more the actor 

is tempted to push. 
If you can get on stage during your rehearsal period it probably won't be on the set of your production, so you 

will have to take that into consideration. A vocally useful set would be made of wood. Metals are powerful amplifiers of the human voice and can sharpen it. A set that has substance in the wings or upstage will help project the voice. An unuseful set is open or made of material like carpet, curtains or gauze that absorb the voice. Is there a fly tower and is it full or empty? The more scenery in the tower, the better. Where is the main action staged? Most actors and directors love to pull the action closer to the audience. This isn't always the best tactic for sight lines and audibility. Often, as the action moves forward downstage the house metaphorically collapses around you and it becomes more problematic to reach the whole of it. Remember the old and true saying; 'If you can't see an actor's face it is much harder to hear him.' The more you can venture out into the performance space the more you will, imaginatively and actually, feel the space in your breath, support and vocal release. Not only will you begin to own the space, but you will physically remember its demands and the energy required to communicate easily across it. 
Take this memory back into the rehearsal room and gradually feed it into your work. Begin to think and experience the text beyond the rehearsal-room wall. I know many actors like to rehearse initially in an intimate way so that they can connect very personally to the text, but try to open this out within the last two weeks of rehearsal-room work. If you only have two weeks' rehearsal, start opening out in the second week. In this way transferring to the theatre will not be physically or artistically shocking. It is worth noting again that a pause in a small space can be easily filled and interesting, but as the space expands long pauses can bring a play to a grinding halt. How to fill a pause in space is an art form in itself. Most experienced actors talk about earning that kind of pause. Also consider that the bigger the space, the more focus you need vocally and physically. A large space is often more frightening, so you have to stay calmer; breathe and exhale fully in order to calm yourself. Articulation, defining ends of words, the definition of each syllable in a multi-syllabic word, sustaining the line and not just falling off, all become essential. It might feel exaggerated and odd to you but the bigger the space, the more your mouth, support and energy through a line have to work. What might sound unreal to you will sound natural to the audience. You have to commit in space, otherwise you deny the space and become inaudible and unfocused. 
The same note applies to the body. In a small space you can shuffle and fidget without distancing an audience, but as soon as there is distance between the actor and the audience, every move reads. Undefined movement confuses the audience and dissipates your energy. Define, think, feel and breathe out to the extremes of the space even when you are not facing the audience. The actor who does this can act with the back of the body facing the audience. Don't be tempted to push but use support, stay on voice, release each word into the space, define every syllable and sustain each line. This might sound very technical and physical, and on one level it is, which is why it is essential that you work your technique early enough so that it becomes organic and you can then concentrate on acting. There is no doubt in my mind that to play a large house is athletic and requires energy and craft. Don't be fooled by the experienced actors in the rehearsal room who don't do these techniques before they transfer. They probably know the space and have served a long enough apprenticeship to 

transfer with ease. 
The Technical Rehearsal. 

Technicals (especially for a complicated play or musical) 

can go on for days and the actor is always in danger of not only getting exhausted and lost among the technical needs of a production, but he can often lose contact with the play 

and his performance. Technicals normally come at the moment when the actor has just unlocked the energy of a play as it is being run in the rehearsal room. Suddenly the technical fragments of the play impede progress at a critical juncture. But, if used imaginatively, the technical can be a great discovery period and can be used to learn about the theatre, the set and, by opening up the play, also to uncover more textual riches. Try to work in the theatre before the technical. Find out its perspective, acoustic and sight-line problems. The greatest learning task you can perform is to watch the experienced actors work in a technical. It's going to be a long process, so conserve your energy. aen you have to speak or act, do so with clarity and precision. Rest when you can. Acquaint yourself with the set, but also, when you are not working, sit in the auditorium and listen to the play from the audience's point of view. Sit in the worst seats and look and listen. 
Note the voices which carry with ease and figure out why. Do the same with the actors who are harder to hear, either because they are using too little energy or too much. Always remember that an empty auditorium is acoustically different from a full one. An audience gives you energy, but their body mass deadens the voice. A well-designed theatre will be slightly live when it's empty. Remember also that some voices are harmonically more suited to certain theatres. They carry better. Analyse why this might give you an insight about how to use your own voice. You are allowed to mark the voice in a technical to save your energy and not tire yourself, but never mark when you are speaking with or alongside a sound cue. In order to balance the voice you need to be at the level you intend to play that moment. I have heard so many actors moan about levels of sound and blame a technician when they have marked their way through the technical. This also applies to body mikes. No one can set a level for you until you play it at performance level. Note how each set might change the voice in space and make adjustments accordingly. For instance, one scene might be in a box set that projects the voice and another on an open stage that doesn't. You will have to supply different energies to get through both types of scenes. 
Note whether there are sound effects you will need to speak over or whether the stage machinery is in action when you speak. A turning revolve will produce high decibel levels even if those decibels are not discernible because they are lower than our ears can pick up. They will still distort your voice. What is the lighting like? Are you visible? If not, then you need more vocal energy. The equation to remember is that the less we can see, the harder it is to hear. If you are required to speak in gloom you need to work on extra vocal energy and definition. This is the time to check the vocal effects of costume, make-up, wigs or masks and the physical cost of a rake. Don't be frightened about being too thorough. If something is worrying you, go back over it. Some hi-tech sets are very dangerous and you will feel vulnerable and unable easily to act or speak if you are not absolutely sure of where you are and what you are doing. In my experience actors, as compared with other artists, are very well behaved and patient during a tedious technical, but this sometimes leads them into not preparing adequately. What you must never 

do is be unavailable when needed. Don't just wander offl. 

Remember that when light, sound and several tons of 

scenery are swirling around, you can become so terrified 

that you might forget to breathe and support. Try to give yourself a constant note to keep all your physical and vocal technique going. Quick changes can leave you breathless 

and disconnected so be prepared to re-centre as quickly as possible after a quick change. Standing under lights will dehydrate you, so keep drinking water. Relax before going to bed because sleep, with all the tensions of the tech locked into your body, will not be refreshing. Rest and be still and silent whenever you can. I watch many young actors scamper around the first day of a tech and exhaust themselves. The voice will tire if you have to repeat a song or a scream again and again, so you must mark when appropriate. 
First Dress Rehearsal.

Use this not only to re-connect yourself to the whole play and the storyline but to sound out the house vocally. I know you will be thinking about all the technical problems, but if you can really reach out into the space the next few runs, or even the first public performance, will not be so problematic. For some reason it is easier to bring down a performance vocally than to hoist it up. I always encourage the actor to extend slightly more and pull back. This particularly applies in the modem spaces which are vocally dead. The dead acoustic means you cannot hear or feel your voice in the space. By overreaching the space - though not pushing you begin to sense the work and energy the theatre needs. Then you can pull it back without reducing your work. You should never aim to meet your first audience wondering whether you are audible. What a handicap to suffer while you are trying to give your best performance. Get that worry out of the way in the tech and the first dress rehearsal. 
Marking the Voice.

The chances are that at some point within a rehearsal period you will need to be able to mark your voice. The likelihood of this need will double when you move into the technical production period in the theatre. To mark the voice simply means to save it. Even the strongest and healthiest voice will fire if used constantly on full support and a fully energized position. There are occasions when it is useful and occasions when marking is ungracious to the acting and technical company. It is infuriating when an actor marks in a full-throttled rehearsal because it unsexes the other actors' energy. It is equally maddening if a technician is trying to set the level of a sound cue against a marked voice. So when you use marking, use it with sensitivity to others. Tell the director if you are going to mark a run. There are times when it really is going to help save your voice. Repeating a vocally charged scene again and again might require some marking. If the repetition is not to help your performance but to settle a technical problem, then mark. Technical rehearsals can take their toll on you as you might have to repeat a particularly demanding section of a play to get a cue right; again, you can mark. To learn a song, you can mark. You can mark during a line run, anywhere where it doesn't impede others. 
How to Mark and Save the Voice.

The word gives you a good idea of how to do it. You mark the air with the voice, but don't overstretch yourself. Place the voice lightly into the head resonator. Hum into the skull. You will immediately feel pressure relieved from the throat. A tired voice will feel much easier in this place 

clear and light. 

Always stay 'on voice', don't save it by either whispering 

or devoicing as this will only tire the voice more. Use sup

port. It's easy to try and save the voice by not supporting but this will not help in the long run. The support must be there, although not too much. To ease the voice you are not 

going to use much volume. Use instead more articulation. Using the word's energy will take pressure off the voice, but still give it energy and clarity. Stay up and physically centred. You will tire more if you slump or over-relax. A few key things to avoid when trying to save the voice: 
• Whispering. Always bad for the voice and it will tire you quickly. 
• Not Supporting. Many do this thinking it will save energy; it doesn't. 
• Mumbling. This might feel more relaxed but will only annoy everyone and make you tense. 
• Over-relaxing. It's harder to keep energy alive over a long day's rehearsal-if you keep over-relaxing and slumping. To hoist yourself back into a place of energy is much more exhausting than to stay energized all the time. 
If you sense your voice is overworked and might tire, save it at every opportunity and the best way to do that is to be quiet. Take any time off to relax, breathe deeply and stay silent. Avoid smoke, alcohol and conversations in smoky and noisy rooms. 
Cue Lights, or I Can't Hear the Play So How Do I Get On? 
The cue light is a relatively new device. As theatre has become more hi-tech, a combination of huge sets and sound systems, the use of the cue light has become essential. Actors could not hear their verbal cues above the din of on-stage action. Their entrance was out of their control. Actors in many productions now enter a scene by standing in the wings, waiting for a green light to signal them to go on. All very necessary, but I do feel this has not helped theatre. Cue lights do not assist the actor to listen or stay connected to the play. Such devices can encourage, in the lazier actor, a rather bias6 entrance and, in the nervous or over-anxious actor, a frenzy of activity which creates a sudden vacuum in the play. Many of the best shows work because they are fashioned from an ensemble of actors sitting in the performance space and, when not acting, listening to the play and staying connected to the story. The audience can experience a seamless and sustained piece of work from the group performance. Energy is shared among the actors and the momentum of the play is released. Cue lights can disrupt this momentum, but as they seem to be a fact of theatrical life the actor must learn to use them. 
I've always noticed the better and more experienced actors are reluctant to have the light, only conceding when it is absolutely essential. Don't stop listening to the play and even if you are straining or it is impossible to hear, you can stay in character and you may even have to do more work on basic acting notes (i.e. where am I going, where have I come from?) and concentrate more on your entrance. If the cue light frightens you, it can stop you breathing. I've watched actors hold their breath waiting for the light to go on. Try to keep breathing, to avoid tensions and holds. Think of the light as being only part of your entrance, not the whole of it. Your coming on-stage is the important part of the play, the light is an aid to that and not the key. With talk about cue lights and entrances we have now reached the end of the fourth stage. Rehearsals are over, as is the technical. The actor now prepares to play on-stage in front of an audience. After all the preparation, the real test of vocal skill is about to begin. 
End of stage four.
