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Stage Seven RE-CREATING THE WORK AGAIN AND AGAIN 

Opening in a production probably feels like the hardest 

hurdle the actor faces, but you could find the possibility of 

a long run equally difficult. Recreating your work and 

finding it fresh and interesting each time you perform is a 

craft of its own. Reviews, particularly poor ones, might be hard to work through. But even a good review might tempt you to play 

the rev rather than the play. You must constantly return to the text for inspiration and guidance. A bad text, a text lacking dimension, will always be harder to keep fresh, so you'll have to do more work on it. A fine, well-written play with lots of depth will always offer new finds in terms of the language even after years of acquaintance. You will be certain to find new gems every night if you have worked deeply enough on owning the words. The Long Run Because there is a frantic dash through technicals, previews and the press performance, many problems only become apparent after the play settles into a run. Here are some of them. Check these points to see if you are working in the moment: • Try to discover something fresh in each scene every show. • If something doesn't work, take note and try to rectify it. • Constantly chip away, honing the play and your part night after night. • If you don't get a laugh where you have had one for most 

performances, feel disconnected, or start to lose contact with 

other actors, work on it to explore where the energy is severing 

contact. 

Stay interested in the play and the process of work. 

Always remember the audience. There is somebody out there who doesn't know the story and who will be changed by the work. Use repetition as a refining energy, always moving towards the 

most apt and effortless performance. If the text no longer inspires you, use all your technique to make it as believable as possible. If you become cynical about what you are doing during a run, it will be murder to your soul. Always use the experience of playing as an exercise to improve all facets of your craft. Timing, pace and 'audience communication can forever stand improvement. Think of it as a way of testing yourself rather as a good chef can make a passable meal from poor ingredients. The Patchy Run Some theatre companies have several shows working in a rep system at any given time. This is the way the Royal National Theatre operates its shows. This scheduling can mean you have a patchy run, playing the show in short bursts of, say, two weeks with days or even weeks out. Most actors hate this system. They lose momentum and connection to the text. In the same way it is easier to speak many lines as opposed to two lines in a show - the instrument is being used and exercised - it is hard to have time off and come back to a part. It seems to be more exhausting and is always harder to pace yourself. In the time off, keep working out your voice. The day before you return to the play, work the text. Visualize your moves. Plot your intellectual and emotional journey. Remember the original energy needed to play the part. There should be a line-run with the whole cast the afternoon of the come back, but if there isn't, speak your text aloud at least once all the way through and do a thorough warm-up before the performance. The Short Run It is relatively easy to pace yourself through a short run. There is only one potential difficulty in the short run, which probably affects a young, inexperienced performer more than the seasoned actor: you can get through a short run on a false and uneconomic amount of energy. You could, during a short run, do things to your voice, body and emotional energy which would be damaging and destructive to you through a long run. Knowing a show is coming to an end after just a few weeks, you might be tempted to risk things you shouldn't be risking. For example, you might push too far emotionally and vocally, or risk your voice with screams without support. Amateur actors will sometimes wreck themselves in a week, knowing that they have a year to recover. You cannot do that as a professional and hope to survive. When tempted to be reckless, always ask yourself: • Could I do this short-cut - normally a technical short-cut - and survive for a year? • How much emotional drain of this kind could I take? • Should my voice feel like this after three days? Be honest and try to right anything technical that feels wrong or exerts pressure on you. I think most trainers in drama schools know that their training - mostly for economic reasons - cannot give students a real sense of pacing themselves through a long run. But it is important to impress on young actors that a long run will draw on many skills and techniques that only regular practice will instill. 

Take-overs - Can I Be Creative? In taking over someone else's part, particularly someone 

who may have made that part his or her own, is there room 

for a fresh actor to be creative? The answer is yes, although 

your creativity might be pinned down and you might have 

to be extra imaginative to feel fulfilled. When you take over in a show for someone, you will be 

required to act a part in a manner similar to the performer who originated it. You might get two weeks, One week or two days of rehearsal. The director might help you or the assistant director will rehearse you. You can be pretty sure you'll be getting lots of suggestions from the cast as to how to play it! You might be the only take-over, or it could be part of or the whole cast, which will be a more creative and exciting prospect. You will have to fit into sets, costumes, moves, pace and often timing created by someone else. You will have to fill someone else's decisions, work within another actor's shadow. Even if the moves are set, you can do a lot of work on ownership of the words. Rehearse at home on the moment-to-moment experience of the text. Because the rehearsal period will be short, the text might be harder to learn because you won't be working the text gradually and organically. Intone, mouth, breathe it, generally play with the text. Rehearsals will be very practical and to the point, so all experimentation will have to happen on your own, probably at home. At best, a take-over can revitalize a production, pump new blood into it. At worst, you might suspect that the old company resents anything new you might be offering to the part because it affects the way they play their roles. Compromise might be necessary. Try to stay true to the text and serve the play, but respect the work of your fellow artists. Understudying Understudies do go on. In a big company you can expect at least one actor 'going on' for another every two weeks. No actor likes being off but it seems that with the increase of air-conditioned buildings, hi-tech shows and large companies sharing dressing-rooms and their viruses, as an understudy you may frequently go on. Perversely, audiences love it. Perhaps it is the scent of blood, an actor being thrown to the lions, or a sense that the theatre is really live and something unusual might happen. The first performance by an understudy is often very good as a new shot of adrenalin surges through the whole company. Everyone is on guard and out to help the understudy. The test is when and if you go on again. The theatrical joke is that a successful performance by an understudy will be the boost for the ailing actor to get back on stage! The brief of an understudy is to play the part as closely as possible to the performance of the original cast member. Wondrous flights of fancy and imagination will not be appreciated by other cast members or the technical crew. Besides, any deviation might result in a close encounter with the scenery! The hard, unpleasant fact could be that you have not had an understudy rehearsal, let alone a dress run. Invariably you might get a day's notice that you are going on, you might even only get an hour's notice or five minutes, or you might have to go on half-way through a show. What understudies need to bear in mind: Know your lines. Know the staging. Watch as many rehearsals as possible. Watch the technical. Watch all dress rehearsals. Try to see the show, as often as possible from out front. 

are not in the show, work on stage vocally and physically 

walk and test the space whenever you can. 

me familiar with the set, props, costumes, wigs, etc. 

thoroughly immersed in the show. 

if you are given an understudy role. assume you will ¢ ,n fear I've seen grip an understudy about to go on is astonishing to behold. There are certain exercises you can 

) calm yourself, centre the adrenalin and survive: the as low as you can. Take as much time as you need for breath to get in. J are shaking, re-centre by lying on your back with your legs up. Don't do this immediately prior to your entrance as it drain your energy; do it half an hour before. n up thoroughly and with the company  if you can. constantly release shoulders, neck and jaw tensions• t your back; this can be done in the wings. That is, hug ;elf and breathe into the back. This is the most efficient immediately calming activity. control the text. Always feel the support before speaking and ford in the mouth. These two points of tension will keep n control. :age, play each moment, don't conceptualize the whole ; or play. Working moment to moment will help you to • if something goes wrong, don't brood on it; cancel it out and ', on• the space, be clear and tell the story. You might not give at performance but if you are reaching the audience, are fie and communicate the plot. you've served your function. After the show you can be sure that nothing in the theatre )e so nerve-racking again and you can be pleased that ,e survived. ring to Speak e to wait on stage for two hours before speaking my line. How do I do this?' asks an actor whose first :h is not until the second half of the play. To sneak one line or be on-stage throughout a show, seemingly doing nothing, is harder than playing a central role. At least if you .' a lot to say, your voice stays active and free, it gathers momentum rather than freezing or locking. 'you only have one line to speak or are waiting for two hours before going on, or worse, are on throughout but silent for a long period, you can easily forget to breathe. expectation of the line or the entrance can grow in magnitude and feed your nerves. After all, it's easy to think you only have one chance and it had better be good. long wait can lead you to deliver the line or mark the entrance with too much vigor. You push your way into the rather than become a part of it. here are things you can do to help eliminate this. Keep .thing and stay as centered as possible. Try and stay in act with the play by listening to it rather than worrying t your own specific role. Effectively, this takes the sure off you and places you into the play. Keep constantly active by staying in contact with your support. If find yourself drifting off, reconnect yourself to the breath. Avoid getting misty in the eyes, middle-distance s. Look and listen. You will look and stay active as you take in the play. If you are waiting to go on for hours, whatever you are doing at least fifteen minutes before entrance and centre. Shake out and listen to the play. You don't want to drift into a daze. At some time in your career you will dry or forget a line maybe have to take a prompt. I am always relieved a terrible dry happens in training an actor, so he can experience the horror early enough to learn to deal with it. n you dry, take note as to what happened to you physically and mentally at that moment. This knowledge will protect you when it happens again. Perhaps your mind

was on something else other than the play. Perhaps some

thing happened to you that day which put you off. There 

may be a very good reason why you suddenly forgot. There 

may be something, too, about this part of the text which 

you have never fully resolved. There are now directors who discourage the taking of a prompt. Their argument is that if the actor has really 

worked, understood and owned the text, even if she dries she will be able to find her way back into a speech or scene. I think this is true, but there are always occasions when the actor will not find his or her way back to the script. It is true that ff you know a text well and suddenly forget it, if you breathe, let the breath drop low into your body, giving your thoughts and feelings oxygen, then generally you will recall the line. You might have to go back to the beginning of the thought. You might have to wait, keeping the breath fluid. Dries normally happen during previews or the first performance. In certain plays it is impossible to wait and reconnect to a text. The action has to move on and cannot wait: farce, musicals, a scene when a cue is urgently needed to set a technical one in motion. In these and other situations, to wait would be detrimental to the progression of the story. If you dry, ask for your cue and go on. Actors take prompts differently. Some will say 'line', others wait for the stage manager to recognize the pause as a dry and give a prompt. The latter method can be problematic as you might be pausing and waiting for a moment, only to receive an unwelcome prompt. The best policy is to negotiate with the stage manager on how you might be prompted. For instance, if you are confident that your pauses will be regulated, the prompt can be on any unnaturally long pause. Otherwise, opt for requesting the line. Throwing Away Lines Many actors talk about throwing away a line. In essence, this means that you underplay a line, often for comedy, and consequently change the energy of your voice. It is not as easy as it sounds. Many unskilled speakers will throw away a line and be merely inaudible. If you listen to a wonderful technician throw away a line, you will hear every word. In fact, it will require more energy, definition and placing than the text around the line still to be audible. The effect you are going for is to go under the speaking energy of the scene. This is very hard to do in a theatre that has a dead acoustic. In these kinds of spaces, to throw away a line will need a different approach. You will have to use a very perverse technique to gain the same effect. Instead of going under the scene you will have to lift your vocal energy above it, then return to the original level of the scene. Whichever option you choose - to go vocally under or over a scene - you must always leave and return to the original vocal energy cleanly. If you don't, the effect will be lost. You will know you've failed if the audience fails to react. If going under fails, go over and vice versa. Pulling Focus in a Crowd Scene Crowd scenes are potentially problematic for audibility because there is so much going on. If you have to speak with activity all around you, the audience might miss your line because they are listening to  the speaker in the throng. It could take several words before they locate you and in the process they may miss the lines. So you have to pull focus in your direction. There are stagecraft techniques that might sound unreal and 'hammy', but could prove useful. A definite movement before you speak attracts the eye. A noise before you speak 

attracts the ear. The image I give - which could be more 

organic to the scene - is to charge up your vocal energy as if 

you were taking a baton in a relay race. You've got to catch 

the moment securely. More support, voice and articulation 

will be needed, if only for the first few words, to give the audience time to adjust to you. 

I recently worked on a play that is so busy with acting traffic that until the actors grasped each line with conviction and energy, twenty per cent of the text was destined to be lost. Some of the actors found adding action in order to pull focus was difficult because they were all audible. The production was set in a very wide traverse and the audience was made to follow the play rather like spectators at a Wimbledon tennis final. At times, there were eighteen separate actors on stage at any one time, each with some business or line to speak. Pulling focus was the only way to draw attention and also serve the play. The actors had to learn to pass and catch the vocal ball with enormous vigor and clarity if they wanted their work to be heard. Overcoming Noise When Speaking Paradoxically I've left this problem until last because it was my encounter of noise on-stage which led to an understanding of how useful stagecraft and the voice could be. I remember playing a scene as a student where I had to bang the table and speak at the same time. The acting teacher told me I was inaudible. I thought he was trying to stop me being 'real' and 'emotional' and I became enraged. He then told me that he was making a point. I should bang the table but time it so that the audience could also hear the words. For some reason that simple tip, delaying the noise on either side of the line, taught me my first major lesson about stagecraft. It merely enables the audience to be included in all your acting decisions. It focuses the work and allows ideas to be read physically. When I banged the table over my speaking it merely confused the audience. Nothing but generalized emotion was being communicated. You can apply the same note to speaking, walking or running noisily. You will either have to walk more quietly, use a clearer voice or time yourself differently. Sometimes a set is so noisy from competing effects or the texture of the floor (e.g. graveled ground) that you will have to find moments of stillness in which to speak. After the Job has Finished Growing At a closing night party, as the wine flowed, a director started to give an actor notes. There was much hilarity as the actor turned and said, 'I don't want the notes, it's over.' Well, it was and it wasn't. I worked with that same actor some weeks after the party. He was rueful: 'I wish I had listened to those notes. I could’ve learned something.' In order to build on your work, for it to mature, you must assess each job after it has finished. The job of acting never stops, learning about the craft of performing never ceases. You are always looking for ways to fill in the gaps in your physical, vocal and imaginative technique. Time will give you a perspective on the experience. You need to erase the work, yet return to it. Move on, yet take the experience with you. Ask yourself what went right. Also ask what went wrong. It seems true to say that the good experiences are harder to analyze, but they do keep you wanting to do more and to keep working. Perversely, the bad experiences can teach you more solid lessons about your technique, your ability to survive and your relationships with other actors and the director. At the end of a production, give yourself a break, then reread the play. How did the production serve the play? What was released, what was missed? How did the director 

serve the play, the actors, the space? How did the design 

aid or deter the production? How did you serve the production, the play, the character? These questions can 

become very specific and for me a great window into your 

voice and speech work. Did my body, voice and speech serve the play, the space and my creative and imaginative input? If you answer 'no' to any of these questions, then it's 

time to look at your technique. It could mean you have to return to the early stages of work in order to find answers. Any area of your work which left you unsatisfied should be examined in detail for flaws in technique. The Experience of Actors Here are a few brief case histories relating to the above; each one a recent work-related story I have experienced in my work with actors: An actress working with me now does so because in her last show she felt she didn't have the breath to serve either the text, her own emotional connection to her character or the space. 'Every breath was a struggle. There was never any ease. I just fought with the part every day.' As we work, it is becoming apparent that she has never done any basic breath work. Her role was the first theatre job after leaving drama school. She has had to start from the very beginning of the technical voice work, the opening pages of this book. As her breath and support improve, she is also finding her natural voice. She had no foundation upon which to build her work and only by being honest about her failure is she repairing that fundamental drawback in it. Then there is the actor who had one section of a play he was doing every night which constantly hurt his voice. 'I dreaded the approaching line.' Basically his technique was good, except he needed to open his throat fully and work on the extended voice exercises. As is the case with many well-trained actors, he had a fine technique but a small tension which had never surfaced before raising its head on one emotionally charged line. Interestingly he had mostly played very cool, laid-back characters. This was the first time in the theatre he was challenged to be emotionally disturbed. A small throat tension that had been allowed to exist without a problem because he had never had to stretch himself to those charged moments was suddenly exposed. He had a tight back of tongue. He needs now really to experiment with extended voice exercises finally to put his fear at rest. Any hurting voice is more worrying than other technical failings as it could damage the actor's voice and career. One actor I worked with was described by his wife as dull (family criticism is always worse than the critics'). A TV actor who was returning to the stage for the first time in years and having to speak a heightened text, he just could not do it. He possessed good basic technique but no sense of vocal range. All he needs to do is work on range exercises, then experiment with using range and dispelling his own notion that he's going too far! There was the actress who realized she was very vocally unsubtle in her last show. 'I just didn't trust myself and pushed and pushed and pushed.' Friends said that they were pinned to their seats by her voice. Basically she had a good technique and a very strong voice - ff she hadn't had this strength, all the pushing could have destroyed it. She simply didn't trust her own technique enough. As we work, I realize that she has done very little text work. She had no concept of owning words, sensing their weight or physical power. Connecting the word to the breath is something she is not sensitive to doing. The director never gave her a note during the rehearsal so she had no sense of what to do. At drama school she was always praised for the power of her voice, so when in doubt she pushes and uses her voice as a weapon and a defense. The lack of subtlety was her panic about being ignored by the director and 

disconnected from the word. Stage Three work was all she 

needed. 

Recently I worked with an actor who had had a long 

career as a radio actor. He had what he termed 'a beautiful 

voice'. He came for lessons because in a foray onto the stage he realized that his body was unfocused. 'I pointed a lot, fidgeted and flapped my arms.' His voice was good, but 

his body was out of shape; flabby, un-centered and lacking any sense of readiness. He had to go back to all those early body exercises - centering, readiness and support. He didn't need voice, range or speech work, but he built up his physical confidence with work on physical transformation and the free voice. To be physically clear on-stage, you need to be in your body, aware of it and centered with low support. None of the above is necessarily required in radio where you are invisible to the audience. I am reminded of the young actor with a strong, clear, well-placed voice, but who was called inaudible in a review. Actually he was incoherent (critics often confuse the two). His diction - the articulation and definition of the work was non-existent. Speech work was all he needed. How about the actor whose agent said his voice had damaged his career? He had been playing an upper-class boy but his 'London sounds' had scuppered him. His voice was fine, his RP non-existent and because he had tried to get RP quickly through the rehearsal period it had sounded cosmetic and false. Not only did he learn RP, but he had to connect it to his breath and voice and to live in it emotionally before it sounded real rather than acquired. Lastly, there was an actor who had been savaged by the press for his lack of verse-speaking skills. Within a few minutes it became apparent that no one had ever worked with him on verse. Not only had the director not spoken about it, but he had gone through drama school without ever hearing 'iambic pentameter' mentioned or the difference between verse or prose. Hard to believe but, I think, true. We worked on the iambic, the line, the length of thought. He was delighted to learn the rules if only consciously to break them. Back to Basics Every time you go back to the basic exercises described in Stages One to Three the work becomes more known and more profound, yet simple and more a part of you. Returning to basics after each job adds layer after layer to your craft and your voice. Life is enhancing your voice and your artistry and the basic work you continue to do will enable you to understand the textures of your voice. 'Resting' Only a few, highly successful actors welcome a rest. Even after performing in the most critically lauded roles, actors still fear that they will never work again - and some don't! When I audition young students for Guildhall straight from school, I often advise them to 'take a year off- travel'. The advice is relevant on many counts not least of all for some life experience, but it is important to realize that the year off traveling might be a young actor's last holiday for years. Even when not working, actors are terrified of going away in case they miss that phone call, that audition. No wonder an actor's family life suffers[ There is mounting evidence that one of the reasons actors suffer depression when not working is they are off a drug - adrenalin. Every time an actor performs, he or she is boosted by a shot of this most powerful drug. Out of work, their bodies crave it. It seems the same is true of soldiers who leave the army and the excitement of action. However you look at it, 'resting' is depressing and an inappropriate word. Waiting and anticipating are more accurate words. Working on your own - body, voice and text work - is hard. By nature, actors are social animals. You work in an 

art form that requires people and interaction. It's hard not 

to be jealous of friends who are working and doing well, 

especially when they are your contemporaries. The most 

well-balanced actors I know have interests and passions 

outside the theatre. Any creative animal is curious; other knowledge can only enhance the work. They also have non-theatre friends so that there are social niches where they do 

not feel threatened or can resort to carping on about their agents - a common 'resting' topic of conversation. Try to do some physical working-out on a regular basis. This seems to lessen the adrenalin-withdrawal symptoms. Work out the voice at least three times a week. Keep it fit so that it's ready for immediate action. Read out aloud every day. Remember that you have many skills that benefit society as well as keeping you working on yourself and safeguarding a sense of self-worth. Be aware that although a regular vocal work-out will keep the voice ticking over, you will need at least ten days of a strong work-out to get the voice up to performance standard if you haven't worked for several months. So when you get to your next theatre job, build in some preparation time before rehearsals begin. Attend classes when you can. If actors are ridiculed by laymen as not being artists, it is because some do treat their work casually and never really improve. The advice I'm giving would be given to any dancer or musician. Actors have a reputation of being lazy and there is a part of the business that can survive with the 'I just go on and do it' attitude. There are a small number of actors who have reached a degree of success without ever working on themselves. But these kinds of actors are in the minority. Good actors work because they love it. They care enough really to push themselves to their limits and it is at the 'resting' period of their lives that they have to face the real problems in their work, and that is the moment to choose to go on through into a richer landscape. It is the time when you can learn new skills, read plays, question how you use your voice, question your acting habits, your commercial viability, get fit.., give up smoking. I remember one student who was very talented but never worked: a very charming, amiable man. Even as a student, he wanted to be in theatre for the glamour (although there is very little glamour in theatre) and the parties. He managed to get invited to all the most important parties. He flitted everywhere and was so busy investing in the party circuit that he never improved. He didn't survive as an actor. The work was too hard. I still meet him at parties and he's become a very successful agent. Auditions.  Auditions can be more frightening than a press night. One audition can transform an actor's career for ever. They can be even more problematic because the actor hasn't been working for a period of time and has become not only physically and technically rusty but has not had to deal with the onset of nerves and fears. It used to be that most jobs were gained by means of an audition piece. Actors would have a repertoire of speeches which could be trotted out whenever needed. The audition piece or pieces are still required for certain jobs and the initial break into the profession from drama school, but they are losing their importance. Auditions used to be a The' versus 'them' situation: the audition panel nesting in the dark and the actor on stage, exposed and yet perhaps strangely safe in the formality of distance and a known audition piece. It's more likely now that auditions take the form of reading the part to be cash working it with the director and discussing the play and ways of working. The latter method could involve the actor in sight-reading, a discussion of processes or work that will test the actor's potential flexibility and his or her knowledge of the play. 

Technical Preparation for an Audition Warm up! If you haven't worked for a period of time, this 

might have to be very thorough. If you have a few days' 

warning of an audition, work out every day. If you have 

been given a play and a part to look at, work it all 

thoroughly and remember to read the text out loud. You can't prepare silently. Read around the subject of the play 

and investigate any other work by the playwright. Acquaint yourself with any important themes that are broached in the play. Recently I heard a wonderful director bemoaning an audition day when he was looking at actors for a Shaw play. Not one of the actors had heard of the Fabians. The director felt it was impossible to work with such ignorance. If the audition doesn't specify a play, you will probably be asked to do an audition piece or sight-read. I can't emphasize enough the importance of sight-reading as a skill. You should have a wide selection of audition pieces, covering not only different aspects of your talent but different styles of writing (e.g. verse, prose, dialect, ancient, modem, etc.). I suppose it's always difficult to know what a director or a casting director is looking for, so the more choice you give them in your pieces the greater the chance that you will fit the bill. One kind of performer whom directors really search for is someone who is flexible. I have recently had a spate of comments from directors that should concern younger actors. Directors speak more than ever about how hard it is to talk to younger actors; that the latter are sometimes indifferent or unable to discuss work with any joy or flexibility. It is as though basic communication skills in an audition are not fully appreciated by the younger generation of actors. You must remember that the easier and more open you are to work with, then the more likely it is a director will feel able to work with you. This is a first key to success as an actor. Be imaginative as you approach auditions. Work up any accent that might be required and be prepared to use the accent in the audition. Tune up your body or your singing. voice if either will be needed. Keep breathing and stay as centered as possible before the audition. Aim to arrive in plenty of time at the location so you have time to settle yourself. Carry water, as dehydration is often an issue. Remember that any director worth working for will be wanting you to do well. No one wants to see you fail. If the audition is a brutal, cattle-market affair, they are looking for a very specific type, which doesn't require proper artistic talent; product instead of talent is being assessed. So it's not a reflection on you ff you get cut. In any case, ff the audition is that brutal the job will probably be equally soul-destroying. One of the least appealing aspects of being an actor is constantly having to deal with rejection. Even famous actors go through this regularly. It can be a weekly dose which you'll have to swallow. Rejection is a fact of theatrical life. Actors are not in short supply. All you can do is prepare as well as you can, be open, willing and care about the text. If you are rejected you have to get up again, shake off the rejection-and carry on working on your technique. 'Get back on your feet' is always the best advice. Learn from any audition. On the simplest level, take note where any physical tensions have gripped you - where your weaknesses lie - and afterwards work on those tensions to banish them. Was your sight-reading fluent enough? Were you relaxed enough to have a conversation with the director? High levels of stress and tension will expose all your weaknesses. Take note and deal with any that you discover. Lastly, try to transfer your energy from you - the 'I' - to the text. If stress makes you collapse around yourself and become too self-obsessed, you can produce an ugly energy that is not an attractive prospect to work with or explore. Many talented actors never work because they appear aggressive and aloof at auditions. This aggression is generally a 

product of fear but can really turn off a director who will 

instantly wonder: 'Can I work with this actor?' 

The Multi-media Actor 

At the risk of sounding prejudiced, I do think that a trained 

stage actor is the real thing. Even if the actor rarely 'treads the boards' and is whisked off to fame in Hollywood, the fact that she has stage work in her background means she 

will have faced the ultimate test of. a performer: played a play, from beginning to end, in front of a live audience. The actor will have acquired the skills and energy to sustain a part in space. It also seems to me that the skills needed to do the above can easily be honed to work in front of a camera or microphone. But an actor untrained or unfamiliar with theatre cannot easily make the transition from the fill set to the stage. Sadly, many of us work by taking short cuts and it is important to understand that the full, harder and more profound training that stage actors receive cannot be done quickly or cheaply. The craft is developed over time and through many different kinds of roles. Train for the theatre and you can apply and focus these skills in any direction. At a time when solid craft work is disappearing, when society is not only becoming less supportive of training artists but also offering fewer opportunity in any field of self-expression, and provincial theatres and rep companies - for two centuries the breeding ground of fine, technically tuned actors - are fast disappearing, actors are ironically pressured to be more skilled and diverse in more media. Actors must now have multi-media skills. A working day for many actors might consist of a voiceover in the morning and rehearsal in the afternoon of a naturalistic play to be played in a small theatre. In the evening, he could be playing a classic in a huge house like the Olivier, then shooting a scene early the next day in Scotland for a television series. It might sound far-fetched, but this kind of pattern is very common for many working actors. And you have to take the work when it comes your way so you must stay open to this kind of variety. You merely have to list the skills required over that forty-eight hour period to realize how much a good actor needs to understand and have proper techniques in order to perform. Placing the voice and timing a voice during rehearsal with sub-text, then in the evening playing at full belt with full technique blazing and with a completely different connection to the word, then finally getting a take right after doing it again and again while technicians light you, exerts huge pressure on you. Add to this all the skills of body miking, working in different clothes, spaces, with different styles of language, using dancing and singing, tumbling, fighting and learning acres of text year in and year out, and you have a fair idea of the sorts of skills and work required to allow even the best-known actors to live and earn a decent wage. For the actor who doesn't have regular work, to keep oiled and ready for it is even harder. The voice loves to be used and if it is not used regularly it can quickly rust over. Ideally, an actor should be trained vocally for the theatre using classical texts. I and others work this way because we intend to keep a tradition alive, and we know it is the best experience for an actor. Even if you never want to act in theatre or perform the great texts, test yourself in this area. It can only enrich your whole technique. It seems obvious to me, but many young American actors are amazed to learn that all of Britain's best fill actors trained in theatre. The large truth required for theatre demands technical strength, skill and imagination. To reduce is easy, to expand much more problematic. I recently had the enormous pleasure of doing voice work with an American fill director who was acting in London. He was intrigued to discover how actors fill a large 

theatre without the aid of a microphone. As we worked in 

space he became more and more excited as he started to 

feel a connection with the theatre, a connection not only to 

do with the voice and breath but with imagination, thought 

and feeling. He immediately started to relate this to working on camera. We then started to play a very simple game. 

First he spoke a section of text to be communicated to the whole theatre and then brought it down to communicate to an imaginary camera. We both got excited because what the exercise proved was that when one brought the energy down to the intimacy of the camera, but retained the imaginative energy of the stage performance, the work for camera became a focused distillation unobtainable without prior understanding of what the theatre had required. After playing this game for a while, the director looked at me and said, 'This is very interesting. I'm beginning to understand why great theatre actors are so clear and complete.' The game gave me a new exercise for my students: fill the space with a speech, then immediately do the same piece for the camera. Working any of the great texts will not only stretch you physically but will stretch your passions, your brain and your humanity - all good stretches for the artist. We are rapidly becoming a society that communicates better through the Internet, television and radio rather than one on one through the word. You cannot be without too many newly learned skills today. These skills can become part of a craft that will liberate your talent and give you more chances to work in a rapidly developing multi-skilled media world. Microphones Most actors now train and use microphones constantly. An actor's everyday experience will involve miking. The incredible technological sophistication of even inexpensive miking equipment makes this area of technological sophistication something every actor should know about. Generally, theatre, film and television sound technicians are so skilled that most of an actor's old worries about, say, a body mike are now unnecessary. When I think back to the first experience I had working on miked musicals, I am lost in sheer admiration of the advances in the quality of sound we have nowadays. Sound can now be wonderfully balanced in all kinds of space and with an orchestra. However, there are a few worries and misconceptions I regularly get from performers: The microphone is not a great gift for the voice, in fact it can expose flawed technique ruthlessly. Every breath you take is amplified and exposed. Every non-verbal sound is heard. A gulp, a gasp, any vocal tic is read and heard. Anything in your voice or presentation reads. Every sound, even unintentional ones, become important. Your vocal technique, on one level, has to be even better than it is without amplification. Most microphones boost you over difficult spaces, music or sound effects. It is not a license to ease off work. You should be doing technically whatever the space demands vocally and use the microphone to ease the effort or fight the noise. There are some conditions and musical instruments which the human voice can deal with unaided, with others you need the microphone. When miking came into musicals it was because the musical orchestration had enlarged to such a point that the un-amplified human voice could no longer cope or compete. Normally, the human voice can rise above string or woodwind instruments, but it can't compete with a huge brass section, percussion or amplified electronic music. In these situations, the actor cannot sit back and not use technique. The mike should bond with your voice to give you an even chance. Many sound effects are amplified. To ask the human voice to come in after amplification, after a huge electronically boosted sound, is possible but perhaps unfair. The audience has to adjust very quickly from amplification to a natural sound. Again, you still have to work to enable the balance between your voice and the amplified sound effect to be effective. Some modem spaces are acoustically so poor that mikes are used to reinforce all parts of the voice on stage. The actors are 

not individually miked but there is general cover. Again, this 

doesn't mean the actor can relax. You are being aided to 

combat a dead space, all your voice work should be in place 

and your full vocal energy activated. Equally important is the 

notion that you might be receiving help to be audible in space, but you still have to be physically open in order to fill the space. 

I have seen so many actors fill a space technically, but not with their physical presence, their imagination or their emotional life. You can never get blasé. The same principles apply to television or film. Yes, you are being miked, but you still have to communicate and follow through with your voice and speech. You won't need as much power, but you do need to sustain lines and be clear. The mike is not a magician. I have often been called to a film set in order to make some young, inexperienced actor sound clear. Clarity has to be there for the mike to pick it up. Generally, the inexperienced actor relaxes on a microphone to such an extent that he forgets to support, articulate and sustain the thoughts and words. Nothing can be done as nothing is there to be captured - even by the most advanced technology. Microphones boost the voice, they don't enhance a technique or cover your shortcomings. In fact, they expose them. Remember that when you are miked, a technician is controlling your audibility, not you. This awareness is of paramount concern when you are teching a show. Get your sound levels right at the technical rehearsal. It is unwise to be marking your voice as the level is set. It is always hard to hear or monitor your voice when it's miked; so as the level is set, feel what technical requirements are needed. That is the level of support, the energy of the voice and the sustaining required to fill the theatre and deliver the speech with clarity. I recently had to reprimand a musical company at the Royal National Theatre because many had relaxed into the run and assumed the amplification would carry their voices. The leading company members who had worked with amplification before complained to me that they couldn't hear their fellow actors. The actors at fault had gone off voice and were just relying on technology to boost their performance. Your usual monitoring devices - those you use when you are not talked - will have to be readjusted. You will have to feel, not hear, whether you are filling a space. Many actors complain about the shock of being wired up on-stage and losing all acting contact with other actors. Amplification alters your relationship with and proximity to other performers in order to avoid feedback. What was a nicely understood scene in the rehearsal room can suddenly become strangely disconnected and distant. You hear each other differently and the scene suddenly distanced could force a delayed reaction from the performer which is all at once out of synch. Build this awareness into early rehearsals. The other factor which can bewilder you is the presence of a pack on your body, wires and either a mike in your hairpiece or just below your throat. This can be awful for a dancer or singer, but take comfort, the mikes are getting better and smaller and are no longer distorted by sweat. They used to whistle and hiss as the body heat rose. Also be aware that you do not control whether they are switched on or off. Stories about miked actors going off-stage to the toilet or saying something derogatory about the director abound in theatre. Probably the most problematic mike you can use is the handheld or stand mike. This requires a slight juggling act in terms of focus. You have to breathe to the mike. Place your hand up as though it's a hand mike - breathe to it. That's the breath you need in order to speak. But you have to reach out beyond that in your imagination. If you don't, you will not make contact with the audience. Yet if you breathe beyond the mike you'll blow them all away with the power of your voice. Like everything else, microphone technique takes practice[ Radio mikes are equally sophisticated, with great technicians balancing you, but consider this. On radio we can't see your face so a whole area of communication is cut down. You must consider a richer, more expressive voice to compensate for this loss of physical presence and you will have to pace more carefully with extra time for the text to filter into the listener's ear. Radio acting demands vocal presence. Trouble-shooting Problems Even the most successful and carefully trained actor will have problems with his or her voice from time to dine. Actors need their voices and come to know them so well that they will suspect something wrong long before an audience does. Fellow actors or doctors could hear the difference, but not an audience. When an experienced actor complains about her voice, it has to be taken seriously and investigated. 

If you have a regular routine of working out and warming up, voice problems will become instantly detected. 

Analyze where and how the exercises are different. What is 

not working? The simpler the exercise, the more apparent 

the hiccup will be. A gentle release on a 'ha' or humming down through the range will reveal any vocal problems on the folds or vocal cords. A simple floor breath exercise 

breathing in and out but waiting for the breath between inhalation and exhalation - will often expose any breath holds. Standing for some minutes in the centered, ready state will often tell you of any body tension or misalignments. These are all checks to clarify any physical problems with the voice. If you are still worded about your voice, run these further checks: Try to understand what is going wrong physically. Don't be surprised if you uncover tensions way down the line. The voice is a jigsaw puzzle and the root of a problem could be well removed from its original manifestation and might be one you've never had before or something that results from an injury or recent illness. Check your known habits first. But because they're known, you are probably keeping them at bay. Then go into new territory if the habits are not the cause. Run the standard checks for tightness in shoulders, jaw, back of tongue, spine, knees, fib-cage, abdominal muscles Check your range. Has some of it gone or is it less firm? Do you have more mucus than usual? In the morning, everything that is wrong will be heightened. Then think of the cause. As you do these checks, remember that some events in life will only manifest themselves months later in your voice. Have you been ill? A bad dose of flu can weaken your support and play havoc with your voice weeks after you've recovered. Diet. Have you changed what you eat? Losing weight can weaken the support and the voice, but if you are eating different food you might be clogging the voice (e.g. dairy foods will create mucus). Have you taken up a new sport? A young actor recently worked with me, as his voice was suddenly failing. It turned out that he had started working out with weights which were tightening his shoulders and his throat. The problem was solved by doing extensive release work after a work-out at the gym. Are you taking new medication? Penicillin can dry the voice. Any drug will have a knock-on effect and will, in some way, affect your voice. Trauma. Obviously this will invade your voice but maybe only months after the event. An actress worked with me recently whose voice had gone completely. Not a sound. Doctors were mystified. Because I knew her personally, I knew that nine months before this happened her mother had died. She had spent months 'coping', then her voice just went. As soon as she could connect the two events the voice began to return. Have you been working or living in unusual conditions? If your body is not used to air-conditioning that will immediately dry and impede the voice. An actor's voice failed and he was trying to find the cause. It turned out his house was being reconstructed and he was breathing in plaster dust. Have your sleep patterns altered? Have you been socializing differently? Noisy parties, heavy drinking, or going out with a heavy smoker? I worked with a very good actor whose speech wasn't as easy as he was used to. I know he was hiding something and he eventually admitted having dentures fitted a year before. Of course the trouble started then, but he was too embarrassed to admit this. The more you use your voice, the quicker you will know when something is up and it will also remain healthier. The voice likes being used. You gain nothing from 'saving it'. It does need rest, however, from prolonged use, like two hours on-stage. For this reason, the more successful the actor, generally, the less vocal trouble-shooting is needed. Success breeds confidence and confidence is a great boost to the voice. When successful actors work on their voices with me, they are extending their work, not repairing it. It is often different when less successful actors come for work. They might be blaming their lack of confidence or success on their voices. They don't get work, they think, 

because of their voices. But the voice fails because it never 

gets worked properly. Unlike many art forms, an actor 

always has the hope of the big break. Dancers, singers and 

musicians generally know by a certain age whether they will 

make it or not. Actors have the example of many who made it late in life. This possibility keeps them plodding on in the 

business long after they've lost enthusiasm and the will to work at their craft. To a certain extent, the 'big break' is a myth. Actors who achieve success late in careers are ones who, in some way, have been constantly working. I will always remember some American actors describing a wonderful new British actor whom they had seen in a film. This newcomer had, in their opinion, finally got her 'big break' and was cited as an example of an older actor who made it at last. The newcomer turned out to be the late Dame Peggy Ashcroft! Actors hitting the headlines later in their lives have been working away for years, developing their craft and doing the work. The Ageing Voice Voices do age. The extent of ageing will depend on many factors such as physical and mental fitness. When physical support weakens, the voice will age. Posture, general wear and tear from life-style, alcohol, smoke and drugs over many years will begin to take a toll and increase the signs of vocal ageing. Loss of hearing will affect the voice long before it has physically aged. Most actors who have used their voices properly over many years do not necessarily suffer the effects of an ageing voice. Memory loss and physical weakness retires them long before vocal problems. The huge advantage of years of work behind the voice means that older actors use their voices so economically and efficiently that they fare much better than younger, less experienced actors. Most actors who are working in their eighties are clearer and more vocally flexible than actors fifty years younger. I have occasionally trained an actor starting in theatre in his or her sixties. It is possible to train the voice to a point, although certain areas will probably be less flexible, particularly if the voice hasn't been used in an extended way for years. I remember working with two actors, both in their sixties. One had retired from accountancy and had decided to act. The other had been a builder and handed the business over to his son. The builder was fitter, but his voice was never going to be enormously flexible. The retired accountant had been an amateur actor since he was eighteen, performing in five or six shows a year. His voice was well oiled and actually achieved maximum flexibility. The Actor's Life-style An actor's working life can mean that he is using his voice from 10.30 in the morning to l l.30 at night, with only a few short breaks in the work cycle. In this time span he is not just using his voice for conversation but is working in a very extended way, in a large space, speaking an emotionally charged text in an unsympathetic environment (rehearsal rooms and theatres are often dry, which is very destructive for the voice). These conditions would not be tolerated by opera singers, but actors plod on with only the occasional moan. Directors will often be asking for technically demanding vocal extensions again and again, and to fulfill the director's will, actors use their voices in unnatural ways; we don't normally scream for hours on end, for example. Actors will probably eat late at night after the show and consequently suffer indigestion which will cause reflux, a common cause of vocal problems. Performers tend to smoke and drink too much alcohol, coffee, tea and colas (probably to keep themselves energized 

and to combat nerves). All these things are terrible for the 

general health of the voice. The non-smoking actors may 

have to work alongside, or worse, share a dressing-room 

with a smoker: always a great point of contention among 

company members. Actors are sociable animals. They like to go out and mix after the show. They feel they have to 'come down' and will also feel the added pressure of socializing to help promote their careers. A lot of business is done at parties. All this socializing takes place in smoky, noisy and dry places, accompanied by the consumption of alcohol: a wonderful cocktail for vocal abuse! Many actors are frightened of never working after their present job. This inbuilt fear leads them never to admit to illness, or miss a rehearsal or, worse, a show. They don't want to have a reputation for being unreliable and consequently they will work through illness, physical injury, emotional trauma and bereavement without complaint and are then horrified when their voices go. An actor's voice is her living, her pay check. Many actors will focus all their fears and insecurities onto their voices. A dancer worries about her body, a pianist about his hands, an actor her voice. An actor knows a great deal about his or her own voice. They know when something is wrong and will only go to a doctor as a last resort. I know there are wonderful doctors and voice and speech therapists around but I do have to report that many actors mistrust the medical profession where their voice is concerned. They have two major categories of complaint. One is that the doctor doesn't always understand what they have to achieve with their voices and the work they put into it. A voice might be functioning very well for a non-professional user, but that is not good enough for an actor speaking or singing in a large theatre eight times a week. A second concern is that they have worked on their voices over many years and find it difficult to hand them over to practitioners who can't use their own voices as well as they can. I remember being at a voice conference when an American voice coach and a close colleague made the above point to a hall full of medical authorities on the voice. She nearly created a dot and it took great courage for her to stay on the platform. She had touched a sore point. Two revealing results arose from her comments. As the week proceeded and she and I lectured on actors and their voices, most medical people had no idea how much work and knowledge went into an actor's training - hours, weeks and years of concentrated work. Secondly, she and I sat through lecture after lecture listening to medical voice experts speaking with the help of a microphone and still not being clear or audible! Daily Prevention of Vocal Problems Drink water to keep you hydrated. You will need at least a little a day. The drier the building, the more air-conditioned it is, the greater the intake of water will be required. The sign of a well-hydrated voice is pale urine. The darker the color, the more problems will arise using the voice. Remember, iced water will cool down a warmed-up voice. Drink water (preferably bottled) at room temperature. Give up smoking! If you really can't, at least cut down. The evidence is overwhelming: smoking will endanger your voice as well as your life. After stopping, you will have up to two months struggling with a lot of loosening mucus so the voice might initially feel weaker and less clear, but persevere as it will clear after some weeks and you will uncover a new, freer and more flexible voice. Marijuana bums at a very high temperature, which is not useful to the vocal folds. I am not condoning its use, but if you must smoke it do so through water using a hookah. Herb cigarettes are used by many actors to replace the real thing on the stage. Be aware that they also bum at a high temperature so the voice is under threat. Water and steam can balance this effect. 

void eating a heavy meal late at regret, if you must eat 

avoid red meat, dairy or fatty foods. After drinking 

alcohol at night, drink a fair quantity of water. Red wine 

beer create more mucus than any other alcoholic 

drinks. Cut down on full-fat dairy products. They can .ally clog the voice. Cut down on tea, coffee and cola drinks before performing. Herb teas and hot water 

lemon can be useful to drink before going on with a or sore throat. warm up the voice before rehearsal and performance. w minutes will make all the difference. Steam frees the voice. A hot shower or bath, or even holding your head over a bowl of hot water, will rapidly re-hydrate or rejuvenate the e. Air travel really dehydrates your voice. Apart from , you are traveling amid a lot of noise so conversations )lanes can be abusive to the voice. If you are traveling perform, drink large quantities of water, keep chat to a minimum and, when you get to your destination, steam the e. Even a hot shower on arrival will help. 'you sleep in a centrally heated bedroom, have water in room to keep some moisture in the air. .acting in smoke, cosmetic dust or pyrotechnics will also the voice and it will need some extra hydrating. void whispering, particularly ff you are tying to save ,' voice. It doesn't help, in fact it traumatizes the voice e. The more you support and stay on your voice in everyday contexts, the healthier it will be. me people have a habit of clearing the voice. This is good. Try to avoid this by keeping the throat more led and swallowing. painkillers of all sorts, from booze to pills, are always problematic because pain is one of those warning signs I your body. Take note of any signals. Avoid taking fin for colds and sore throats; choose a painkiller out aspirin. Medicines that contain mucus-drying ingredients such as menthol and eucalyptus will dry you. They are useful to take when you are not performing, but  prove another hindrance to the voice if used a couple ours before the show. All drugs, like cocaine, will really erode your voice and to keep up with the abuse will have to resort to more and more concentrated | technique. I do know actors who spend hundreds of pounds a year on voice coaching just to balance the effects their habits! Remember the adrenalin of a show might n you don't recognize the problems or damage until the morning. An increase in mucus is often a warning sign that vocal ;e has taken place. The color of the mucus is important An infection will produce mucus colored from light )w to green but if the mucus is clear, then it might n vocal problems. lastly, remember that your voice is linked to the whole tour body, emotional life and psyche. Any physical injury could show up somewhere along the line in your :e. Here's a list of injuries that regularly find their way top or impede your breath or voice: jaw or dental work; k or spine injuries; injuries to the shoulders or rib-cage, which will weaken the support; throat infections could get worse. All these are obvious kinds of injuries that will get into r voice rapidly, often within days. Less obvious ones are: t, knee or hip injuries; operations around the stomach a; a bad bout of diarrhea which will weaken the breath port muscles; severe menstrual pain. Any debilitating illness weakens the whole breath system and will create voice difficulties. Emotional trauma will show up in the voice, particularly you try to work through it without acknowledging its existence. Even an awareness of emotional pain can trouble of the large fall-out. Again, it might not lodge in the ice until some time later. Warning signs that must never be ignored: 

pain in the throat, particularly if you haven't a cold or similar 

infection. Don't insist in pushing through that pain, stop and 

consider before being a dutiful actor! 

Pain as you speak. 

Pain as you swallow. voice tiring mote easily than before. A hoarse or scratchy voice that isn't connected to an infection. The voice changing pitch rapidly, swooping or staying stuck in tea. g much longer to warm up and the warm-up being full of discomfort. complete for partial loss of voice. None of the above necessarily means permanent problems your voice, but be safe. Go to a doctor or better still on seeing a specialist - a laryngologist. You are not ; a nuisance, you are protecting your career. Medical treatment is now so developed that anything pathologically g with your voice will be, in most instances, detected .immediately. Wonderful results can now be obtained in healing a damaged voice, but again be prepared to fight and ct your voice. Never let a surgeon operate without a d opinion. Some of the greatest surgeons I know in field who understand actors have other, less drastic, solutions. A spell of silence can do wonders in healing an abused And I mean silence. No whispering, which is very bad for the voice. How to go on with a cold or weakened voice.  If I know  an actor has a bad infection or cold, that there is al vocal damage and the laryngologist has given me complete assurance that the actor concerned won't hurt his my job is to help the actor get through a performance I am lucky to have good access to doctors and lists and I would advise any voice coach to look about ;t a strong medical team behind her to help assist any actor who is in trouble. The thought that the voice might not work or be heard in front of an audience is, understandably, terrifying. This can produce the wrong instincts. In trying to save it, actor will often choose not to support the voice NG! Really connect to the support and use it. I often that sick actors who do this will improve vocally during show. If there is a chest infection you might find the )ort makes you cough more, but that's something you have to deal with. L any case, get the stage managers to have water in the ,,s or, better still, on the set, so you can get to a drink if .'comes too awful. Don't go with the instinct that encourages you to push in order to get an ill voice across space. .'ad, place the voice above any soreness; normally this mean a light placing in the head. Use a lot more articulation. In this way you are replacing the work from the at into the head and the muscles of articulation. the theatre has a good sound system, a body mike ld be useful. It will take the pressure off you to produce me. Many actors balk at this idea but I promise it need be used and switched on by a technician if you suddenly become inaudible or under pressure. One of the Dr advantages of using a mike like this is that it removes a physiological block and I've often experienced an ill actor g wired up and then performing audibly, without ever having to use the mike. another method of releasing pressure on an actor before as to perform is to have the front-of-house manager tell audience before curtain-up that the actor may be ill. audience then knows what's going on and if the actor making strange sounds they will be forgiving. Audiences that kind of announcement because it lets them into acting secret and, in a strange way, knowing that the r is human, they appreciate the performance even more. during the performance, apart from using support, 

yourself by getting the breath as low as possible, with the 

jaws and shoulders free, knees unlocked and head well 

placed. You might have to make a few compromises if you 

are performing with a strong physical transformation or 

alter your costume slightly if it is impeding you too much. Pace yourself. If you sense you can't get the volume or range normal, go for the intensity of the word and focus your voice into 

the mask of the face. Don't be too hard on yourself if your work feels below your normal level of dedication. You are ill! Go home, not to the bar, drink water, keep warm and sleep. Avoid taking aspirin for colds and sore throats; choose a painkiller without aspirin. 

