
You’re Getting Warmer 

In My Life in Art, Stanislavsky wrote, “Let some one explain to me why the violinist who 
plays in an orchestra on the tenth violin must daily perform hour-long exercises or lose 
his power to play? Why does the dancer work daily over every muscle of his body? Why 
do the painter, the sculptor, the writer practice their art each day and count that day lost 
when they do not work? And why may the dramatic artist do nothing, spend his day in 
coffee houses and hope for the gift of Apollo in the evening?” 

Stanislavsky here is pointing to two related needs that actors have: to train and to warm-
up. My hope is that it’s already clear to you that good training is important. In this article 
I’m going to focus on warming up. 

While a violinist can easily practice alone at home, actors often believe they have no 
options to practice their craft unless they’re with others. This isn’t true. Doing a warm-up 
on your own is one important way to develop your craft even when you don’t have a job, 
when you’re not in the act of working in a class, or you don’t have an audition.   

Why should I warm up? Acting is a physical, vocal, conceptual, emotional, relational, 
and creative art. Let’s use just the physical aspect as an example: if you were a 
professional runner, you wouldn’t think of running a race without first warming up your 
muscles. It’s true that if you didn’t warm up, sometimes things would work out. But more 
often than you’d like, you’d have to quit the race with a pulled or cramping muscle, and 
even if you finished the race you might not have run as fast as you could have. A 
professional actor can gain a lot by adopting the mindset of a professional athlete. 

As an actor you are required to use so many elements of your humanity. You also need to 
access them not on your own timing but when the director says, “Action,” or when the 
curtain goes up, or when the casting director is observing you read your sides. You need 
to have all of yourself available on cue; that’s why you warm up. Ideally, a warm-up 
prepares you to use all of the different parts of yourself and to have them available when 
you need them. 

What specific parts of my self do I need to warm up? This is an individual process and 
you need to explore what really helps you. But there are some specific areas that are 
helpful to most actors. 

It’s helpful to get your muscles warm, including those of your mouth and face, and to get 
your blood flowing. It’s not just heat that you want to generate, but also flexibility and 
ease of movement. 

Warming up your body in ways that help your breathing to become more free and 
flexible has several advantages: it oxygenates your body and your brain; it gives more 
power, connection, and flexibility to your voice; it helps you deal better with nerves; and 
it connects you more directly to your impulses, including your emotions. Warming up 
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your breathing involves releasing muscles that inhibit your breathing and efficiently 
engaging muscles that support your being able to breathe easily and spontaneously. 

Your imagination plays a crucial role in acting – so a complete warm-up also gives your 
imagination room to play, and might bring you into the imagined world of the character 
you’re playing. Depending on what it’s for, your warm-up may also bring you to the 
experience of your character in the moment before the scene starts. 

For some roles various aspects of your emotional life might be important. Finding a way 
in your warm-up to access your emotional life, without pushing, might be helpful.  

Acting often involves relating with others. Finding a way to make connection is 
important, especially if that doesn’t come easily to you. Usually this requires someone 
else to practice with, but it’s also possible to do in your imagination. 

Occasionally you may also want to incorporate more technical skills into your warm-up 
such as reading unfamiliar material aloud or practicing an accent. How you do that is 
important – and it’s helpful to get training from a good teacher so that it doesn’t become 
just an exercise in speaking words without connection. 

Your voice is intimately connected to all aspects of your self. By warming up the areas 
mentioned above, you are already working on your voice. But a vocal warm-up should 
also address the openness, responsiveness, and flexibility of your voice. It’s crucial that 
the sounds you make are connected to what you’re experiencing, and that at some point 
you make the transition to communicating with others. 

When do I need to warm-up? Every actor is different. The specific occasions that actors 
warm up for include auditions, shoots, rehearsals, table reads, scenes in acting class, 
performances, etc. As I’ll address in a moment, actors will get the most benefit from 
warming up almost every day. You may find it’s better to do substantial warm-ups hours 
before and shorter warm-ups shortly before whatever you’re preparing for. Again, 
explore and discover what works for you.  

For how long do I need to warm up? The short answer is between five seconds and two 
hours. It’s individual, and it depends on what you’re warming up for. A good fifteen to 
thirty-minute warm-up can do wonders. 

Other than preparing for what I’m about to do, is there any value to my warming 
up? One of the huge advantages of warming up on a regular basis is that you maintain 
and develop your creative powers. If you warm up five times a week for fifteen to thirty 
minutes, you’ll find that you’re able to have more of yourself available more readily 
when you act. 

To go back to the professional runner analogy, you can’t expect to excel with just a single 
warm-up as the sum total of your training. Regular warm-ups and training are important. 
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They prepare your body and mind to work at their maximum potential. If you’ve made 
warming up a regular practice, the warm-up you do before a race will be more effective. 

Actors who neither train nor warm-up often miss out when great opportunities come their 
way. You need to be ready to work. If you’re not, and you’re not doing anything about it, 
you’re not treating yourself like a professional artist. 

So what does a warm-up look like? There are many different traditions and many 
varying approaches. As part of Fitzmaurice Voicework, I teach warm-ups that cover the 
areas I mentioned above. Because your voice is so connected to every aspect of your 
humanity, different voice teaching approaches cover these areas in various ways. Some 
people thrive with one style; others prefer to combine elements of various traditions. No 
matter what you do, the specifics of your warm-up need to relate with and serve your 
approach to acting.  

What works for you? That question is worth your time exploring. One piece of advice: 
warming up should prepare you for what you’re about to do, and aspects of it should be 
pleasurable. Warming up should make your life, as well as your art, more satisfying. 





Rudolf Laban  (15 December 1879 – 1 July 1958) was a dance 
artist and theorist. He is notable as one of the pioneers of modern 
dance in Europe. His work laid the foundations for Laban 
Movement Analysis, Labanotation (Kinetography Laban), other 
more specific developments in dance notation and the evolution 
of many varieties of Laban Movement Study. He is considered to 
be one of the most important figures in the history of dance.  

 

Effort, or what Laban sometimes described as dynamics, is a 
system for understanding the more subtle characteristics about the way a movement is 
done with respect to inner intention. The difference between punching someone in anger 
and reaching for a glass is slight in terms of body organization – both rely on extension of 
the arm. The attention to the strength of the movement, the control of the movement and 
the timing of the movement are very different. 

Effort has four subcategories (Effort factors), each of which has two opposite polarities 
(Effort elements) 

Effort Factor Effort element (Fighting polarity) Effort element (Indulging polarity) 
Space Direct Indirect (Flexible) 
Weight Strong Light 
Time Sudden (quick) Sustained 
Flow Bound Free 

Eight Effort Actions 

Laban named the combination of the first three categories (Space, Weight, and Time) the 
Effort Actions, or Action Drive. The eight combinations are descriptively named: 

Float, Glide, Wring, Flick, Punch (Thrust), Slash, Dab, and Press. 

Float:	   	   indirect,	  light,	  sustained	  
Glide:	   	   direct,	  light,	  sustained	  
Wring:	   indirect,	  strong,	  sustained	  
Flick:	   	   indirect,	  light,	  sudden	  
Punch:	   direct,	  strong,	  sudden	  
Slash:	   	   indirect,	  strong,	  sudden	  
Dab:	   	   direct,	  light,	  sudden	  
Press:	  	   direct,	  strong,	  sustained	  
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Techniques for Vocalizing Emotions 
Fitzmaurice Voicework® 

All these expressions are based on the breath behavior, which includes structuring and 
support: do not imitate the noise! 

Laughing 
(joy: energy moves up the front).  

• the breath is in spasm and only short catch breaths can be taken
• squeeze the belly
• blow all the air out of the lungs
• squeeze the ribcage inward
• hold the chest high and open
• grin, sides of mouth up
• bunch the cheeks, eyes open, eyebrows up

• variations:
• spasmodic, erratic body behavior
• tone – head, chest, belly
• all vowels
• all consonants
• silent or noisy inhale
• coughing, spluttering, etc.

Crying   
(grief: energy moves down the front) 

• the breath is in spasm and only short catch breaths can be taken
• squeeze the belly
• blow all the air out of the lungs
• squeeze the rib cage inward
• depress the chest, pulling the shoulders forward
• touch and hide the face
• mouth widens
• lower lip protrudes outward
• lips pull downward at the sides, cheeks lift slightly
• eyebrows upward at center
• curl inward with the body

variation: 
wailing 

• same as above except that energy goes down the front and up the back—
there is a demand with this noise, not a resignation as in sobbing above,
the body may rock)

• the sound is extended and the cords may vibrate chaotically
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Shouting 
(anger: energy moves up the back) 

• put one foot in front of the other
• lean onto the forward foot
• stick the butt out
• stick the tongue out as if at someone, jutting the head and jaw forward and

frown
• use very strong structured breath: keep the ribs moving wide as though

still breathing in and slam the belly upwards under the open ribs
• aim the sound around the focus line into the head
• “No!” and “I hate you!”
• can do a strong clear sound (thunderclap inside the head) or vocal folds

may vibrate chaotically.

Screaming 
(fear: energy moves down the back) 

• put one foot in front of the other
• lean onto back foot
• raise shoulders as if to protect the throat
• lift the hands up, palms out, in front of you
• widen the eyes and lift the eyebrows
• use very strong structured breath: keep the ribs moving wide as though

still breathing in and slam the belly upwards under the open ribs
• aim for a high note
• can do a high strong clear sound or vocal folds may vibrate chaotically



 
 

Thar she blows! 

Whar away? 

To the starboard 

Is she white? 

She is white! 

Hurrah!  It’s Moby Dick! 
 

 



"This is the house that Jack built..." 
by Mother Goose  

This is the house that Jack built.  

This is the malt 
That lay in the house that Jack built.  

This is the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the maiden all forlorn, 
That milked the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the man all tattered and torn, 
That kissed the maiden all forlorn, 
That milked the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

http://www3.amherst.edu/%7Erjyanco94/literature/mothergoose/menu.html


This is the priest all shaven and shorn, 
That married the man all tattered and torn, 
That kissed the maiden all forlorn, 
That milked the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the cock that crowed in the morn, 
That waked the priest all shaven and shorn, 
That married the man all tattered and torn, 
That kissed the maiden all forlorn, 
That milked the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

This is the farmer sowing his corn, 
That kept the cock that crowed in the morn, 
That waked the priest all shaven and shorn, 
That married the man all tattered and torn, 
That kissed the maiden all forlorn, 
That milked the cow with the crumpled horn, 
That tossed the dog, 
That worried the cat, 
That killed the rat, 
That ate the malt 
That lay in the house that Jack built.  

 



 
Who?  
 
Who fought?  
 
Who fought for you?  
 
Who fought your greatest battles?  
 
Who fought your naval battles in the last war?  
 
Who led you on to victory after victory on the ocean and the lakes?  
 
Whose was the triumphant prowess before which the red cross of England paled with 
unwonted shame?  
 
Were they not men of New England?  
 
And	  were	  those	  men	  of	  New	  England	  who	  fought	  for	  you,	  not	  foremost	  in	  these	  
maritime	  encounters	  which	  humbled	  the	  pride	  and	  power	  of	  Great	  Britain?	  
	  
	  
	  
	  
From	  Eulogy	  of	  New	  England	  By	  Caleb	  Cushing,	  American	  Diplomat	  and	  Congressman	  



 
Gold! Gold! Gold! Gold! 

Bright and yellow, hard and cold, 

Molten, graven, hammered, and rolled; 

Heavy to get and hard to hold; 

Hoarded, bartered, bought and sold. 

Stolen, borrowed, squandered, doled: 

Spurned by the young, but hugged by the old 

To the very verge of the church yard mould; 

Gold! Gold! Gold! Gold! 

Good or bad a thousand fold! 

How widely its agencies vary— 

To save—to ruin—to curse—to bless— 

As even its minted coins express. 

Now stamped with the image of good Queen Bess, 

And now of a Bloody Mary. 

 
- Thomas Hood 

 



 

The Splendour Falls on Castle Walls 

The splendour falls on castle walls 
And snowy summits old in story: 
The long light shakes across the lakes, 
And the wild cataract leaps in glory. 
Blow, bugle, blow, set the wild echoes flying, 
Blow, bugle; answer, echoes, dying, dying, dying. 

O hark, O hear! how thin and clear, 
And thinner, clearer, farther going! 
O sweet and far from cliff and scar 
The horns of Elfland faintly blowing! 
Blow, let us hear the purple glens replying: 
Blow, bugle; answer, echoes, dying, dying, dying. 

O love, they die in yon rich sky, 
They faint on hill or field or river: 
Our echoes roll from soul to soul, 
And grow for ever and for ever. 
Blow, bugle, blow, set the wild echoes flying, 
And answer, echoes, answer, dying, dying, dying. 

by Alfred Lord Tennyson 

 

 
 



 

O God! methinks it were a happy life, 
To be no better than a homely swain; 
To sit upon a hill, as I do now, 
To carve out dials quaintly, point by point, 
Thereby to see the minutes how they run, 
How many make the hour full complete; 
How many hours bring about the day; 
How many days will finish up the year; 
How many years a mortal man may live. 
When this is known, then to divide the times: 
So many hours must I tend my flock; 
So many hours must I take my rest; 
So many hours must I contemplate; 
So many hours must I sport myself; 
So many days my ewes have been with young; 
So many weeks ere the poor fools will ean: 
So many years ere I shall shear the fleece: 
So minutes, hours, days, months, and years, 
Pass'd over to the end they were created, 
Would bring white hairs unto a quiet grave. 
Ah, what a life were this! how sweet! how lovely!  

 

(Henry VI, III. ii. v.) 

 

 
 



'Scotch Rhapsody' 

 

'Do not take a bath in Jordan, 
                                                    Gordon, 
On the holy Sabbath, on the peaceful day!' 
Said the huntsman, playing on his old bagpipe, 
Boring to death the pheasant and the snipe — 
Boring the ptarmigan and grouse for fun — 
Boring them worse than a nine-bore gun. 
Till the flaxen leaves where the prunes are ripe, 
Heard the tartan wind a-droning in the pipe, 
And they heard Macpherson say: 
'Where do the waves go? What hotels 
Hide their bustles and their gay ombrelles? 
And would there be room? — Would there be room? Would there be room for me? 
There is a hotel at Ostend 
Cold as the wind, without an end, 
Haunted by ghostly poor relations 
Of Bostonian conversations 
(Like bagpipes rotting through the walls.) 
And there the pearl-ropes fall like shawls 
With a noise like marine waterfalls. 
And 'Another little drink wouldn't do us any harm' 
Pierces through the Sabbatical calm. 
And that is the place for me! 
So do not take a bath in Jordan, Gordon, 
On the holy Sabbath, on the peaceful day — 
Or you'll never go to heaven, Gordon Macpherson, 
And speaking purely as a private person 
That is the place — that is the place — that is the place for me! 

— Dame Edith Sitwell (1887–1964) 

 
 
 
 
 
 
 
 
 
 
 
Ptarmigan: a type of grouse 
Snipe: straight-billed game bird of the sandpiper family 
 



 
 

 

Jabberwocky 
 

Lewis Carroll 
(from Through the Looking-Glass and What Alice Found There, 1872) 

 
 

Twas brillig, and the slithy toves  
Did gyre and gimble in the wabe;  
All mimsy were the borogoves,  
And the mome raths outgrabe.  
"Beware the Jabberwock, my son!  
The jaws that bite, the claws that catch!  
Beware the Jubjub bird, and shun  
The frumious Bandersnatch!"  
He took his vorpal sword in hand:  
Long time the manxome foe he sought –  
So rested he by the Tumtum tree,  
And stood awhile in thought  
And as in uffish thought he stood,  
The Jabberwock, with eyes of flame,  
Came whiffling through the tulgey wood,  
And burbled as it came!  
One, two! One, two! and through and through  
The vorpal blade went snicker-snack!  
He left it dead, and with its head  
He went galumphing back.  
"And hast thou slain the Jabberwock?  
Come to my arms, my beamish boy!  
O frabjous day! Callooh! Callay!"  
He chortled in his joy.  
'Twas brillig, and the slithy toves  
Did gyre and gimble in the wabe;  
All mimsy were the borogoves,  
And the mome raths outgrabe. 

 



Cat 
by J.R.R. Tolkien 

 

The fat cat on the mat 
   may seem to dream 
of nice mice that suffice 
   for him, or cream; 
but he free, maybe, 
   walks in thought 
unbowed, proud, where loud 
   roared and fought 
his kin, lean and slim, 
   or deep in den 
in the East feasted on beasts 
   and tender men. 
 
The giant lion with iron 
   claw in paw, 
and huge ruthless tooth 
   in gory jaw; 
the pard dark-starred, 
   fleet upon feet, 
that oft soft from aloft 
   leaps on his meat 
where woods loom in gloom-- 
   far now they be, 
   fierce and free, 
   and tamed is he; 
but fat cat on the mat 
   kept as a pet, 
   he does not forget.  
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