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Beginning each rehearsal with a warm-up is a great way to help your students transition from school mode to rehearsal-mode. It will also help your students to establish a pattern for rehearsals and to know what to expect each class or each afternoon.

We suggest that each warm-up consist of a physical, a vocal, and a group component. The physical and vocal components prepare your students to use their bodies as tools on the stage, while the group component can build energy, direct focus, and serve as a bonding exercise for your cast.

PHYSICAL WARM-UPS

Physical warm-ups for acting, like those for exercise, get the body ready to move. It can also help your students to get some of their wiggles out if they have been stuck at their desks all day.

If any of your students are involved in sports or are yoga enthusiasts, you may want to hand over the Physical Warm-Ups to them on a rotating basis. They may know of good, quick routines to help get everyone’s bodies loosened up and ready for action.

· Neutral Stance: Your actors should become accustomed to defaulting to this position when you circle up for warm-ups. Instruct them to stand with their feet slightly more than shoulder-width apart, slightly bent at the knees (so that the knees do not lock), arms held loosely at their sides.
· Stretches: 
· While there are a near-infinite combination of stretches you can have your students do, make sure that you pick a set and lead them through it: don’t just leave them to their own devices. Having a set routine will make it easier for you, and will also help to make sure that the students are really warming up in a useful way.
· Make sure you work all the major muscle groups: arms, back, core, legs. Work rotations as well as plain back-and-forth stretching.
· Relaxing the Neck and Back: Many people (including stressed-out teenagers) carry a lot of tension in their neck, shoulders, and spine. Consider the following instructions to help release some of that tension during physical warm-ups:
· Have your students roll their necks slowly from side to side, so that their chins touch their chests.
· Slowly bend at the waist, arms hanging loosely. This should be close to toe-touching, but without any strain or stress to do so: if they can touch the floor, great; if not, they shouldn’t force it. As the teacher, you may want to go around the circle and touch their backs lightly; they should be able to bounce loosely without feeling tension in their back muscles. Then have them roll slowly back up, vertebra by vertebra, feeling their spine slide back into place.
· Tense and Release: Another way to get the tension out of your students’ muscles is to draw attention to it, one muscle group at a time. Have your students consciously tense their fingers, as much as they can, hold for five seconds, and then release. Then their arms (forearms then upper arms, if they can isolate them). Then face, neck, back, stomach, thighs, calves, feet.
· The Puppeteer: Have your students imagine that they are marionettes being dangled by a puppeteer: they should stretch up all the way to the sky, as much as they can, on tip-toe. Then release one set of joints at a time: fingers, wrists, elbows, shoulders, neck, waist, knees, ankles, so that they end up with their feet flat on the ground, bent over at the waist, knees unlocked. 
· Shakeout: Circle up. Have your students raise their right hands and shake it eight times, while counting aloud. Then do the same with the left hand, right foot, and left foot. Repeat, shaking one less time on each round, until you get down to one shake on each appendage. End with a big, satisfying “HWAH.”

Fight Calls:
If your production includes fights, your combatants will need their own fight call as well as, potentially, their own warm-ups. See Stage Combat, page ###, for more.

VOCAL WARM-UPS

Vocal warm-ups include a lot of information on how the body makes sound – both how the breath, stomach, chest, and throat work together to support the projection of sound, and how the lips, tongue, teeth, and palate actually shape syllables. These warm-ups will work best if you give your students a basic introduction to these concepts.

Breath Support: This is one of the most important considerations for an actor. Most of us do not use our respiratory systems to their full extent on a daily basis – and most of the time, we don’t need to. In order to project on stage and to take full advantage of the opportunities the human body presents for performance, actors must learn to breathe in a way that better supports the voice.
· Talk about the lungs and the diaphragm. The diaphragm is a muscle at the base of the lungs which separates the thoracic cavity (generally thought of as the chest cavity, containing the heart, lungs, and ribs) from the abdominal cavity. Breathing in contracts this muscle, allowing the lungs to expand further. 
· [bookmark: h.gjdgxs]Practice breathing deeply, all the way down into the diaphragm. Have your students place their hands just below their ribs so that they can feel this muscle work.
· Remind your students that posture plays a big part into the use of the voice. Your lungs and muscles cannot operate at maximum efficiency if you are slouched or slumped.
· Have your students experiment with other breathing variations. What do they sound like if they breath very shallowly, barely into the chest at all, and try to speak? (Make sure no one hyperventilates while trying this out). How can the speed of air intake or expulsion affect the voice?

Resonating Chambers: These are the cavities in the body where air – where the sound “comes from.” Have your students practice creating sound through each of these chambers. 
· Head: Creates a higher pitch and a softer tone. (Not to be confused with the “head voice” or falsetto).
· Nasal: Also high-pitched, sounds a little more pinched. 
· Mouth: Where most of our resonance typically happens.
· Chest: Darker and deeper in tone.

Phonetics: Introducing the International Phonetic Alphabet (IPA) may help your students to visualize how their mouths shape sounds.
· Discuss how different parts of the mouth shape different sounds. Ask your students to select a single line of theirs, or assign a line to the entire group, and have them speak it slowly, paying close attention to the shape of the words. When does the tongue touch the teeth? When does it hit the top of the mouth? What shapes do the lips form? How open or closed is the mouth to make each sound?
· Practice shaping different vowel sounds. How does an “o” change when formed in the back of the throat versus moving it up towards the teeth? Where does one vowel shift into another?

See Vocal Diagrams, page ###, . Singintune.org, though focused on music and not acting, has a good series of plain-language descriptions and diagrams: http://www.singintune.org/voice-production.html. Your students who are particularly science-minded or who are visual learners may find these illustrations helpful as they learn to control their voices. 

For more on vocal work, you may wish to examine the methods of Kristin Linklater, a founding member of Shakespeare & Company in Massachusetts. Her book Freeing the Natural Voice contains information pertinent to actors as well as to everyday speaking: http://www.amazon.com/Freeing-Natural-Voice-Kristin-Linklater/dp/0896760715. You may also wish to share her “List of Vocal Dos and Don’ts” with your cast: http://www.backstage.com/advice-for-actors/voiceover/kristin-linklaters-list-of-vocal-dos-and-donts/. She has also placed some of her activities on YouTube.

Volume
· Have your students pair up and stand across from each other in two rows. Each partner should say a line – one of their own from the show, or one of the tongue-twisters listed under Diction. After each interchange, have both rows take a big step backwards. If either member of the pair cannot hear the line clearly, they can raise their hand to indicate that their partner should try again.
· 

Pitch
· Sirens
· Scales: The simple do-re-mi-fa-so-la-ti-do is a good way to have your students practice pitch. You can have them run up and down the scales for a basic warm-up, and then, if you want to get more advanced, have them try to hit certain combinations: do-fa; re-so; mi-la; etc.

Diction
Diction exercises warm the mouth up to go through all the motions it will need to during a show. Basic suggestions include:
· “Motorcycle” lips: vibrate the lips by pushing air through while keeping them mostly closed
· Stretch and squish the mouth – make “ow” sounds with the mouth as big and open as possible, then make “oo” sounds with the lips scrunched forward
· Repeat single sounds: 
· Repeat single words that work through different vocal shapes: Topeka, 

Tongue-twisters of all kinds fall into this category. The best put the mouth through all of its paces, using the tongue, lips, and teeth to form every possible variant of sounds in the English language.

When working through these warm-ups, make sure that your students are rounding out their vowels and hitting all of their consonants sharply. Listen for tell-tale slurring and sliding. For the one-liners, repeat several times; for the longer ones, just go through once or twice.
· Red leather, yellow leather
· She sells sea shells by the sea shore
· The lips, the teeth, the tip of the tongue
· Three little kittens who lost their mittens
· How many boards could the Mongols hoard if the Mongol hordes got bored? (from Calvin and Hobbes)
· To sit in solemn silence on a dull dark dock
In a pestilential prison with a life-long long
Awaiting the sensation of a short, sharp shock
From a cheap and chippy chopper on a big black block. (From The Mikado)
· What a to-do to die today, at a minute or two to two;
A thing distinctly hard to say, but harder still to do.
For they'll beat a tattoo, at twenty to two
A rat-tat-tat- tat-tat-tat- tat-tat-tattoo
And a dragon will come when he hears the drum,
At a minute or two to two today, at a minute or two to two.
· “The Announcer’s Test” or “One Hen, Two Ducks” – this one is a call-and-response. The leader has to know the whole thing; the rest of the cast repeats after them. This was initially used in the 1940s as a test for radio correspondents, to ensure that they had proper diction for broadcasting; there are many variations (some go all the way up to 25!).
One Hen
One hen, two ducks
One hen, two ducks, three squawking geese
One hen, two ducks, three squawking geese, four prairie oysters
One hen, two ducks, three squawking geese, four prairie oysters, five corpulent porpoises
One hen, two ducks, three squeaking geese, four praire oysters, five corpulent porpoises, six pairs of Don Alverso’s tweezers
One hen, two ducks, three squeaking geese, four praire oysters, five corpulent porpoises, six pairs of Don Alverso’s tweezers, seven thousand Macedonians in full battle array
One hen, two ducks, three squeaking geese, four praire oysters, five corpulent porpoises, six pairs of Don Alverso’s tweezers, seven thousand Macedonians in full battle array, eight brass monkeys from the ancient secret crypts of Egypt
One hen, two ducks, three squeaking geese, four praire oysters, five corpulent porpoises, six pairs of Don Alverso’s tweezers, seven thousand Macedonians in full battle array, eight brass monkeys from the ancient secret crypts of Egypt, nine sympathetic apathetic old men on roller skates with a tendency towards apprehension and sloth
One hen, two ducks, three squeaking geese, four praire oysters, five corpulent porpoises, six pairs of Don Alverso’s tweezers, seven thousand Macedonians in full battle array, eight brass monkeys from the ancient secret crypts of Egypt, nine sympathetic apathetic old men on roller skates with a tendency towards apprehension and sloth, ten frogs.
· You might also have students volunteers some of their own lines from the play, if they encounter any particularly tangled diction.
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GROUP WARM-UPS

Group warm-ups are often more colloquially referred to as “theatre games.” Ending your warm-up with a group exercise helps to build energy, to focus your students on the task ahead, and to build camaraderie in your ensemble. These games are also community-building. Once your students know the games, they will take agency over them. They may make “house rules” and other adjustments, and they will pass these games down to new students, year-to-year.

Warm-Up games generally fall into the following categories:
· Energy: If your students are feeling sluggish at the end of a long school day, these games will help to perk them back up. They focus on movement
· Focus: Focus games will help with that transition from “school mode” to “rehearsal mode,” retraining your students’ brains to hone in on the task at hand and on each other before you start your scenework.
· Morale: These are the games which most help to boost your students’ sense of working as a team. They also tend to be the “feel-good” games, which may not be as directly related to acting abilities, but which are part of what help your students think of rehearsals as a fun and exciting time.
· Improv: Improv games help to spark your students’ creativity.
· Cool-Down: Sometimes, after getting their energy up and their blood flowing, your students may find it difficult to settle back down and focus on their scenework. These activities will help center them on the work they  have to do, but without sacrificing the energy you’ve just had them build up.

No list of theatre game warm-ups would ever be exhaustive. There are probably as many of them as there are drama clubs and theatre departments in the world. Here are just a few of our favorites:

Zip-Zap-Zop
Categories: Energy, Focus

The idea of this game is to pass energy – and, in passing, build it.

Basic Form: 
· Have all of your students circle up.
· You or a designated starting student begins by saying “Zip” and pointing to another student in the circle.
· The pointing may be a more involved action than simply a finger point – such as sliding one palm against the other and then extending the arm entirely to indicate the recipient of the energy. This also makes a nice accompanying noise.
· That student must then say “Zap” and point to a different student.
· That third student must then say “Zop” and point to another student.
· That fourth student must then say “Zip” and point to another student.
· Gameplay continues in this fashion, rotating through Zip-Zap-Zop in order. If a student says the wrong word, fails to notice when he has been pointed at, fails to point at another student, or otherwise breaks the chain, he is eliminated.
· Continue until only two students remain. You can either declare them both champions, or else have them go through one final round.

Variants:
This game may have more variants than any other warm-up activity; almost every theatre group will play it a little differently. Most variants depend on assigning distinct actions to each word, rather than simply progressing.

Eye Contact
· Use only eye contact, no pointing, to pass the energy. While more challenging, this will help your students direct their focus. It may be a good thing to try if you’re finding that some of your actors are having trouble making direct eye contact with the audience – the game will force them to make clear, chosen eye contact, rather than looking above someone’s head, looking at their nose or chin, or defaulting to the “pan and scan” method. 


Zip-Zap-Bop-Boing
· As above, with the following alterations:
· “Zip”: Applies only to the player to the immediate left or right of the speaker.
· “Zap”: Applies only to anyone except those players to the immediate left or right of the speaker. The speaker must make direct eye contact and point specifically.
· “Bop”: Returns the energy to the person who sent it.
· You can’t Bop a Bop – ie, no returning back to someone who returned the energy back to you.
· “Boing”: Everyone in the circle touches both hands to their hands, bends at the knees, and says “Boing” in response. The energy remains with the same person, who may then Zip, Zap, or Boing again.


Iambic Bodies Variant
SARAH, can you write this up in similar format to the above, please?


Prince of Paris
Categories: Energy, Morale

· Designate one student as the Leader. Have all other students get into a straight line and number off.
· The Leader says: “The Prince of Paris lost his hat, and Number {insert a number here} knows where it’s at. Number XX!”
· Whichever number the Leader calls out must step forward and say “Who, sir? Me, sir?” If she hesitates, forgets to step forward, or says the incorrect words, she must go to the back of the line.
· This means that everyone else moves forward – and their numbers change. So if Number Five gets sent to the back of the line, Number Six becomes Number Five, Number Seven becomes Number Six, and so forth.
· The Leader responds: “Yes, sir; you, sir.” (“Sir,” in this case, being used in a gender-neutral fashion, though your students could substitute “ma’am” or anything else they prefer).
· The Number responds: “No, sir; not I, sir.”
· The Leader asks, “Then who, sir?”
· The Number responds: “Number {a different number], sir!” She should try to choose a number closer to the front of the line, so that if that person gets sent to the back of the line, everyone else will get to move up – but this is not always possible.
· The Leader shifts attention to the new Number: “Number YY, step forward!” 
· This process repeats, potentially indefinitely. You will need to call an end to the game after a set amount of time.
· If the Leader trips up at any point, the Number who tripped her up gets to take her place, and the former Leader goes to the back of the line.
· If the person who begins the game at the end of the line makes it all the way to the Number One spot, that person gets to take over as Leader.
· As your students become more familiar with this game, they may use other designations besides their numbers. These will increase the difficulty level, but also make the game more interesting: 
· Descriptions of clothing: the boy in the red shirt; the only redhead; the third sneaker-wearer; etc.
· Character names: Juliet, Macbeth, Peaseblossom, etc.
· Epithets for characters: The Prince of Cats (Tybalt); 

The fast pace of this game, combined with the ever-changing numbers or unpredictable epithets, makes it energetic and often giggle-inducing.

Molecule Tag
Categories: Energy, Morale

· Any version of tag can be a good group warm-up, but molecule tag can be excellent in a more contained area (like your classroom, cafeteria, or auditorium). 
· Have all of your students pair up and link arms. They are now molecules.
· The pairs should spread themselves around the space.
· Then, split one pair up and assign one to be “it” and the other to be chased.
· These will be the only students in-motion. All of the molecule pairs will remain still.
· The student being chased must try to evade the person who is “it” – and if he is in danger of being caught, he may link arms with someone on one end of a pair. At that point, the person on the other end of the pair must split off and become the quarry.
· That student may not grab back on to the same molecule and force the first student back into the chase. They have to find another pair to grab onto.
· As in regular tag, if the chased student gets tagged, he becomes “it” and the former “it” becomes the chased.

Counting
Categories: Focus, Cool-Down

· The entire group sits in a circle, holding hands, with their eyes closed.
· The idea is for the group to count to twenty, one person at a time (without simply going around the circle following the person next to them – the order must be random).
· Anyone can begin with 1. If two people say a number at the same time, the group has to start over from the beginning.


Pass the Squeeze
Categories: Cool-Down, Morale

· The group stands in a circle. Each student crosses hands, right over left.
· Select one person to start the pulse. She will squeeze the person to her left’s left hand with her right hand. That student will then “feel the energy flow through him,” from one arm to the other, and squeeze his right hand in turn. 
· The energy will in this way pass around the entire circle, one student at a time.
· When the pulse comes back around to the person who started it, everyone will rotate themselves under their right arms to face outward. You may want to suggest some sort of cheer, “hwah,” or unifying line from the play as the final expulsion of energy.

Some of your students may recognize some of these exercises from scouting groups, religious youth groups, sports teams, or other organizations they have belonged to. As your rehearsals go along, encourage them to introduce other games or exercises that they are familiar with and teach them to the group.
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