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When Should T Use Dialects & Accents?

Here are a few guidelines I've put together after
years of performing and coaching dialects.

(1) If there are characters in the script who come
from a different speech group than the rest of the
cast, consider differentiating them with appropriate
dialects. (2) If the entire script is set in a country
or region where a specific dialect of English is spoken
decide whether you can have the whole cast use that
dialect without violating the rules listed below. (3)
Avoid using foreign accents for English translations of
foreign scripts. For example, don't try Chekhov with
a Russian accent or Moliere with a French accent. For
such “classics," try using ELEVATED AMERICAN DICTION
(see tape #8 in the SPEAKING WITHOUT AN ACCENT series).
(4) Elevated Diction is also appropriate when American
casts are doing Shakespeare, especially those of his
plays which are not set in England. (5) Finally, DON'T
USE ACCENTS UNLESS THEY ARE GOING TO BE PERFORMED WELL'

What Makes a Good Dialect/Accent Performance?

I consider dialect performances to be good if they
follow four rules or axioms: (1) They must create an
IMPRESSION OF AUTHENTICITY. Audiences must be able to
suspend reality and really perceive that the characters
speak those patterns. The characters must not give the
impression that they are "putting it on." (2) Dialect
performances should be TOTALLY INTELLIGIBLE. Every
word must be understood by the audience. (3) Accents
must be CONSISTENT; characters from the same dialect.
groups cannot have totally different regionalisms.

(4) The speech patterns must be integrated into COM-
PLETE ACTING PERFORMANCES. They must be free of ster-
eotypes or any traits which call attention to the use
of the accent. With or without accents, the princi-
ples of moment-to-moment acting must still apply.
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Perhaps as few as twenty per cent of actors are
skilled in dialect imitation. They have "good ears"
and are able to match dialects acoustically without
having to analyze the patterns. Other actors must
learn dialects more systematically to create an im-
pression of authenticity. Here is a brief discussion
of the most important factors.

PRONUNCIATION: Creating correct pronunciation
changes is a "necessary BUT NOT A SUFFICIENT"condi-
tion for creating dialect authenticity. Most texts,
recorded instructional programs, and teachers in the
field concentrate almost exclusively on drilling vowel
and consonant changes between standard dialect and the
target pattern. Although I believe that correct pro-
nunciation is absolutely necessary, these changes will
not sound authentic unless accompanied by several other
vocal features that can.also be drilled and mastered.

PITCH CHARACTERISTICS: "Pitch" can refer to any
of several vocal traits from how Tow or high a voice
is to how much intonation or pitch variety is used.
But for many of the dialects we will study, the most
important trait for authenticity is creating a unique
1i1t or pitch change that takes place inside vowels--
especially (but not exclusively) during the sounding
of vowels which are in stressed syllables. In many
dialects, this trait (which I call INNER-VOWEL LILT)
generates much of the impression of authenticity.

STRESS PATTERNS: American English has a complex
pattern of stressed and unstressed syllables. Some
other patterns have few, if any unstressed syllables.
Sti11 others have rather intricate staccato rhythms
which must be mastered if the dialect is ever to sound
authentic.

RESONANCE or TONE PLACEMENT: Much of my research,
teaching, and performing experience has proven to me
that the most important part of a dialect's authentic
essence comes from a characteristic shaping of the
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many available configurations, in turn, give many
different resonances or timbres to the overall sound.
These specific resonances or "tone focuses" are very
noticeable throughout a dialect, regardless of whether
actual pronunciation changes are occuring on certain
words. In fact, once an actor has mastered the new
muscularity and tone focus for a given dialect, many
of the important pronunciation changes can be made
much more easily and convincingly. Most of the tapes
in this series begin with a detailed lesson on reso-
nance. Subsequent pronunciation drills then grow
from the new muscularity. As 'such, you have an "or-
ganic core" for generating your pronunciation changes.
You are not simply memorizing isolated, mechanical
substitutions for vowels and consonants.

What's the Best Way to Practice?

Begin by drilling the mechanics of the new dialect--
resonance, 111t, rhythm, and pronunciations. Then 1in-
tegrate the changes into sentences and passages. Next
you must try improvising and actually generating your
own speech while using the new dialect. Don't Timit
your new accent to the target script. If you do, you
are apt to be very mechanical and never Create a sense
that you are a real person who actually communicates
with the new dialect as a primary medium of speech.

What Othen Resouwrces Are Avallable?

Here are a few other tapes, records, and books which
could be of use to you in your stage dialect pursuits.

Jerry Blunt, STAGE DIALECTS and MORE STAGE DIALECTS,
(New York, Harper & Row, 1967 & 1979).

The first Blunt series (three tapes and a book which
is available separately) teaches the International Pho-
netic Alphabet and twelve major dialects of America,
British Isles, Europe and Japan. Instruction is by
imitation and a fairly complete pronunciation analysis
and drill. The second series (two tapes and a book--
again available separately) demonstrates the accents of
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British Isles and many other parts of the world.

The representative samples are excellent for imita-
tion and of fairly good recording quality. The book
contains transcripts of the tapes and very brief an-
alyses of major pronunciation changes.

ENGLISH WITH AN ACCENT and ENGLISH WITH A DIALECT,
BBC Records #166 & #173.

These records provide samples of most European
accents and British dialects (plus a few samples from
Asia, Africa, and America). Recording quality is ex-
cellent. No analyses are given. Learning must be by
imitation only.

Lewis Herman & Marguerite S. Herman, FOREIGN DIALECTS
and. AMERICAN DIALECTS (New York, Theatre Arts Books,
1943 & 1947).

These books contain detailed pronunciation analyses
of most major American & European accents. Alphabet
symbols are used instead of IPA. Though the pronun-
cjation breakdown is overly detailed for a new dialect
student, it is quite useful for advanced students and
teachers. Other dialect traits are briefly discussed.

Evangeline Machlin, DIALECTS FOR THE STAGE, (New York,
Theatre Arts Books, 1975).

The manual and two tapes (sold as a set) provide
most of their instruction by imitation or "play it and
say it" technique. The series contains most of the
major speech patterns of America, Europe, Africa, and
Britain. Though the recording quality is often less
than ideal, the tapes provide excellent samples for
imitation.
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VOWELS
[1]as in see [u] as in soup
[1] as in 842 [u] as in foot

[e]l as in say [a]. as In some [o] as in home
(Romance) {F]as in bind (Romance)

[elas in et [d)as in doer [5] as in brought

[2] as in sat [3)as in bind [a] as in father

[a] as in gathen (Britlsh) [p] as in honest
(Eastenn U. S.) (except Eastenn U. S.)

DIPHTHONGS
[ellas in say [oUles in grow [allas in high
[aulas in now [oI]as in boy [ea]as in ain
[ie]as in beer [uelas In poonr

CONSONANTS
[p]as in pick [b] as in best
[t]as in tank [d] as in dinnen
[k] as in kiss '[g] as in dig
[f] as in cough [v] as in every
(8] as in thin [8] as in this
[s]as in sing [z] as in pigs
[/1as in ship [3] as in garage
[tflas in chip [dz]as in judge

[m}as inmen [n]as in name [n] as in sing
[w] as inwitch [j] as in yes [r]las in niver
[(h]as in hilk - [hwlas in which
[1)as in Let [?] "glottal stop"

*Other symbols, not commonly heard in English, are ex-
plained as needed within the dialect manuals.

**''Lessac' refers to a totally different system of pho-
netic symbols used by Arthur Lessec in his text,
The Use and Training of the Human Voice. Lessac
symbols are provided in the manuals for those who
have studied that system.
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LESSON 1: CREATING THE POLISH RESONANCE

Before studying actual pronunciation changes in
your new, target accent, you first must generate an
overall change in the resonance, tone focus, or mus-
cularity of the overall vocal production. The stan-
dard American pattern of English tends to focus its
vibration at the mid-point of the oral cavity. The
Polish language (and its accent on English) moves
that point of maximum vibration slightly forward in
the mouth to a point just behind the front teeth--
between the portions of the cheeks which are just
a half inch or so behind the "corners of the mouth."

Follow the tape closely through a series of exer-
cises for generating this new, Polish resonance focus.
Within these exercises you will:

(1) imagine or visualize the point of focus
shifting between the American and Polish
resonance points just described.

(2) attempt to feel actual tissue vibration
shifting between the focal points of the
two accents.

(3) Timit the amount of mouth movement during
speech.

(4) pull in the portions of the cheeks just to
the rear of the corners of your lips.

LESSON 2: RHYTHM AND INFLECTION PATTERNS

Both American and British standard dialects of
English have an intricate pattern of stressed and
unstressed syllables. When English is spoken by
a native speaker of Polish (or other Slovic languages),
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Listen closely to the examples on the tape as you
begin to give a more even stress to the sequence of
syllables within the Polish accent.

The Polish pattern also has a very specific 1ilt
or inflection. The pitch glides upwards on the
words which are given the most stress or importance.
The inflection rises and then usually stays up until
the end of the word in question. Although this up-
ward inflection can take place on any vowel within
the target word, the inflection will tend to be more
noticeable on diphthongs or double vowels. Follow
the tape for examples of this inflection both in
this lesson and in later lessons when it is applied
to specific vowel sounds.

LESSON 3: THE PRONUNCIATION OF VOWELS

The following pronunciations should be studied
as extensions of the resonance you just learned.
Continue using the new muscularity, stress and in-
flections. Don't just attempt to isolate the sub-
stitutions of the vowels.

1. [i] and [1] both move toward a heavily stressed
[I]. To the ears of English speakers,
they almost seem to reverse in their
pronunciations._ (In the Lessac symbol
system: y and N© both become a heavily
stressed N2.) '

--seat; see; ydeld; need; meten
--He hurt his knees while skiing down the peak.
--He achieves intrigue very easily.
--Meat and cheese were served unden the tree.
--physical, pick; inside; mistake; wind
--The inspecton charged interest on Wilma's income.
--The chicken comitted {tself to the interest of
dinnen.
. --Sit inside the pavilion.
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[U]l. Again, to the ears of most
English speakers, they may seem to
reverse in pronunciation. (Lessac:
#1 and N1 both become a more heavily
stressed NI.)

--studio;  school;  review; pupil;  truth
--The gloomy June moon is moving goolishly.
--11's thue that Sue proves school is useful.
--They were s00n to be marooned on the moon.

--wowldn'%t;  ambush; goodness; faithful; cushion
--We pulled the wolf from the woods to the boulevard
--1 undersztood there's a good book in the Librarny.
--They cowldn'z §ind enough wooden beams.

3. [®] and [2] both become [a]. (Lessac: #6 and

N4 both become #5.)

--Laugh; class; France; grant; and; at; camera
back

--Ask forn the hand of any bashful man.

--They ate a Lamb and ham sandwich at the camp.

-~trouble;  struggle; undern; Love;  above

--A mothen's Love makes you struggle to come back,
my brother.

--The puddle was made by some suds grom the supper
dishes.

4. "Short 0" migrates toward [o]. (Lessac: #4 becomes

a single vowel #2.)

--exotic;  bond; common; college

--She dropped out of college.

--He's not popular because of many problLems.
--The §rog got groggy and hopped away.

NOTE:

The next five vowels are the English diphthong:s
or "double vowels." These are the sounds whict
are most Tikely to happen in conjunction with
the Ti1t characteristic examined earlier.
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5. [eI] moves upward and toward [eI] (Lessac:
+y 1ilts up and moves toward NS+N2.,)

--day;  rain;  dinvestigate; neighbor;  adminis-
thation
--A great Aprnil shower came our way today.

--The alling aviaton sought compensation agten
Losing the hace.

6. [oU] 1i1ts upward and moves toward [a] or [os]
(Lessac: #21 1ilts and moves toward
N4 or #2+N4.)

--g0; explosion; closed; expropriate; social

--Smoke rolled out of the open hotel window.

--The oboe and cellfo sat alone, woefully echoing
Lone forn Zone.

7. [al] has a large upward 1§71t (Lessac: #6y)

--ouy;  advdce;  politely;  arive; dialogue
--The dvy vines were tied down behind the shuttesns.
--It's the night time to recite inonic rnhymes .

8. [aU] 1i1ts upward and sometimes moves toward [o]
(Lessac: #51 1ilts and sometimes moves

toward #2.)
-~how;  crowd; astounded; Gedgern counter; pro-
nouncement
~-Wild gLowers abound in out-of-the-way mountain
Zowns .
--The scale proudly announced that 1 had Lost about
a pound.

9. [oI] 1ilts upward (Lessac: #3y)

--soybeans;  chodce; exploits; royakty; hrefodce;
boisterous

--The Little boy was annointed with the oif 04
hoyalty.

--Fiust add ointment s youn best choice gor
aching joints.
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1. Pronunciation of "R" In this accent, the "R"
sounds, whether before or after vowels,
fall halfway between taking a single
tap on the gum ridge with the tongue
and having a typical American R-glide.
Follow the tape closely for examples of
the "R" in relationship to a wide range
of vowel stems.

--ned; nrose; thuck;  endme;  brilliant
--Rick node the napids down the Red River.

--s4ngen; hunner; player;  helper
--The runner staggered into the water and then
became a swimmer.

--eanth; wonst; perfect; wond
--Fiwt thing 4is to search the workd forn a perfect
curve.

NOTE: The "er" sound at the beginning or middle
of words (as in the above group) will some-
times move its vowe% stem slightly toward
the [ea] (Lessac: N°n) diphthong.

--fjeen; career; teans
--1'm sdncerne about wanting the deer to appear this
year.

--ain;  where;  therefore;  barely
--He careqully pays his fare, but he can't bear
to walk up the stains.

--poon;  cure;  sure
-~1 can endure a Long towr if I'm sure we're secuwre.

--cant;  anmy;  chaming
--He disembarked grom the can agter parking at the
cargo hateh.

--befone; support; implore; conen
--The Concond roared fonth, powring out exhaust.
NOTE: The vowel stem on "or" combinations with
often move more toward [o] (Lessac: #2).
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2. Voiced and Voiceless "TH" ([&8] and [6]) remain
"TH" but become harder and more den-
talized.

--thin; thick; thorough

--Thoughtful theologians thank God through prayer.

--Thin people think dieting 48 thoroughly unneces-
sany.

~--wrath; teeth; edlghth; path

--this; there; zhus; Ztherefore

--They played around with this and that.

--There's a day Left before they go to the country.
--Lathe; blithe; so00the

The remaining consonant changes are all related.
Voiced consonants in final (or sometimes in medial
position) usually become voiceless consonants. This
trait is similar to that of the German or Russian
accents, but the new, voiceless consonant is not
pronounced as sharply or harshly as it usually is in
those other patterns.

3. [b] becomes [p]

--tnibe; nobe; gnrab; soben

--The members of the tribe began to s0b.
4. [g] becomes [k]

--hag; ndig; sag; drag
--The pig did a fig when the tag in his ear hit a
snag.

5. [n] becomes [nk]

--44ng4ing; ningdng; buying

--My Loving daughter is ghowing up and moving away.
6. [d] becomes [t]

--head; planned; blend; spend
--Blizzands cause many colds, s0 the parade was
cancelled.
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7. [v] becomes [ f]

--ghave; save; sliver; grieved
-~Thene will be ghave consequences to the native
olive groves.

8. [z] becomes [s]

--nodse; triles; hepose
--The bulldozer made 50 much noise that Edward's
nepose ended.

9. [3] becomes [ []

--garage; vAsdon; coZKiALoﬁ
--The Loge of the television studio gave an Ail-
Lusion of confusion.

10. [dz] becomes [t[]

--voyage; courage; fudgment; budgerigan
--Don't nudge the judge over the edge of the nidge.

LESSON 5: COACHED DRILL

Here are the shorthand symbols 1 use for marking
scripts for pronunciation changes. Remember to in-
tegrate all of the sound changes into the total mus-
cularity of the accent’s new resonance and inflections.

SUBSTITUTION SYMBOL EXAMPLE
X T
[i] toward [I] I see the meter
v v
[u] toward [U] U shoot the moon
[a¥ a
[2] becomes [a.] o) ask the man
a <
[a] becomes [a] a under cover

o
[p] toward [o] o hgpping frog
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Vs J J 7
Diphthong Lilts great; go; my;
I A
house; annoy
e K
Voiced to Voiceless p, k, t, f, tribe; drag,
K t
Consonants s, [,tf riding; spend,

3 . S
grave, noise,
$ %
garage, voyage

DRILL PASSAGE
q J f s A oA a
Founécone -and-Aeven years ago our fatherns brought
v T (/4
60&£h on Ih&é cont&nent a new nat&on conce&ued in
+—
Zibenty and dedicated Lo the pMOPOAiIion that all
2 tz AT
men are cheated equal. Now we are engaged in a
a
gneai vl war, teAt&ng whethen that nat&on on any
=7 7 a TEYTa t .2 st a oK
nation s0 conceilved and 50 dedicated, can Long en-
1 0 A a tTa -a
dure. We are met on a gneat battlefield of that
af af -q
war., We have come to ded&cate a PO&I&OH 06 that

ﬁieﬂd aA a ﬁinaﬁ &eéting pﬁace gon thOAe who here
a - s “a o 3
gave thein Lives that that nat&on m&ght Live. 1%
Kk a t v
4A aﬁtogethe& g§itting and p&opeﬂ Ihai we Ahouﬂd do
I & o
thié But in a Largen AQHAQ, we cannot ded&cate,
T a 57 T ot
we cannot conAecnate, we cannot hallow this ghound.

HAVE AT IT WITH YOUR POLISH ACCENT!




