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SOME PRELIMINARY CONCERNS
When should I 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 dif-
ferent speech group than the rest of the cast, consider differenti-
ating them with appropriate dialect(s). (2) If the entire script is
set in a country or region where a specific dialect of English is
spoken, determine whether the whole cast can use that pattern
while still creating complete, believable characters. (3) Avoid
using foreign accents for translations of foreign scripts. For ex-
ample, don't play Chekhov with a Russian accent or Moliere with
a French accent. For such "classics,” try using ELEVATED
AMERICAN DICTION (see the final tape in the SPEAKING
WITHOUT AN ACCENT series). (4) "Elevated diction" is also
appropriate when American casts are doing Shakespeare, espe-
cially those of his plays which are not set in England. (5) Finally,
DONT USE ACCENTS UNLESS THEY ARE GOING TO BE
PERFORMED WELL!

What techniques lead to good dialects?

Perhaps as few as twenty per cent of actors have the "good
car" that leads to skillful imitation of speech patterns. Other ac-
tors must use a systematic approach in order to create authentic-
sounding accents and dialects. Here is a bricf discussion of the
most important factors.

PRONUNCIATION: Creating correct pronunciation changes
is a "necessary, but not sufficient” condition for generating di-
alect authenticity. Most teachers, texts, and recorded programs
drill their students almost exclusively with the appropriate vowel
and consonant substitutions needed for the target pattern. Al-
though I believe that correct pronunciation is absolutely neces-
sary, these changes will not sound authentic unless you combine
them with several other important vocal features that I'll discuss
in the next few paragraphs.
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PITCH CHARACTERISTICS: "Pitch" can refer to any of
several vocal traits--from how high or low a voice is to how much
intonation or pitch variety is used. But for many of the dialects
which actors must study, the most important of these traits is a
unique lilt or pitch change that takes place inside vowels, espe-
cially (but not exclusively) during the sounding of stressed sylla-
bles. In many accent patterns, this trait (which I call INNER-
VOWEL LILT) helps to generate an authentic-sounding dialect.

STRESS PATTERNS: American English has a complex
pattern of stressed and unstressed syllables. Some other dialects
and accents have few, if any unstressed syllables. Still others
have rather intricate staccato rhythms which must be mastered
before the dialects can possibly sound authentic.

RESONANCE or MUSCULAR SPEECH IMPULSE:
Much of my research, teaching, and performing experience has
taught me that the most important part of a dialect's authentic
essence comes from a characteristic shaping of the throat, nose,
mouth, tongue and soft palate. The many available configura-
tions, in turn, give many different resonances or "timbres" to the
overall sound. Such a specific "tone focus" is very noticeable
throughout a dialect, regardless of whether actual pronunciation
changes are occurring 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 resonance. Subsequent
pronunciation drills then grow from the new muscularity. So now
your new pronunciations have an "organic core." They need no
longer be isolated memory exercises.

What is the best way to practice?

Begin by drilling the mechanics of the new dialect--the reso-
nance, lilt, rhythm, and pronunciations. Go on to integrate the
changes into phrases, sentences, and passages. Then try impro-
vising and actually generating your own speech while using the
new dialect. Don't limit your new accent to the target script. If
you do, you are apt to be very mechanical and never create the
sense that you are a real person who actually talks this way.
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ACTING WITH AN ACCENT
SCOTTISH

LESSON ONE:
RESONANCE or MUSCULAR SPEECH IMPULSE

The first step in creating a Scottish dialect is to make an over-
all change in the resonance features of the voice. Standard
American speech has a tone placement in the central part of the
mouth. In Scottish speech, the tongue is carried much higher in
the mouth. As a result, many speakers perceive the tone focus as
moving down lower to a spot located under the tongue (see dia-
gram on Page 5). NOTE: Some students feel more comfortable
following the same exercises but thinking of the resonance as
being "squashed” up higher in the mouth, between the mid-
tongue and the hard palate.

Follow the tape carefully through the series of exercises for
moving the new resonance away from the mid-mouth focus of
American speech and toward the new Scottish muscularity by:

1. visualizing the change in tone focus and feeling a change in
the tissue vibration in and around your mouth.

2. lifting and lowering the tongue during phonation.

3. forming the tongue in a slightly concave shape with the edges
touching the upper tecth.

NOTE: As important as this unusual Scottish resonance is for
creating an impression of dialect authenticity, the degree of this
lateral, or, "squashed” sound will vary drastically depending on
the particular area of Scotland and the educational level of the
speaker. We will further discuss degrees and levels of this dialect
later in the tape.

LESSON TWO:
PRONUNCIATION CHANGES RELATED TO RESONANCE

The following vowel substitutions are extensions of the reso-
nance shift you just learned. Repeat the words and sentences
after hearing them on the tape. Don't just imitate the new pro-
nunciations. Create the new muscularity, and let the Scottish
vowels grow naturally out of that change in speech impulse.
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1. "SHORT-00" as in COULD PUT

IPA: (U] becomes [u].
LESSAC: N1 becomes #1.

A. bookcase, could, stood, hook, footwear

B. I understood there's a good book in the library.

C. Brooks didn't like to be hoodwinked from the pulpit by
Reverend Cook.

Now here are a few additional drills for this sound which are
not recorded on the tape.

* Dr. Goodman took the bullet from the rookie's foot.
* Captain Hook ate a bushel of gook instead of cookies.
* The crook was hoodwinked from the pulpit by Mr. Cook.
* We pulled the wolf from the woods and took him to the
boulevard.
* The butcher's hook made pudding of the sooty bully.
* Only tourists put bushels of soot in the brook.
* Woody stood up wearing cushioned footwear.
* I couldn't have understood the crook's motives.
Wt up
2. THE "AH OO" SOUND as in TOWNHOUSE

IPA: [au] moves toward [u].
LESSAC: #51 moves toward #1.

A. sow, town, count, doubt, cloud
B. Even the proud bow down around the count.
C. The sow, the mouse and the cow sounded a rousing medley.

Now here are a few additional drills which aren't recorded on
the tape.

* We went around and about the town.

* The cloud's shower doused the cow.

* Try not to pound down the flowers.

* The bound man counted the hours and vowed to find a way out.
* Wild flowers abound in out-of-the-way mountains.

* The loudest hound in town bow-wowed at the mouse.

* The coward found a trowel and plowed into the mound.
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* The crowd loudly prowled the streets of the town.

3. THE "TRILLED R" as inRIVER)BIRDS

All Scottish R-sounds, whether initial, medial, or final, are
trilled, or, burred. Some American speakers find it difficult to
accomplish this tongue trill, so let me take you through a short
series of exercises which have proven successful with many stu-
dents. But, if you are only able to produce a very short trill, or
even a single tap, you will still have enough to give the impression
of the Scottish R. Follow the tape closely through a series of ex-
ercises in which you will:

begin with the simple, untrilled "ER" [2’] sound.

lift the tongue up toward the palate.

slap the tongue-tip back against the palate.

start again with the tongue slightly out the mouth and slap the
tongue-tip in and up to the palate.

e. produce the series of sounds [ g o d &’] and add a series of ad-
ditional ER [ 9] endings to it. Then try to coax this utterance
into a full, continuous trill.

an o

Now follow the tape and try the trilled R in initial, medial,
and final word positions.

rose, republic, role, round

first, worst, worm, hurt

harbinger, married, mirror, horror, arrow

world, girl, germ, worm, chumn, stemn

mother, father, bear, there, far, store

The early bird catches the earliest worm.

. The burglar and his helper were caught because they stirred up
such a clamor.

. Be sincere, my dear, it's a queer world.

1. The red rose rested in the earth for the first year.

T QmmEbOwA

Now try these additional sentences for the Scottish R which
are not recorded on the tape.

* Try to remember the Red River Valley.
* Rest assured that robbery is a real crime.
* The runner staggered over the hill and become a swimmer.
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* My mother, father, sister, and brother thank you.

* The girl caught a perfect fish with an earthworm.

* Searching for the curse words was hard work.

* Arthur played cards in the cardinal's garden.

* At a quarter to four the sportsmen adomed the shore.
* Never fear, the wheel to steer is near the gear box.

* I'm sincere about wanting the deer to appear next year.
* He carefully prepared to go upstairs.

* Are you sure you can endure the long tour?

LESSON THREE:
THE SCOTTISH INTERNAL VOWEL LILT

Scottish is rarely thought of as a musical dialect because it
usually does not have a dominant, external melody pattern. But
much of the Scottish essence comes from an internal vowel lilt--
an upward rise in pitch which frequently takes place during the
vowels and diphthongs of stressed syllables. This pattern is espe-
cially evident on diphthongs because the second stage is sounded
on a distinctly higher pitch than the first.

Listen closely to the tape for examples of this pattern as you
try to imitate the Scottish-sounding gibberish passage. Then go
back through Lesson Two and try adding this new lilt character-
istic to some of the pronunciation changes you already studied.
Later, go on to Lesson Four and study the way that this lilt can
create slight alterations in vowel pronunciations.

LESSON FOUR:
VOWELS RELATED TO THE SCOTTISH LILT

The Scottish lilt extensions do not create drastic changes in
pronunciation. Instead, these vowels and diphthongs extend into
an additional stage at the same time that the pitch lilts upward.
Several single-stage vowels become diphthongs. Several diph-
thongs take an even heavier stress and extend into a third state
during their upward lilt. Don't forget the overall change in reso-
nance while practicing these vowels.
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1. THE "LONG A" as in GREAT DAY

IPA: [ei] extends to [gjo] (with the vowel stem
softening) and lilts upward.
LESSAC: +y extends to N3+ Y +N* and lilts upward.

A. weight, chased, display, fateful
B. A great April shower came our way.
C. They paid the price for delaying the instant replay.

Now here arc a few additional drills for the "Long A" vowel
which aren't recorded on the tape.

* The flaky neighbor made a face at the baby.
* The fateful delay in rainfall placed a great weight on Nathan's
shoulders.
* The ailing aviator chased the victory for its own sake.
* Statesmen hasten to awaken the nation these days.
* I may portray Dorian Gray in a stage play.
* They blamed the dame with the famous face.
* The able often stray in this fateful age.
* Make haste; delay may instigate a fray.
>
2. THE "LONG O" as in GROW SLOWLY

IPA: [ou] becomes [ 0s5] or [ uss ] and lilts upward.

LESSAC: #21 becomes the first stage of #21+N% or
#1+N* with the end elongating and lilting
upward.

NOTE: In many regions of Scotland, the pronunciation of this
vowel changes so drastically to a sound so far removed from
"Long O" as we know it, that actual authenticity would leave most
audiences guessing what the words were. 1 suggest using this
softened extension (with lilt) for the American stage.

A. oaken, older, no, hold, slowly
B. Long ago people slept on the cold earth.
C. The oboe and cello sat alone, woefully echoing tone for tone.

Now here are a few additional drills for the "LONG O" vowel
which aren't recorded on the tape.
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* Show auditions can lower actors' egos over time.
* He was bloated from eating a roasted tomato.
* Of all the folks I know, he is the most hopeful.
* [ told Joan that the snow is flown in from Ohio.
* Smoke rolled out the open end of the hotel window.
* Slowly the ocean rolled toward the row of homes.
* The rowboat floated over the open ocean.
* Go over to the open house‘and tell some jokes.
53 SN
3. THE "LONG E" as in SEE or BEAT

IPA: [i]becomes [Ija].
LESSAC: y becomes N2+ Y +N*

A. each, needle, teach, meaning, speak

B. She needed to beat me, so she cheated by dealing a three.

C. Chief among the reasons for ceasing to speak was a pain in the
throat.

Now here are a few additional drills for the "LONG E" vowel
which aren't recorded on the tape.

* He twisted his knee while skiing fleetly down the peak.

* Please cease to creep through the Garden of Eden.

* For tea, meat and cheese were served under the tree.

* Steve went to pieces because he was so green with envy.

* He teased the eager marine with sneezing powder.

* He achieves intrigue by agreeing to speak Japanese in two
scenes.

* The speed demon careened off the freeway.

* Jean and the team serenely jumped onto the beam.

> 2
4. THE "LONG OO" as in BLUE MOON

IPA: [u] becomes [uU] or {UU].
LESSAC: #1 becomes #1+N* or an elongated N4,

A. June, moonbeam, gruesome
B. She should not have paid even two pounds for the shoes.
C. How would the crew feel about the true blue captain’s food.
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Now here are a few additional drills for the "Long OO" vowel
which aren't recorded on the tape.

* I always knew that cool prunes were never blue.

* The gloomy June moon maves fools to loons.

* At two past noon, we heard hooves on the roof of the room.
* Give the duke a boost with your boot.

* Rumor has it that raccoons buy fruit with coupons.

* Newman got juiced because Stu threw brew into the soup.

* After his review, the pupil developed a loose screw.

* Judy was rude to Susan because of the music.

LESSON FIVE:
ISOLATED PRONUNCIATION CHANGES

We now look at those Scottish sound changes which do not
seem to grow directly out of either resonance or lilt features.
While practicing these changes, however, you still must continue
producing the Scottish resonance and lilt learned carlier.

[ 34 £
1. THE "SHORT I" as in WILLIAM LISTENED

IPA: [1] tends toward [£].
LESSAC: N2 tends toward N3,

A. him, listen, will, miss, Jim
B. Listen, will the bank charge him interest on his investment?
C. Crystal is fragile, so lift it significantly slower.

Now here are a few additional drills for this sound vowel
which aren't recorded on the tape.

* Winter differs incredibly in its impact on individuals.
* The inspector charged interest on Wilma's income tax.
* The clinician instantly investigated the infant's itch.

* Sit inside the pavilion instead of in the sun.

* The chicken committed itself to the interest of dinner.
* I intend to split the pit in the middle of the cherry.

* I intended to imply that you were ignorant.

* The infant twitched and gripped the crib.
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2. THE "MEDIAL T" as in BETTER BOTTLE

Many Scottish speakers substitute a glottal stop [?] for the
"Medial T" and, occasionally, for the "Final T." The stop is more
important for producing the authentic impression of the dialect
in Scottish than in Cockney speech. Make sure all of your con-
sonant articulation is clear so this sound does not interfere too
much with audience intelligibility.

A. gentleman, citizen, got, better, glottal, pity

B. The cat wants a bit of water.

C. A glottal stop happens in a lot of unlikely dialects.

D. It's a pity that a little water is not more greatly valued.

Now here are a few additional drills for this glottal sound
which aren't recorded on the tape.

* The beautiful British writer scattered the letters.

* Seize at every opportunity for a greater life, .

* What is it about city settlers?

* Get out of the battle with a better position.

* The visit lasted the better part of a week.

* What if the cattle got a lot of extra care?

* The Cincinnati batter was better at the bottom of the ninth.

3. "-ING ENDINGS" as in SINGIN¢ & DANCIN%

This substitution of the [n] for the [ n] in "-ing endings" does
not always happen, especially not in educated Scottish speech.

A. happening, walking, feeling searching
B. Mrs. Browning is always asking for something for nothing.
C. The loving cup needs cleaning and polishing.

Now here are a few additional drills for this consonant sound
which aren't recorded on the tape.

* I was hoping you'd be feeling better and be wanting to go walking.
* They were singing and dancing in the rain.

* Don't be telling tales while waiting for the next sailing.

* I'm finding myself slipping into a new way of thinking.

* The ending of the film left one feeling like searching for life.
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* They're travelling around the world, gathering costly belongings.
* She was hurrying home, trying to avoid running.
* Flying home was going to be the only option for arriving on time.

LESSON SIX:
COACHED DRILL

The passage you'll hear on the tape is printed below. It is
marked with all of the important pronunciation changes using the
same shorthand symbols I demonstrated earlier in the manual.
At first it might be well to mark scripts in this way to jog your
memory of the sound changes and the resonance characteristics
related to them. If you really go after the Scottish resonance and
lilt, the pronunciation changes should soon become second na-
ture. At that time you will benefit from doing a lot of improvis-
ing and cold readings in the accent to set the sounds and estab-
lish the real sense of conversational authenticity.

From Shakespeare's Macbeth

L EL
If it weke done when tzs done, then twépwell

e? € I
It wegg done, qutckly If the assassination
w
Could Gammel up the consequences, and catch
€ € t te 2
With his suftease success; that but this blow
v 2 b by
Might be the be all and the end all hefg;
[ ¢ by
But hefd, upon this bank and shoal of time,
* e 1ot
We'd jump the life to come. But in these cases

e 7 ()
We still have judgement hefe; that we but teach

€ e ¢ ?
Bloody ins@uctions, which being taught,@etugh

it € £ 4
To plague the inventdr) This even-handed justice
£ 2 “a
Commends the ingpedients of our poison'd chalice
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To our own lips . .

In the next selection, which is later in the same speech, follow
the tape closely for examples of several different levels of inten-
sity within the Scottish dialect. Remember that you intensify this
dialect by lifting the tongue more vigorously and "squashing" the
resonance harder against the soft palate. The vowel stems will
also move farther away from the American standard pronuncia-
tion as the dialect becomes heavier.

€
' ... his vi@lues
e 2 J ? 3
Will plead like angels, lumpet-tongued, against

iy 31 £ J7?
The deep damnation of his taking-off;
£? W w 4
And pity, like a naked new-bqh babe,

=
St@ding the blast, ¢ilheaven's chefjibim, hofed
)

Upon the sightless coufjers of the ai)
> € 1 e
Shall blow the ha@pid deed in every eye,
[ wt €
That teqfs shall gown the wind . . .

From Lewis Carole's Jabberwocky

£
Twas bgllig and the slithy toves

€ £ £ 1
Did gyge and gimble in the wabe;

£
All mimsy wefg the babgoves,
W

?
And the momedhths outgiabe.
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Bewdfty the Jabbghivock, my son!

7 ?
The jaws that bite, the claws that catch!
s

Bewqfk the Jubjub bigl, and shun

The fumious Band¢itnatch!

HAVE AT IT WITH YOUR SCOTTISH DIALECT!




