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Abstract

AN AMERICAN ACTOR’S DIALECT
By
Michael Jacob Bruckmueller
A thesis submitted in partial fulfillment of the requirements for the degree of
Master of Fine Arts in Theatre Pedagogy at Virginia Commonwealth
University.
Virginia Commonwealth University, 2004
Director: Janet B. Rodgers
Associate Professor of Theatre
Head of Voice and Speech
Department of Theatre
Over the course of the past ten years, both studying and teaching Voice
& Speech for the Actor, I have become frustrated with the status quo of so
called ‘standard speech’. The two dialects that I have studied in depth are
Edith Skinner’s ‘American Classical Stage Standard’ and Kenneth Crannell’s
‘Career Speech’. I have found something lacking in both the Skinner dialect

and Crannell’s ‘Career Speech’. Yet, I believe that each has a strength from

which the other could benefit.



The specificity of the Skinner dialect makes ‘American Classical Stage
Standard’ not only easy to learn but also an excellent tool in ear training.
The problem with this dialect is that before its artificial creation, it did not
exist in the American English language. Additionally, ‘American Classical
Stage Standard’ is not appropriate for theatrical works in a contemporary
setting.

Conversely, the ‘standards’ that have been formed in reaction to
Skinner’s method, such as Crannell’s ‘Career Speech’, are rooted in American
English Speech. But since Crannell’s ‘Career Speech’ relies heavily on
observation, the resulting paradigm avoids specificity because in the real
world not everyone speaks in the same way.

The dialect that I am setting forth in this project is my attempt to
combine the Skinner dialect and Crannell’s ‘Career Speech’ to create a dialect
that is contemporary but non-geographic specific in sound. My American
Actor’s dialect will be simple and efficient to learn and teach and will provide
the student with a base dialect for further study in voice and speech for the
stage and for contemporary American theatrical works set post 1980 if there
is no dialect called for in the script or if the director chooses not to include

dialect work in that specific production.



Interest in the Topic

My interest in the subjects of voice and speech for the stage and more
specifically dialects and Standard Speech began during my sophomore year of
undergraduate study. It was then that I was first introduced to the existence
of the voice and speech professional and the actual phonetic study of speech.
I, of course, did know of the existence of dialects other than my own
blossoming upper-Midwestern dialect, but the methodical study of a dialect
using phonetic transcription was a completely new concept. It was through
this study of speech and the use of voice that my interest in and frustration
with the current ‘stage standard’ speech, or lack thereof, began, and it was
both my interest and frustration that provided impetus for creating a
contemporary dialect for contemporary performers. Through careful
observation and consultation with some of the American theatre’s top voice
and speech professionals I have created a non-geographic specific dialect for
use 1n actor training and theatrical works set post 1980 if there is no dialect
called for in the script or if the director chooses not to include dialect work in

that specific production.
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My first introduction to any type of standard speech for the stage was

Edith Skinner’s ‘American Classical Stage Standard’ as described in Speak

with Distinction. For the most part, this dialect did not appear dissimilar to

my own at the time. After a little relaxation of the voice, resulting in an
‘open’ tonal quality, and some reduction of regionalisms, there were a few,
seemingly subtle, changes; the broadening of the short ‘a’ sound as in the
word ‘cat’, the rounding of the back vowels, the addition of the liquid ‘u’, the
softening of the ‘r’ sound when the sound occurs in what Skinner calls ‘short
diphthongs’, the use of the sixth back or ‘ask’ vowel and the regular usage of
the aspirated ‘wh’. After only a short amount of practice, they were easily
learned and incorporated into my stage speech.

‘American Classical Stage Standard’ is not intended for contemporary
American works. The clarity of speech required is excellent with the
implementation of this dialect, but to the contemporary American ear, it
sounds antiquated. The use of soft ‘r’ sound (short diphthongs), the liquid
‘o', the aspirated ‘wh’ and the sixth back or ‘ask’ vowel are all foreign to the
contemporary ear. The next introduction to my catalog of ‘standard’ speech
for the stage came in the form of Kenneth Crannell’s ‘Career Speech’, as

described in Voice and Articulation, which is not as strict in its rules of

pronunciation as the Skinner method but has a more contemporary American

sound. This is a step in the right direction but still not the answer.



The Skinner dialect, while lacking in aesthetics for theatrical works
set post 1980, is wonderfully specific which aids in the teaching of the dialect.
“Career Speech” is more comfortable to the contemporary American ear but is
lacking in specificity. The obvious answer is to use the best of both
methodologies and create a new dialect that is specific in sound and based in
current usage.

I am by no means suggesting that this is the only way the student
should speak, or that the student eradicate his/her regionalisms. Rather I
am offering an alternative, and, I believe, a more current ‘standard’ dialect
for beginning training in the subjects of voice and speech and use in
theatrical works set post 1980 if there is no dialect called for in the script or if

the director chooses not to include dialect work in that specific production.



Brief Overview of American Standard Stage Speech

In creating a new dialect for the actor, I first wanted to understand
what ‘standard speech’ is exactly and where it came from. The answer to
that question was not easily found. An essay by Dudley Knight entitled
“Standard Speech: An Ongoing Debate” provided the most comprehensive
information. According the Knight, a large portion of the current ‘standards’
used in theatrical voice and speech training can be traced back to one man,
William Tilly. Tilly was an Australian immigrant who came to New York
after the First World War. Before WWI Tilly lived in Germany, where he had
gone to university and later returned to establish a school to teach foreigners
the German language and culture. He was known for being a strict
disciplinarian; he would arrange the classroom with the best students in the
front and the worst in the rear (Knight 156). His pedagogical style was
likened to the British Navy with regard to precision and discipline.
Regardless of his stern teaching style, Tilly’s school was very successful.

At the outset of WWI, the German government closed Tilly’s school,
and he was held in Germany for a short time before setting out for New York

(Knight 157).
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In New York Tilly found work teaching at Columbia University in the

extension program (Knight 157). It was here that Tilly made his mark on the
American voice and speech world through his passionate promotion of both
the use of the International Phonetic Alphabet, an alphabet of symbols that
describe the sounds of spoken speech, and a dialect he called ‘World English’.
I will be concentrating on the latter.

‘World English’ was a dialect of pure creation; by that, I mean that it
never existed anywhere before Tilly. His teaching of it is the only reason it
exists today. The dialect has a strong base in articulated vernacular
American English, but with several additions taken from the British
‘Received Pronunciation’ (RP). These additions include the ‘lightened’ final
and medial ‘r’ sounds following vowel sounds, the aspirated ‘wh’, the medial
‘a’ sound (later known as the ‘ask’ vowel) and the rounding of the back
vowels. Tilly created this dialect not as a tool for clear communication but as
a status symbol; it was how he believed one should sound if one were
educated (Knight 160).

Tilly found a large audience with the women teachers of New York
City, and later American teachers at large (Knight 157). Windsor P. Daggett
wrote of one of his many lecture engagements, “Tilly told his audience, mostly
women, that he was not sorry that there were only three men in sight. If the

women take hold of this question we shall have nothing to fear in the
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progress of cultured speech”. Daggett went on, “All the school teachers follow

after Tilly when he goes a-visiting, and when he has been announced to speak
on the letter v’ the auditorium of Hunter College isn’t large enough to hold
the schoolmarms who follow their Pied Piper into the mountain of Silent
Letters” (qtd. in Knight 167). This statement makes it obvious that despite
Tilly’s severe pedagogical style, his students were not lacking in number or in
zeal. Despite his popularity Tilly had no direct impact on the theatre (Knight
172). It was one of his students, Edith Skinner, who was instrumental in
bringing ‘World English’ to the American Theatre.

Edith Skinner was an actress who had trained at the Leland Powers
School in Boston. There, Skinner met a woman named Margaret
Prendergast McLean, who, in the late 1920’s, was Head of the Department of
English Diction at the Powers School, taught at Boleslavsky’s American
Laboratory Theatre, and had also worked as Tilly’s assistant during the
previous decade. At the time, McLean was also a prestigious speech teacher
for actors. It was through her that Skinner was introduced first to Tilly’s
work and then to Tilly himself.

Skinner began her work with Tilly in either 1928 or 1929, and as her
notes suggest, she worked with him for a minimum of five years. Skinner

also continued to work with McLean at the American Laboratory Theatre and



soon after that she accepted the job of speech instructor at Carnegie Mellon
University’s theatre training program (Knight 174).

Skinner was not the only student of Tilly’s who was working in the
theatre, but what set her apart was her embracing of Tilly’s pedagogical
style. She presided over her classes with an iron fist and, like Tilly, she
received the utmost respect from her pupils (Knight 175). Sanford Robbins in
an essay entitled, “Edith Warman Skinner: A Former Student’s Recollection
and Appreciation” says of his time in Skinner’s classes, “My experience was
life-altering, and I am forever in debt to this remarkable woman” (55). At
Carnegie, Skinner firmly established herself as the speech trainer for the
American theatre (Knight 175). After Skinner left Carnegie, her legacy was
further secured when she was asked by John Houseman to be a founding
faculty member of the theatre program at the Juilliard School, where she
trained many successful classical actors (Knight 174).

The 1950’s brought with it the rise of ‘method’ acting and during this
time, in order to better capture the ‘reality’ of the role and the play, many
actors, teachers and directors turned their backs on speech training for
contemporary theatrical works set in that time period. The 1960’s, however,
saw the rise of regional theatre and the reawakening of Skinner’s influence
on speech training in America. The new regional theatre movement created

an increased demand for classically trained actors, and the universities,



quick to fill the gap, began theatre training programs. Many of Skinner’s
pupils were hired as teachers in the programs (Knight 175).

In the late 1960’s and throughout the 1970’s a portion of the voice and
speech world went through a backlash against the prescriptive nature of
Skinner’s method. Many actors and voice teachers raced to the other end of
the spectrum. They felt that ‘American Classical Stage Standard’ lent itself
to a stilted performance and that the eradication of regionalisms also
removed some of the actor’s identity and should possibly be done away with.
It is from this philosophical split that new ‘standard’ dialects, such as
Crannell’s ‘Career Speech’, originated (Knight 179).

‘Career Speech’ and all of the other ‘standard dialects’ developed at
that time share two traits; first, they are based on actual dialectical traits in
current American English usage, and second, because they are based on all of
the various dialects in American English, they allow for a little pronunciation
‘wiggle room’ in phonemes, ie. more than one sound is acceptable for the same
phoneme in a word. The second item is their downfall as students find this
‘wiggle room’ more cumbersome than helpful. At the beginning level of
training, students have a hard time grasping the concept of more than one

right answer
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From my experience as a student and my limited teaching experience,

I feel that today’s beginning voice and speech student does not want a choice.

S/he wants an answer.



Initial Work on the Dialect

The idea for this project sprang from my own teaching. Between 2000-
2002, I taught a sophomore level voice and speech class at Virginia
Commonwealth University (VCU). One of the topics taught in this course
was Kenneth Crannell’s ‘Career Speech’. As I taught, I found my students
having a more difficult time with ‘Career Speech’ than I recalled either
myself, or any of my classmates, having when we learned Skinner’s
‘American Classical Stage Standard’. I began to wonder why.

It is accepted that ‘American Classical Stage Standard’ is not
appropriate for theatrical productions with a contemporary setting; ‘Career
Speech’ has a much truer ring for contemporary works. However, what
‘American Classical Stage Standard’ can offer that ‘Career Speech’ cannot is
precision.

With ‘American Classical Stage Standard’ there is no range of
acceptable sounds. There is one answer to each question. While this may not
be completely true to the current general American dialect, it provides a solid
base for the student without presenting a quagmire of gray areas in a field of

study that can already be confusing. My decision to create a new Actor’s

10
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Dialect was based on these two observations: the importance of a dialect that

is based in current American speech patterns and the advantages of precision
for both student and teacher. in describing that dialect. These became the
two governing stars of my work.

Crannell’s ‘Career Speech’ formed the starting point of my new dialect.
As previously stated, I believe that ‘Career Speech’ has strong roots in
current American speech patterns, but it needs refining. So I began looking
at ‘Career Speech’ and specifically searching out the ‘problem’ sounds. Here

is my initial draft of the dialectical changes.
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wh, liquid u m,n,t,d,s,], medial t, extended our, your, sure centering diph , ing, and-an,
want-on, a, oudiph, u sound, ei diph, short a sound preceding n should not be
colored/made diphthong - lowered , marry,Carry, cruel, jewel, to, poem, bouquet, orange,

forest, can, be/de/re prefixes, engine

Consonants-

All medial and final [t] sound are exploded

All “ing” endings are pronounced [zn]

Initial [w] sounds when spelled “wh” are pronounced [hw] with the exception of
“who”

Final [d] sounds are exploded

Final [k] sounds are exploded

Final d’s when preceded by a voiceless consonant are pronounced [t]

“and you” not pronounced as anjew

you preceded by a [t] is not pronounced “choo”

often is pronounced [ ¥ fIn]

VYVVVY VVY

Vowels-

» [el] diphthong is used only in a stressed position in the word, otherwise use [e]

» [oU] diphthong is used only in a stress position in the word, otherwise use [0]

» “our’is pronounced [aU#]

» “your'is pronounced [jU%]

» “sure'is pronounced [JU3]

» “to'is pronounced [tu}

> be- de- and re- prefixes are pronounced [bl], [dI] and [rI]

» " engme is pronounced [I-My\] not [v-d3='~]

> orange ‘is pronounced with the centering diphthong [>7]

» “forest'is pronounced with the centering diphthong [>7 ]

> bouquet is pronounced [bukel]

»“ poem'is pronounced [‘poUIm] Lollawo

» the liquid u is used when the [u] sound pusedcs [m], [n], [t], [d], [s] and [I] -
stupid 72

Questionable items-
v/ pronunciation of carry and marry
v’ pronunciation of cruel and jewel
v' phonetic spelling of centering diphthong immediately preceding vowel
sounds
v’ use of the fifth back, ex Y] or [waY]

The first section of this draft was a brainstorming, problem-finding
section and the following sections become more specific. The consonant and
vowel sections were mainly concerned with clarity of articulation. The last
section was where lines began to blur and the bulk of the project lay. These
few ‘questionable items’ are where ‘Career Speech’ lacks specificity and the

pedagogical philosophy of ‘American Classical Stage Standard’ will benefit
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the dialect. It is in this area that I sought the insight of my colleagues at

VCU and several prominent vocal coaches.
The first ‘questionable item’ that I chose to address are the different

variations of the pronunciation of the vowel sound in the word ‘carry’: [‘keri ]
or [keri]. In every voice and speech class, I have been taught that [keri]

is the preferred way of pronouncing this word (Kenyon and Knott 70).
However, I feel that while this pronunciation may have been valid before

1980, to the ears of current audiences it does not ring true. The use of [&] in

words such as these does not mesh with current American usage and as a
result, the actor’s speech is removed from current usage, thus distancing
them from the audience.

The next item is the pronunciation of words such as cruel and jewel.
Are these words one syllable or two? While the latter pronunciation of the
word provides an extension of sound, from my own observation of current
usage, the preferred pronunciation should lean toward the former.

The third item is not, in this draft, concerned with pronunciation. This
question began merely as an attempt to clean up phonetic spellings of words.
The point of contention comes from the usage of ‘short diphthongs’ (Crannell
calls them ‘centering diphthongs’). These phonemes replace the v’ sound in
the second half of the phoneme with a schwa with ‘r coloring’, but when this

sound is immediately followed by another vowel sound, the rules of phonetic



14
spelling begin to blur. I have been taught two different viewpoints for this

issue. The first is that the ‘short/centering diphthong’ should be used but
with the addition of the v’ sound immediately preceding the next vowel
sound. Alternatively, that in these instances the diphthong is not used and
the schwa is replaced by the v’ sound.

The last questionable item from this draft is the use of the fifth back

vowel [ 0 ] and where it is appropriate. It seems that this vowel sound has

always been problematic. Skinner presents specific examples regarding the

usage of the phonemes [0], [p] and [a], however, actually distinguishing

these phonemes from one another when pronounced can prove to be difficult,
as all are similar in sound. In fact, I have found that most students cannot
hear the difference between the sounds at first. It took me about six months
to hear it.

Armed with these questions, the next step that I took was to have a
round-table discussion with the head of voice and speech, Janet Rodgers, and
the two other MFA students specializing in Voice & Speech for the Stage at
VCU, Jeffrey Smart and Phil Timberlake. On Saturday, December 15, 2001,
we had lunch and talked through these ‘questionable items’. The following

draft was the result of that meeting.
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The Actor’s Dialect

Consonants-

Medial [+ ] sounds are slightly aspirated

All “ing” endings are pronounced [xr |

Final d’s when preceded by a voiceless consonant are pronounced [ |
Final s’s in the plural are pronounced [z] when preceded by a voiced
vowel or consonant

“and you” not pronounced as anjew

you preceded by a [t] is not pronounced “choo”

often is pronounced [ p€xn]

VVYVY VYVVYVY

Vowels-

> |ov] diphthong is used only in a stressed position in the word,
otherwise use [o ]

[ex ] diphthong is used only in a stressed position in the word,
otherwise use [€ ]

our is pronounced [avr]

sure is pronounced [Sv r |

to is pronounced [tw ]

be-, de- and re- preﬁxe§ are pronounced [bx ], [dx]and [rx ]
engine is pronounced [¢nds:q not [Frdyzr]

bouquet is pronounced [ bukex]

poem is pronounced [povs]

\4

VVVVVVY

Questionable items-

v pronunciation of words containing “arry”? [ ®v3 Jor[€r: | or
7 — 1 realize that this item may seem to be self explanatory, but please
consider what is used more frequently in current American english.

v’ pronunciation of words such as cruel and jewel? ["k cwdljor [ kewd ]
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v" do you advocate the use of centering/short diphthongs and if so, when
do you use them and what phonetic spelling of centering diphthong
immediately preceding vowel sounds do you advocate to your
students?

v" Rules for the use of the fourth, fifth and sixth back vowels; [ ], [ p I,
[ 17
v' possible rules — [o. | when preceding [+] and [d ]
- [P 1 when preceding [ S |

v liquid sound of the liquid“u” lightened to fx«]?
v’ your - pronounced [ jvr] or|y>r]?

v aspirated “wh” not used?

v' In words ending in “y” the final | 1 | sound changes in length but
vowel sound itself remains unchanged?

v’ [x] preferred over [ 3 ] in short nondescript vowel sounds

v’ pronunciation of the vowel sound such as in the first syllable of the
words ‘orange’ and ‘coral’? [»r] or [>T Jor[>3] or?

After this round of consultation, I next enlisted the help of some of the
top experts in the field of Voice and Speech for performance. Upon the
recommendation of Janet Rodgers, I contacted twenty-five teachers of Voice
& Speech via email requesting their expertise for this project. After receiving
their consent, I emailed each of the specialists a set of ten questions, taken

from the ‘questionable items’ section of the latest draft of the dialect.



Polling the Experts

“Hello all,

First, I would like to thank you all for participating in this project. Secondly,
attached you will find a list of questions that I would like you to answer using
what you observe in contemporary spoken American English. Please respond
by February 20. You can either reply via email or regular mail, whichever you
prefer. If you have any questions regarding the questions, or anything else

about this project, please contact me.

Again, thank you for all your help,
Michael Bruckmueller”

The preceding is the preface to the questions that were sent to Kate
Ufema, Rocco Dal Vera, Bonnie Raphael, Paul Meier and Jan Gist, leading
teachers of Voice & Speech in the American Theatre. Note that one of the
stipulations is that these specialists base their replies on what they observe
from current spoken American English. I believe that this criteria is the
most important factor in the research of the project, for the closer this dialect
can come to a geographically neutral early 21st century spoken American
English, the more credibility it will carry with the general public, and

therefore the more believable the actors using the dialect in contemporary

17
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American plays, set post 1980 when a dialect is neither called for by the

script nor the director, will be to their audiences.
After this preface a series of ten questions were sent. I will detail the
questions, the reasoning behind them and the various responses I received

from the five experts contacted.

1. Pronunciation of the I vowet 1in words such as *carry” and “marry™?
Do vou advocate the use of the 5" front vowel j=¢ | or the vowel | £ |
with or without the centering diphthong — Which scems 1o be in more
current use in contemporary speech?

The first question on the list proved to be the most controversial of the
set. I have spent many an afternoon in the office of Janet Rodgers debating

this point. The traditional pronunciation uses the fifth front vowel []
(Kenyon and Knott 70). However, in my observations, I found [ ] to be the

common sound associated with this lexical set. An argument could be made

for the aesthetic value of [#] over [€ ], but in order to remain true to the goal

of making this dialect a reflection of current usage, I feel the latter is the
stronger choice. While almost all of the experts prefer the aesthetic value of

using [&], the resounding consensus among the experts is that [€] is

currently the common phoneme for this set in contemporary American

English.
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2. How do you prefer the pronunciation of words such as cruel and
jc\vc]? I"ﬁr.,’]u I or I L\u{i I ar | K‘I'uhi O!‘?

This question mainly deals with the number of syllables found in the
words in this lexical set, with a secondary question regarding the phoneme

used in the second syllable [1] or the schwa, if indeed a second syllable is

used. All of the respondents prefer the words in the set to have two syllables.
However, only one, Kate Ufema, addressed contemporary usage in her reply.
Ms. Ufema stated that when used in contemporary works she advocates only

one syllable ['krul]. While this choice was not the consensus for the

preferred choice, I feel that it more accurately represents the current usage of

the word.

3. Do you advocate the use of centering/short diphthongs and if so.
when do you use them and whar phonetic spelling of centering
diphthong immediately preceding vowel] spunds do vou advocate to
your students?

This question was an attempt to address the use of schwa with ‘r’
coloring in what are known as the short or centering diphthongs use in words
such as ‘core’ and ‘there’. My intent was to ask if these diphthongs should be
used. The reason I asked this is because, even though Crannell does use
them, the use of short (or centering) diphthongs seems to be a carry-over from

the British standard dialect ‘Received Pronunciation’ by Tilly and later
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carried on by Skinner. In my observations, I hear the use of [r] and not the

schwa with ‘r’ coloring. I am advocating the elimination of the shwa with ‘r’

coloring and using [r] in place of it.

4. Bo you follow any rules for the use of the fourth, fifth and sixth back
vowels: {2 L.[p]. [a)?
possible rules — | e | when preceding || and |d
-|p | when preceding | 5 |

Skinner presents specific examples regarding the usage of the

phonemes [0], [p] and [a], however, actually distinguishing these

phonemes from one another when pronounced can prove to be difficult, as all
are similar in sound. For example in the Skinner dialect ‘all’, ‘golf’ and
‘father’ have three separate, distinct vowel sounds. In ‘Career Speech’
Crannell presents the three phonemes to the reader, but offers little guidance
for distinguishing these phonemes from one another. When comparing the
responses for this question, it became obvious that the current tread in

contemporary American speech is to use the phoneme [a] in all cases. It

seems as if the difficulty of the layperson to distinguish the subtle differences

between the phonemes has lead to a consolidation of pronunciation.

5. Da you prefer the ‘liquid u” or the lightened [zw{?
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In both ‘American Classical Stage Standard’ and ‘Career Speech’, the

use of the liquid ‘v’ [ju] is advocated, in words such as ‘student’ and ‘new’. 1

propose the liquid ‘v’ sound is too foreign to the contemporary ear and that a

lighter [Tu] or the complete elimination of the liquid ‘u’ are preferable. All of

the experts queried responded in the same way. They agreed that in

contemporary American speech the liquid ‘v’ is not used. The sound is simply

[u].

6. Do you advocate the pronunciation of *vour® as |".{~u o or| > i?

The breadth of responses to this question surprised me. It seems that
none of the panel really agree on what is preferred. One states that it does
not matter which phoneme is used, they are interchangeable. Three advocate

[jur], two of whom do so because they feel that [jor ] sounds British.

However, the respondent from Britain prefers the latter for contemporary
speech. The answer appears to be more perplexing than the question. My

preference is [jor].

7. Do vou advocate the aspirated “wh' 1n everyday actor’s speech?

To use [hw] or not to use [hw], in words such as ‘whisper’ and ‘when’,

that was the question; the answer, an unanimous ‘no’.
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& Inwords ending in *y” do vou represent the finad sound with | ) 1.
j x| or? How do you pronounce it? What if it is in isolation'?

In the Skinner dialect, the final sound in words ending in ‘y’, such as

‘lately’ and ‘carry’, is [1]. This seems to draw from the British ‘Received
Pronunciation’. In ‘Career Speech’ a variety of notations are acceptable; [1],
[T], or [#], each variant describing the slight changes in length that

occur when the vowel sound [i] is the final phoneme of a word. Three of the

five respondents advocate the use of [1i]. The other two advocate the use of

one of the variants to compensate for the short length of the sound. I feel this
observation of a slight phonetic variation due to the length of the vowel still

holds true and I am therefore going to advocate the use of the symbol [#].

This symbol reflects both the length of the vowel, and remains true to its

sound.

9. Do you prefer | 1 | or| 3| in short nondeseript vovwel sounds?

Perhaps my quest for clarification and simplification became a bit

fanatical with this question. Since the schwa and [1] are virtually

interchangeable in many instances of contemporary speech, I thought that
perhaps one phoneme or the other could be considered the rule when applied

to short nondescript vowel sounds, in words like ‘about’ and ‘normal’. In
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doing so, I neglected to recognize a problem that Rocco Dal Vera brought to

my attention. When the vowel in question is in the initial or final position it
is lengthened slightly, retaining its distinct sound. Therefore, one sound
cannot replace the other in all instances of short nondescript vowel sounds.
The rest of the experts had varying opinions on the subject. One advocates

the usage of the schwa, one the [1], one has no preference, and the fourth

states there is no rule, the sound is word dependant. But the concept of the

interchangeability of the schwa and [1] does apply to almost all medial

nondescript vowel sounds. When the vowel is in the initial or final position of
a word, as pointed out by Dal Vera, it is lengthened slightly, retaining its

distinct sound.

1100 you prefer the pronunciation of the vowel sound such as in the
first syllublc of the words ‘orunge’ and “coral” as | >r| o[ pr Jor
|23 or?

‘Orange’, do you pronounce it with the first syllable sounding as [or]
or [ar ], both are listed in Kenyon and Knott’s “A Pronouncing Dictionary of

American English” as acceptable (306). I have received various answers
throughout the years, the most predominant, agreeing with Kenyon and
Knott, is that either phoneme is acceptable. I was interested in finding out if
one stands out as the most preferred among the experts polled. Surprisingly,

all but one preferred [or] for this lexical set, the remaining respondent
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preferring [ar]. Using [or] rings more true to contemporary American

speech in my ear as well. The lexical set [or] is the only time [0] is used in

the American Actor’s Dialect

Armed with all the information and opinions gathered through the
discussions with Janet Rodgers, my fellow graduate students at VCU and the
five experts who responded to the questionnaire, I was ready for the next

step, compiling the information and putting the dialect on paper.



Unveiling the Dialect

The next step in the creation of this dialect was to commit it to paper.
For this endeavor, I will be providing the phoneme in question and describing

it through the use of a set of words that all contain that specific phoneme in

different syllabic positions.

Vowels
i

he team edict repeat
pea Venus heal cedar
legion weave succeed pristine

[hi] [tim] [idzkt] [rIpit]

[pi] [VinIs] [hil] [¢idr]

[1idzzIn] [wiv] [stk$id] [przstin]
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Note: This phoneme is only used in the final syllable of a word.
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very lucky distinctly deeply
really library preppy badly
[Teri] [1aki] [dzstinktli] [dipli]
[Fili] [Iazbreri] [Prepi] [Bedli]
I
Z1p igloo decipher looking
tinkle believe receive sing
different India something been
[zIp] [fglu] [dr$azrfr] [ Iukzp]
[f1pkl] [brliv] [rT$iv] [s1p]
[difrint] [Indija] [$amB1n] [bIin]




let

engine
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tempt marry
pen carry elephant Aztec
mellow defend yellow tear
[1let] [énd3In] [tempt] [meri]
[pen] [keri] [€lzfInt] [#ztek]
[melo] [dxfend] [jelo] [ter]
act rabbit gather began
man hang stallion thank
laugh dagger athlete scratch
[ekt ] [ faeb1t] [§edr] [brdaen]
[meen ] [hen] [$teljIn] [ Bepk]
[lef] [deegr] [261it] [skretf]
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crew who shoot poodle
bloom kahuna Tartuffe smooth
boot fluke ruthless intrusive
[kru] [hu] [Sut] [HPudl]
[blum] [kehuns] [tarfuf] [smud]
[but ] [fluk] [fublzis] [zntruszv]
pudding hood woman pull
fulfill woolen shook Brooklyn
bully stood tour butcher
[pudIp] [hud] [Wumzn] [pul]
[fulf1l] [Wulin] [Suk] [bruklzin]
[buli] [stud] [tur] [butfr]
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Note: This phoneme is only used in the unstressed syllable of a word. When

this sound appears in the stressed syllable it becomes the diphthong [ou].

opine Othello O’Reilly locality

romance profess procrastinate Sophia

possess hotel Yosemite Joanne
[opain] [0Belo] [ofaTli] [lokelrti]
[ romans ] [profes] [prokrestinet] [sofis]
[pozes] [hotel] [josemiti] [dzo&n ]
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a

Note: This phoneme now takes the place of [0], [p], [a]. As a result, the set

of words relating to this sound is more extensive.

paw audience august drawn
leprechaun all Cross nausea
moron are taunt author
hopped proper watch God
scotch Iago father drama
nirvana aria mirage plaza
[pa] [adizns] [agzst] [dran]
[Ieprzkan] [al] [cras] [naze]
[moran] [ar] [tant] [46r]
[hapt] [prapr] [wat§] [gad]
[skat§] [idgo] [fadr] [drame ]
[nervans] [aria] [mrfad3] [Plazs]
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Note: This phoneme is only used in the stressed syllable of a word and varies

from the stanard IPA as it has no ‘r’ coloring attached to it.

world murder birth cursive
circle Earth curse immerse
Perseus merchant dirt shirt
[warld] [m3rdr] [baro] [karsiv]
[63rkl] [3r0] [kars] [1t3rs]
[Pp3rsizs] [mart§Int] [dart] [§art]

Note: This phoneme is only used in the unstressed syllable of a word.

apart attack again police
Dakota together idea panda
pasta pizza vanilla drama
[epart ] [otek] [egen] [pelis]
[dekouta] [togedr] [azdis] [ pends ]
[Paste] [Pitse] [vanIle] [drams ]
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Note: This phoneme is only used in the stressed syllable of a word.
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up cup bubbly under
ugly rug sunken gum
culture love crush discover
[ap] [kap] [babl] [Andr]
[Agli] [rag] [$apkin] [ganm]
[kaltSur] [1av] [kraf] [diskavr]
Diphthongs
ar
I apply spine sublime
benign tribe reconcile jive
geyser tight icicle typhoon
[az] [eplaz] [spain] [seblaim]
[brhazn] [trazb] [fekInsazl] [dzaIv]
[gazzr] [tazt] [drsTk]] [tazfun]
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el
aim pay persuade Spain
behave cape naked ache
famous saving always procrastinate
[em] [pe1] [perswezd] [spein]
[brhezv] [ke1p] [nezkId] [ezk]
[fermIs] [Sexvin] [GlweIz] [prekrestinert]
oI
boy annoy coin Illinois
avoid enjoy moist voice
paranoia poison oil choice
[bo1] [enox] [koIn] [tlznoz]
[eV¥o1d] [Ind3zo1] [moIst] [vors]
[perenoIs] [PorzIn] [o11] [t§oxs]




ouU

Note: This phoneme is only used in the stressed syllable of a word.

34

Crow boat open old
sew note roam boulder
vocal going stone revoked
[krou] [bout ] [OupIn] [ould]
[§ou] [nout] [roum] [bouldr]
[Voukl] [gou1n] [stoun] [rz¥oukt]
avu
out howdy bounce powder
shout thou south lookout
scout cloudy pronounce grouch
[aut] [haudi] [bauns ] [paudr]
[Saut] [Bau] [saub] [ Iukaut ]
[skaut] [klaudi ] [prenauns] [graut§]
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Consonants
t
time entertain doubt Tutonic
[tazm] [entertern] [daut ] [tutanzk]
d
dance under hid city
water dead candor deciduous
[deens ] [andr] [h1d] [s1di]
[wadr] [ded] [kendr ] [dr$s1d3zTuis]
p
port pimple cup whipped
[port] [prmpl] [kap] [wipt]
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body Bambi job cobra
[badi] [ bembi ] [dzab] [koubre]
cookie coat back crowd
[Ruki] [kout] [bzk] [kraud]
egg grown rig gaggle
[eg] [groun] [rzg] [gzgl]
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t§
chicken teach chair chug
[t§TkIn] [tit]] [tSer] [t5ag]
d3
judge George jingle jump
[d3ad3] [d3ord3] [d31pgl] [d3amp]
m
Michael bumble boom marsupial
[markl] [bambl ] [bum] [marsupizl]
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n
night tin noon kindle
[nazt] [tin] [nun] [krndl]
D
thing longest England punk
[61p] [lapgzst] [1pglind] [papk]
1
little Willy linger llama
[1zdl] [wrli] [lingr] [ lama]
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fiddle fog stuff different
[fzdl] [fag] [staf] [difrint]
valium vigor move lovely
[valium] [vIgr] [muv] [1avli]
throw mouth thwart breath
[Brou] [maub ] [Bwort ] [bred]
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o)
that father those breathe
[Bat ] [fadr] [Bouz] [brid]
S
snake pass accessment satisfy
[snezk] [pes] [e$esmInt ] [setrsfar]
yA
Z00 swords razor zamboni
[zu] [sordz] [rerzr] [ zembouni |
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shout trash cushion fish
[faut] [tref ] [ku§In] [fzf]

vision Asia casual seizure
[vizIin] [exze] [kezurl] [sizr]

write train tear discrete
[razt] [trezIn] [ter] [drskrit]
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h
home mishap who behalf
[houm] [mIshep] [hu] [brheef]
w
wood queen when dwarf
[wud] [kwin] [wen] [dworf]
J
you Italian brilliant yellow
[ju] [zfeljIn] [brzljznt] [jelo]




Final Thoughts

Language is fluid, it changes with time and is constantly influenced by
culture. In fact, I would wager that language and speech are changing more
rapidly today than in any other time in history, as our world is becoming
smaller and smaller, and people from all over the globe are communicating
with each other. Additionally, the pace of life continues to accelerate with the
digital revolution and with that language and speech continue changing as
well.

As theatre artists we have two choices: either we can hold fast to
traditions of the past or we can embrace change while retaining the
knowledge and wisdom of those who have gone before us. Of course, valid
arguments can be made for both choices. However, I argue in favor of the
latter.

In analyzing these choices, it is important to ask why we perform
theatre. Is it to rigidly adhere to the standards that we have been taught
concerning how speech should sound? Or is the purpose to make connections
with the audiences and thereby convey feelings and messages that we feel are

important?
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I believe the latter is the goal of theatrical performance. Theatre is a

medium that can spark thought and social change. But to promote these
sparks we must communicate with the audience effectively. While current
usage may not be aesthetically pleasing to the trained ear, I contest that
‘pretty speech’ should be overridden by effective communication. I believe
that the dialect model set forth in this project will aid in that communication.

I am not holding this model up as the ‘gold standard’ of geographically
neutral dialects for use in actor training. But I do believe my model is firmly
based in current usage with close attention paid to clarity and geographical
neutrality. I also believe that in ten years - possibly less — this model will be
outdated and antiquated. Thus, I challenge the reader and my colleagues to
constantly question standards and the status quo.

The definition of standard dialect I have found the most useful is put
forth in a book entitled, Linguistics for Non-Linguists by Frank Parker and
Kathryn Riley. Here, Parker and Riley define a standard dialect as “one that
draws no negative attention to itself” (Parker 159). How true. After all is not
the best review for a vocal coach no review at all? Our success is that our
work be invisible to the ear, so that the audience can concentrate on what an

actor is saying rather than how an actor is saying it.
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Appendix 1

Drafts of the Dialect

Draft 1
The Actor’s Dialect

Consonants-

All final plosive sounds are exploded

Medial [ + ] sounds are slightly aspirated

All “ing” endings are pronounced [1n ]

Final d’s when preceded by a voiceless consonant are pronounced [ ]
“and you” not pronounced as anjew

you preceded by a [t] is not pronounced “choo”

often is pronounced [pfin ]

v Vv

VVVVY

Vowels-

v

[ v ] diphthong is used only in a stressed position in the word,
otherwise use [© ]

» [e ] diphthong is used only in a stressed position in the word,
otherwise use [¢ ]

our is pronounced [V 7]

your is pronounced [jvr]

sure is pronounced [ Sva]

to is pronounced [{u ]

be-, de- and re- prefixes are pronounced [b< ], [ d= ] and [ vx ]
engine is pronounced [£vdy<n ] not [T yzv]

orange is pronounced with the centering diphthong [ > ]
forest is pronounced with the centering diphthong [ > ]
bouquet is pronounced [ bk ]

» poem is pronounced [ povsm |

VVVVVVVVY

Questionable items-
v’ pronunciation of “arry” words? [sri Jor[&rri ] or?

v pronunciation of cruel and jewel? ['km:\ Jor[ keu) ]
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Draft 2

The Actor’s Dialect

Consonants-

>

vV VYV

VVY

Medial [+ ] sounds are slightly aspirated

All “ing” endings are pronounced [ar ]

Final d’s when preceded by a voiceless consonant are pronounced [ ]
Final s’s in the plural are pronounced [2] when preceded by a voiced
vowel or consonant

“and you” not pronounced as anjew

you preceded by a [t] is not pronounced “choo”

often is pronounced [ pfxn]

Vowels-

>

VVVVVVYVY VY

[ow] diphthong is used only in a stressed position in the word,
otherwise use [o ]

[ex ] diphthong is used only in a stressed position in the word,
otherwise use [€ ]

our is pronounced [&Vvr]

sure is pronounced [Sv r]

to is pronounced [tu ]

be-, de- and re- preﬁxe§ are pronour}ced [bx],[dx]and [rx]
engine is pronounced [¢ndsxq not [Frdazn]

bouquet is pronounced [ bulker]

poem is pronounced [povav]

Questionable items-
v' pronunciation of words containing “arry”? [ ®v3 Jor[€r\ ] or

? —1 realize that this item may seem to be self explanatory, but please
consider what is used more frequently in current American english.

v’ pronunciation of words such as cruel and jewel? [‘krual] or[ krw ]
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do you advocate the use of centering/short diphthongs and if so, when
do you use them and what phonetic spelling of centering diphthong
immediately preceding vowel sounds do you advocate to your
students?

Rules for the use of the fourth, fifth and sixth back vowels; [> ], [p ],
o 1?
: /] .possible rules — [o. ] when preceding [+] and [d ]
-[p] when preceding [S ]
liquid sound of the liquid“u” lightened to fx«]?
your - pronounced [ yvr] or [y>r]?
aspirated “wh” not used?

In words ending in “y” the final [ 1 ] sound changes in length but
vowel sound itself remains unchanged?

[= ] preferred over [ 3 ] in short nondescript vowel sounds

pronunciation of the vowel sound such as in the first syllable of the
words ‘orange’ and ‘coral’? [pr] or[>r Jor[>&] or?



Questions for the Experts with notes by Janet Rodgers

Ko Ao

TARET - TAX: B Cool

> AT TN Ao
Do adve T e LT

7 q et be_
advﬁm%ﬁ 5 Do FA‘I“ T\,a hnzas Yo Y

Questionable items- © m qwhns

o [ TN A
v' Pronunciation of the 1* vowel in words such as ‘carry’ and ‘marry’? N

\X/ Do you advocate the use of the 5" front vowel [a.] or the vowel [e]

M&/"vl/

S

(,A ¢ 5"}0

\} ’0

X

(/,-(

] with or “without the centering diphthong — Which seems to be in
more current tise in conteriporary speech?

v’ pronunciation of words such as cruel and jewel? [lkrur\] or[ krul] v2 {Krua\l

v' do you advocate the use of centering/short diphthongs and if so, when
do you use them and what phonetic spelling of centering diphthong
immediately preceding vowel sounds do you advocate to your
students?

lLM :
v lgul for the use of the fourth, fifth and sixth back vowels; [2 ], [y ],
[e]?
v possible rules — [« ] when preceding [+] and [a}
- [p ] when preceding [ %]

oty Tha figout W 0 T RJWL‘”[I“J !
v llqu%:‘;” lightened to [ru]?

v '\your"- pronounced [juvr] or [ yr]?

D2 Avezete The Tle for“1m ev
Wk & Lae 2 puated “34@‘0
v aspiratgaz"wh”@cg used? ( ¢ actns Speect

.’I\Lﬁ [l]aﬂ-
o Atpriant Thesoed :MF“ :‘L

v' In words ending in “y” the final [ | ] sound changes in length but

vowel sound itself remains unchanged? roneun
7 To S
Po Lo [T) N3] 1~ shat necoacnpt vowe] snards wb\» o
v’ [ x] preferred over [ 3 ] in short nondescript vowel sounds o o=

Do Yrw advezett The
v’ pronunciation of the vowel sound such as in the first syllable of the
words ‘orange’ and ‘coral’? [pr] or[ 9v Jor[2¥ ] or?
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Appendix 2

Responses of the Experts

Kate Ufema

Non-Geographic Specific Actor's Dialect
Bruckmueller

1. Emarry' and CEcarry’
My ear much prefers the 5th front (as in Ann), but no one really talks
like that any more. So | give in to the CEair' sound in contemporary.

2. CEcruel' and Ejewel'
one syllable for contemporary (no schwa)

3. I don't understand what you mean by CEcentering/short diphthongs.

4. In classical standard, | make a great distinction between the 4th,

5th,

6th back vowels. In contemporary, we barely hear the 4th anymore. And
that's probably the way it should be.

5. Again, my ear prefers the liquid CEu', but it can draw attention to
itself
in contemporary. So it's best not used.

6. CEyour'
| prefer that CEyour! rhyme with CEcure'. When it rhymes with CEore’, it
sounds British to me.

7. aspirated CEwh!
only occurs in classical. It sounds too affected to my ear, in
contemporary.

8. Final CEy!
| prefer pronounced as CEi' (ee) - but certainly not stressed
What do you mean by CEwhat if it is in isolation?! an example?
9. | prefer the schwa in nondescript vowel sounds.

10. CEorange! and (Ecoral!
| prefer the short (Eore! diphthong
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Bonnie Raphael

e
Non-Geogmphic Specific Actor’s Dislect 97/.‘2 /&"Z
Bruckmueller

Questionable items- How do you prefer the following?

1. Pronunciation of the 1* vowel in words such as ‘carry’ and *marry’?
Do you advocate the use of the 5* front vowel [2.] or the vowel [ ¢ |
with or without the centering diphthong — Which seems to be in more
current use in contemporary speech? _/ =24 A

A /fa‘/% Z W¢7
e .

2. How do you prefer the pronunciation of words such as crue] and
jewel? [keyat loe ] kvast| or [ Keud] of?

2petidle ~ ool /o) 522)

3. Do you advocate the use of centering/short diphthongs and if so.

when do you use them and what phonetic spelling of centering

diphthong i diately preceding vowel sounds do you advocate to

yoursidents? g1 it _Stoater - fagneieds v

1 iy . , 3

4. Do you follow any rules for the use of the fourth, fifth and sixth back

vowels: {3 ],[p]l. [0 ]?

possible rules - ( o | when preceding [¥] and [d ]
-|» | when preceding| s |

B e Sof 20 K ~'-M&/rﬁ/ﬂ~w/ﬂm
v Sofar an AL %f/‘j% ,

5. Do you prefer the ‘liquid u’ or the lightened [34]

Gl on serkeZ — pal) 4

6. Do you advocate the pronunciation of ‘your' as [ jx+] or[j2r ]?
odheoed 3 eased.

7. Do you advocate the aspirated “wh™ in everyday actor’s speech?

2D
. In words endingin “y” d ( the final sound with [ § ], :
O e s Sdow do you pronounce 17 What 1 inisolaion? /MZ@ A,
S Mo ST NS e APl sy 2ot /ﬂﬁ‘a"z S 2
S wze )T/ A el S -

9. Do you prefer | x] or [ 3] in short nondescript vowel sounds?

10.0Do you prefer the pronunciation of the vowel saund such as in the
first syllable of the words ‘orange’ and “coral’ as [>r] or [pr Jor

[>F] or? jw///ﬁM/y/—/M 2K S —
/M‘//Z/éf/



10.

© o N O
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Paul Meier

. I advocate [keai] but find [ke 1i] more prevalent.
. I prefer [kaual]

. The question is not clear. I advocate [pue, kee, f1e]

etc. Preceding a vowel-initial word the ‘r’ become

consonantal, linking the two words. E.G. [kl1ea1_ar1z]

. I have never thought about this one. I suppose you mean

words like ‘possible’, ‘thought’, ‘caught’, ‘laud’ etc. Itend
to go for [pasebl, Opt, kot, 1nd]

. In ‘news’, ‘duke’, ‘music’, I advocate [j]

- [io]

No.

. ‘pretty’ is [pazdi] in GenAm speech.

. It depends on the word.

[1azdzp, tzkit, peterzdou]
I prefer [paIndz] or [arIndz] but not

[0a1nd3]
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Jan Gist

1. Standard says "carry" and "marry" with the "a" as in "cat"
General says them with the "a" as in "head".

2. | recommend most characters in plays to use 2 syllables for "jewel" and
"cruel" because otherwise the audience will hear "jew" and "crew". But it
always depends on the character and situation in the play.

3.1 don't know what you mean by the term: “centering/short diphthongs." Do
you mean "dipthongs instead of R-coloring"? 1 go with Skinner's text on
"here's" "their" "poor" "ore" "car" “fire" "power" for Standard American. For
General American, | use the diphthong with a schwa with a little "r" to show
"R-coloring".

4. Standard differentiates between the vowels in "All", "hOnest", “tAthers".
General American says all three words the same way, using the "ah" as in
"fAthers".

| recommend they use the Skinner text and Kenyon and Knott's A Pronouncing
Dictionary of American English, noting their differences of ES = Eastern
Standard or E+ = Standard American.

5. Standard uses "liquid u", which is optional after "s" and "I". General
does not use "liquid u".

6. Standard uses either "your" to rhyme with "bore" or "cure". | recommend
"yer" in General American only when there is a specific character choice.

7. Standard uses "hw". General usually only uses "w"

8.Standard differentiates between strong and weak syllables, and that is why
prefexes (as in "beleive", "decieve", "rely") and suffixes (as in "lovely",

"lady") are weaker and shorter and so they are closer to "i" as in "it" than

asin "need". General American does not make as dynamic a difference between
strong and weak syliables, but tends to equalize syllables and so in prefixes
tends to use "i" as in "need" or "uh", and in suffixes tends to lengthen to

"i" as in "need".

9. Depends on character and speed of speech. Standard tends toward "i" as
in llitll

General tends toward "uh".

10. Standard uses the vowel of "hOnest" for "orange" and "coral". So do

many East coast American regionalisms. Westerners and General American tends
toward the vowel of "All" or even "Obey".

You can call me to clarify. (619) 294-5965
Jan Gist

I hope you will send me the rsults of your survey. I'd like to know what the
others are answering.



Rocco dal Vera

1. For words in the lexical set TRAP where the order is TRAP/[1]/Vowel, and the context
is General American, I suggest that [e] should be used, since its use seems more
transparent. For Stage Standard, I encourage [#]. In both cases I suggest that
Vowel/[1]/Vowel is preferable to Vowel/[=.1]/Vowel, since 1 think separating the r-
consonant away from the vowel, and eliminating the r-colored vowel produces a cleaner
set of sounds. I tell my students that in certain cases where the letter A is followed by one
or two R's, followed by a vowel sound, that letter A will receive a varied pronunciation.
This actual pronunciation appears to be governed less by a fixed rule than by usage. For
example parish will appear as ['pe.saf] in GA (Kenyon and Knott, pg. 317), ['p.11]] in
SS (Skinner, pg. 74), and ["pa.11J] in RP (Jones, pg. 366). Parent, which appears to have
the same context, will be treated as [pe.sont] in GA (Kenyon and Knott, pg. 317),
['pes.sant] in SS (Skinner, pg. 172), and ['pe.sant] in RP (Jones, pg. 366).

As a result of this situation a sentence like, "Merry Mary, marry" could contain
one primary vowel for GA, three for SS and two for RP.

Recommendations for Lexical Set: A

Recommendations for Lexical Set: C

MARRY [me.ri] ['mae.11] [mae.11] ['mae.r&]

The following is a sample of minimal pairs comparing the sets above.

airy=aerie Eric arid
paring perish parish
bearing=baring bury=berry Barrie=Barry
tearable terrible tarry
dairy Derry Darrow
caring Kerry carry
Mary merry marry
Marion America Marilyn
hilarious celerity hilarity
vary very Varro
Sarah serenade Saracen
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hairy herring Harry
sparing Sperry sparrow

2. Itend toward ['ktu.ot 'd3u.at] for both General American and Stage Standard
even though I know that Skinner suggests [u] for Stage Standard.

3. Idon't understand this question can you provide examples?

4. Thave never heard of the rules you've suggested. Perhaps you could share them
with me. In any case.... I usually don't suggest that General American speakers
worry too much about making a fine distinction between these vowels. In the
phrase "Paul wants calm," I allow a GA useage of [a] or close variants for all
three words. In SS, I prescribe [o | o | a] in that order. The choice of when to use
which sounds corresponds to the sets Thought, Cloth and Palm (in order). There
are spelling correlatives which become apparent when those sets are compared.
This is a difficult area to explain to GA speakers when asking them to shift into
SS or RP. Often they need word lists presented as minimal pairs in order to get
the right sense of when to use each sound.

S. 1think that the employment of the "liquid U" in a transparent General American
dialect is more complex than your question. (Now, this is assuming that you are
talking about "duty" as opposed to "beauty" or "duke" as opposed to "puke" — or
those words where many in the USA tend to not use the "liquid U" at all [Wells
Lexical Set Goose (b).] If your goal is to create the most opaque dialect for the
American ear, then I would tend to drop the "liquid U" entirely. My personal
observation is that as you move from acrolect GA into hyperlect SS there is a
chain of acquired jod insertions starting with jod following [n] as in news, knew,
then [d, t] as in duke, and tune, then [8] as in enthusiasm, and finally [s, 1] as in
suit and lewd. This chain is part of a continuum shift from one dialect to another.
The choice of [fu] or [ju] can be seen as an incremental adjustment in that
continuum, with [fu] being less elevated than [ju].

6. Inthe weak form of the word I suggest [jo-] for GA. In the strong form, I prefer
[jus]. [jo3] strikes me as too British and the commonly heard [jIFlisn't quite
acrolectal to my ear.

7. Idon't suggest [¥] for GA. I insist on it for SS.

8. 1suggest for words like "easy" and "hilly" that the GA use should be [i.zi, 's1.1i]
as long as the specific environment is that it occurs on an unstressed terminal
syllable (or if that is the root word before a suffix, i.e., silly~silliness.). In SS and
RP I suggest [1], though I think its use is fading in modern RP.

9. This is a tough one because not all weak "schwas" are suitable for elevation to [1] so
the question is dangerously general. The lexical set in question is "Comma."
Theatrical dialecticians seem to pay more attention to this set than linguists. Most



linguists find that [A] and [o] tend to have the same accent values and so group them
together. Actors need to pay more attention than average people to how a word carries
over distance. To overcome the natural acoustic decay words undergo, actors are often
advised to elevate [3] to [1] (Wise, pg. 14). The heightened energy and forward placement
of that vowel will make the word more intelligible and amplify the difference between
similar sounding words. For American actors, it also means an adjustment of their speech
toward a more British pronunciation. Wells writes of this phenomenon as the Weak
Vowel Merger (pg. 167-8). Traditional RP is more conservative in this respect, retaining
a larger percentage of [1], whereas GA tends toward [2] and loses the contrast present in
RP.

This choice of [1] or [2] usually occurs in a weak syllable before a final consonant.
Compare Lenin and Lennon. In RP they will appear as [le.nin, 'le.nan] respectively. In
GA the contrast is lost as they both merge to [lenan]. Rabbit and abbot will experience
the same treatment in the final syllable.

Several further examples to test the possible contrast in weak syllables arise
through the clitic (i.e., weak form) pronouns: thus pig it ['p1.git] vs. bigot ['b1.gat], sell it
['se.lnt], vs. zealot ['ze.lot]. Some RP speakers have dye it and diet as homophones
['dai.at], but most currently pronounce diet ['datet] (Wells, pg. 168). Compare also a
massive cloud vs. a mass of cloud.

The Weak Vowel Merger factors into the creation of syllabic consonants. For
example [an] is an input to [n], but [in] is not. Thus, the final syllable of Barton could be
either [an] or [n] in both GA and RP. Martin, by contrast could be either [an] or [n] in
GA but [1n] only in RP (Wells, pg. 168).

Skinner adopts the RP protocols for SS (pg. 61-7).

For the British there is little question of where to employ [3] or [1]. They have the
natural linguistic environment to support them. Americans, in trying to counteract the
Weak Vowel Merger, might become confused by the lack of clear guidelines (Wise, pg.
14). For example, in vigilant, the first two vowels do well as [1], but the third only works
as [a]. Luggage, spelled with the same letter a in the weak syllable elevates (both socially
and physically) easily to [1]. Spelling is not an effective guide, as weak syllables can have
a variety of spelled vowels, but may be pronounced both [1] and [3].

This is an area of vagueness that appears to indicate further study. Even the most
detailed sources consulted do not set down clear guidelines for the elevating of [a] to [1]
in weak syllables. Most do not mention the subject, although Skinner, Wells, and Wise at
least make a passing reference to it. Wise (pg. 240) is the most specific, explaining its
occurrence as "[1] generally in unstressed medial syllables spelled with e, i, and y, as in
celebrate ['se.l1.bselt], president ['pie.z1.dont], analysis [2.nz.l1.s1s]. With medial y, [2] is
used alternatively with [1] as in paralysis [pa.12.1a.51s, po.uz.l1.s1s]."

I know that was a long answer to a short question, but after all, this is your thesis
and it is important that you get it right!

10. This is the lexical set Wells: Cloth (c). It is a very difficult one. I tell my students that
in the case where the letters o, or au, or aw are followed by one or two R's followed by a
vowel sound, the pronunciation is varied. As in the case of the lexical set "guarantee," the
vowel sound is determined by usage rather than by a clear phonetic rule. Orange, for
example, will appear as ['0.4ond3] in GA, and ['0.1nd3] in SS and RP. The word "oral,"

which has the same basic circumstances however, will be pronounced as [2.13]] in all
three accents.
For example:

coral choral

moral moron
oracle oral, aural
Lawrence Laura
origin orient

florid flora
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Appendix 3

“Comma Gets a Cure”
with Phonetic Transcription

Well, here's a story for you: Sarah Perry was a veterinary nurse who had
been

[wel hirz o $tori for ju fere peri waz o Vetrineri nars hu had bin]
working daily at an old zoo in a deserted district of the territory, so she was
[warkip derli @t #n ould zu 1n o drzartzd distrrikt av 8e ferrtori sou
§i waz]
very happy to start a new job at a superb private practice in north square
near

[Vvari hepi tu start e nu dzab @&t e separb prarvit praktrs In nord
skwher nir]
the Duke Street Tower. That area was much nearer for her and more to her
[8e duk strit fauer 8zt £ris waz mat§ nirer for har sn mor tu har]
liking. Even so, on her first morning, she felt stressed. She ate a bowl of
[latkrip ivin sou an har farst mornip §i felt strest §i ert s boul av]

porridge, checked herself in the mirror and washed her face in a hurry. Then

[Porzd3z t§ekt hefself In §e mirer en waft har fers in e hari Jen]
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she put on a plain yellow dress and a fleece jacket, picked up her kit and

[§i put an o plein jelo dres end o flis dzzkit prkt ap har krt an]
headed for work. When she got there, there was a woman with a goose
waiting

[hedid for wark wen §i gat Jer 8er waz o wumin wib e gus wertrip]

for her. The woman gave Sarah an official letter from the vet. The letter

[for har 8e wumin gerv Sere @n ofrfel ledr fram ds vet 8o ledr]

implied that the animal could be suffering from a rare form of foot and mouth
[zmplazd et 8i @niml kud bi $aferrp fram e rer form av fut en maub]
disease, which was surprising, because normally you would only expect to see
[d1ziz wit§ waz sepraIzip brkaz normili ju wud ounli eképekt tu si]

it in a dog or a goat. Sarah was sentimental, so this made her feel sorry for
[It In e dag or e gout Sere waz sentimentrl sou 81s merd har fil Sari
for]

the beautiful bird.

[8e Bbrutzfrl bard]

Before long, that itchy goose began to strut around the office like a lunatic,

[brfor lap et ftfi gus bidzn tu strat efaund de &frs lark s lunrtzk]

which made an unsanitary mess. The goose's owner, Mary Harrison, kept

[wit§ mezd @n enseniteri mes Je Jusiz Ouner meri herrsin kept]
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calling, "Comma, Comma," which Sarah thought was an odd choice for a

[kalip kame kame wIt§ $ers 6at waz @n ad tfors for o]

name. Comma was strong and huge, so it would take some force to trap her,
[nerm kame waz strap en hjudz sou 1t wud teik sam fors tu trap har]

but Sarah had a different idea. First she tried gently stroking the goose's
[bat Sere haed o difrint ardie farst §i trarzd dzentli Stroukip de Jusiz]
lower back with her palm, then singing a tune to her. Finally, she

[Iover bzk wi6 har palm Jen $1pnIp o tun tu har farnrli §i]

administered ether. Her efforts were not futile. In no time, the goose began to
[edmiznisterd i6r har éferts war nat frutzl in nou taim e guz biden tu]

tire, so Sarah was able to hold onto Comma and give her a relaxing bath.

[tarr sou $ers waz é1bl tu hould éntu kame en grv har e rrleksip baf]

Once Sarah had managed to bathe the goose, she wiped her off with a cloth

[wans éere haed menidzd tu berd 8o gus §i waipt har af wif s klaf]

and laid her on her right side. Then Sarah confirmed the vet’s diagnosis.
[en lerxd har an har rart sard den Sere kenfarmd e vets darignousis]
Almost immediately, she remembered an effective treatment that required
[4lmoust midirtli §i rImemberd en rfektIiv fritmint et rrkwharrd]
her to measure out a lot of medicine. Sarah warned that this course of

[har tu ms3§ avt e lat av medisin $ere wornd Szt d1s kors av]
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treatment might be expensive—either five or six times the cost of penicillin. I

[fritmint maIt b1 tksSpensiv ider farv or siks taimz 8o kast av

peniérlin ar]
can’t imagine paying so much, but Mrs. Harrison—a millionaire
[kent Iedzin perrn sou mat§ bat mrsriz herrsin e mrljiner]

lawyer—thought it was a fair price for a cure

[Iozer Bat 1t waz o fer prais for e krur]

Copyright 2000 Douglas N. Honorof, Jill McCullough & Barbara Somerville.
All rights reserved.
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