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ABSTRACT 

The following study explores the possibility of coordinating and 

syncopating the actor training process of Kristin Linklater voice and Edith Skinner 

speech. Although each methodology is heavily used in many acting programs, 

there is very little cross over between the two disciplines and many students who 

excel at one of these two methods often struggles with the other. Also, the 

strengths of each training method address the shortfalls of the other technique. 

With this in mind, I hope to coordinate these two methodologies in an attempt to 

negate the weak aspects of each training process with the strong aspects of the 

other process. I believe such coordination will also assist students in learning 

both the Skinner speech technique and the Linklater voice technique more 

completely. 

The project has been written particularly focused on Texas Tech 

University, however the same principles could be applied to any liberal arts 

institution where students currently pursue a degree in acting. 

IV 



CHAPTER I 

INTRODUCTION 

The training of an actor is a very delicate and personal thing. Becoming 

an actor takes a deep, personal commitment as reflected in the following quote 

taken from an acting instructor: 

One of my favorite undergraduate professors, Ron Arden, 
used to say, "Actors are the emotional warriors of our time" - and I 
loved him for it. I felt deeply honored by the acknowledgement. He 
meant that actors have the courage to visit emotional places that 
the rest of the population prefers to avoid addressing in their own 
lives. They pay us to do it for them. 

Just as real warriors perform an essential though anguishing 
service for society, actors also serve as courageous soldiers of the 
psyche. When we dig deep into the dark underbelly of the human 
ego and express our shadow selves truthfully in performance, we 
are helping the audience process that side of their natures, too. 
(Dal Vera 2) 

Becoming this "emotional warrior" takes skill, patience, training, and a 

tremendous amount of hard work. Yet even so, every student actor's progress is 

as individual as the student actor's talents, temperament, personality, and a 

myriad of other un-quantifiable traits. Some actors latch onto a certain acting 

style or method such as Sanford Meisner or Michael Chekov, while others 

experience their epiphany from training efforts with Voice, Movement, Speech, 

Textual Analysis, or, as is more often the case, a combination of these things. 

As an instructor, one of the hardest things to understand and identify is what will 

empower student actors the most while at the same time discovering what can 

be a hindrance to them. This is the task that we as acting instructors can and 
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must address at all times. Doing so also requires looking at many different ways 

of teaching, regardless of style and apparent relevancy, for enhancement of our 

own teaching methods. 

It is in this spirit that I would like to look into the feasibility of a coordinated 

training process of Speech training with another method of Voice training at 

Texas Tech University. I will first examine the Edith Skinner method of speech 

training for the theatre followed by the Kristen Linklater method of voice training 

with the goal being a syncopation of these two methodologies. Each one has its 

own intrinsic values and shortcomings, as well as different styles of training and 

use that is either analytical or sensory. I believe that by pursuing a form of 

training syncopation, the negative aspects of each methodology will be reduced 

and students will be able to comprehend and incorporate each system faster and 

more efficiently. The concept I offer here is a syncopated training process of two 

separate classes consisting of \\NO semesters for each class. Before examining 

this concept, however, I would like to look briefly at both Skinner and Linklater 

training. 

Edith Skinner 

The Edith Skinner method of speech training for the theatre is a popular 

speech training method used in a number of institutions such as Carnegie Mellon 

University, The Juilliard School - Drama Division, American Academy of 

Dramatic Arts, and the SUNY Purchase Acting Conservatory to name just a few 



(Skinner 405-6, Raphael 207). Edith Skinner began her work as a student of 

William Tilly, a noted Australian phonetician who came to America in the early 

part of the 20'^ century. The primary focus of Tilly's teaching was the technique 

of sound transcription through the International Phonetic Alphabet (IPA) (Raphael 

207). Realizing that this sort of information was desperately needed in the 

American theatre, Skinner devised a system of speech training for actors that 

utilize Tilly's ideas of sound transcription and placement. This methodology, 

often referred to as Skinner Dialect Training, focuses on the sounds an actor 

makes and the formation of those sounds for better clarity and articulation on the 

stage (Raphael 207). 

The IPA, first published in 1888, notates the SOUNDS [sic] of the 
world's languages, so that anyone can be taught to speak a 
language accurately, regardless of the alphabets or characters of a 
language's written form. The guiding principle of the IPA is that one 
sound is represented by one particular phonetic letter only; and 
conversely, each letter represents one, and only one, sound. 
(Skinner 8) 

By using the IPA as a foundational key, Skinner Speech Training teaches hwo 

different kinds of neutral dialects; those two dialects Skinner terms as General 

American and Good Speech. 

General American is that dialect of North American English most 
frequently found in the ordinary speech of people who live in the 
western United States. It does not sound like speech of any 
particular region, yet it sounds distinctly contemporary and 
distinctively American; an equivalent term currently in use is 
"Western Standard." General American is acceptable to all 
American listeners. 

Good Speech is hard to define but easy to recognize when 
we hear it. Good Speech is a dialect of North American English 
that is free from regional characteristics; recognizably North 



American, yet suitable for classic texts; effortlessly articulated and 
easily understood in the last rows of a theater. Good Speech is 
sometimes known as "Eastern Standard" or "Theater Standard."" 
(Skinner ix) 

By incorporating IPA, advocates of the Skinner Speech Training Method are able 

to address very common and ultimately destructive speech patterns. Skinner's 

method allows for clearer, more understandable speech and vocal flexibility 

(Skinner iix-ix; Raphael 207-8). 

An overview of the Skinner Speech Training system is found in Edith 

Skinner's book. Speak with Distinction. As a young actor I was fortunate enough 

to work with Barbara Knowles (a student of the late Edith Skinner) while at the 

State University of New York College at Purchase (SUNY Purchase) Acting 

Conservatory. During my studies, I found that Barbara Knowles' teaching 

methodology followed almost the same steps Edith Skinner's book illustrates. 

The first process is an introduction to the mechanics of speech and the formation 

of sound along with an introduction to and learning of IPA (Skinner 1-43). In her 

book Speak with Distinction, Skinner goes into great detail about the placement 

of the sounds and gives the four essential components of voice and speech. 

The Exciter (sic) is the force that triggers the production of voice. 
[...] The Vibrator (sic), or the vocal folds (also known as vocal 
cords), produce sound waves or sound vibrations when breath 
travels across them; [...] The Resonators (sic), or cavities of the 
chest, throat, mouth, and nose, serve to reinforce and amplify 
soundwaves. [...] The Articulators (sic) shape the breath as it 
passes out through the mouth and the nose. (Skinner 3) 



Skinner then goes into detail work on vowel sounds followed by diphthongs and 

triphthongs and then consonants. The next level involves students applying the 

Skinner techniques to a script in a process called creating a score. 

From the time of our birth, our speech patterns are influenced by a wide 

range of factors, not the least of which is our regional setting, our self-image, 

personality, overall emotional make-up, and the speech patterns heard from 

those closest to us (Skinner ix). Another surprising influence seen more and 

more is that of television and film; we all strive to sound like the people we wish 

to emulate and the more we hear certain patterns the more we try to imitate 

these (Skinner ix). However, even though we hear these patterns of speaking in 

real life, they often do not translate well to the theatre. In the theatre we must be 

heard and understood. Advocates of Skinner training believe it allows actors to 

acquire the skills to do just that. Learning how to talk and form words is primarily 

about unconscious imitation and repetition; with Edith Skinner's approach, this 

chain of unconscious imitation and repetition is slowly transformed with 

knowledge and awareness (Skinner ix). 

Besides an actor being heard in a theatre, advocates of Skinner training 

believe the training engages actors in making the best, most informed choices 

possible regardless of the character being played, the style of the production, or 

the concept devised by the director and designer. The training also empowers 

actors by giving them even more tools at their disposal when preparing and 

performing a role (Skinner ix). Proponents are also quick to point out that one of 



the most significant qualities of Skinner training is the ability to address 

regionalisms. Whether the learned speech pattern is the aggressive sound of the 

Northeastern cities or the soft warm drawl of the deep South, what we hear 

growing up determines how each of us speaks (Skinner ix). Unfortunately, 

however fondly an actor views his or her regional dialect, it rarely translates well 

onto the stage. With Skinner training, an actor can address those dominant 

regional speech patterns and learn to control them. The point isn't to lose the 

cultural or regional individuality each person has, but rather to keep these 

patterns from dominating his or her speech. When a student fosters a more 

neutral way of speaking through practice and repetition, he/she gains the 

flexibility of actively choosing the dialect or speech needed for a part. 

Another benefit of Skinner Speech Training, according to advocates, is the 

ability to dissect, understand, and perform a wide variety of dialects. When 

confronted with a play that calls for a dialect, many directors shudder for fear of 

finding a capable actor. Because a Skinner trained actor would be well versed in 

IPA and scoring a script, he or she could score the sound changes of any given 

dialect according to sound changes. As opposed to an actor untrained in speech 

who must rely on listening and mimicry, an actor with Skinner speech training 

can use not only listening but also the sound substitution via scoring of sound 

changes in IPA. Examples of this process are located in Appendix C under the 

titles "General German Sound Changes" (which is the vowel and consonant 

changes for a basic German dialect in IPA) and "German Exercise: Taking Sides 



by Ronald HanA/ood" (a sample scored script for the German dialect sound 

changes). What something like this means for the actor is a quicker learning 

curve for the dialect and a much greater accuracy of sounds for the dialect than 

with simply listening and imitating. 

Skinner speech training for the theatre has a fair number of critics as well 

(Skinner 405-6; Raphael 207). The biggest and most discussed criticism of 

Skinner training comes from the teaching of the "General American" and "Good 

Speech" or what others call "American Stage Speech" or "Mid-Atlantic Speech" 

(Skinner ix; Raphael 207). The problem is that the foundation taught with 

Skinner Speech Training,"[...] is not a neutral American but rather a somewhat 

affected sound, based on a Southern British model rather than on native 

American speech [...]" (Raphael 207). Critics suggest that this affected sound 

often causes an actor to become emotionally disconnected and limits the actor's 

communication, thus making the actor appear shallow and presentational. As 

with many vocal training techniques, such as those of Kristen Linklater, Arthur 

Lessac, Cicely Berry, and numerous others, the objective is to obtain a free and 

open vocal apparatus: Skinner training can undermine that (Raphael 207). 

Critics also believe that the "American Stage Speech" also has a tendency to 

subjugate the unique and diverse speech patterns found in different areas and 

cultures of America and smacks of elitism, classism, and even racism (Raphael 

207). This aversion to 'Standard American Speech' also shows when addressing 

regionalisms; instead of trying to replace an accent with what is perceived as an 



elitist dialect, some critics of the Skinner Speech Training method try to, 

"[release] into a more resonant, muscularly economical, easily heard version of 

their own ideolect" (Colaianni 201). An ideolect can be defined as the unique 

sounds of an individual person based on cultural and geographical influences. 

Instead of giving a foundation for speech production, critics of the Skinner 

Training Method instead try to refine whatever ideolect the actor naturally has 

(Colaianni 201-2). 

Kristen Linklater Voice Training 

The Kristin Linklater style of voice training is considerably different from 

Edith Skinner's method in that the focus is less on repetition of sounds and 

relearning how to produce those sounds and more on connecting to the strong, 

powerful, communicative voice that Linklater believes each person already has. 

Linklater received the bulk of her early voice training while a student at the 

London Academy of Music and Dramatic Art (LAMDA) and under the tutelage of 

Iris Warren (Linklater 2). Iris Warren's technique, first developed in the 1930s, 

originally worked to address the common problem of actors straining the voice 

when expressing strong emotions; Warren quickly found that in order to address 

this, she must ask students to focus not on the suffering voice, but instead on the 

emotions being blocked (Linklater 2). Warren's goal in her training methodology 

was to "[...] free yourself through your voice" and emphasized hearing the actor, 

not the actor's voice (Linklater 3). Upon graduation, Linklater worked for two 



years as an actor in a resident theatre before being asked to return to LAMDA as 

Iris Warren's assistant where she worked for six years until coming to America in 

1963. Once in America, Linklater became influenced by a number of other 

teachings, such as the Alexander technique, which Linklater plugs into her own 

training methodology heavily (Linklater 2-4). While in the United States, Kristen 

Linklater has worked with a large number of theatre companies such as the 

Tyrone Guthrie Theatre, the Lincoln Center Repertory Company under Robert 

Whitehead and Elia Kazan, and the Open Theatre under Joseph Chaikin 

(Linklater 4). Linklater now teaches at Emerson College in Boston and certifies a 

small number of instructors each year in the Boston and New York areas to teach 

her vocal methodology (Raphael 208-9). 

Linklater's method can be best described in her own words as an 

approach that, 

"[...] is designed to liberate the natural voice rather than to develop 
a vocal technique. The basic assumption of the work is that 
everyone possesses a voice capable of expressing, through a two-
to-four octave natural pitch range, whatever gamut of emotion, 
complexity of mood and subtlety of thought he or she experiences. 
The second assumption is that the tensions acquired through living 
in this world, as well as defenses, inhibitions and negative reactions 
to environmental influences, often diminish the efficiency of the 
natural voice to the point of distorted communication. Hence, the 
emphasis here is on the removal of the blocks that inhibit the 
human instrument as distinct from the development of a skillful 
musical instrument." (Linklater, 1) 

The training progresses slowly and diligently through a wide variety of exercises 

and relaxation. The idea behind the Linklater technique is not to concentrate on 

articulation and pronunciation, but instead to release the natural voice that 



resides in each student to promote honesty and emotional connectedness 

(Raphael 208). As is often the case, actors may have what they feel is an 

emotional experience on stage that does not get communicated past the first 

row; either that or the channels in the voice that can release those emotions are 

blocked off making the actor's work appear one-dimensional and lifeless. The 

Linklater technique attempts to address these physical, psychological blocks 

within each person's body in order to develop a healthier, more communicative 

vocal instrument with open emotional expression. 

Proponents of Linklater training believe an added benefit is the healthy 

use of the voice, especially in emotional situations. By connecting a voice to the 

emotional channels, an actor does not have to 'push' the emotions forcefully and 

unnaturally, but instead lets the natural emotions and voice come from a 

centered, relaxed place. The benefit for the actor is the achievement of an 

emotionally open, honest voice without damaging the speaking apparatus 

(Raphael 208-9; Linklater 1-16). 

The first step in the Linklater technique is a freeing process. This is done 

through a number of exercises, including, but not limited to breathing, spine 

awareness, and discovering vibrations through awareness (Linklater; 19-57). 

The student then progresses to a series of Resonator exercises that address 

certain locations of vocal production and the tension found in those areas 

(Linklater 85-115). Because every actor is different, emotional vocal blocks often 

reside with various levels of severity throughout the different channels and 
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resonators of the voice; by slowly working through each of the different areas, an 

actor is able to address his or her specific emotional blocks. As stated by 

Linklater herself... 

To free the voice so to free the person, and each person is 
indivisibly mind and body. Since the sound of the voice is 
generated by physical processes, the inner muscles of the body 
must be free to receive the sensitive impulses from the brain that 
create speech. The natural voice is most perceptible blocked and 
distorted by physical tension, but is also suffers from emotional 
blocks, intellectual blocks, aural blocks, spiritual blocks. All such 
obstacles are psycho-physical in nature, and once they are 
removed the voice is able to communicate the full range of human 
emotion and all the nuances of thought. It's limits lie only in the 
possible limits of talent, imagination or life experience. (2) 

Once these blocks are understood and addressed, the focus then turns to 

applying the skills learned to the stage. 

Kristin Linklater echoes her instructor. Iris Warren, when she says that the 

technique "is intended, by its nature, to be conveyed orally, and it is dangerous to 

limit and define it in printed words" (4). Linklater has \\NO primary reasons for 

saying this. The first is that no two voices are alike and each student develops at 

a different pace. The next is that because so much of the work is based upon 

relaxation and habitual emotional blocks, it is difficult for a student to understand 

that relaxation or recognize those emotional blocks without an instructor present 

(Linklater 4-5). This means that the quality of the Linklater training relies heavily 

on the instructor teaching the technique. 

Kristen Linklater also has her share of critics, much the same as Edith 

Skinner. One of the biggest and most often heard criticism is that Linklater voice 
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training incorporates, "a long and detailed warm-up process that shortchanges 

both attention to clear articulation and the development of the actor's ability to 

characterize vocally" (Raphael 208). As many of the exercises in Linklater Voice 

Training center on releasing blocks of tension, this very same release can cause 

a lack of articulation, making it very difficult for the actor to be understood on 

stage. Articulation can become garbled and mushy, all being sacrificed for an 

actor's perception of a "real," "open," and "honest" voice. This very same 

relaxation and connectivity makes vocal characterization feel disjointed and 

dishonest for many students; while many actors trained in Linklater may do some 

incredible acting, they are only able to do it in their own personae (Raphael 208). 

This simply means that, because an actor is connected with his or her own voice 

and his or her own emotional center, the ability to color the acting with 

characterization is supressed for fear of creating tension and re-enforcing 

emotional blocks. Critics also suggest that, while Linklater trained actors do 

great work on television or film, this same quality rarely translates as well to a 

large stage. 

While learning these two techniques as a student at the SUNY Purchase 

Professional Actors Training Conservatory, we had very little cross over between 

the two disciplines. What I discovered during that training process was that 

students who excelled at one of the two methods often struggled somewhat with 

the other technique. With these things in mind, I am interested in exploring the 

possible coordination of these two methodologies in an attempt to negate the 
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negative aspects of each. I also believe that such coordination will assist 

students in learning both the Skinner speech technique and the Linklater voice 

technique. Surprisingly, I cannot find any formal record of anyone attempting 

such a thing. Voice teachers either propose a totally different style, such as 

Cicley Berry, while others, such as Robert Barton, only offer incomplete 

snapshots of Skinner and Linklater exercises with no comment on how 

techniques such as Skinner and Linklater can and do work together. It is 

therefore the purpose of this project to present a syllabus for a course combining 

the methodologies of Edith Skinner and Kristin Linklater to be taught at the same 

time. I believe the two-fold purpose of doing this is first to negate any possible 

negative aspects of one technique with the other and second to better facilitate 

an actor's understanding of vocal techniques. Before presenting a syllabus, 

however, exploration of the precedents of teaching an integrated subject matter 

needs attention. Doing so not only allows Skinner and Linklater techniques to be 

classified in terms of subject matter, it also gives hints on how to proceed in the 

coordination and syncopation process. 

With this in mind, I will spend Chapter II breaking down some basic 

concepts of integrated learning and how Skinner speech training and Linklater 

voice training correlates with such a teaching process. Chapter III breaks down 

the classes themselves beyond the syllabi, with Chapter IV consisting of a 

summary of my coordinated training for Skinner speech and Linklater voice. 
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CHAPTER II 

IS COORDINATING THE TRAINING POSSIBLE? 

Numerous educational experts have for years been emphasizing the 

importance of learning styles in education with a plethora of theories.^ Style in 

this context can be defined as a set of basic and consistent patterns and finding 

these patterns in personality reveals a personality style. Within this context, 

management patterns are called leadership or administrative styles and when 

these patterns affect learning, they are considered learning styles (Guild 23-7). 

Spending the time to fully insert the Skinner and Linklater techniques into some 

of the various teaching and learning styles discussed above is beyond the scope 

of this study. My purpose here is to address the shortcomings inherent in both 

Skinner Speech Training and Linklater Voice Training by coordinating and 

integrating the two into a more cohesive method and to better facilitate the 

learning process for students. 

In order to do this, the subject classification of both Skinner speech and 

Linklater voice needs identification to coordinate the integrated teaching process. 

The challenge lies in the lack of consensus in the educational field as to how to 

classify subject matter (Guild 3-22). The concept of subject matter classification 

refers to how a subject is perceived and learned. For instance, when learning 

' See: Jung's Psychological Types, Witkin's Field-Dependence-lndependence, Gregorc's 
Mediation Abilities, Dunn and Dunn's Learning Style Elements, McCarthy's 4MAT System and 
Gardner's Multiple Intelligences to name just a few (Guild 69, 79, 88, 99, 105, 115, 123). 
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Algebra, a student must follow set and specific rules with very little room for 

interpretation, whereas Literature is less about set rules and more about 

interpretation; these two examples, totally different in scope and approach, do 

not have any set form of classification. For the purpose of this study, I have 

decided to identify both the Skinner and Linklater training processes according to 

the classifications presented by Kathryn Maes in her article Applying Theories of 

Learning Styles and Modalities to the Teaching of Voice and Speech (Maes 140-

4). In the article, she perceives that learning is done through either a sensory-

intuitive-experimental manner or an analytical-reasoning-logical manner which is 

based upon the left brain/right brain manner of learning (Maes 140). 

While Maes uses this classification to facilitate the learning process, I 

believe the same concepts can be applied to specific subject matters themselves 

for additional clarity, which is what I attempt to do here with both Skinner speech 

and Linklater voice training. My reasons for using Maes' concepts is that her 

ideas allow not only the subject to be better classified, but also better illustrates 

what I hope to accomplish by integrating both techniques. Also, she uses these 

concepts to facilitate better learning in the area of voice and speech training, 

albeit not in the specific areas of Skinner speech and Linklater voice. In order for 

me use Maes' ideas, however, I must establish a correlation between the 

concept of left brain/right brain functions and the two training principles in 

question. 
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The concept of left brain/right brain functions, or left mode/right mode, was 

first espoused by Dr. Roger Sperry in the 1950s (Maes 141). Sperry conducted a 

number of experiments with laboratory animals where the corpus callosum, or 

"the thick nerve cable which is composed of nerve fibers that cross-connect the 

two cerebral hemispheres of the brain and allow for a rapid conduit for memory 

and learning between those two hemispheres [...]" was severed or cut (Maes 

141-2). While Sperry hypothesized a great number of different variances, he was 

shocked as to what actually transpired - - there was, quite unexpectedly, no 

significant change in the behavior of the animals after the corpus callosum had 

been severed (McCarthy 69-72). This research led Dr. Sperry to apply this "split-

brain" operation to people who suffered with intractable epilepsy and whose 

seizures were repeatedly spreading through the corpus callosum. The idea 

behind the surgery was to limit the severity of the seizures by not allowing them 

to affect both hemispheres of the brain (Maes 141). By examining the patients of 

this "split-brain" operation post surgery a number of findings surfaced - - while 

both hemispheres of the brain are of the same person, each hemisphere 

processes information differently, each has a preferred way of processing, and 

both hemisphere's are equally important (Maes 141). This concept of different 

hemispheres of the brain controlling different aspects of thinking lead to further 

studies by Dr. Sperry and others like him. 

The experiments that were performed on split-brained patients 
reinforce the idea that rather than being a one-brained species, 
humans are a two-brained species, with each half being somewhat 
specialized. Sperry believes that there appear to be two forms of 
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thinking - the verbal and the non-verbal - which function quite 
separately in the left and right Hemispheres of the brain. [...] 
Regarding the processing of information in the two hemispheres of 
the brain, it appears that the left brain prefers a lineal, sequential 
type of processing, while the right brain uses a more global process 
in which information is perceived, absorbed and processed even 
while it is still in the process of changing. (Maes 141-2) 

What Sperry labels as verbal and non-verbal hemispheres, others have broken 

down even further to include left brain traits of logic and structure and right brain 

traits of creativity and intuition (McCarthy 73-5; Maes 142-4). 

Kathryn Maes' argument, taken from the theories and teaching 

methodologies from individuals such as Professor Ed Nuhfer at the University of 

Colorado at Denver and Professor Robert Leamnson at the Univeristy of 

Massachsets at Dartmouth, is based upon applying the left brain/right brain 

concepts to teaching and learning styles; however, these learning style 

classifications can be applied to specific subject matter classifications as well 

(Maes 140-4). The generalized idea of learning styles suggests that 

understanding a subject matter's classification facilitates better learning of that 

subject matter for all students by integrating the left brain/right brain styles of 

learning into the subject; using this argument, a clear understanding of both 

Skinner and Linklater subject classification is needed when looking to coordinate 

and syncopate these two methods (Maes 140-4). 

Although neither Skinner nor Linklater training falls absolutely under the 

characteristic of analytical-reasoning-logical (left brain) or sensory-intuitive-

experiential (right brain), each technique has greater tendencies toward either 
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one style or the other. Using Maes' integrated learning and teaching approach 

based upon Dr. Roger Sperry's theories on brain hemispheres I will label the 

Skinner Speech Training methodology and the Linklater Voice Training 

methodology as either sensory-intuitive-experiential (right brained) or analytical-

reasoning-logical (left brained). 

In order to classify each methodology as either analytical-reasoning-

logical or sensory-intuitive-experiential in this study, it is best to recap the training 

process. In Skinner Speech Training, the very first thing a student tackles is 

learning the International Phonetic Alphabet (IPA). This requires learning and 

remembering what sound each symbol represents and being able to transcribe a 

sound into IPA. While this does incorporate the sensory use of sound, the initial 

training is highly analytical as it focuses on what each symbol represents with 

little to no room for interpretation. A good example of this highly analytical 

process is the vowel sound d^ as in "hand" and exactly how a majority of 

students must relearn that sound. Edith Skinner explains this process in the 

following excerpt from her book Speak with Distinction: 

Relax your lower jaw and rest the tip of your tongue behind the 
lower front teeth. Arch the FRONT (sic) of your tongue low in your 
mouth. The gently arched body of the tongue is practically flat. 
Your lips are VERY SLIGHTLY (sic) smiling, in an almost relaxed, 
neutral position. Good oral resonance of this tidy, compact vowel 
sound requires, as do all vowel and diphthong sound, a RAISED 

SOFT PALATE (sic), ae can, in poor speech, be one of the most 
tense, diphthongized and nasalized vowels in Spoken English. The 
challenge of this vowel sound is to produce a freely open and 
forward sound that is rhythmically clean and crisp. It is ALWAYS 
SHORT (sic). (Skinner 73) 
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The learning of this vowel sound is only one example of all the different vowels 

addressed in Skinner speech, not to mention the diphthongs, triphthongs, and 

consonants. 

An example of a somewhat pedantic sound not used in everyday speech 

but taught in Skinner's 'Theatre Standard' is the Place I Voiced and Unvoiced 

Bilabial Consonant Glide ^' (or voiceless "wh" found in words such as 

"whether" and "which") in comparison to ^ (or voiced "w" found in such words 

as "weather" and "witch"). While normally there is no difference in how these are 

pronounced. Skinner's "Theatre Standard" definitely indicates a difference. In the 

word "which", the beginning "wh" becomes a voiceless bilabial consonant glide 

(//H ) whereas the word "witch" remains a voiced bilabial consonant glide ((/^); 

the primary reason for doing this is to not confuse the meanings of these words 

for an audience (Skinner 335). This requires a re-examination of how to speak 

for students which is accomplished through intellectual awareness and marking a 

script; there is nothing sensory about this aspect. This shows the highly 

analytical nature of Skinner training. 

Once students learn the IPA and their sounds, they then learn to score (or 

mark down) consonants, vowels, and sounds. Although Skinner speech training 

teaches better control and understanding of speech and speech patterns, which 

can be considered sensory, the use of the IPA symbols and exacting examples 

of how to produce those sounds makes the method much more analytically 

focused. For example, in the application of 'Theatre Standard' speech and the 
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Skinner approach in the execution of dialects, an actor scores the lines of a part 

according to the sound changes needed for 'Theatre Standard' speech or a 

particular dialect. An example of how this works is found in appendix C under 

the titles "How to Be Your Own Speech Coach," "General German Sound 

Changes," and "German Exercise: Taking Sides by Ronald HanA/ood." The 

examples suggest an actor must use his or her analytical knowledge of both IPA 

and a particular dialect's sound changes in order to score the sounds in the 

script. By looking at the points raised, it is safe to assume that Skinner Speech 

Training can be considered more analytical-reasoning-logical or left brain 

hemisphere centered than sensory-intuitive-experiential or right brain 

hemisphere. 

Interestingly enough, Linklater Voice Training does not have all of the 

analytical qualities found in Skinner Speech Training. Whereas Skinner Training 

focuses on symbols and exact repetition, Linklater Training focuses more on 

connecting with a communicative emotional center. Students do this through 

intensive breathing and meditative exercises. For example, in one breathing 

exercise students lie on the floor with eyes closed (so that no muscular energy is 

being used on standing upright) and they try to feel how their breathing works by 

giving in to the feeling of gravity. Instructors then ask the students to put their 

awareness on the soles of the feet slowly work their way through the body up to 

the top of their heads (Linklater 28-31). The purpose of this exercise is to 

increase breath awareness and to address the habitual tension that everyone 
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carries unknowingly without associating a right or wrong assumption with the 

experience (Linklater 31). The incredibly sensory nature of such an exercise, an 

exercise which is actually the cornerstone of the Linklater voice training, has 

direct correlations to meditation and stress reduction practices (Crum 92; Davis 

35-8; Ramacharaka41-3). 

While Linklater training involves a great deal of resonator work, it is not the 

exact sound replication that is important, as in Skinner Speech Training, but 

instead the releasing of the resonators through breath and sensory experiences. 

In one series of exercises, the focus is placed exclusively on an area Kristin 

Linklater designates as the chest channel resonator; while the exercises are very 

specific as to the sound quality to be produced, students should, "Try [...] to think 

of this exercise in terms of the 'let it happen" concept [...]" (Linklater 87). 

Looking at a chest channel resonator exercise itself shows a clear example of the 

sensory experience of the Linklater voice training; 

Drop your head back as in the throat-freeing exercise and 
picture the resulting will passage down into the chest. This time 
imagine it spreading out into the rib cage as though into a great 
hollow cave. 

Focus clearly on the back of the neck, and being sure you 
are not using any jaw muscle strength and that your stomach 
muscles do not tighten at all, stretch up through the top seven 
vertebrae that comprise your neck until your head floats on top of 
the topmost vertebra. Notice that the passage has changed its 
shape but has not closed. (Linklater 85) (emphasis added) 

Linklater training always comes back to the intuitive, sensory experience of vocal 

expression for each individual. By doing these various exercises, the student 

actor becomes more open, more honest in their acting, and more communicative. 
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Because this is accomplished through awareness and a freeing of vocal tension, 

Linklater training can easily be considered sensory-intuitive-experiential. 

As we can see, it appears that each training method falls, albeit not 

exclusively, under the heading of either analytical-reasoning-logical or sensory-

intuitive-experiential. Taking this into consideration, is it possible that these 

opposing subject classifications compliment each other? Before that question 

can be addressed, another question posed must be answered first: is there a 

precedent to validate crafting such an syncopated learning process? 

Integrated or coordinated learning has been a topic of discussion for 

educators since the early 1920s (Clarke xi). Integrated learning can be defined 

as, "A knowledge view and curriculum approach that consciously applies 

methodology and language from more than one discipline to examine a central 

theme, issue, problem, topic, or experience" (Clarke, 22). Although a myriad of 

information on the topic of syncopation of subject matter to better facilitate a 

student's learning exists, the book Interdisciplinary High School Teaching: 

Strategies for Integrated Learning breaks those down well. The main thrust of 

the book concerns the High School educational process; however, the same 

theories and concepts also apply to this proposed project. 

Fusing two of more areas usually shifts focus away from the 
content of what is known toward the process of knowing. When 
subjects are taught in isolation, the subject matter itself tends to 
become the focus of learning. Students infer from a presentation of 
content as a "subject" that their role in the classroom is to absorb 
the material - to acquire the body of knowledge that constitutes the 
substance of the discipline. In history, students come to believe 
they are memorizing dates, warriors, and wars. In literature, they 
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come to believe they are memorizing characters, plots, and 
possibly authors. Fusing literature, history, and other subjects 
gives teachers a way to focus student attention on the meaning of 
human events, as well as the events themselves. Juxtaposing two 
or more subject areas forces meaning to the front. "What does 
Wilfred Owen's poem say about how people felt about fighting in 
World War I?" The question aims at meaning. "Can you find 
evidence in the paintings of Brach, Picasso, and Duchampe 
suggesting some problems with the industrial age?" Bringing 
together evidence from two related disciplines helps students ask 
the questions that are the heart of the learning process in all the 
disciplines. (Clarke 48) 

The idea is to bring different subject areas together to help with a better and 

deeper comprehension of the subject material. The reasons for doing this are 

based upon the idea that each student has a different style of learning, as 

suggested with the concept of left brain (analytical-reasoning-logical) or right 

brain (sensory-intuitive-experiential) learning processes (Maes 140-4). Learning 

styles surface in how people perceive and gain knowledge differently, form ideas 

and think differently, have differing emotional responses and values, and simply 

behave differently (Guild 55). The point of coordination of subject matters is to 

work towards a fusing of learning styles, regardless of whether a student is more 

right brain oriented or left brain oriented. By fusing the subjects together, 

students achieve a more complete and workable knowledge (Clarke 1-18; Guild 

1-61). To better illustrate this point, Bernice McCarthy, who herself developed a 

system of teaching based upon the two hemispheres of the brain in her book The 

4MAT System: Teaching to Learning Styles with RightlLeft Mode Technique, 

believes: 

The left does verbal things. 
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The left likes sequence. 
The left sees trees. 
The left likes structure. 

Left brains love school. 

The right does visual-spatial things. 
The right likes random patterns. 
The right sees the forest. 
The right is fluid and spontaneous. 

Right brains hang around school 
and hope they catch on. 

School teaches us 
not to trust our right mode of knowing; 
so our subsequent use of it 
makes us feel guilty, 
less rational, 
less intelligent. 

It's not that our right mode 
stops functioning in school; 
it's just that our ability to hear it, 
to respond to it, to believe in it, 
suffers terrible neglect. 

The right mode sees relationships. 
It grabs for the whole. 
It draws the big circle. 
It goes after the significant idea, 
the ideas that connect. 

While the left mode 
recognizes the relation 
of the new 
to the old, 
the right mode 
explores all the new material. 

Together they move toward wholeness. 

Knowledge is not fragmented. 
Knowledge is coherent and whole. 
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How well we remember 
the things we learn 
depends on how well engaged 
both hemispheres were 
when we first learned it. 

People who approach learning 
with left-mode processing preference 
have beautiful gifts. 
They are systematic, 
they solve problems by looking at the parts, 
they are sequential and are excellent planners. 
They are analytic. 

People who approach learning 
with a right-mode processing preference 
have beautiful gifts. 
They see patterns, 
they solve problems by looking at 
the whole picture. 
They are random and arrive 
at accurate conclusions 
in the absence of logical justification. 
They are intuitive. 

People who access their whole brain 
flex and flow. 
They have both sets of beautiful gifts. 

The goal of education 
should be 
to help our students 
develop the flexible use 
of their whole brain. (McCarthy 73-5) 

Interestingly enough, McCarthy conveys the information in a poetic form, which is 

a great example how integration or coordination of analytical-reasoning-logical 

with sensory-intuitive-experiential can occur. In response to whether there are 

precedents for the syncopated learning process, the answer seems to be a 
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resounding yes, which leads us back to the original question; would it be possible 

to integrate the training of Skinner and Linklater in an attempt to compliment 

each training methodology and better facilitate the learning process for students? 

In the attempt to answer that question, an examination of the negative 

aspects of both Skinner and Linklater training along with any other competing 

issues must occur. As broken down in Chapter I, the negative aspects of the 

Skinner technique include (1) the "Good Speech" technique taught is heavily 

affected, (2) there is a presentational and emotionally detached quality of 

delivery, (3) the training tends to expound tension, and (4) the subjugation of 

cultural and regional uniqueness (Raphael 207). As for Linklater Voice Training, 

the negative aspects, also broken down in Chapter I, include (1) an actor's 

inability to act except within his or her own personae, (2) sacrificing clear 

articulation, and (3) the inability to characterize vocally (Raphael 208). Upon 

careful consideration it appears that the problems pointed to by critics of each 

training methodology have the exact opposite positive aspect for the other. 

While critics of Skinner Speech Training feel that the training can leave an actor 

unconnected emotionally with a presentational quality, Linklater training is known 

for giving an actor the qualities of honesty, emotional openness, and 

communicability. Critics of Linklater training point to an actor's inability to act 

outside of his or her own personae and the lack of vocal characterization. With 

Skinner training, the actor is taught a vast repertoire of vocal characterizations. 

The most obvious difference between the two, however, lies in the fact that critics 
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point to an increase in tension with Skinner training, which is exactly what 

Linklater training addresses. As for competing issues, the way each technique 

addresses regionalisms offers a perfect example; Skinner trained actors try to 

address this through learning the proper pronunciation and articulation of sounds 

where as Linklater trained actors address this through relaxation and better use 

of resonators (Skinner, ix; Coaianna 201-2). 

Taking these aspects into consideration, along with the fact that Skinner is 

more analytical-reasoning-logical whereas Linklater training is more sensory-

intuitive-experiential, points to a possible coordination of the two training 

methodologies. Because the positive aspects of each training method tend to 

negate the negative aspects of the other, it would be important that the same 

aspects be addressed in each training method at the same time; the opportunity 

also arises to focus on issues such as regionalisms from both the Skinner and 

Linklater direction. 

Admittedly, there are potential drawbacks to this approach. The first is 

that the syncopation of Skinner speech training with Linklater voice training would 

need to be somewhat detailed and specific. Another draw back is that separate 

instructors often teach either speech and voice, and getting two individuals to 

totally integrate and coordinate their training in this way is a very difficult process. 

With these understandings in mind, the following will be a proposal for a single 

instructor to teach a year's worth of both Skinner Speech Training and Linklater 

Voice Training at Texas Tech University where Linklater has received only a 

27 



semester of work in the past and Skinner speech is not currently taught. In order 

to do this, I will present a syncopated class syllabus for both the Voice and 

Speech classes to be taught along with a general breakdown of how the 

syncopation will take place. At the end of the training, the once separated warm-

ups for both Skinner and Linklater will become integrated. I believe that 

approaching the training of both systems in this manner will give the student 

actor all of the positive aspects of each training system while lessening or even 

negating the negative aspects. 
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CHAPTER III 

THE COORDINATION OF SKINNER SPEECH TRAINING 

AND LINKLATER VOICE TRAINING 

Now that coordination of Skinner speech training and Linklater voice 

training resonates as a viable option, the next step is syncopation. Before 

beginning, however, a general idea as to where this syncopated training occurs 

needs clarification. 

This theoretical project is intended for a traditional university setting, even 

though this is not the most benefitual way to approach such training. The optimal 

scenario would be a conservatory training facility where two or more years could 

be spent on each technique. With most University settings, however, this is not 

possible. This study corresponds to the BA and/or BFA program at the Texas 

Tech University's Department of Theatre and Dance where only one semester of 

Linklater voice is currently being taught. It is doubtful that students would receive 

more than two semesters of voice and speech training at Texas Tech University 

or another liberal arts university . The reason for this is simple - time. There 

simply is not the time for the students to be expected to take more than a year's 

worth of voice and speech training. Undergraduate theatre majors are required 

to take courses in theatre history, analysis and criticism, directing, acting styles 

and methods, set design, stage management, lighting and sound, costuming, 

and many others. This does not include the core curriculum that the University 
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itself requires such as mathematics, sciences, foreign languages, and history in 

order to receive a diploma (Department of Theatre and Dance: Texas Tech 

University 8-14). 

The ideal situation would be a minimum of two years of training. Having 

this amount of time allows for a greater concentration on learning and addressing 

the basics of Skinner speech and Linklater voice as well as a practical focus on 

the application of the techniques. For example, Linklater training needs more 

time for exploring scene work. Part of having a free, resonant, and emotionally 

open voice entails using that instrument with a number of different individuals in 

different situations. Bad habits and old tensions tend to resurface in scene work. 

By having more time to do scene work, students become more aware of their 

own areas of habitual vocal tensions and better understand the exercises to 

address them. With a year's worth of training, students can only the begin that 

awareness as so much time must be spent on the core exercises. 

With Skinner training, one of the most beneficial aspects of the training, 

dialect work, receives little attention in this scenario. Working with the different 

dialects and their sound changes along with specific phonetic symbols for dialect 

work gives further credence to Skinner speech work and enriches a student's 

understanding and usability of Skinner training concepts as a whole. By having 

the additional year, students can spend more time on regionalisms and correct 

uses of speech in the first year of training, while the second year can be spent 
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primarily on dialects. When there is only a year, this things get only a quick 

introduction. 

Taking the reasons above into consideration, I will present an overview of 

one full year of coordinated Skinner speech training with Linklater voice training 

for a traditional four-year university where the student is working towards a 

Bachelor of Arts (BA) or a Bachelor of Fine Arts (BFA) degree. 

Even though Texas Tech works on a typical sixteen-week schedule, I 

have broken the classes down into fourteen weeks of class work with a final 

exam period. This conservative estimate of class time allows for the greatest 

flexibility for holidays and other unforeseen time constraints. All Skinner speech 

training here occurs on Mondays, Wednesdays, and Fridays with Linklater voice 

training on Tuesdays and Thursdays. My reason for doing this is that Tuesday -

Thursday classes are traditionally longer than Monday - Wednesday - Friday 

classes; because Linklater training is incredibly sensory and focused on 

emotions, the additional time enhances the exercises. While having more time 

would be helpful with Skinner Training, it is not as important. 

In this chapter, which is an overview of the syllabi of the classes found in 

Appendices C and D, the focus is on the order and grouping of the exercises for 

the purpose of assimilation, not a detailed analysis of the exercises themselves. 

It is not my intent to redefine the terms and exercises found in either Edith 

Skinner's Speak with Distinction or in Kristin Linklater's Freeing the Natural 

Voice; instead I intend to show a syncopated training process between the two 
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techniques. The coordination that I speak of is not done in a single class, but in 

separate classes for each method taught through congruent efforts. It is also 

important to note that I would not try to make a student overly aware of the 

syncopation and coordination process. I believe that allowing a student to 

discover whichever technique works best for him or her better solidifies the depth 

of learning for the student. Therefore, if a student or group of students have a 

particularly difficult time with a certain concept or exercise, I would try to address 

the issue with another exercise in the contrasting class without discussing the 

reasons for the exercise to allow students to discover the connection themselves. 

Of course there are situations where this simply is not possible and I would need 

to give explicit information as to how the exercises compliment each other. The 

best example of this is the consonant ^ , a highly problematic consonant for 

many students; if a student or students are having trouble getting the sound 

quality needed in Skinner training, I would be certain to spend a greater amount 

of time on tongue stretches and awareness in Linklater training. This attacks the 

training from both a sensory-intuitive-experiential approach (Linklater) and an 

analytical-reasoning-logical approach (Skinner). It would be my hope that the 

student or students in question would start automatically transferring the training 

exercises of one method over to another; however, if this does not happen, it 

might be beneficial to explicitly define why the two exercises are being done and 

how they relate to each other. 
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Because the breakdown I propose here lacks consistency with a grouping 

that might include from one to three weeks, I utilize an abbreviation system; an 

example of this system is the abbreviation 13.2 symbolizing week thirteen of 

semester two with the abbreviation 2.1 signifying week two, semester one, etc. 

The First or Fall Semester 

The first week for both the Skinner and Linklater training (1.1) would be 

one of orientation. Any time a new class begins, it takes a short amount of time 

for both the students and the teacher to become oriented towards the new 

endeavor. With this understanding, much of this week would focus on students 

becoming accustomed to the training process and the instructor to ascertaining 

any special considerations for the class. 

With Skinner training, the class will first learn a basic articulation warm-up. 

This includes a focus and attention on articulators preparing students for the 

work ahead, but should not be construed as the full speech warnvup. For 

example, the tongue twister "Peter Piper" found in appendix A under the title 

"Skinner Consonant Patter Work" would not be introduced into the speech warm-

up until learning the medial i and the consonant n. For the first week, the warm-

up would introduce the exercises "Lion - Fist," "Lip Circles," and "Jaw Massage" 

with students making a voice recording using the Speech Diagnostic Checklist 

(see Appendix A). The purpose of making recordings is not only to help students 

better hear and understand the sounds that they make, but also to give the 
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trainer an understanding of the particular speech problems and regionalisms of 

each student. 

The first week of Linklater training (1.1) would be about exploring breath 

and breathing with a short introduction about the Linklater training process. 

Because of the emotional nature of this work, the work is slow and methodical 

utilizing simple visualizations and breathing exercises. Much of the first week is 

introductory for both methods, meaning the syncopation possibilities are rather 

limited early on. 

The first semester is, in general, about teaching the basic concepts of both 

the Skinner speech and Linklater voice concepts. For Skinner this entails 

teaching the IPA symbols and correct pronunciation of the vowels (the front 

vowels, mid vowels, and back vowels), the diphthongs (long and short), 

triphthongs, and the consonants (stop-plosives, affricates, nasal continuants, 

laterals, fricatives, and glides) (Skinner 57, 88, 111, 143, 168, 185, 193, 222, 

229, 246, 254, 304). The teaching of these principles enhances the speech 

warm-up incorporated with tongue twisters, which I refer to as "patter work," to 

better understand and work the sounds in question. The Linklater training at this 

time focuses on all of the exercises (such as breathing, relaxation, channel work, 

and resonator work) to, quite honestly, free the natural voice. When the students 

better understand each particular Linklater exercise, we then incorporate it into 

the voice warm-up. This Linklater voice warm-up re-energizes the 

advancements made with each exercise so that the improvements students 
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make in class can be activated and retained. You can find an example of the 

Linklater voice warm-up in Appendix B. 

An important point to consider regarding syncopation for most of this first 

semester is that the implementation of these two totally different methodologies 

with different learning styles occurs at the same time. Doing so utilizes both the 

sensory-intuitive-experiential (right brained) and the sensory-intuitive-experiential 

(left brained) learning capabilities of each individual student. While students are 

learning the IPA vowel symbols for Skinner, students are also learning to become 

aware of breath and how the voice is connected to it. This many not seem like 

coordination at first glance, but the syncopation occurs when a student who 

works on vowel and consonant pronunciation in Skinner training also works on 

connecting his or her voice to breath in Linklater training. An explicit example of 

the coordination process given earlier for the consonant ^ (see pages 31-32) 

shows how the training of each methodology can assist the other and how 

sensory-intuitive-experiential and analytical-reasoning-logical can be coordinated 

together to better facilitate the learning process. 

For instance, in the first six weeks of Skinner training the focus is on vowel 

sounds and their symbols (1.1 through 4.1) followed by diphthong and triphthong 

work (5.1 through 6.1) which coincides in Linklater training with relaxation and 

breath (1.1 through 3.1), neck rolls (2.1 through 5.1), tongue stretches (4.1), and 

soft palate stretches (4.1). The vowel, diphthong, and triphthong work in Skinner 

training (which is analytical) in coordination with the breath, relaxation, neck rolls. 

35 



soft palate stretches, and tongue stretches in Linklater training (which is sensory) 

expands a student's ability to learn the principles in each methodology by looking 

at similar issues from both a sensory-intuitive-experiential (right brained) 

approach and a analytical-reasoning-logical (left brained) approach. This not 

only gives students of different learning styles a greater ability to learn each 

subject, but also addresses some of the inherent problems within each 

methodology. The analyfical or left brained nature of learning IPA symbols and 

formation of sounds in Skinner training will happen in concert with relaxation and 

awareness of the soft palate and tongue, a very sensory or right brained 

approach; when applied together. Skinner becomes more emotionally connected 

while the relaxafion contained in Linklater work is enhanced with correct sound 

placement. Amazingly, two of the largest hurdles of both disciplines (emotional 

disconnection in Skinner and poor articulation and speech in Linklater) receive 

equal attention. 

By approximately the twelfth week (12.1), students should understand the 

basic concepts of both Skinner and Linklater in order to move on to a more active 

and apparent syncopated application of both methodologies. In both classes, I 

would assign the monologue from Edward Albee's Death of Bessie Smith, found 

in Appendix B, for class work. In the Linklater class, the student would focus on 

vocal freedom and making it real, whereas with Skinner they would begin 

learning how to score a script by using "How to be Your Own Speech Coach" 

found in Appendix A. The reason for using this monologue is the ease of 
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emotional attachment and numerous problem sounds present. Students would 

present the monologue congruently in both classes with speech and voice notes 

given in either class. During this time, the speech warm-up and speech work 

would continue in the Skinner class while the voice warm-up and work would 

continue in the Linklater class. In essence, the fine-tuning of either methodology 

will stay focused in its corresponding class with the actual application being 

syncopated. 

In the thirteenth and fourteenth weeks (13.1 and 14.1), more specific 

exploratory work for both Skinner and Linklater techniques occurs, followed by 

another joint application. This fime the monologue is Marullus from William 

Shakespeare's Julius Caeser (see Appendix A), but the same principles will 

apply as for the previous monologue; students should attempt to combine the 

speech and voice methods as much as possible in the presentation of this piece. 

Similar to Edward Albee's Death of Bessie Smith, this short piece from 

Shakespeare's Julius Caesar has good emotional content and is a great 

challenge in regards to speech. Because the intent is to connect to the 

monologue for each student individually, gender of the student is unimportant in 

this piece. 

The final for each class would entail a brief written portion to test 

knowledge of both techniques along with a monologue of the student's choosing 

(see Appendix A). Once again, the focus of the monologue would be the 

application of both the Skinner and Linklater principles in one monologue 
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performed by each student. While the test for each particular methodology would 

remain centered on the particular class, the student would only have to perform 

the monologue once knowing that an evaluation Skinner speech and Linklater 

voice in the piece would happen simultaneously. Having the student perform the 

monologue only once insures plenty of time for each student to do his or her 

monologue without having to extend the final class period. 

The Second or Spring Semester 

For both the Skinner and Linklater classes, the second semester would 

start where the last class of the Fall Semester left off. The first few weeks of both 

classes would consist of reviews over the principles and exercises learned in the 

first semester; after taking well up to a month off between the spring semester 

and the fall semester, habitual vocal and speech problems might tend to 

resurface. This can actually prove to be very beneficial because it reinforces to 

the students that consistent work with both speech and voice is not only helpful, 

but also necessary. 

In the first four weeks of this semester's Skinner and Linklater training (1.2 

through 4.2), the coordinafion would again be minimal, as fime will be spent on 

review and addressing each student's specific trouble spots with each 

methodology. In the Skinner training, the review period would occur into the third 

week of classes with new and more difficult tongue twisters, or pracfice patters, 

such as "Modern Major General" applied to class (see Appendix C). During this 

38 



fime students would take a number of quizzes on IPA symbols to help reinforce 

the learning of the previous semester. Yet even students would review IPA, the 

main focus would be on correct pronunciafion and articulafion, which is central to 

Skinner speech training. In the fourth week of Skinner training this semester 

(4.2), students would learn about scansion and how to scan texts in verse form. 

Scansion involves working with plays in verse form and identifying the stressed 

and unstressed portions of each line and how these stresses can feed an actor's 

interpretation of the text. This process works hand in hand with Skinner speech 

training (which is why I wish to incorporate it into this class), and best illustrates 

the use of 'Theatre Standard' in a play. Examples of teaching tools I would use 

for scansion can be found in Appendix C under the fifies "Barbells of Eloquence" 

and "Scansion (Analyzing Metre)." 

The Linklater training would proceed a litfie differently during the first four 

weeks than the Skinner training. With Linklater, the first two weeks (1.2 through 

2.2) would be spent in review over concepts already learned with the focus being 

on breath, relaxafion, and exercises to address tension areas of the students. 

During the second week (2.2), the monologue from Deaf/7 of Bessie Smith by 

Edward Albee would be revisited in order to make certain that students are sfill 

connecfing the voice work to the text. In the third week of the semester (3.2), the 

student's use of the voice is again tested with scene work selected by students. 

Up unfil this point, all applicafions of the Linklater training have been in 

monologues, which is very important; in scenes, students must work off of other 
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actors, which often causes tension released in monologue work to reappear. 

Because of this, it is very important not to incorporate scene work too early in the 

training process. 

In the fifth and sixth week (5.2 and 6.2), the coordination of Skinner and 

Linklater would hit full stride with the Cassius monologue used in semester I from 

Act I, scene 1 oi Julius Caesar and presented in both classes simultaneously. 

The focus of this work would be similar to other presentafions in that students 

would be asked to demonstrate good, clear speech with an understanding of the 

meter while also maintaining a clear and open voice. 

The coordinafion would confinue in the seventh and eighth weeks (7.2 

through 8.2) with monologues taken from the Prologue or Chorus in Henry V. 

Students would have the opportunity to pick any one of the Prologue speeches 

and present it in both the Skinner and Linklater classes. Here, students would 

have much less guidance as to how to prepare the monologue but the 

expectations of vocal freedom and good speech usage would remain the same. 

Weeks ten and eleven (10.2 and 11.2) would break the syncopafion 

process, as Skinner training moves to scansion and speech usage with all 

students presenfing a soliloquy from Hamlet, whereas in Linklater, students 

would be involved once again in scene work. This momentary separafion of the 

methods allows more work with verse form in the Skinner training with less 

guidance so students learn to use the techniques for themselves. All students, 

male and female, would pick a Hamlet soliloquy without worrying about issues of 
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gender; doing so allows the enfire class to examine the soliloquies of one 

character as a class and experience the many different interpretafions scansion 

can bring. As for the scene work occurring in the Linklater training, students 

would work to attain the same qualifies found in the classroom exercises and 

monologue work, into scenes with new partners. 

The Hamlet soliloquies would conclude in week eleven (11.2) when 

coordinafion of the two classes would begin again with the scene work already 

begun in Linklater training added to the Skinner training as well. This 

coordinafion introduces scene work to Skinner training for the first fime, giving 

the scenes the added dimension of having to hold up to speech standards. By 

adding the layer of speech to the scenes, vocal tension can quickly crop up; it is 

this tension that students would address. Again, the goal is good speech with a 

free and communicafive voice. 

In the thirteenth week (13.2) of this semester, while Linklater training 

confinues with scene work, the Skinner training would break away to begin a 

brief introducfion to dialect work based on IPA sound changes. The lack of fime 

would force the introducfion of only Proper English or Received Pronunciafion 

(see Appendix C) and the basic Brooklyn, New York accent (see also Appendix 

C). The purpose is not to teach dialects correcfiy, but instead to demonstrate 

how a dialect can be applied to a part via transcripfion of sound changes. 

Transcribing sound changes in IPA for a dialect reinforces it, making it more 

accurate and consistent. My reasons for selecfing these particular dialects is 
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simply that they are often needed in a producfion and work well when learning 

how to mark scripts for dialects. This work would carry over to Linklater training 

in the fourteenth week (14.2), when students would present the dialect 

monologues in both the Skinner and Linklater training sessions. By presenfing 

the dialect monologues in Skinner and Linklater training, both the dialect and any 

tension from presenfing the dialect would be equally addressed. 

The finals for both classes would entail a very brief test over the warm-up 

in Linklater and IPA symbols in Skinner along with each student's dialect 

monologues. I see this not so much as an affirmafion of each student's 

knowledge of the material or the ability to use it; this is more of a celebration of 

the actors that they have become. What should be most important for the actors 

to realize is that the work has only begun and should be confinuously pracficed 

as much as possible. 
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CHAPTER IV 

CONCLUSIONS 

The theorefical process that I have presented in the preceding chapters is 

not the only approach to an syncopated training Skinner speech and Linklater 

voice. As I stated earlier, my reason for presenfing only a year's worth of training 

is based upon where the training would be undertaken. The situafion where both 

the Skinner speech training and the Linklater voice training excel is in a 

conservatory setting. In settings such as these, it is not uncommon for students 

to have four full years of both voice and speech training (SUNY Purchase 

Professional Actor's Training Conservatory 32-8). Certain individuals might feel 

this extended amount of training unnecessary, however by having this addifional 

fime students receive a more grounded understanding of the principles of each 

methodology and how each must continuously be worked to continue to receive 

those benefits. As Krisfin Linklater so apply puts it, 

[...] the tensions acquired through living in this world, 
as well as defenses, inhibifions and negative 
reacfions to environmental infiuences, often diminish 
the efficiency of the natural voice to the point of 
distorted communicafion. Hence, the emphasis here 
is on the removal of the blocks that inhibit the human 
instrument as disfinct from the development of a 
skillful musical instrument. (Linklater 1) 

Because we all must live in this world where habitual vocal tensions can easily 

resurface, the exercises must be continuously done to maintain vocal freedom. 

New situafions cause new and different vocal tensions to surface; by confinuing 
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the exercises and vocal warm-up beyond the class, actors can become aware of 

those blocks and address them before they inhibit the acfing process. As with 

many techniques, the idea is to integrate what is learned in the training into each 

person's individual acfing process. This can only be done with fime and 

repefifion. 

Because this study is stricfiy theorefical, the next logical step is to test 

what is presented here. One variable to consider is how does the coordinafion of 

Skinner speech and Linklater voice training correlate to whatever other classes a 

student might be taking? Training speech and voice in this manner along with an 

acfing class based upon the teachings of Sanford Meisner, Uta Hagen, 

Stanislavsky, or Michael Chekov to name just a few, will affect the training 

process. The study of crifical analysis, direcfing methods (like Ann Bogart, 

Bertolt Brecht, and even Harold Clurman), movement (such as Yoga, Tai Chi, 

Alexander, and many others), or a host of other teachings would also affect the 

training; the methods taught in these other classes will, in some way, effect all 

other training. The point that I raise here is that it is important for instructors to 

consider what other techniques and classes students are taking in order to tailor 

the speech and voice training for the specific situafion. The idea here is to be as 

flexible as possible in order to fit the given situafions of each class, as each one 

would consist of an entirely new experience for not only the students, but for the 

instructor as well. 
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As for the coordination process itself, I have purposely used the concepts 

of left brain/right brain reasoning first introduced by Dr. Roger Sperry (Maes 141-

4). By understanding the subject matter and how students learn it, an instructor 

can better facilitate the learning process. In this instance. Skinner training is 

proven to be more analyfical-reasoning-logical (left brained), whereas Linklater 

training is more sensory-intuifive-experienfial (right brained). This means that the 

learning process is enfirely different for each methodology. In the classes I have 

oufiined, syncopafion or correlafion is done primarily through a syncopated 

learning of the foundafions of each with the applicafions becoming almost totally 

intertwined. Most of the true coordinafion does not occur unfil the training is put 

into pracfical use. 

So the quesfion remains ~ will this work? Only fime and experimentation 

will tell. I am confident that it would be beneficial for the students and a great 

learning experience for the instructor. With a little fime and luck, I hope that I will 

soon get the opportunity to test my theories. Only fime, pafience, and 

perseverance can tell. 
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APPENDIX A 

LETTERS PERTINENT 

TO SKINNER SPEECH TRAINING: 

SEMESTER I 

50 



Speech I 

Fall Semester 
Mon - Wed - Fri 
David L. Wygant 

Course Objectives: 

In Speech I, the actor will begin to become acquainted with the execution 
of "Good Standard Speech". This blanket term of speech training defines speech 
that can be understood, is free from unwanted regionalisms, works as one with a 
released voice and body, illuminates the text, and it is appropriate to the 
character. 

In order to facilitate these objectives, the student will be expected to: 

1. Make numerous recordings of your voice. 
2. Learn a Speech and Articulafion warm-up. 
3. Learn the non-regional placement of the vowels and diphthongs. 
4. Identify your particular speech regionalisms and challenges, and how to 

address them with Good Standard Speech. 
5. Become acquainted with the symbols of the International Phonetic 

Alphabet. 

"Speech is music. The text of a part or play is a melody, an 
opera or a symphony. Pronunciation on the stage is as difficult an 
art as singing; it requires training and a technique bordering on 
virtuosity. 

Every actor must be in possession of excellent diction and 
pronunciation, that he must feel not only phrases and words, but 
also each syllable, each letter. The fact of the matter is that the 
simpler the truth, the longer it takes to arrive at it." 

Building a Character by Constantin Stanislavsky 

First Monday: 
Introduction of course (Syllabus, etc.) 
Introduce Speech and Articulation Warm Up with Lion/Fist 
Introduce Lip Circles 
Introduce Jaw Massage 
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First Wednesday: 
Have each student come by my office to be given the inifial Speech 
Diagnostic Checklist. 

- Assign to have Journal/Notebook by next class. 

First Friday: 
Hand out the Speech Diagnostic Checklist for each student 
Introduce students to the IPA vowel chart 
Introduce Key Sentences from Vowel Sounds 
Discuss the concept of "Good Standard Speech" 
Feed Back 

Second Monday: 
Speech and Articulafion Warm-Up thus far 
Introduce OOO-EEE and WEE-WAA, Sinus Massage, Soft Palette Stretch 
with sound, POM - PAM - PUM, LONG SONG / HAND SAND. 
Introduce work on the Front Vowels. 

Second Wednesday: 
Speech and Articulation Warm-Up thus far 
Continue work on the front vowels 

Second Friday: 
Speech and Articulation Warm-Up thus far 
Continue Front Vowels 

Third Monday: 
Speech and Articulation Warm-Up thus far 
Speech Quiz 
Introduce Back Vowels 

Third Wednesday: 
Speech and Articulafion Warm-Up thus far 
Continue Back Vowels 

Third Friday: 
Speech and Articulafion Warm-Up thus far 
Continue Back Vowels 
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Fourth Monday: 
Speech and Articulation Warm-Up thus far 
Speech Quiz 
Begin Mid Vowels 

Fourth Wednesday: 
Speech and Articulation Warm-Up thus far 
Continue Mid Vowels 

Fourth Friday: 
Speech and Articulation Warm-Up 
Speech Quiz - Complete Vowel Recognition 
Vowel Review 

Fifth Monday: 
Speech and Articulation Warm-Up 
Test - Complete Vowel Recognition 
Introduce Usually Long Diphthongs 

Fifth Wednesday: 
Speech and Articulafion Warm-Up 
Confinue Long Diphthongs 

Fifth Friday: 
Speech and Articulafion Warm-Up 

- Continue Long Diphthongs 

Sixth Monday: 
- Speech and Articulation Warm-Up 
- Speech Quiz 
- Introduce p Consonant 

Introduce Short Diphthongs 

Sixth Wednesday: 
Speech and Articulafion Warm-Up thus far 
Continue Short Diphthongs 
Continue p Consonant Work 
Introduce Triphthongs 
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Sixth Friday: 
- Warm Up with Tongue Stretch Added (See Vocal Warm Up) 

Continue Short Diphthongs 
Continue Triphthongs 
Confinue p Consonant 

Seventh Monday: 
Warm Up 
Quiz 

Seventh Wednesday: 
Warm Up 

- Introduce Stop-Plosive Consonants 

Seventh Friday: 
Warm Up 

o I ntroduce "The Lips, the Teeth..." 
o Introduce "Tommy and Tina" 

Continue Stop-Plosive Continuant 

Eighth Monday: 
Warm Up 
Quiz 
Introduce Fricative Consonants 

Eighth Wednesday: 
Warm Up 

o Introduce "Guns and Drums..." 
o Introduce "The Leith police..." 
o Introduce "Red Leather..." 
o Introduce "Red Bugs Blood..." 

Continue Fricative Consonants 

Eighth Friday: 
- Warm Up 
- Continue Fricative Consonants 

Ninth Monday: 
Warm Up 
Quiz 
Glide Consonants 
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Ninth Wednesday: 
Warm Up 

o Introduce "Why? What would you?" 
o Introduce "Whether the weather" 
o Introduce "When she golfs..." 
o Introduce "The Duke's new..." 
o Introduce "Super Illuminating" 

Confinue Glide Consonants 
Introduce Affricate Consonants 

Eighth Friday: 
- Warm Up 

Continue Affricate Consonants 

Tenth Monday: 
Warm Up 
Quiz 
Introduce Nasal Continuant Sounds 

Tenth Wednesday: 
Warm Up 
Confinue Nasal Confinuant Sounds 

Tenth Friday: 
Warm Up 

- Quiz 
- Introduce Lateral Consonant 

Eleventh Monday: 
Warm Up 

o Introduce Can't you, Won't you. Don't you William 
- Continue Lateral Consonant 
- Homework to Transcribe words into full phonetics 

Eleventh Wednesday: 
Warm Up 

o Add Grip Top Sock, 
Quiz 
Homework Reviewed 
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Eleventh Friday 
Warm Up 

o Add "Tommy and Tina" and "What a to do" 
- Second Recording of Diagnostic 
- Comprehensive Review of Consonants 

Assign Edward Albee's Death of Bessie Smith 

Twelfth Monday: 
Warm Up 

o Add "Music Makers" and "His Rage" 
Presentation of Death of Bessie Smith 
Comprehensive Review 

Twelfth Wednesday: 
Warm Up 

o Add "To Sit in Solemn Silence" 
Continue Death of Bessie Smith 

Twelfth Friday: 
Warm Up 
Continue Death of Bessie Smith 

Thirteenth Monday: 
Warm Up 

o Add "Betty Bought..." 
Quiz 
Review over trouble sounds 
Assign Homework 

Thirteenth Wednesday: 
- Warm Up 
- Homework Due 

Address problem West Texas Regionalisms and work 

Thirteenth Friday: 
Warm Up 
Quiz 
Address Problem Regionalisms 
Assign Julius Caeser Monologue 

Fourteenth Monday: 
- Warm Up 

Work problem sounds 
Present Julius Caesar Monologues 
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Fourteenth Wednesday: 
Warm Up 
Review 
Continue Julius Caesar Monologues 

Fourteenth Friday: 
Warm Up 
Review 
Continue Julius Caesar Monologues if needed 

Final: 
Warm UP 

- Test 
Shakespeare Monologues 
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Speech and Articulation Warm-Up 
David L. Wygant 

Lion, Fist, Lion, Fist 

o Shake it out 

Lip Circles Both Ways 

Jaw Massage 

o Shake out both ways 

Tongue Stretch In and Out 

o Head Back Tongue Stretch 

OOO-EEE. WEE-WAW 

o Stretch Lips 

o Blow Through Lips 

Sinus Massage in Nasal Sound 

Soft Palate - Horizontal Yawn 

o NG-AH NG-AH NG-AH 

POM PAM PUM 

o Continue with B, T, D, K, and G 

o Soft Palate raised for vowel sounds 

LONG SONG, HAND SAND 

o Soft Palate raised for vowel sounds 

MA MOO. MA MOH, MOO MOH. MOH MA 

o Continue same pattern with P,B, F, V, L, N, D, T, K, G, Z, ZH, R, 

andTH 
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Key Sentences 

o LEE IS TELLING ANN'S ANSWER 

o DO GOOD POETIC LAWS FOSTER DRAMA 

o STIR THE MUCK 

o PAY TIME ANNOYS HOME TOWN 

o FEARLESS BEARS SURELY ROAR FAR 

o HIGHER POWER 

Steele Exercise 

o PUH PUH PUH PUH PUH PUH 

• Continue with P, B, T, D, K, G 

- Confinue with PR, BR, TU, DR, KR, GR 

• Confinue with LIM, HUH, LA 

P - B - T - D - K - G 

o Reverse 

V - Z - Z H - R - T H 

LILILILILILILILILILILILI - LAHH, NINININININININININININI - NAHH 

WILL YOU WILLIAM 

CAN'T YOU, WON'T YOU. DON'T YOU WILLIAM 

DID YOU. WOULD YOU. COULD YOU WILLIAM 

THE LIPS. THE TEETH THE TIP OF THE TONGUE 

THE TIP OF THE TONGUE. THE TEETH. THE LIPS 
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Tongue Twisters / Phrases 

o GUNS AND DRUMS AND DRUMS AND GUNS 

o WHEN SHE GOLFS IN GULFS. SHE HELPS WITH YELPS 

o WHY. WHAY WOULD YOU? 

o THE DUKE'S NEW TUNE 

o SUPER ILLUMINATING 

o THE LEITH POLICE DISMISSETH US 

o RED LEATHER. YELLOW LEATHER 

o RED BUGS BLOOD. BLACK BUGS BLOOD 

Patter 

o Grip Top Sock, Peter Piper, Tommy and Tina, What a To Do, Music 

Makers, Whether the Weather, Jellicle Cats, His Rage, To Sit in 

Solemn Silence, Betty Bought, Modern Major General, Fox in 

Socks, A Tutor Who Tooted, If a Hottentot Tot, Nightmare Song 
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Name: Home Town: 

Strong "R" Color 

1. fleeing sheep 

2. sit still 

3. Ethel and Emma 

4. Twenty-seven cents 

5. Ann's hand 

6. Harry's character 

7.school shoes 

8. good book 

9. Paul paused 

10. John's office 

11. horrible horror 

12. calm father 

13. her first rehersal 

14. abundance of rum 

15. culpable pulpit 

16. the eigth straight matinee 

17. nine lives 

18. noisy voyage 

19. Roman coat 

20. how now brown cow 

21. merely weary 

22. barely there 

23. poor rural tour 

24. forty doors 

25. park the car 

Excessive Nasality Sibilant "S" 

26. enough debate 

27. the jailer's tale 

28. Minnie many 

29. the duke's new tune 

30. the king is pink 

31. sang at the bank 

32. Tom met Tillie for tea 

33. round the rugged rock 

34. straighten the streets 

35. the brilliant Italian William 

36. WWSW 

37. the little letter 

38. Which is it? Why? 

39. thinking, tossing, and turning 

40. the English singer sang on 

Long Island 

41. He asks the axe and acts. 

42. grieved and sagged and used 

43. He thrusts his fists against the posts, 

and still insists he sees the ghosts. 

44. kings and cousins 
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Skinner Consonant Patter Work 

Speech 
David L. Wygant 

For Dry "t"s 

WHAT A TO DO TO DIE TODAY AT A MINUTE OR TWO TIL TWO 

A THING DISTINCTLY HARD TO SAY AND HARDER STILL TO DO 

FOR THEY'LL BEAT A TATTO AT TWENTY TIL TWO 

A RAT TAT TAT TAT TAT TAT TAT TA TA-TOO 

AND THE DRAGON WILL COME WHEN HE HEARS THE DRUM 

AT A MINUTE OR TWO TIL TWO TODAY, AT A MINUTE OR TWO TIL TWO. 

For Short Vowels and Sharpness of Consonants: 

To sit in solemn silence in a dull dark dock 

In a pestilenfial prison with a lifelong lock 

Awaiting the sensation of a short sharp shock 

From a cheap and chippy chopper on a big black block. 

For Long Vowels and Final z. 

We are the music makers 

And we are the dreamers of dreams. 

Wandering by lone sea breakers 

And sitting by desolate streams. 

World losers and world forsakers 

On whom the pale moon gleams 

But we are the movers and shakers 

Of the world forever, it seems. 
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For Liguid L: 

Jellicle cats com out tonight 

Jellicle cats come one come all 

The Jellicle moon is shining bright 

Jellciles come to the Jellicle ball. 

For Dry "t": 

Tommy and Tina were tattooed in Tooting 

But Tommy was only tattooed on his toe. 

So Tommy told Tina where Tommy was tattooed 

And Tina said Tommy's tattoo wouldn't show. 

For Final i 

His rage edged slowly 

And images enraged his mind. 

A besieged judgment 

Pledged a moment 

Wedged a way 

And made a ledge to stand on 

To nudge all pain away. 
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To differentiate "wh" from "w" 

Whether the weather be cold 

Or whether the weather be hot 

We'll be together, whatever the weather 

Whether we like it or not. 

For "sts" clusters 

Amidst the mists and coldest frosts 

With stoutest wrists and loudest boasts. 

He thrusts his fists against the posts, 

And sfill admits he sees the ghosts. 

For Flutter T 

Betty bought a bit of butter. 

"But, "she said, "this butter's bitter! 

If I put it in my batter, 

It will make my batter bitter!" 

So she bought some better butter. 

And she put it in her batter, 

And it made her batter better. 
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More Practice Patters 

Guns and Drums and Drums and Guns 

The Leith Police Dismisseth Us. 

Red Leather, Yellow Leather 

Red Bug's Blood, Black Bugs Blood 

Why? What Would You? 

When She Golfs in Gulfs, She Helps With Yelps. 

The Duke's New Tune 

Super llluminafing 
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Vocal Exercise 
Death of Bessie Smith by Edward Albee 

Voice 

David L. Wygant 

Well, let me tell you something: I'm sick of it. I'm sick of everything 

in this hot, stupid, fly ridden world. I'm sick of the disparity between the 

say things are and the way things should be. I'm sick of the sight of you. 

The sight of you makes me itch. I'm sick of going to bed and I'm sick of 

waking up. I'm tired. I'm tired of the truth. And I'm tired of lying about the 

truth. I'm tired of my skin. I want out! 

General Notes: 

Do this AS YOURSELF! 

Strong 

Very few if any pauses. 

MAKE IT REAL! 
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Voice and Speech Exercise 
Julius Caesar 
Act I. Scene 1 

Marullus 

Wherefore rejoice? What conquest brings he home? 

What tributaries follow him to Rome, 

To grace I captive bonds his chariot-wheels? 

You blocks, you stones, you worse than senseless things! 

0 you hard hearts, you cruel men of Rome, 

Knew you not Pompey? Many a time and oft 

Have you climb'd up to walls and battlements. 

To towers and windows, yea, to chimney-tops. 

Your infants in your arms, and there have sat 

The live-long day, with patient expectation, 

To see great Pompey pass the streets of Rome: 

And when you saw his chariot but appear, 

Have you not made an universal shout, 

That Tiber trembled underneath her banks. 

To hear the replication of your sounds 

Made in her concave shores? 

And do you now put on your best attire? 

And do you now cull out a holiday? 

And do you now strew flowers in his way 

That comes in triumph over Pompey's blood? 

Be gone! 

Run to your houses, fall upon your knees. 

Pray to the gods to intermit the plague 

That needs must light on this ingratitude. 
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APPENDIX B 

LETTERS PERTINENT 

TO LINKLATER VOICE TRAINING 

SEMESTER I 
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Syllabus - Voice Training for the Actor 
David L. Wygant 

Fall Semester 
Tues-Thurs 

The purpose of this course is to inform the student how to best utilize the 
voice that they have been given to communicate more openly, sincerely, and 
confidently. These qualifies are built upon slowly and progress exclusively 
according to each individual. Although the syllabus has been laid out according 
to a definite schedule, it is likely that certain areas will be focused on more 
heavily according to need. Every student is different. The goal here is not to just 
teach a 'voice warm-up', but a way to clear the channel of emotions and make 
them believable. 

This training also has the added benefit of teaching the student to utilize 
their voice safely. All too often actors push their voices in areas and ways that 
often cause temporary, and all too often permanent, damage. We all know of the 
performer who, either during rehearsal or even in performance could not go on 
due to the loss of their speaking voice. Even in the most emotional moments of a 
play, the actor must know how to utilize the voice correctly. With the correct 
training and vocal usage, an emotional pitch can be achieved for each and every 
performance without any fear of damage. 

Therefore, the scope of this course is two fold; first, to assist the actor in 
uncovering the best way to honestly communicate with their voice and second to 
do so without fear of damage. 

This process is not something that can be done in a semester, a year, four 
years, or ten. It must be practiced daily. Your voice is forever changing and the 
only way to utilize it best is to know it better than anyone. This class gives you 
the tools necessary to do just that. 

Items needed: 
Each day students must bring a notebook or journal to write down 

observances and exercises. Also, it would be benefitual to wear loose, 
comfortable clothing, as a good deal of movement is required in the class. 

First Tuesday: 
Introduction 

- Start with a simple breathing exercise as an introduction. 
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First Thursday: 
Continue Breathing Work and exercises. 

Second Tuesday: 
Continue with Relaxation on the Floor and move up to the feet. 

Second Thursday: 
Relaxation and Breathing Cont. 

- Introduce the Roll Up and exploration of relaxation of the spine 

Third Tuesday: 
- Relaxation and Breathing 

Continue detailed work on Roll Ups and checks for relaxafion. 
Introduce shake out with simple exercise "My name is..." 

o Have the student speak the line. 
o Do the line on a shake out. 
o Immediately after a shake out, do the line. 

• Explore the feel and differences, if any. 

Third Thursday: 
Breathing, Roll Ups 

- Introduce Neck Rolls and Relaxafion checks 
- Add sound (Huh-Huh) and explore 

Confinue shake out exercise 
- Feed back 

Fourth Tuesday: 
- Breathing, Roll Ups, Neck Rolls 

Introduce Soft Palate Stretch 
- Confinue Sound (Huh-Huh) 
- Add sounds (Huh-Hummmmmm-Ahhhh and Broommmmm-Ahhhh) 

Feed Back 

Fourth Thursday: 
Breathing, Roll Ups, Neck Rolls, Soft Palate 
Introduce Tongue Stretch 
Continue Sound Exploration 

- Feed Back 

Fifth Tuesday: 
Breathing, Roll Ups, Neck Rolls with Sound, Soft Palate 

- Continue Tongue Stretch 
Assign simple text (2 sentences). 
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Fifth Thursday: 
- Breathing, Roll Ups add sound. Neck Rolls, Shake Out, Soft Palate, 

Tongue Stretch 
Do each student doing the assigned text. 
Feed Back 

Sixth Tuesday: 
Breathing, Roll Ups add sound, Neck Roll, Soft Palate, Tongue Stretch 
Re-Examine Each Exercise for Problem Areas 
Feed Back 

Sixth Thursday: 
Breathing, Roll Ups add sound. Neck Roll, Soft Palate Tongue Stretch 
Re-Examine Each Exercise for Problem Areas 
Feed Back 

Seventh Tuesday: 
Breathing, Roll Ups add sound. Neck Roll, Tongue Stretch, Soft Palette 
Stretch 
Introduce Hard Ks in and out 
Feed Back 

Seventh Thursday: 
- Breathing, Roll Ups add sound, Neck Roll, Tongue Stretch, Soft Palette, 

Hard Ks 
Introduce "Nn-gah, Nn-gah, Nn-gah" with tongue out on bottom lip 
Introduce Drop Down (Relaxed Tongue) on "He-yah, He yah, He-yah" 
Feed Back 

Eighth Tuesday: 
- Breathing, Roll Ups add sound. Neck Roll, Tongue Stretch, Soft Palette, 

Hard Ks, Tongue out, Drop Down Tongue Relaxed, "Nn-gah, Nngah, 
Nngah", Drop Down Relaxed Tongue, Jaw Release 
Introduce Jaw Release and Shake out. 
Introduce Chest Resonators 
Feed Back 

Eighth Thursday: 
Breathing, Roll Ups add sound. Neck Roll, Tongue Stretch, Soft Palette, 
Hard Ks, Tongue out, Drop Down Tongue Relaxed, "Nn-gah, Nngah, 
Nngah", Drop Down Relaxed Tongue, Jaw Release 
Continue Chest Resonators 
Feed Back 
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Ninth Tuesday: 
Breathing, Roll Ups add sound. Neck Roll, Tongue Stretch, Soft Palette, 
Hard Ks, Tongue out. Drop Down Tongue Relaxed, "Nn-gah, Nngah, 
Nngah", Drop Down Relaxed Tongue, Jaw Release, Chest Resonators 

- Introduce Hard Palette Resonators 
- Introduce Teeth Resonators 

Feed Back 

Ninth Thursday: 
Vocal Warm Up thus far 
Introduce the Down and Dirty Shake Out 
Feed Back 

Tenth Tuesday: 
Vocal Warm Up thus far 
Introduce Vacuums 
Feed Back 

Tenth Thursday: 
- Vocal Warm Up thus far 

Introduce Facial Isolation 
Introduce Mask Resonators 
Introduce Falsetto Register and Expansion 
Feed Back 

Eleventh Tuesday: 
Vocal Warm Up thus far 
Continue Mask Resonators and Falsetto Register and Expansion 

- Julius Caesar vocal exercise 
Feed Back 

Eleventh Thursday: 
Vocal Warm Up thus far 

- Introduce Swing Throughs 
Assign and hand out Death of Bessie Smith monologue by Edward Albee 
for all students 
Feed Back 

Twelfth Tuesday: 
Vocal Warm Up thus far 
Introduce Build Ups 
Presentation of Death of Bessie Smith monologues 
Feed Back 
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Twelfth Thursday: 
Complete Vocal Warm Up 
Touch on any exercises that need attention 
Break Down the Warm up bit by bit 
Continue Death of Bessie Smith monologues. 
Feed Back 

Thirteenth Tuesday: 
Vocal Warm Up 
Warm Up Quiz 
Trouble Shoofing 
Begin to assign final monologues 
Feed Back 

Thirteenth Thursday: 
Vocal Warm Up 
Trouble Shoofing 
Feed Back 
Assign Julius Caesar Monologue 

Fourteenth Tuesday: 
Vocal Warm Up 
Trouble Shoofing 
Julius Caesar Monologues 

Fourteenth Thursday: 
Vocal Warm-Up 

- Discuss Warm Up (Order and Specific Needs) 
- Review for Final 

Continue Julius Caesar Monologues if needed. 

Final: 
Warm Up Quiz 
Vocal Warm Up 
Monologues and Feed Back 
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Linklater Vocal Warm-Up 
David L. Wygant 

1. Breathing - Breath 

2. Head Drop - Roll Head 

3. Drop Downs (One of breath only, then add sounds) 

• Hu-Hu 
• Hu-Hummmm-Ahhh 
• Broommmm-Ahhhh 

4. Drop Down on Hum, Build Up and Shake Out 
• Shoulders 
• Knees 
• Jumping 

- Repeat each shake out twice 

5. Tongue Stretch 

6. Soft-Palate Stretch (Yawn) 

7. Hard "K"s, In and Out 

8. "Nn-gah, Nn-gah, Nn-gah" 
• Place Tongue on Lower Lip 
• The Feeling of a Yawn. 

9. Drop Down (Relaxed Tongue) on "He-yah, He yah, He-yah" 
• Feeling similar to tongue stretch, but much more relaxed. 

10. Jaw Release, Shake it Out. 
• With Arms 
• With Hand on Jaw 

11. Chest Resonators 

12. Hard-Palate Resonator - High Pitched "Ki" 

13. Teeth Resonator 
• Same as above with Jaw Shake-Out 
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14. Freeing the Voice - Down and Dirty Shake-Out 

15. Vacuums - Chest Resonators 

16. Facial Isolations 
• Eyebrows 
• Nose 
• Cheeks 
• Upper Lip 
• Lower Lip 
• Pucker and Part 
• Popping 

17. Mask Resonators 
• On "Me" 
• "May" 
• "My" 
• "Way" 
• "Bay" 

18. Falsetto Register and Expansion - On "Ki" 
• Shake Jaw (Hand) 
• First Place in Head Then Nose 

19. Swing Throughs - On "Hey" for Mask 

20. Building Up - Lower Register to Higher Register 
• Work for Little or No Break 
• Minimum of Twice 
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Vocal Exercise 
Death of Bessie Smith by Edward Albee 

Voice 

David L. Wygant 

Well, let me tell you something: I'm sick of it. I'm sick of everything 

in this hot, stupid, fly ridden world. I'm sick of the disparity between the 

say things are and the way things should be. I'm sick of the sight of you. 

The sight of you makes me itch. I'm sick of going to bed and I'm sick of 

waking up. I'm tired. I'm tired of the truth. And I'm tired of lying about the 

truth. I'm tired of my skin. I want out! 

General Notes: 

Do this AS YOURSELF! 

Strong 

Very few if any pauses. 

MAKE IT REAL! 
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Voice and Speech Exercise 
Julius Caesar 
Act I. Scene 1 

Marullus 

Wherefore rejoice? What conquest brings he home? 

What tributaries follow him to Rome, 

To grace I captive bonds his chariot-wheels? 

You blocks, you stones, you worse than senseless things! 

O you hard hearts, you cruel men of Rome, 

Knew you not Pompey? Many a time and oft 

Have you climb'd up to walls and battlements, 

To towers and windows, yea, to chimney-tops. 

Your infants in your arms, and there have sat 

The live-long day, with patient expectafion, 

To see great Pompey pass the streets of Rome: 

And when you saw his chariot but appear, 

Have you not made an universal shout, 

That Tiber trembled underneath her banks, 

To hear the replication of your sounds 

Made in her concave shores? 

And do you now put on your best attire? 

And do you now cull out a holiday? 

And do you now strew flowers in his way 

That comes in triumph over Pompey's blood? 

Be gone! 

Run to your houses, fall upon your knees. 

Pray to the gods to intermit the plague 

That needs must light on this ingratitude. 
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Speech II Syllabus 

Spring Semester 
Mon - Wed - Fri 
David L. Wygant 

Course Objectives: 

In Speech II, the actor will continue to work on becoming better 
acquainted with "Good Standard Speech", a blanket term of speech training that 
can be understood, is free from unwanted regionalisms, works as one with a 
released voice and body, illuminates the text, and it is appropriate to the 
character. 

Although each student progresses at individually, it is expected that a level 
of proficiency be attained. This level of proficiency includes, but is not limited to, 
addressing regionalisms, scanning words and phrases into the International 
Phonetic Alphabet (IPA), and scanning a Shakespearian text for "Good Standard 
Speech" and poefic meter. In essence, this class will be about using the 
information learned the previous semester. 

At the end of the semester, a brief overview as to how to apply the Skinner 
techniques to acquiring and using dialects will also be touched on. By using the 
skills learned with Skinner speech training, a dialect can be easily described and 
learned by incorporafing sound the sound changes needed for the best 
representafion of that dialect. As opposed to using listening only, finding and 
transcribing those sound changes allows for a much more accurate portrayal of 
the dialect with a greater amount of consistency. 

"Speech is music. The text of a part or play is a melody, an 
opera or a symphony. Pronunciation on the stage is as difficult an 
art as singing; it requires training and a technique bordering on 
virtuosity. 

Every actor must be in possession of excellent diction and 
pronunciation, that he must feel not only phrases and words, but 
also each syllable, each letter. The fact of the matter is that the 
simpler the truth, the longer it takes to arrive at it." 

Building a Character by Constantin Stanislavsky 
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First Monday: 
Introduction and handing our of the syllabus 
Re-acquaintance with Warm Up 

First Wednesday: 
Warm Up 
Review 

First Friday: 
- Warm Up 

Review 

Second Monday: 
- Warm Up 

Review 
Assign homework 

Second Wednesday: 
Warm Up 

o Begin "Major Modern General" 
- Homework Due 

Quiz over sounds and symbols 

Second Friday: 
Warm Up 
Work "Major Modern General" 
Patter work 

- Problems Sounds work 

Third Monday: 
- Warm Up 

"Major General" memorized 
Patter work 

- Problem sounds work 

Third Wednesday: 
Warm Up 
"Major General" memorized 

- Quiz 
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Third Friday: 
Warm Up 
Patter work 
Problem Sound work 
Sign up to record for Monday 

Fourth Monday: 
Warm Up 
Record students 

Fourth Wednesday: 
- Warm Up 

Patter Work 
Begin Scansion introduction (Basic Analyzing Metre page) 

Fourth Friday: 
Warm Up 
Continue Scansion work 

Fifth Monday: 
Warm Up 
Confinue Scansion work 
Assign Scansion Homework of Julius Caesar Act I, Scene 1 Monologue 

Fifth Wednesday: 
- Warm Up 
- Homework Review 

Scansion work 

Fifth Friday: 
Warm Up 

- Present Julius Caesar 

Sixth Monday: 
- Warm Up 

Problem Areas 
Quiz 

Sixth Wednesday: 
- Warm Up 

Scansion of Julius Caesar monologue by Cassius in Act I, Scene II 
Assign Henry V Prologues 
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Sixth Friday: 
Warm Up 
Problem sounds 
Scansion 
Prologues chosen 

Seventh Monday: 
Warm Up 

- Scansion 

Seventh Wednesday: 
Warm Up 

- Henry V prologues scanned 

Seventh Friday: 
Warm UP 

- Scansion Confinues on Henry V 

Eighth Monday: 
Warm Up 
Begin Henry V work 

Eighth Wednesday: 
Warm Up 
Confinue Henry V work 

Eighth Friday: 
Warm Up 

- Confinue Henry \/work 

Ninth Monday: 
Warm Up 
Review Sounds 

Ninth Wednesday: 
Warm Up 

- Quiz 

Ninth Friday: 
Warm Up 

- Scansion work 
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Tenth Monday: 
Warm Up 
Assign Ham/ef Soliloquy for Entire Class (Male and Female) 
Work Problem areas 

Tenth Wednesday: 
Warm Up 
Problem areas 

- Hand out "How to be your own speech coach" 

Tenth Friday: 
- Warm Up 

Sound and IPA review 
Brief Hamlet Scansion Review 

Eleventh Monday: 
Warm Up 

- Quiz 
Begin Hamlet Soliloquy Presentations 

Eleventh Wednesday: 
Warm Up 
Hamlet Soliloquy Presentations 

Eleventh Friday: 
- Warm Up 

Hamlet Soliloquy Presentations 

Twelfth Monday: 
Warm Up 
Scene Work Coincided with Voice Class 

Twelfth Wednesday: 
Warm Up 
Scene Work Coincided with Voice Class 

Twelfth Friday: 
Warm Up 
Scene Work Coincided with Voice Class 

Thirteenth Monday: 
Warm Up 
Introduction into Dialect Work 
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Thirteenth Wednesday: 
Warm Up 
Dialect Work 

Thirteenth Friday: 
Warm Up 
Dialect Work 

Fourteenth Monday: 
Warm Up 
Review 
Dialect Monologues 

Fourteenth Wednesday: 
Warm Up 

- Review 
Dialect Monologues 

Fourteenth Friday: 
- Warm Up 

Review 
Dialect Monologues 

Final: 
Warm Up 

- Shakespeare Monologue of Student's Choosing 
Test 
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Speech Exercise 
Modern Major General 
Speech - David L. Wvoant 

GENERAL: 

I am the very model of a modern Major-General, 
I've informafion vegetable, animal, and mineral, 
I know the kings of England, and I quote the fights historical 
From Marathon to Waterloo, in order categorical; 
I'm very well acquainted, too, with matters mathematical, 
I understand equafions, both the simple and quadratical. 
About binomial theorem I'm teeming with a lot o' news, 
With many cheerful facts about the square of the hypotenuse. 

I'm very good at integral and differential calculus; 
I know the scientific names of beings animalculous: 
In short, in matters vegetable, animal, and mineral, 
I am the very model of a modern Major-General. 

I know our mythic history. King Arthur's and Sir Caradoc's; 
I answer hard acrostics, I've a pretty taste for paradox, 
I quote in elegiacs all the crimes of Heliogabalus, 
In conies I can fioor peculiarities parabolous; 
I can tell undoubted Raphaels from Gerard Dows and Zoffanies, 
I know the croaking chorus from the Frogs of Aristophanes! 
Then I can hum a fugue of which I've heard the music's din afore, 
And whistle all the airs from that infernal nonsense Pinafore. 

Then I can write a washing bill in Babylonic cuneiform. 
And tell you ev'ry detail of Caractacus's uniform: 
In short, in matters vegetable, animal, and mineral, 
I am the very model of a modern Major-General. 
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Scansion 
(Analyzing Metre) 

Speech II 
David L. Wygant 

The Structure of verse is the line. 
The unit of measure is the metrical foot. 

Four types of metrical feet: 

P = Pyrrhic - 2 unstressed svllables 

I = lamb - 1 unstressed, 1 stressed 
T = Trochee - 1 stressed, 1 unstressed 

8 = Spondee - 2 stressed 

Metre is the pattern formed by stressed and unstressed syllables. It is the 
groundwork of rhythm. 

A line is classified according to its prevalent foot and according to the number of 
feet it contains: 

Monometer - 1 foot 
Dimeter - 2 feet 
Trimeter - 3 feet 
Tetrameter - 4 feet 
Pentameter - 5 feet 
Hexameter - 6 feet 
Heptameter - 7 feet 

lamic Pentameter: 

But soft! What light through yonder window breaks? 

Caesura - Natural pause in line of verse. 

(There are other types of metrical feet which we will not study here, in the effort to keep things as 

simple as possible.) 
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Speech II 
'The Barbells of Eloquence" 

David L. Wygant 

Alexandrine - a line of verse with six iambic feet. Often a topic sentence 
or carrier of an important intention of the speaker. It has a strong 
tendency to divide into two equal segments. 

"Brutus and Caesar, what should be in that Caesar?" Cassius, 
Julius Caesar. 

"Brutus will start a spirit as soon as Caesar." Cassius, Julius 
Caesar. 

"To have what we would have, we speak not what we mean." 
Isabella, Measure for Measure 

Alliteration - The repefition of consonant sounds in a series of words. The 
feel of the consonant will therefore color the moment: 

"To post with such dexterity to incestuous sheets." Hamlet 

"For by thy gracious, golden, glittering gleams, 
I trust to take of truest Thisby sight." 

Bottom as Pyramus, Midsummer Night's Dream 

"Wherat, with blade, with bloody blameful blade. 
He bravely broach'd his boiling bloody breast." 

Quince as Prologue, Midsummer 

"For, ere Demetrius look'd on Hermia's eye, 
He hailed down oaths that he was only mine: 
But when this hail some heat from Hermia felt. 
So he dissolv'd and showers of oaths did melt." 

Helena, Midsummer 

"But manhood is melted into curtsies, valour into compliment, and 
men are only turned into tongue, and trim ones too..." 

Beatrice: Much Ado About Nothing 
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"The hum of either army stilly sounds, 
That the fix's sentinels almost receive 
The secret whispers of each other's watch." 

Chorus, Henry V 

"The country cocks do crow, the clocks do toll..." 
Chorus, Henry V 

"Let me not to the marriage of true minds 
Admit impediments." Sonnet 116 

Antithesis - A rhetorical device in which sharply contrasted ideas are 
linked in parallel words or phrases. 'Setting the word against the word.' 

Gert: Hamlet, thou hast thy father much offended. 
Ham: Mother, you have my father much offended. 
Gert: Come, come, you answer with an idle tongue. 
Ham: Go, go, you quesfion with a wicked tongue. 

Hamlet 

Assonance - A partial rhyme in which the vowel sounds are the same, but 
the consonant sounds are different. 

"Be but to sleep and feed? A beast, no more." 
Hamlet 

Black Verse - Iambic pentameter with no rhyme. 

Caesura - A pause in a line of verse, usually occurring near the middle of 
the line. 

"But soft! What light through yonder window breaks?" 
Romeo, Romeo and Juliet 

Couplet - Two rhyming lines of verse. Shakespeare's sonnets always end 
with a couplet; his earlier plays are full of them. In the later plays, they are 
used mostly for special effects, comic effects, and final flourishes. 

" As you from crimes would pardon'd be. 
Let your indulgence set me free." 

Prospero, The Tempest 
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Elision - The omission of a part of a word (usually one syllable) to make 
pronunciation easier or to achieve a rhythmic effect. 

Ever = e'er Even = e'en Heaven = heav'n 
Pi/teous Beau/teous Vir/tous 
In/fluence U/sual 

End-Stopped Line - A line of poetry in which the idea is complete and 
which ends with a punctuation mark Reveals a strong correlation of 
thought and feeling. 

"In sooth, I know not why I am so sad." 
Antonio; Merchant of Venice 

Eniambled Line or Run-On Line - A line of poetry in which the sense of 
the sentence or clause is not completed (as in an end-stopped line) but 
which continues into a succeeding line. 

"Whether 'fis nobler in the mind to suffer 
The slings and arrows of outrageous fortune. 
Or to take arms against a sea of troubles 
And by opposing end them." 

Hamlet 

Feminine Ending - An extra, unstressed syllable at the end of a line 
(which would ordinarily end with a stressed syllable). Many feminine 
endings in a row often reveal a tentativeness, a contrast between thought 
and feeling. 

"To be or not to be, that is the question." 
Hamlet 

Foot - A unit of rhythm in poetry. 

Ladder - A device for building the intensity of feeling. A build. 

Meter - The pattern formed by stressed and unstressed syllables. 

Onomatopoeia - A word whose sound suggests its sense or meaning. 

Hiss clang splash buzz murmur 

Oxymoron - A poetic device in which two words of opposite meaning are 
brought together in an emphatic way. 

"joyful trouble" "bright darkness" "wise fool" 
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Parenthetical Phrase - A phrase which is secondary to the main thought, 
and dependent on it, so that it must be uttered with less emphasis in order 
for the main thought to be clear. Mark parentheses around it in your 
script. 

"Sure He that made us with such large discourse, 
(Looking before and after), gave us not 
That capability and godlike Reason 
To fust in us unus'd." 

Hamlet 

Pentameter - A line of poetry containing five metrical feet. 

Poetry or Verse - That category of literature characterized by highly 
imaginative language selected and arranged to elicit a specific emotional 
response. Poets use meaning, sound, and rhythm to incorporate a 
concentrated depiction of experience. Usually, poetry appears on the 
page with a jagged right margin, and was conceived by the author in line 
form. 

Prose - Generally, any written or spoken expression that is not in poetic, 
rhythmic patterns. Usually, prose appears on the page with an even right 
margin. Shakespeare uses it in informal situations. 

Pun - A pun plays with a works that has two or more meanings in order to 
twist the sense. Puns are not always funny. The following line is spoken 
after Mercutio is stabbed: 

"Ask for me tomorrow, and you shall find me a grave man." 
Mercutio, Romeo and Juliet 

Quatrain - A stanza or poem with four lines, with many possible rhyme 
schemes. 

Rhetoric - The art of discourse and persuasion; skill in the use of 
language. 

Run-On Line - See Enjambled Line. 

Scansion - The analysis of poetry or verse to show its metrical pattern. 

Soliloguy - A monologue delivered by an actor alone onstage. The 
intention of the speech is to reveal what is going on in the character's 
mind and soul. 
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Sonnet - A poem, usually reflective, of 14 iambic pentameter lines with a 
rigidly prescribed rhyme scheme. A Shakespearean sonnet contains 
three quatrains and a couplet. The rhyme scheme is ABAB CDCD EFEF 
GG. 

Verse - See poetry. 
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Speech II - Grip Top Sock 
David L. Wygant 

GIVE ME THE GIFT OF A GRIP TOP SOCK 

A CLIP DRAPE SHIP SHAPE TIP TOP SOCK 

NOT YOUR SPIV SLICK SLAPSTICK SLIP SHOD STOCK 

BUT A PLASTIC ELASTIC GRIP TOP SOCK (beat) 

NQN OF YOUR FANTASTIC SLACK SWOP SLOP 

FROM A SLAP DASH FLASH CAST HABERDASH SHOP 

NOT A KNICK KNACK KNITLOCK KNOCK KNEED KNICKERBOCKER SOCK 

WITH A MICK SHOT BLOB MOTTLED TRICK TICKER TOOK CLOCK (beat) 

NOT A RUCKED UP PUCKERED UP FLOP TOP SOCK 

NOR A SUPER SHEER SEERSUCKER PUKKA SACK SMOCK SOCK (beat) 

NOT A SPOT SPECKLED FROG FRECKLED CHEAP SHIEK'S SOCK 

OFF A HODGE PODGE MOSS BLOTCHED BOTCHED SCOTCH BLOCK 

NOTHING SLIP SHOP DRIP DROP FLIP FLOP OR GLIP GLOP 

TIP ME TO A TIP TOP GRIP TOP SOCK 

- Be ever conscious of 

- Short Vowels 

Open Vowels 
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How to Be Your Own Speech Coach: 

Standard Speech for Classic Plays 

Speech I - David L. Wygant 

1. Circle all \ W H / in your script. 

2. Slash all ^ ^ "s 

Except those preceding a vowel sound, including linking "R"s 

"The re is" - which you underline and connect 

3. Mark all "Ask List" words 

4. Distinguish Back Vowels (laws) / (foster) / (drama) 

5. Mark (muck) (town) (Ann's) (sang) (bank) 

6. "Just" NEVER WEAKENS! 

7. "The apple" "The boy" 

"To inquire" "To buy" 

8. Mark all Liquid "JU"s 

9. Circle all "T"s and MAKE THEM DRY! 

10. Polysyllabic "ERY" "ARY" "CRY" 

11. Circle all tone endings 

12. KEEP VERSE LINES INTACT!! 
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Speech II 
General German Sound Changes 

Prepared by: David L. Wygant 

General Observations for the German Accent: 

The overall pitch is somewhat lower. 

The point of articulation is deep in the throat and chest. 

German is characterized by precision and tidiness. 

Absolutely no p coloring whatsoever. 

Use spelling as an aid in pronunciation. 

Consonant Changes: 

U/ and ̂  changes to ^ . 
Wish -^ Vish 

Quick -^ Kvick 
Wagon -^ Vagon 

When ^ Ven 
Why -^ Vhy 

Horsewhip -^ Horsevip 

^ changes to r 

- ^ changes to/? 

Leave -^ Leaf 
Vivid -^ Fifid 
Love —* Lofe 

Rob Rop 
Bob Bop 

Verb Verp 
Cab Cap 

^ changes to ^ . (Often a sutle change characteristic of the precision 

of the accent.) 
Dead Teat 

Bad Bat 
Saved Savt 
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/ changes to/ \ 
Dog Dok 
Fog Fok 
Bag Bak 
Dig Dik 

Voiced s consonants at the end of a word changes to non-voiced 
or changes to «/ 

His 
Was 

Crazy 
Please 
Always 

Voiced 4 changes to cl (or possibly ^ ) 
This Dis (Zis) 
That Dat(Zat) 

Those Dose (Zose) 
Feather Feader (Feazer) 

Father Fader (Fazer) 
Rather Rader (Razer) 

Un voiced ^ changes to t (sometimes to ^ ) 
Thing Ting 
Three Tree 

Thirteen Tirteen 
Theatre Teatre 

f/t changes to Jit Xt 

changes t o ^ 

Still Shfill 
Stump Shtump 

Stick Shfick 
Stole Shtole 

Stable Shtable 

Speak Shpeak 
Spell Shpell 
Spit Shpit 

Spoke Shpoke 
Spoil Shpoil 

Vowel Sound Changes: 
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u 
Diphthong ^1 changes to ^ 

Came Cehm 
Tame Tehm 
Train Trehn 

Refrain Refrehn 

- Diphthong OU changes to O 
Goat Gote 
Coat Cote 
Moat Mote 
Gloat Glote 

- Vowel -3 changes to <^^^^ 
German 

Word 
Heard 

Worker 
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German Exercise 
Taking Sides by Ronald Harwood 

Furtwangler: 

Major, what kind of a yvorld do you jA/ant? What kinefof World are you 

goinjg to make? Don't you honestly understand the power of art to 
ant D/tt 4 

communicate beauty and pain and triumph? Eyfen if you can't admit 
o Jc fy ^ 9/lt 

it, don't you bel ie/e that music especially transcends language and 

national barriers and speaks directly to the human spirit? If you 

honestly bel ie/e the only reality is the physical yi^orld, you y^ill h ^ e 

nothing left but feculence more foul-smelling than )hat )A/hich 

pe i / ades your nights, "phis isn't just, Jthis isn't fair. How>A^as I to 
V- d i^ e ^ ^ ^ 

know wfiat tliey yifere capable of? No one knew. No one knew Jhey 
V- e J^t o i t t i/- J,e 

were gangsters, atrocious, depravep. Oh Gô zT, I don't )^ant t o ^ a y in 
d ^ ^ ^1 

)his country. Yes, yes, it would h ^ e been bQtJî r if I'd left in 1934, it 
1/- ^ 

would h ^ e been bejfji^r if I'd left - -
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British Dialect Sound Changes 
Standard English - Received Pronunciation 

Prepared by David L. Wygant 

While the sound is crisp, be careful not to make the sound too clipped, 

which is a big different between RP and Standard. 

Point of articulation is fonward but around the hard palate. 

Standard rules of British dialects: 

o No "R" coloring (except when "R" is followed by a voiced vowel) 

Liar, Mother, Father, Care, Were 

o Medial "t" is fluttered 

Little, Letter, Betty, Ability 

o The final / changes to / 

Very, Plainly, Pretty, City 

o Special British pronunciations are used: 

Clerk, Agile, Hostile, Version, Asia, Tomato, Either, Again, etc... 

Sound Changes: 

- a changes to <^ 

After, Rather, Prance, Grant, Command, Grass, Disaster 

^'' changes to J»-̂ ^̂  (much rounder formation with the lips) 

Talk, Ball, Sauce, Daughter, Yawn, Cause 

O changes to •̂̂ '"-'̂  (much rounder formation with the lips) 

Cotton, John, Orange, Stop, Wanton, God 

O'O' changes to (^'cJ' 

Blow, Grow, Known, Don't, Phone 

"Liquid > ^ " always pronounced after'T', "D", and "N" and optional after "S" 

and "L" 

Tune, Tudor, Duke, Deuce, New, Newspaper, Suit, Super, Lute, Absolute 
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Speech II 
General New York Sound Changes 

David L. Wvoant 

Articulation on the teeth, in the nose or in the throat (usually only men). 

Overemphasis on stressed words. 

Cross out all ending "R"s. Absolutely no "R" coloring except in "STIR" 

O' words. 

Put in all the choos and joos. 

S^^L^) to C^ Candy, Stand, Family 

u d to C9 Bath, Glasses, Bastard 

D' to '^0 to J<y Talk, Call, All, Walk 

t) to J 0 Dog, Soft, Coffee 

tJ to U God, Body, Tomorrow 

^ to cL These, Those, Them, This 

s 
/m dial t to d Better, Little 
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Practice: 

- A cup of proper coffee in a proper coffee pot. 

- Tommy and Tina were tattooed in Tooting, 

But Tommy was only tattooed on his toe. 

So Tommy told Tina where Tommy was tattooed. 

And Tina said Tommy's tattoo wouldn't show. 
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APPENDIX D 

LETTERS PERTINENT 

TO LINKLATER VOICE TRAINING: 

SEMESTER II 
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Voice II Syllabus 
David L. Wygant 
Spring Semester 

Tues-Thurs 

Course Obiectives: 

In this semester, the student is expected to show an understanding and 
ability to use the principles of Linklater voice training learned in the Fall semester. 
To do that, there is a heavy emphasis on monologue work and scene work. 
Although a good amount of time will confinue to be spent on vocal growth and 
exploration, the idea is to take those principles and work at applying them. While 
many of the monologues will be Shakespearian, they will also include 
contemporary and dialect pieces. 

Once again, this is not a process that can be accomplished quickly and 
should be continued beyond the two classes taught here. Becoming a well 
trained and available actor takes years of diligent work. 

"Was Du eriebst, kann keine Macht der Welt Dir rauben." 

What you have experienced, no power on earth can take from you. 

- Taken from Ethics by Spinosa 

First Tuesday: 
Introduction and handing out of the syllabus 
Voice Warm-Up 

o Have students alternate leading it. 

First Thursday: 
Voice Warm Up 
Explore relaxation 

Second Tuesday: 
Voice Warm Up 
Explore problem areas 

- Assign Bessie Smith again 
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Second Thursday: 
Voice Warm Up 

- Bessie Smith work 

Third Tuesday: 
Voice Warm Up 

- Continue Bessie Smith work. 

Third Thursday: 
Voice Warm Up 

- Work Problem Areas 

Fourth Tuesday: 
Voice Warm Up 

- Work Problem Areas 

Fourth Thursday: 
Voice Warm Up 
Quiz 
Problem Areas 

Fifth Tuesday: 
Voice Warm Up 
Problem Areas 
Work with Julius Caesar monologues (Cassius, Act I, Scene I) 

Fifth Thursday: 
Voice Warm Up 
Continue Julius Caesar 

Sixth Tuesday: 
Voice Warm Up 
Problem areas 

Sixth Thursday: 
Voice Warm Up 

- Problem areas 
Assign Henry V Prologue Monologues 

Seventh Tuesday: 
Voice Warm Up 

- Problem areas 
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Seventh Thursday: 
Voice Warm Up 
Problem Areas 
Quiz 

Eighth Tuesday: 
Voice Warm Up 
Work Henry V Prologues 

Eighth Thursday: 
Voice Warm Up 
Work Henry V Prologues 

Ninth Tuesday: 
Voice Warm Up 
Problem areas 

Ninth Thursday: 
Voice Warm Up 

- Problem areas 
- Assign scene work 

Tenth Tuesday: 
Voice Warm Up 
Problem areas 

Tenth Thursday: 
Voice Warm Up 
Begin Scene work 

Eleventh Tuesday: 
Voice Warm Up 

- Scene Work 

Eleventh Thursday: 
Voice Warm Up 
Scene Work 

Twelfth Tuesday: 
- Voice Warm Up 
- Scene Work 
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Twelfth Thursday: 
Voice Warm Up 
Scene Work 

Thirteenth Tuesday: 
Voice Warm Up 
Scene Work 

Thirteenth Thursday: 
Voice Warm Up 
Scene Work 

Fourteenth Tuesday: 
Voice Warm Up 

- Review / Work 
- Dialect Monologues 

Fourteenth Thursday: 
Voice Warm Up 
Review / Work 
Dialect Monologues 

Final: 
Voice Warm Up 
Monologue of Student's Choosing 
Final 
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