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Abstract

The article describes an approach

stage speech for articulation, pron
actor. Many times the actor may
urate in articulation and enunciation.
of as being "fossilized" (Selinker,
This tendency for high resistance [o change on the part of the
average student-actor is the main impetus for this paper, which focuses
actor to acquire the skills for intelligibility and

on training the student-

accuracy and vocal effectiveness. This entails vital and specific skills
about emotion building ie. character portrayal as it affects voice,
diction, and the instinct to sway the audience. In order to express this, we
take a brief look at the A lexander Technique from his habitual point of
view, a practical and theoretical approach, and the significance is for
the development of the total actor for vocal performances; for the

effective use of the speaking voice and accent training for reflecting any

linguisiic varieties. Unique about the article is the discourse on the
proficiency of the student-actor [0 unlearn old habits of speech

production, delivery, movement, POSIUIE, acquired from either the
mother tongue or wrong teaching, and to retrain for appropriate new
habits. By learning linguistic pecuffarf.-f.r'es and the skill of substitutions,
the student-actor develops the capacity 1o create new characters for play
_Productions, suiting the personality 10 the role being played.

for dealing with the complexity of
wunciation and clarity of the student-
be relatively fluent but remain quite
The pronunciation is often

nacc
1972), highly resistant to

| thought
| change.
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actor achieve thi I % :
(1997:3) informs that actor-training, when truly integrated,
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talents. be they physical, emotional, artistic, intellectual,
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approach to body ecology, cross-cultural education,
physical training, body-voice-speech therapy, and
rescarch in identifying body synergies, among other
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and mimit:r)i: another type relied on small “everyday” reactions.
This, therefore, calls for the refinement of perception and
qwareness, as well as the projection of emotion and personality.
Clearly, serious actor-training can even lead to the elevation of
puman behaviour.

Speech, by way of introduction, is that elevation of human
behaviour and the basis for manipulating an actor into the
theatrical performance. We readily agree that theatrical
performance 1s primarily an interpretation of a literary work
through the use of voice, movement, emotion, awareness and
perception with the spoken language. Three pertinent questions
arise, concerning the teaching and training of student-actor’s
speech for theatrical performance and character portrayal. What
are the main aspects to focus on in the student-actor’s speech for
effective performance? What is the nitty-gritty of character
portrayal? What is the essence of the speech training for theatrical
performance and every day communication? This will enable us to
locate the necessary and sufficient conditions of speech training for

the actor for effective theatrical performance.
Speech is also an acquired form of knowledge for

communication, which has been in existence from primitive times
till these modern days of relatively high national literacy. It is the
basis of everyday life and the form of communication to which we
turn most readily and most often. Speech communication occurs in
different stages, and involves the manipulation of certain physical
organs of articulation. Furthermore, speech can be described as the
dialect or language of a people; the basis of their culture and
civilization. Thomas (1977:169) bluntly states that “what marks
human beings out among animals is their possession of language.”
Human communication goes beyond the mere use of non-verbal
communication. We only need to imagine a world of total
$peechlessness (dumbness) to realize the significance of speech 1n
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is to communicate effectively in words. Birch (in Umygg, -
2002:70) adds that

speech can be audible withoul _bcing distinct. Audibility
depends upon correct breathing, breath cmur?] and
resonance. Distinctness depends upon these with the
addition of correct use of the articulate organs and

requisite pitch.

Distinctness otherwise depends on speech arts, or vice versy,
while elocution is a speech art that deals with clear and expressive
speech especially of distinct pronunciation and articulation. Itis
obvious that voice and articulation constitute an important part of
that effectiveness.

In the classroom, at home, in social and business
gatherings, we communicate with speech. Sometimes, we say what
we do not mean, most especially when we are angry. Sometimes
we misunderstand one another. Sometimes, too, we use speech to
establish acquaintanceship with others. These various situations
and circumstances lie at the basis of speech training. As Tumér
(1993:1) observes, “Speech is an acquired habit...but speech is the
result of much laborious experiment, which is forgotten as soon &
the movements of the tongue and lips have been repeated 1
T e i L S
along with one an ES .Eﬂmn':on‘,‘mﬂdmm by, which pesp® Iff-l
Through speech ‘mﬂq 13: —[ m.“fml to understand one :mni c:
script, we share :»'r'hat‘is illlli]‘ greater extent than written plﬂ}ﬁlq;

1e minds of men. The Bible recogn™
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158

(% CamScanner


https://v3.camscanner.com/user/download

Abimbala Adetola Benson: Effective Speech Training for the Theatre §
re Student-Agtop

gat “out of the abundance of the heart

meeting of minds, through speech, between fv mouth speaks.” The
psychuluglcal process in artistic creativit riters and actors, is a
Furthermore, speech has a signiﬁcﬂr?;e: that

realms of human endeavour which do not nﬂcess-ﬁ: reaches into
of what C72 be described as ‘everyday lrarlsazl.t:ttir;:‘fr fﬂ(T)m g
alm 15 the stage. Speech, as a course in the';tre pbs
hallenging to both the teacher and the taught. It C:Vcria Tr:,v‘]:ﬁ
ytor_training; it COnSUIMES psychological resources N bm;
emotion and facial expression; it can be very demanding -:);f
qudents’ time. One of the major areas of focus is the 2 termnes

or intrusion of the mother tongue (MT) on an L2 (second

language) learner.
Speech makes the actor; speech is the actor. To understand
this truth s to understand the theatre environment. The way we
speak IS determined by what we hear, how we hear it and how we
unconsciously choose to use it in the light of our individual
personalities and experiences. Cicely Berry (1991:51) informs that
our speech 18 conditioned by four factors: environment, ear,
shysical agility, and personality. By environment, Berry relates it
o children who learn to speak unconsciously because of their
tteds and are influenced by the sounds they hear spoken around
them, 1t is an imitative process. This affects the student-actor who
tas brought into the college certain manner of speaking from what
ks been acquired over the years. I clarifying the functions of the

rin speech communication, Berry (1991:52) explains that:

vital

Some people hear sounds more distinctly than qthcrs,
- their production ©

and more people are more accurate 11
them. If you have a good *
g?fEEiEr of different notes

ng shades of the vowels
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¢ challenge for teachers of speech who find g
. o le 1O l-cpruducc sounds more diﬂtinct]
qctor-students ab : : g
l:hﬂr:rq In a group chat with \{ASTA (Volw_a“d Speech Traingy
issu;iatimﬂ on the Art of Listening, especially for L2 yger -
English language Pratap Zroups the ear factor into foyr basic

categories as follows:

This is a majo

(a) Not able to produce; not able to hear;

[b'} not able to produce; but able to hear;

(c) able to produce; but not able to hear;

(d) able to produce and hear.

Everyone starts at the stage (a). Some curious folks
develop one or both skills and move to the next stages.
Proprioception helps one to produce sounds. Once they
place one of their legs here (the land of producing
sounds), they can develop to train the other leg (the land
of hearing/discriminating sounds).

The suggestion for those in groups (a) and (b) is to use a slowdown
tool to help them identify with their articulators, understand ther
usage and play with them using different sounds, and the
substituting the appropriate sounds for the wrong ones. The third
factor is physical agility. People have varying degrees of musculr
awareness and freedom which has more to do With the
EEEEMIE f‘f”d may have become too rigid for exercises {0 lﬂﬂi‘:
actor o at l.mmE or at school. Thus, bringing the studen

0 such traming may be damaging to the actor’s vocal 100 c

Knight-T ’
8ht-Thompson’s work helps the actor-student in many poss

Ways, especially ; N S vocd
Organs, ¢ jsy n the beginning stages with exercising the il

Interested iy ach.mr_np]em[y process-focussed; the actof . (he
Mouth, and gpe JVIng a result, but interested in playing W
Just happens tq notice what results.
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The last factor is Personality. By personality it is meant that
¢ is in the light of the three factors that an actor unconsciously
jprms his own voice and speech. Imitation is the result of this
pecause an actor tends to copy what he ears and attempts to move

och the organs in a particular formation. Lessac (1997:10)
;pposcs imitation as a skill for actor-training, because, for him,

Imitation is a difficult behaviour to surrender. It has all
the appearances of comfort and none of the benefits.
Without strong motivation for additional growth and
development, the angry voice will remain angry, the
timid or the insincere voice will endure, and the
pompous voice, to which so many actors are prey, will
persist.

The student-actor needs to understand that the so-called natural
voice or speech may not necessarily be so, as we attempt to clarify
in the next segment of this article.

Habit and Nature

The use of voice and speech is a habit built up and sustained
throughout life. As a child begins to grow and understand the
environment and people around, he or she experiences the skills of
verbal communication through imitative habit. Habit has much to
do with our manner of speaking, which is why we need to know
what habit is, in the first instance. Encarta Encyclopedia defines
habit as “an action or pattern of behaviour that is repeated so often
that it becomes typical of somebody, although he or she may be
unaware of it.” This means that habit is something we do
repeatedly till it becomes part and parcel of us and so is our
Speech. But we readily ask ourselves this question, why do we
speak the way do? It is quite a challenging question, but Crannell
(2012:372) informs that “speech (and often voice) is a learned

\J__
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es habitual if the speaker’s intelligenc
Sructure Are relatively normal.” He further 4 ddz :"und
| refers to @ pattern of behaviour -‘rlﬂ:qi.ll.rcd by repei
whereas natural can ]3::' d'{:ﬁﬂﬁd as not artlﬁr:fa.l," Our EIJn:ﬂI:
speech is @ result of !13131[’. and also a repetition a Pattioy,
‘bchnvit‘ﬂlf- It is quite fllfﬁcult to distinguish betwe_en nature gy,
habit. To buttress the views expressed above, Hodgkinson (1989
~dds that Alexander Technique helps the actor to understang that

process that becom

physicnl
“habitua

habits arc not reflexes; they have been learned until they
become automatic. But as a habit can be learned, so i
can be unlearned. The best way of unlearning a bad habit
is to replace it by a good onc, and practise the good habit
until that becomes mnate 1n 1ts turn.

But before understanding the influence of habit and attempting
experiment these techniques, as a speech teacher and coach, on
has to consider the student-actor’s lack of conscious reproductio
of new sounds, and the failure at adequately exercising the speec
organs. One can never be quite certain that the technique adopted
for a primary school class, for instance, would be applicable 10 the
student-actors who have trained their speech organs to specified
habits and the more one desires to hear them speak in a particul
manner the less intelligible they may be. The question that
logically arises is: should the student-actor articulate merely '
ﬁ:rf::rmance and go back to the old habits afterwards? Or 51‘””!f
cﬂmr;us;gzatdiz;eii?“% S°ER (OF pareer EPEPTCI] o 8 ,,:Eﬂs'[if
Arthur Lessac and F;dThe thmnes.cmanatmg 0 q]ﬂ a mea®
of going beyond {] erick Matthais Alexander, offer Us fearn®!
1 confused state of teaching the yous ound®
COmmon tg {he ;IEA symbols to the um:lfz:rstanding_':’.;ﬂs (b
udent-actors MT, This, indeed, prov’
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basis needed for the training of the student-actor. According to
Hodgkinson (1989:4),

Alexander believed that many human characteristics are
simply learned habits, rather than innate aspects: and
every time we perform an cveryday action wrongly, we
deepen the habit still further.

This thus means that student-actors have, over the years, carried on
old habits, mostly wrong habits, from the secondary school into
college, which persist in the absence of proper remedial or
corrective measures. The primary purpose of Alexander technique
is to teach people how to replace bad, negative speech habits with
good, positive ones, so that the student-actor can achieve their
maximum potential not only in diction but emotionally, physically
and in character portrayal. This article further explores the
Alexander Technique because it appears to be the basis for many
voice and speech experts in evolving methodology for actor-
training.

Habitual speech pattern is determined by factors that are
both environmental and physiological. The local regionalisms that
most of us have developed result from a peculiar manner of
speaking that we heard from infant, especially here in Nigeria
where English is the second language known as L2 in many homes
and also the language of formal instruction. We learned to speak
by observing those around us. If infants and growing children,
hear poor speech most of the time, the chances are that they will
end up speaking badly. Conversely, if they are surrounded by -
good speakers of the language, they will more readily acquire the
right speech habits. Experts argue that the best time for learning a
foreign language like English is in the early years of life. This,

wever, does not imply that adults cannot acquire new manner of
Speaking. Referring to the early years of a child’s life, Crannell

W
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(2012: 382) says that “at that lim'r: 1‘:’” i}rfig :I::;ldl _f]"l”“: Just Waitip,,
4 footprint. What you hear and mimic 'u;f: Carning |, tat _1
seems natural.” Therefore, n?ukmg a CUI"S‘;:F‘“** C' OIt 10 chang, ﬂu;
speech habits and nature will help us achieve a desired Speaki

s ) ° -
pattern which eventually develops into natural habits, g

Career Speech Vs Stage Speech |

with the aim of achieving a perfect speech habit or trained Speech
habit. an individual or actor struggles with acquired and traipeg
speech habits, as earlier noted. This, to Crannell, is a new lﬂﬂguage |
called “career speech”. Career speech is the type of speech that js
expected in a specific career in which oral communication plays 4
significant role. More often than not, actors assume career speech
to mean the same thing as stage speech but Crannell clarifies that,
career speech is a standard way to speak, more like Received
Pronunciation (RP), unlike stage speech which can take the form
of any accentuated English, based on characterisation.

The important feature of stage speech is the use of :
substitution and this, for Crannell, is that every dialect or accet
has its own peculiarities which the student-actor needs to maste!
for effective stage communication. For example, in 2 play |
featuring a British man with a Cockney accent, we do not expect?
reatl1 Cockney speaker by colour and personality to play the rﬂi:;
rather the student-actor needs to be trained to understand !

characteristics of Cockney. Some of the major Pﬂculimﬁiﬁs"

ioted
i{:’ﬁn Cockney accent and Received Pronunciation are 1
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Received Pronunciation Cockney
Happy hapy/ /a:pi/
Cold ‘kavld /kauld/

axi i@ksy - /tekst/
Me /my/ /may/
Beach Mbi:t§/ /ban§/
Stay /stet! /stat/
Gate /gett/ /gait/
Whether fwedal fweval
Birthday /ba:6der/ /b3:fdal/

According to Knight (2012: ix),

The vocal and speech needs of the actor within
ging...thc actor, as an

performance is constantly chang o i
enactor of human behaviour, 15 @ scz_wcngﬂr
behaviours and therefore of all speech actions.

— e ——EE—
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Crannell and K11ir§{l1l-:l"l:1(1:11ps{311 techniques, »
hen conclude that this type of training 1s m_lhu gdvanlagc of th:
H‘::;as he will meticulously tran himsell to identify Specifi,
:;Jnds and replace them with l.hc Eccullar !bmm“ =
::hamcterisﬁcs. and use _therr_l on stage 1o carry the HUdIF”fiE along
Crannell’s technique implies thal_ achieving  effective specch
delivery will require actors developing a St_ﬂgc spcct‘:h for varigg
performances. either to gain new grounds in the:rrchusan humap,
communication profession. or ignore all exercises based
improving  speaking skills for performances or everyday
communication.

Comparing

Negative Speech
For a student-actor to perform a role in the theatre, he is expected
to form an idea about the meaning of that role within the context of
the play and then express this idea on stage. He is to imitate g
character and while assuming that role, he is encouraged to
develop a speech habit called “stage speech”, as earlier mentioned,
through exercises; a technique which Crannell calls negative
speech practice, in which the student-actor becomes not only aware
of the trained manner of speech and voice but also capable of
reproducing on demand either old speech habits or just plain
incorrect speech and voice. Thus, negative speech, according (0
gggﬂnizcig{?ll:ﬁﬂ), “is the process of consciously exaggﬂra!iﬂg
behav]?nuf I?:;EU an_error and contrasting it with ‘the desired
gt C:*I: cx]?ggeratinn)." This technique is Sﬂﬂ?ﬂ‘-"'!“"l:
Experts cﬂnténd | nne ack“m’f’!ﬁdges that “some communicai0
that it emphasizes the error and, thus, should b

avoided” _ -
but one can argue that if it ig properly and c.::r|1u5t:lﬂ“5hJ

done with S
the individu; : he
al/actor realizi 2y and |
Process, the degired resilf ¢ alizing the problem ,

" . Ve
consequengeg For i I an be achieved without any negd!
- xample,

- 2 ; : glof.
uctya if an actor’s nr 1 is vocal ten
Ing between relaxed problen | delivey

and tense speech or soun

166

(%3 CamScanner


https://v3.camscanner.com/user/download

Abimbola Adetala Benson: Effective Sp ini
: eech Trainin
0 for the Theatre Studem-Agtqr
gsing negative practice as a tool. can be effective especially whe
Jone Pmpcr!y and consciously. 2 When
At this point, we should emphasize  that  theatrical
crformance 18 simply an interpretation of o play. Stage fright js
._--ﬂpahl-: ol altermg the actor's capability to deliver the hr;m One ntf
e ways by which the student-actor can deal with this problem is
forming the relevant breathing exercises. Breathing is (:‘.f.enri:;l

P delivery as we wi . -
n speech delivery as we will observe in the next part of this paper

Breath Control

tumer (1993:6) identifies the four basic factors that need training
o achieve the desire speech for stage communication as “the
breath, the note, the tone and the word”, each of which must be
developed on its own merit. These four factors determine the way
an actor sounds. Berry (1991:66) adds that the voice is incredibly
ensitive to any feelings of uncase. For example. in evervday life.
when you get nervous over a situation, your emotions i}ln-'a}iablji
reflect in your voice.

In everyday life, breathing is what is termed a reflex act,
which means that the movement is carried out without the will
heing involved. We are usually not conscious of this act but as a
technique and a major aspect to be considered by actors, speech
aperts  strongly advice a consciousness in developing new
breathing habits like singers do. As stated earlier, everything about
aur voice and speech is habitual. Crannell (2011) explains that
beath is the foundation of good voice and speech. He adds that the
major function of breath involves vegetative breathing. that 1s. to
keep the organism alive, and secondly for speech. He further gives
hree types of breathing called: Diaphragmatic (abdominal),

Clavicular and Upper Thoracic. For him,
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' uﬂunt“ﬂh
diaphragmatic  breathing (abdomina] breathin,
recommended for carcer speech by most

and speech specialists. In this type of
downward movement of the diaphragm
by an cxpansion of the lower ribs,
provides greater control over exhalation,

. Is
ained ‘v'uicz
brﬂathin

s accom

anj
This b allied

Many times student-actors often find it difficy]s to
form of breathing, but it is a necessary habit
student-actor, Clavicular breathing is when the actor o indiyig
atempts to breath in by raising his shoulders, Ty kin]d]uai
breathing can be exhausting and resulting in harsh apq i o
pitched voice. Upper Thoracic is a breathing used in swinun?:-
where the breastbone is elevated during inhalation and g
in the lower ribcage. Using Upper Thoracic and

often pyjiq
: : : Clavicyly,
breathing will result in poor speech delivery to both |
speaker.

1earer angd |

Finally, in creating
imagine yourself as a baby i
breath, the abdominal region
area expands. This exercis

achje ;
to be I&arngd‘?: tlhhla '

new breathing style you have to
n a cot, because when a baby takesa |
rises to an amazing degree and the rib

¢ is capable of resulting in some
dizziness, but Crannell (863-864) advises the actor to continue,

explaining that: “this occurs because your bloodstream is not
accustomed to so much oxygen at once.” He adds further:

You are hyperventilating mormentarily, If this occurs, sit
down (before you fall down). Don’t let this discourage
you from doing your breathing exercises, however. You
will build up a tolerance for the increased amount {_Jf
oXygen in your lungs in no time at all, If you keep in
mind that you breathe diaphragmatically when you
breathe for life, the task will not seem so alien.

W’/

4
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{
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Exposure to Accent

The truth is, whether you speak in a standardized variety of
English as the lingua franca in Nigeria or an English native
speaker, you certainly speak with an accent. Yule (2004:227)
writes that it is a myth that some people have accents while others
do not.” The argument here is that every language user speaks with
an accent and, as Yule further clarifies, the term accent, when used
technically, “is restricted to description of the aspects of
pronunciation which identify where an individual speaker is from,
regionally and socially”. Accent training has a lot to do with actor
training because of the need for accurate characterisation in the
theatre. Now, we do not expect him to travel to a specific country
or city for language immersion, but to acquire the needed accents
through speech training, which then makes him to be multi-
talented.

In developing accents for performances, there are two
major considerations. First, select the most characteristic aspects,
without attempting to present all the vocal idiosyncrasies. Second,
you must desire authenticity, but not at the expense of
intelligibility. Third, be consistent in using the speech
characteristics that you have chosen. Any discerning audience is
quick to pick up a lack of consistency. To use any of the dialects
accurately in performance, you must study the rhythm, pitch
changes, tempo, and other acoustical phenomena in that dialect.

Below is a brief list of consonant sounds typical of some
accents, involving what is called “phoneme substitution”.
According to Crannell, phoneme substitution refers to the ability to
replace a phoneme in a word with another phoneme to form a new
word. This is a very important step in the development of regional
vocal performance in Cockney, German, Yoruba, Hausa, Ibibio,

and their substitutions as reflected below:
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Cockney substitutions:

18/ for /T/
18/ for v/
/n/ for Ink/

German /r/

18/ for /s/, It/
v/ for /T
/3:/ for feR/
18/ for /2/

Iwi for v/
/hwi for /v/

nt§/ for/§/
/dz/ for /3/
/sl for /§/
/z/ for /ts/

Yoruba substitutions:

18/ for /t/

/vl for /f/
/'l for v/

/8/ for /d/
S/ for /§/
/z/ for /s/

raining for the Theatre St"d""t‘ﬂntur

is using the back of the tongue and the uvular; it is
more like a gargling. German substitutions are as follows:

e ———————
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Hausa substitutions:
g/ for /K
 forp
8 fort/
3/ for /d/

bibio substitutions:
'dz/ for /y/
‘e/ for /K/

Conclusion
Speech is an art of the theatre which demands proper and

conscious attention for effective communication. Just as @
choreographer will exercise and train his body for flexibility in
preparation for a performance and a singer will train his voice to
perfect for a musical concert 5o is the actor expected to train his
voice and diction for vocal performance and conversational
speeches.
However, this paper has tried to show that the most
important part of actor training is the training of the speech and
voice for characterisation as opposed to daily communication. The
fact that a student-actor has good voice and speech does not imply
that he has them trained for vocal performances. False imitation
results in mannerism and affectation which must be discouraged.
Of what use is sheer affectation to the actor when his audience do
not understand and can barely hear what he says? Techniques on
proprioception, substitution, unlearning bad habits and learning
good ones for vocal performances are workable, achievable and
desirable. Habits and nature make us who we are, and since speech
iself is a habit we, as individuals, should consciously strive for a
change in the way we articulate and communicate. Finally, it is
hereby affirmed that, through the application of speech experts’

— e —_—— e ——

171

(% CamScanner


https://v3.camscanner.com/user/download

Abimbola Adetola Benson: Eifective Speech Training for the Theatre Student-Aptge

tested and workable techniques, plus the actors’ willingnegs 0
learn new speech peculiarities, a student-actor can be ajdeg o
develop effective human communication, both onstage gng

offstage.
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