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KLS:	 	 	We	met	while	working	together	on	an	audition	panel	 in	Australia	 late	 in	
2014.	 	 I	 was	 working	 at	 NIDA	 at	 the	 time	 and	 completing	my	Masters	 thesis.		
Observing	 that	 actor-training	 and	 rehearsal-room	 practice	 in	 the	 UK	 and	
Australia	can	at	 times	disavow,	rather	 than	engage	with	 the	cultural	 context	of	
many	 actors,	 I	 set	 out	 to	 build	 a	 rehearsal	 praxis	 that	 consistently	 utilises	 the	
cultural	 context	 of	 the	 actor	 in	 performance.	 Following	 in	 the	 footsteps	 of	
Rustom	 Bharucha,	 for	 whom	 the	 word	 ‘intracultural’	 is	 his	 invented	 “critical	
shorthand”	 term	 “to	 differentiate	 intercultural	 relations	 across	 national	
boundaries,	 and	 the	 intracultural	 dynamics	 between	 and	 across	 specific	
communities	and	regions	within	the	boundaries	of	the	nation-state”,1	my	theatre	
practice	 is	 intracultural.	 My	 Masters	 research	 detailed	 the	 practice	 that	 I	
developed.	In	a	nutshell	the	practice	has	three	main	components:	

1. Setting	 the	 culture	of	 the	 rehearsal	 room	which	means	emphasising	 the	
value	 for	 the	 actor	 of	 drawing	 on	 themselves	 and	 their	 cultural	 and	
historical	 narratives	 in	 the	 crafting	 of	 work	 for	 performance,	 and	 then	
revealing	the	political	implications	of	the	practice	by	making	clear	that	an	
intracultural	 approach	 contests	 the	 centre,	 and	 by	 doing	 so	 it	 has	 the	
possibility	of	creating	new	narratives.	

2. Placing	 the	 actor	 at	 the	 centre,	which	means	 that	 the	 actor	 becomes	 an	
integral	 part	 of	 the	 crafting	 and	 rehearsal	 of	 the	 work	 by	 taking	 into	
account	individual	narratives	and	personalities	that	merge	with	the	given	
text.	This	creates	a	particular	representation	of	said	text	at	a	given	time,	
and	therefore	means	that	 the	dramaturgy	of	a	particular	production	can	
be	influenced	by	the	“actor	at	the	centre”.	

3. A	 multi-lingual,	 multi-vernacular	 approach	 which	 asks	 for	 a	 direct	
exchange	around	language	and	culture	and	exploration	of	first	languages	
and	 vernaculars	 that	 may	 normally	 be	 reserved	 only	 for	 friends	 and	
family.	

MA:			Meanwhile	my	previous	research	identified	and	described	a	vocal	world	in	
each	 theatrical	 production2.	 Theatrical	 vocal	 worlds	 hold	 a	 mirror	 up	 to	 real	
ones.	They	emerge	in	the	following	way:	

1. Virtual	voices	are	encoded	in	the	script	to	begin	with;		
2. These	 virtual	 voices	 become	 actual	 voices	 when	 they	 blend	 with	 the	

actors	in	the	first	days	of	rehearsal	for	a	production;		

																																																								
1	Bharucha,	2000,	p.6	
2	Agnew,	M.	1995;	2002.		



3. Then	 comes	 the	 sphota,	 which	 is	when	 the	 vocal	world	 first	 reveals	 its	
discernible	appearance;		

4. The	 socio-political	 set	 of	 voices	 ferments	 and	 each	 voice	 vies	 for	 vocal	
supremacy	or	a	decent	placement	in	the	emerging	world;		

5. And	the	performance	in	the	sonic	space	contains	and	actually	completes	
the	voice	work.		

6. The	vocal	world	of	the	play	becomes	an	orderly	circus	of	humanity	on	the	
stage.		

Vocal	world	 theory	 sits	well	with	Kristine’s	 intraculturalism	because	 the	 vocal	
possibilities	can	be	as	vast	and	numerous	as	the	people	involved	let	it	be.		

So	 from	 the	 very	 start	 I	 was	 fascinated	 by	 Kristine’s	 practice.	 To	 my	 eyes,	 it	
clearly	 was	 not	 about	 the	 actor	 playing	 a	 culture	 per	se,	 but	 rather	 about	 the	
actor	playing	through	his	or	her	cultural	context.	Hence	our	collaboration	began.			

Working	together	is	very	hard	though,	when	for	most	of	the	year	you	live	16,500	
kms	 away,	 and	 the	 rest	 of	 the	 time	 an	 Australian	 State	 away!	 Despite	 the	
distances,	in	2015	we	co-presented	at	VASTA’s	Conference	in	Montréal	our	first	
paper	together,	and	another	in	Chicago	in	2016,	and	today	this	is	our	third.	I’ve	
observed	Kristine’s	direction	in	a	professional	theatre	rehearsal	room,	and	then	
in	2	workshops	that	we	staged	with	actors,	we	have	 found	an	 interface	 for	our	
voice	work	with	 intracultural	 theatre	 practice.	We’ve	written	 about	 this	 in	 the	
VSR.	We	want	to	take	it	further,	to	develop	that	interface.		

KLS:	 	 	Essentially	 for	 it	 to	work,	voice	pedagogy	and	practice	must	support	 the	
idea	of	“playing	with	difference”.	Voice	work	will	 then	realign	assumptions	and	
expectations	of	what	a	clear,	or	acceptable,	or	good	voice	is,	and	make	room	for	
extensive	variation.	We	ask	the	audience	to	lean	forward	and	perhaps	listen	in	a	
more	acute	way.		

MA:			The	voice	teacher	will	listen	in	a	new	way	too.		

As	a	white,	English-speaking	Anglo-Australian,	I’ve	reflected	on	my	own	cultural	
heritage	 in	order	 to	 fit	myself	 for	 this	work.	 I’ve	mused	about	 the	Anglo-Celtic	
locations	 and	 languages	 of	 my	 ancestors,	 and	 I’ve	 savoured	 Scottish	 stories,	
including	my	own	personal	stories	of	journeys	to	Scotland	–	with	another	one	in	
just	 two	 days	 time!	 I’ve	 thought	 about	 the	 difficult	 transportation	 of	 my	
ancestors’	 voices	 to	 Eastern	 Australia	 some	 century	 and	 a	 half	 ago,	 and	 their	
evolution	in	my	country.	That	narrative	is	marked	indelibly	on	my	voice	and	in	
the	stories	I	tell,	including	those	about	my	voice-teaching	vocation.	Those	are	my	
stories;	 that	 is	my	 voice;	 and	 there	 is	my	 culture.	 If	 someone	 were	 to	 try	 to	
disarm	any	part	of	that	culture,	I	would	feel	violated;	if	they	masked	some	aspect	
of	my	culture,	the	result	would	leave	a	gaping	hole	in	my	voice.	I	wouldn’t	want	
that,	and	I	wouldn’t	want	to	inflict	any	such	de-humanising	thing	on	an	actor	or	
any	other	speaker	I	might	be	working	with.	

As	 I’ll	 recount	next	 hour	 in	my	next	 paper,	 the	 story	of	 the	Australian	 voice	 is	
actually	many	stories.	Therefore,	 intracultural	voice	work	must	meet	and	serve	
the	actor	with	the	pluralism	of	identity	that	this	implies.	The	actor’s	body,	breath,	
resonance,	 placement,	 vowels,	 consonants,	 rhythm	 and	 intonation	 must	



delineate	the	vocal	rehearsal-floor	and	mark	a	new	“setting”,	not	one’s	own.	We	
need	to	look	realistically	at,	and	listen	to	the	demographics	of	modern	Australia,	
our	voices,	and	our	stories.	Such	critique	will	reveal	a	shift	in	values	and	beliefs	
so	that	new	ideology	and	in	turn	pedagogy	may	develop.	

Kristine	and	 I	believe	 that	 through	an	 intracultural	approach,	which	allows	 the	
cultural	 context	 of	 the	 actor	 to	 be	 an	 integral	 part	 of	 the	 making	 of	 a	 work,	
specific	 stories	 and	 different	 idiolects	will	 emerge	 and	 point	 to	 a	 new	 kind	 of	
vocal	 dramaturgy.	 That	 exploration,	which	will	 have	 heavy	 implications,	 is	 the	
next	part	of	our	research.	

KLS:	 	 	Let’s	consider	how	an	 intracultural	methodology	can	potentially	act	as	a	
new	 dramaturgy.	 We’re	 going	 to	 watch	 Shakira,	 an	 Indigenous	 Australian	
student,	 play	 Hermione	 in	 a	 scene	 from	 The	 Winter’s	 Tale	 by	 William	
Shakespeare.		

Shakira	begins	 and	you	will	 see	 that	 it	 feels	 light	 and	 automatic,	with	no	 clear	
direction.	 I	 stop	 her	 delivery	 and	 set	 up	 an	 improvisation	 that	 takes	 her	
immediately	to	a	place	where	she	must	fully	use	her	experience	as	an	Aboriginal	
woman:	a	place	of	knowing.	Shakira	plays	a	woman	who	has	had	her	child	taken	
away	from	her.	On	asking	Shakira	to	play	this	improvisation,	there	is	a	real	sense	
of	tension	amongst	the	audience	around	the	subject	of	the	“Stolen	Generations”.	
This	Twentieth	Century	practice	 involved	children	of	Australian	Aboriginal	and	
Torres	Strait	Islander	descent	being	forcibly	removed	from	their	families	by	the	
Australian	 Federal	 and	 State	 government	 agencies	 and	 church	missions,	 under	
Acts	 of	 their	 respective	 parliaments.	 It’s	 a	 very	 painful	 subject	 in	 Australia.	 I	
bring	others	into	the	improvisation:	another	actress	plays	in	Punjabi	and	another	
plays	in	what	I	believe	to	be	Amharic,	an	African	language	spoken	in	Ethiopia.		
	
Play	the	video.	

Shakira	begins	the	improvisation	and	clearly	she	is	the	expert	and	I	can	see	the	
detail	 and	 nuance	 is	 something	 only	 she	 can	 deliver.	 I	 side-coach	 Shakira	 and	
take	her	back	to	the	text,	asking	her	not	to	change	a	single	thing	in	her	delivery.	
As	 she	 returns	 to	 the	 scripted	 text	 she	 is	 in	 full	 control:	 the	 narrative	 of	 her	
community	 and	 their	 suffering	 over	 this	 issue	 sits	 underneath	 her	 textual	
delivery,	and	her	performance	is	assured	and	powerful.		She	uses	her	Aboriginal	
context	and	story	as	the	tool	that	unlocks	her	artistic	power.	I	make	sure	that	she	
understands	not	to	confuse	this	with	the	idea	that	she	needs	to	relive	the	pain	of	
her	Aboriginal	history	every	time	she	comes	onto	the	stage.	She	understands	that	
to	honestly	play	through	her	Aboriginal	self	is	the	way	to	access	the	power	that	
lies	inside	her	as	an	artist.	

Note	that	in	the	use	of	historical	narratives	there	is	a	lack	of	self-censorship	on	
the	part	of	the	teacher.	Lack	of	censorship	is	often	the	key	to	elicit	the	best	work	
from	actors	who	are	not	used	to	using	their	narratives	in	work	for	performance.	
The	clip	also	illustrates	how	to	help	to	make	the	bridge	for	the	actor	from	their	
own	reality	to	the	work	they	are	playing	in.		



After	 that	 workshop	 session	 Shakira	 reflected	 on	 how	 she	 feels	 when	 she	 is	
allowed	and	encouraged	 to	bring	her	 culture	and	her	 context	 to	her	work.	She	
said:	

Being	able	to	bring	a	part	of	me	into	the	rehearsal	room	and	my	culture	once	I	allowed	
the	fear	of	 judgment	to	pass,	was	a	breath	of	 fresh	air.	Being	able	to	share	and	tell	my	
ancestors’	 stories,	my	grandmother’s,	my	mother’s	and	my	own	experience	 into	a	safe	
environment	 in	 both	 the	 rehearsal	 room	 and	 on	 stage	was	 a	 key	 part	 for	me	 and	my	
journey	of	helping	unlock	my	true	self	and	my	capabilities	as	an	actor	and	as	a	person,	
no	 longer	pleasing	people	or	putting	on	a	voice	 to	make	people	 feel	 comfortable	 […]	 I	
was	 just	 being	 myself:	 Shakira	 Clanton	 the	 actor	 who	 happens	 to	 be	 Australian	
Aboriginal,	African	American	and	Native	American	Indian.	

MA:			The	video	also	shows	the	critical	role	that	vocal	delivery	plays	in	Kristine’s	
work,	 since	 speech,	 language	 and	 vernacular	 are	 front	 and	 centre.	 Breath	 and	
body	wholeness,	resonance,	range,	and	the	relationship	of	vowels	to	consonants	
come	 to	 mind	 when	 I	 watch	 Kristine’s	 work	 with	 Shakira.	 Not	 doctrinally,	
however;	 rather	 through	 working	 with	 her	 placement	 and	 idiom.	 The	 Stolen	
Generations	 narrative	 might	 not	 imprint	 on	 Hermione’s	 words	 so	 well	
otherwise!	

KLS:			The	work	yields	extraordinary	stories,	and	sharing	them	is	important.	In	
my	 work	 with	 Tamasha	 Theatre	 we	 excavated	 stories	 that	 empowered	
enactments	 of	 ‘Indian-ness’	 and	 ‘Pakistani-ness’	 within	 the	 greater	 British	
society.	 Only	 when	we	 understand	 how	 to	 present	 empowered	 enactments	 of	
multifarious	 identities	 and	 these	 enactments	 find	 their	 own	 place	 within	 the	
ecology,	will	we	will	be	able	to	develop	a	common	cultural	heritage	and	history.	
In	the	reporting	and	representation	of	that	heritage	we	will	find	a	more	complete	
version	of	the	truth,	one	that	is	inclusive	rather	than	exclusive.	The	narrative	of	
the	 nation	 cannot	 be	 defined	 only	 by	 one	 group.	 An	 intracultural	 practice	
approach	 in	 theatre	 opens	 up	 the	 space	 for	 every	 artist	 to	 take	 their	 rightful	
place	in	the	formation	of	that	narrative:	this	is	dramaturgy.		

In	 Brisbane	 and	 beyond,	 Melissa	 has	 been	 developing	 her	 intracultural	 voice	
training	methods	with	 some	 clients	 and	 students.	Melissa,	 tell	 us	 about	 one	 of	
them.	

MA:	 	 	 Lilly,	 now	 halfway	 through	 her	 First	 Year	 in	 the	 Bachelor	 of	 Acting	 at	
Queensland	 University	 of	 Technology,	 came	 to	 me	 for	 help	 with	 her	 audition	
pieces	for	drama	school	a	year	ago.	In	conversation	and	in	her	first	 lesson	with	
me,	Lilly’s	voice	was	very	thin,	reedy,	and	creaky.	Everything	was	a	question,	and	
phrase-endings	were	 soft.	 Nervous	 laughter	 peppered	most	 of	 the	 lines	 of	 her	
reading	of	the	speeches.		

I	asked	her	direct	questions	about	her	cultural	context	and	learned	that	she	not	
only	 had	 Chinese	 heritage,	 but	 also	 Indigenous	 heritage.	 Her	mother’s	 Palawa	
ancestors	hail	from	North-East	Tasmania,	the	island	state	south	of	the	mainland.	
The	 Tasmanian	Aborigines	 suffered	 greatly	 under	 the	 British	 colonisers	 in	 the	
Nineteenth	Century.	Rape,	segregation,	genocide,	and	more.	She	has	read	about	
the	history	of	her	people,	 and	she	has	visited	 sites,	beaches,	 and	homes	where	
they	roamed	and	dwelt.	She	knows	a	little	Language.		



I	explained	that	we	would	work	on	her	Juliet	speech	by	tapping	into	that	Palawa	
context.	 In	 improvisations	on	 the	beach,	and	 in	 front	of	a	homestead	where	an	
ancestor	lived,	drawing	on	her	Language	knowledge,	we	incorporated	real	shells	
from	the	actual	beach	 into	her	play.	Those	concrete	objects	 triggered	powerful	
tactile,	 imaginative	and	emotional	responses,	generating	a	bank	of	imagery	that	
fuelled	her	mind	and	body,	and	she	was	primed	to	tell	her	story.	The	more	that	
she	 spoke	her	 ancestors’	names,	 the	more	her	voice	grew	 in	 resonance,	 clarity	
and	personality.	

Returning	to	“Gallop	apace”,	she	repeated	the	name	of	her	ancestor	Worrantinga	
Mori	 as	 she	 spoke	 the	 text,	 calling	 to	 her,	 whispering	 to	 her,	 asking	 for	 her,	
checking	with	her,	and	so	forth.	Those	fiery-footed	steeds	had	a	vast	Tasmanian	
coastal	sky	to	gallop	from.	She	no	longer	spoke	on	her	fry	and	her	urgent	rhythm	
made	this	very	familiar	piece	sound	new.	Noone	else	would	ever	do	the	piece	like	
her.	Her	audition	was	successful.	

There	are	more	–	actors,	broadcasters	and	senior	executives.	I	want	to	go	much	
further	with	 the	work,	 but	 first	 I	 need	 to	work	with	 Kristine	more,	 and	while	
there	 have	 been	 glimmers	 of	 interest	 in	 our	work,	 so	 far	 no	 open	 doors	 have	
opened	to	us.	Kristine	said	earlier	that	Shakira	used	“her	Aboriginal	context	and	
story	 as	 the	 tool	 that	 unlocks	 her	 artistic	 power.”	 I	 will	 mention	 “vocal	
incarceration”	in	my	paper	next	hour,	but	for	now	the	business	of	unlocking	that	
artistic	(or	rhetorical,	or	broadcasting)	power	with	a	key	of	intracultural	practice	
may	 lead	 an	 actor	 out	 of	 the	 vocal	 prison	 and	 onward	 to	 communication	 and	
liberation.		

KLS:			And	so	as	educators	we	need	to	help	audiences	to	grasp	this	idea	of	tuning	
one’s	ears	to	the	range	of	sounds	that	one	hears	in	every	high	street	in	a	modern	
metropolis.		To	deny	a	public	space	for	the	diversity	of	sounds	and	sensibilities	in	
English	is	to	deny	emergent	English;	but	to	open	up	that	diverse	public	space	is	
to	move	away	from	presumptions	of	neutral	and	universal	and	turn	towards	real	
truth-telling	voices	that	are	particular	and	engaged.	
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