Simone Somers-Yeates 1705578
Module 1 BMPF7003
1. Assessment Component One – a written assignment Critically evaluate a range of voice related concepts theories and models that you have recently studied, explaining their 
2. Relevance to your workplace practice and procedures, and develop a strategy for applying what you have learned to improve your practice and performance.  2700 words

1. Are western traditional voice methodologies for actors unconsciously racist?
Introduction
During my research for the formative assignment I discovered that the education system, along with some elements of traditional voice methodologies for actors, could be considered inherently racist (Ginther, 2015).  I was shocked to find myself in the bracket of ‘dysconsciously racist’ with regard to my voice teaching: a term Joyce E. King describes as an uncritical mind-set, and impaired consciousness, that tacitly accepts white norms and privileges (King, 1991). 
In this assignment I will critically evaluate three major Anglo-American voice teaching methodologies (formed by Patsy Rodenburg, Kristin Linklater and Cicely Berry) (McAllister-Viel, 2007) through the lens of critical race theory (CRT), in order to better understand how my teaching, as a white voice practitioner, impacts my students, and to make changes accordingly. 
Racism in the arts and education
According to Gaztambide-Fernandez et al (2018), It is difficult to hide from the fact that ‘the arts’ are dominated by white culture: They claim that classical theatre goes hand in hand with Shakespeare; dance with ballet; Mozart with classical music; Picasso or Monet with fine art (p1). They go on to state that “dominant understandings of “the arts” and what it means to be an artist are profoundly shaped by racial logics and racist assumptions” (p. 2). When presented with the examples above, it is clear to me why they have this view. As a drama school student and as a teacher, classical theatre presented one obvious choice of text; Shakespeare (Paterson, 2021; Ginther, 2015). This notion is perpetuated by the three schools of voice training, who all refer to Shakespeare in their texts (Rodenburg, 1992, pp. 5,26,40, 42, 60, 80, 104, 106, 119,230, 265; Linklater, 2006, pp. 352, 353, 354; Berry, 1973, pp. 33, 34,93, 94, 95, 124).  This is unsurprising when you consider that Cicely Berry was the voice coach at the Royal Shakespeare Company (RSC)  for many years (Beauman, 1982), and the importance placed on Shakespeare within the world of acting (Paterson, 2021): Linklater has a book dedicated to speaking Shakespeare’s text (1992). Classic theatre does appear to be dominated by white, male American-European voices, and the question of whether these voices are relevant in today’s classrooms is prevalent, as the pluarlity of student populations increases (Gov.uk, 2022). 
We could argue that Shakespeare’s writing is a fundamental pillar of literature, and therfore an obvious choice when working in English, and the complexity of his language lends itself to voice work (articulation and characterisation) (Berry, 1973). Shakespeare is also considered an essential avenue of study for an actor, and taking in to consideration the expectations from within the performing-arts industry is crucial to their learning (Oram, 2019). However, according to Hooks (2013), all teachers are responsible for enforcing and maintaining dominator culture until they are prepared to accept that to teach without bias means to re-learn. Grady (2000) claims that as teachers our work is inevitably laced with our assumptions about how we interpret the world, and so we must take responsibilty for these assumptions. Constantine states that 
Imposing Eurocentric practices and beliefs as universal standards or norms and ignoring the cultural heritage of other groups, (whether or not as a conscious step to extinguish this heritage) is a form of cultural racism. (2006, p. 5).
It is not always possible as a teacher, to change the curriculum, but we are able to reframe and re-contextualise what we teach. 
Having researched classic writers from non-white backgrounds, I realise there are alternatives, albeit more difficult to source. I will try to diversify my sources, using non-white, female writers in my classes wherever possible, and if I do use Shakespeare, I will try to contextualise it within the wider picture, and address the dominance of his work within classic literature. Another option is to ask my students to source their own material, with an explanation as to why, in order to encourage a more critical mindset.
Giroux (2020) is a proponent of ‘critical pedagogy’, and he proposes that educators encourage students to critique structures of power and oppression. He states
we are there not merely to produce knowledge…but also to be self critical ourselves and learn from the forms of knowledge produced as they come from the class, from our students, from the community, and from their texts (p. 131).
Ladson-Billings claims that one way to counter the perpetuation of white dominance through power structures within the education system, is if “consistently marginalized students are positioned into a place of normativity- that is, that they become subjects in the instructional process, not mere objects” (2021, p. 76). Daron Oram, senior voice lecturer at Royal Central School of Speech and Drama (RCSSD), describes the complete restructuring of their voice courses to enable a shift in power dynamics, a more critical pedagogy and to make steps to address systemic racism within the conservatoire (Oram, 2020). He takes a heuristic approach to transforming his teaching, following the six stages of Moustaka’s heuristic methodology (1990) (see appendix 2), which allows the participant to “surrender to the research” (Oram, 2019, p. 3) and go through a transformative experience; ultimately he reflects upon his teaching, and his role as a white male, and engages in a dialogue with students to generate a reflective, critical approach to teaching.  He contradicts Ladson-Billings, citing Laenui, who claims that decolonisation includes revaluating the power structures in place before putting colonised people into positions of power. He claims that preparing students to challenge the type-casting and stereotyping of the industry would make steps to dismantle the power structures and challenge the status-quo. 
With these ideas in mind, it seems that creating a critical discourse between students and teacher, and promoting a heuristic pedagogy could begin to dissemble the traditional power dynamics; this would encourage students to develop confidence in their ability to promote their own ideas, which would enable them to challenge the industry. One way to do this would be to ask students to research not only texts, but also their own choice of voice methodologies, (encouraging them to investigate approaches from different cultures) offering them the opportunity to reject what does not work for them. 
Perhaps it is worth noting at this point, that the three major voice methodologists I am investigating here, are white women.  Their voice methods have formed the major part of my vocal education, along with Barbara Houseman and Jo Estill (who are also white women).  Although addressing the methods of delivery can begin to shift power dynamics and narratives within the classroom, I can’t help but notice that these western voice methodologies still dominate the field of acting. To continue to advocate their schools of thought unquestioningly seems irresponsible, and yet alternatives have proved difficult to find.
Mcallister-Viel (2007) discusses the impact that working as a teacher in South Korea has had on her work, as she considers the differences between Anglo-American methods and traditional Korean P’ansori singing. She also describes her use of Hatha Yogic breath work within her teaching, which is not uncommon (Linklater, 2006). She opens up a discourse for cross-cultural knowledge which is an avenue that I am particularly interested in exploring: researching practices from different cultures and trying to incorporate them into my teaching.

Liberal Humanism in voice texts
Ginther (2015) describes the Anglo-American methodologies as having liberal humanist underpinnings (p 47), a philosophy which is criticised by many for its presupposed assumptions (Giroux, 2020; Zamudio et al, 2011).  The liberal humanist notion that we are all human and therefore the same (Hooks, 2003, p. 109), is contested by Mcallister-Viel (2007) who states that the body is an unreliable site for learning, as we all face different socio-cultural influences and environmental factors, and democratizing the body ignores these factors. This notion is echoed by Zamudio et al (2011), who claim that liberalism fails to consider the fact that multiple power dynamics mean that some people are freer than others. 
Rodenburg (1992), Linklater (1992; 2006) and Berry (1973) use words like “natural”, “neutral” and “standard” throughout their texts, which Ginther (2015) contests as making assumptions about the practitioner. I have found other problematic phrases such as “as a society” (Rodenburg, 1992, p. 37)  and “human experience” (Linklater, 2006, p. 3). She claims that they speak to an American- Eurocentric audience, and cites Giroux who “asks us to acknowledge that the humanist subject historically has been White and is based on rationale that has come from Eurocentric epistemologies” (2015, p. 48). 
With these ideas in mind, re-framing these methods appears essential. I can no-longer teach these methodologies as if they are the only schools of thought, albeit the only ones I am currently familiar with. I will need to frame these methods as potential methods or ideas, and I do feel that it is important that I begin to research alternative avenues, so that I can facilitate learning from varied sources.  P’ansori singing is an avenue I would like to explore further, due to its holistic attributes. I would also like to discover some African vocal pedagogies, which have proved harder to find thus far. Context will be a consideration, as appropriating from other cultures is a risk. Linklater unabashedly describes her appropriation from many different sources, including yoga (2006, p. 3), which, when observed through the lens of CRT, could be considered problematic. When considering the tenets of CRT (see appendix 1), voice and counter-storytelling stands out in this context (Bush, 2021): According to Bush, this tenet highlights whose stories are being told, whose voices are considered genuine, and how those stories are interpreted. He highlights the importance of “legitimizing the voice of the racially minoritized [sic] through amplification and countering deficit-framed narratives” (2021, p. 7). Linklater contradicts this notion by appropriating content from different cultures. This tenet reiterates to me, the importance of providing context to what we teach, and redressing the traditional teacher-pupil dynamic.
Critical Race Theory
The tenet regarding voice and counter-storytelling is relevant both figuratively and literally in the context of this assignment: giving ‘voice’ to my students within the context of the education system by re-framing the content I provide, and tackling power dynamics, but also embracing their different voices as actors. For my formative assignment I researched the use of Received Pronunciation (RP) as a standard accent within drama school voice teaching departments, and its detrimental effects on students from pluralistic backgrounds (Oram, 2019). This element of CRT outlines the importance of giving minority groups the opportunity to be heard, and toning down an accent or adhering to a level of ‘whiteness’ contradicts these values. My research uncovered the deliberate use of RP as a tool for dominance (Paterson, 2021), and how its history needs to be considered when teaching it. Oram (2020) describes actors with ‘regional’ accents being asked to articulate more clearly in order to be understood, and the implicit assumption that that means trying to sound more RP. This tenet reinforces the notion that ‘standardising’ accents (Oram, 2019; Paterson, 2021) preserves stereotypes and perpetuates white dominance.
Rodenburg discusses articulation and phonetics in her book (1992, pp. 227-250), and specifies that she will be using RP sounds (p235). Is there an implicit assumption that RP is the standard measure for accents? If so, this poses problems: according to Ocampo-Guzman et al, standardising an accent can “shut down an inherent part of the individual’s identity and diminish [them]” (2009, p. 152). It is arguable that she must choose one accent as an example and that RP is widely known, however when one considers the history of RP, there is a clear lineage to its colonial past and its use as a tool for dominance (Fisher, 2021), and to ignore this factor is irresponsible at best. 
Conclusion
Rodenburg makes many inclusive statements throughout her book to do with class and accent prejudice (p 62), race and multi-culturalism (p 10, 55, 6, 130, 154).  She certainly tries to speak to and include a diverse audience, and gives examples of working within diverse environments. However, the liberal humanist assumptions noted by Ginther (2015) are undeniable. She displays a level of tacit acceptance of certain white norms; for example her use of classic western literature, which extends beyond her extensive use of Shakespeare (as noted previously) to Wordsworth (p 142), Shaw (p62, 252, 244), Ibsen (p70) and other white, male, American-European writers and practitioners. Similarly, Linklater (2006, pp. 352, 353, 354) and Berry (1973, pp. 80-122) exhibit these assumptions. Their examples of ‘standard literature’ silence voices from other cultures and therefore perpetuate white dominance.
These assumptions are not exclusive to these voice methodologists, as Gaztambide Ferndandez et al stated previously (2018); they are widespread and pre-dominantly unchallenged, and that is where the problem lies. I believe that I have a responsibility, as a white teacher, to challenge the assumptions that put white people in the forefront of the arts. However, it is worth considering Bush’s statement, that “while diversity statements and strategic plans are a start, disrupting the status quo toward antiracism must involve accountability—otherwise, it is only a performance” (2021, p. s7). This sounds akin to Laenui’s fourth stage of decolonisation; a term described as “surface accommodation”, where any remnants of culture that have survived previous stages of decolonization are “tolerated as an exhibition of the colonial regimes sense of leniency” (Laenui, 2000, p. 1). Presenting a teaching strategy carries a sense of irony when considering Bush’s statement, however it seems that providing accountability for my strategy is crucial to its validity. 
How can I myself provide accountability, and to whom? Elmore (2005) discusses the levels of accountability, from an individual’s core values to an organisation as a whole, and claims that schools with higher levels of internal accountability (beginning with the individual) are more successful at exercising control over curriculum and student performance. With this in mind, perhaps my accountability must start with myself and my own core values. As a freelance voice tutor, my work is sporadic, and I feel a sense of frustration that my strategy to implement my findings is reminiscent of what Laenui describes as “surface accommodation” (2000, p. 1), as I am currently unable to implement much of it. I feel eager to find work in a college or university and implement these ideas. In the meantime I will continue my research, and I believe that sharing what I have uncovered in this project is an essential part of my strategy, moving forwards.  
Here is a summary of the information I have discovered which will impact my teaching:
· Providing a context for the methodologies and texts I teach is a crucial area of responsibility: Sharing why I have chosen a particular writer or methodology within the socio-cultural environment is a necessary step towards discontinuing the white, American-Eurocentric narrative (Hooks, 2013). If I am to use Shakespeare’s text, I will need to outline why his work has dominated classic literature, and what that means in the socio-cultural landscape.

· I will try to source writers from female, non-white authors wherever possible when providing texts. Grady provides some useful resources in her book Drama and Diversity (2000, p. 47).

· I will begin to research voice methodologies from cultures outside of America and Europe. I have not, until this point, considered the idea that there are other methodologies worth researching, as the main western methodologies have dominated my view (McAllister-Viel, 2007).  I now see that there is huge value in diversifying and expanding my knowledge to include methods from other cultures, to create a dynamic and broad database from which to facilitate learning. I have started by booking an introductory class in P’ansori singing, and researching African-American singing teacher, Lena Mclin. 

· Engaging in a reflective teaching practice, and adopting a more critical pedagogy appear to be logical steps in dismantling the systems of oppression present within the education system (Giroux, 2020). Asking students to research and provide their own material (from texts to methodologies) whenever possible, and encouraging them to challenge power dynamics, think for themselves and generate their own work could give them the tools to challenge the performing-arts industry. 

· I will continue to re-evaluate my work and my belief systems in order to maintain a non-complacent, critical approach to my teaching.

· Upholding my beliefs and values with regard to CRT in education are an essential step in providing accountability (Elmore, 2005), and I feel it is important to share these findings with any institution I may work in in the future. Oram states that “Every layer of organizational structure and decision-making needs examining for conscious and unconscious bias” (2019, p. 6). Creating a dialogue between students, teachers and the institution, with regular feedback about how and what we teach would enable a level of accountability (Elmore, 2005). Bush (2021) reiterates that racism extends to those who contribute to racist systems and structures not only actively, but by refusing, through inaction, to dismantle systems through which some benefit and others are oppressed.




2. Assessment Component Two – reflective review 
a) Reflect on your recent learning experience, and the value of learning you have acquired. Assess your current competences and identify future development needs in the context of you work place/voice studio/classroom. 
b) Devise a detailed personal development plan which incorporates identified areas for development, objectives, activities to be undertaken, methods, resources review periods and timescales.    1800 words

Embarking on this research has been a fascinating and eye-opening journey. Beginning this research, I had a vague awareness of the systems of oppression in place, but delving deeper has changed my perception, not just of my role as a teacher, but as a member of society. To discover that I, myself have exhibited what Joyce. E King describes as ‘dysconscious racism’ (1991) was a humbling blow, and has provided me with a sense of responsibility to affect change. 
The challenge has been to maintain a focus on these voice methodologies and how I teach them, as there was a temptation to widen my focus to how CRT affects the entire arts industry and beyond (Gaztambide-Fernandez et al, 2018). Additionally, I have felt a sense of inferiority, or imposter syndrome (Bothello, J., & Roulet, T.J., 2019) at attempting to challenge such canonical practices as Shakespeare in the arts industry: will students and teachers alike, discard this notion as irrelevant considering what trainee actors are expected to be prepared for in the industry, from a lowly teacher such as I? Noting Chrousos & Mentis (2020), who state that levels of imposter syndrome in higher education settings are higher in women and under-represented racial and ethnic minorities, I hold firm to my resolve: it is not a huge leap to surmise that this is a direct result of white male dominance within the education system. 
Reflection forms an essential part of a critical pedagogy, and heuristic methodology (Moustakas, 1990), both of which appear to be essential in deconstructing the systems of oppression in place. In the spirit of my research into CRT, I note that the dominant models of reflection are proposed by white men, and I consider Hebert, who “cautions against an uncritical adoption of reflective models, stressing that in doing so, the very spirit of reflective practice can be undermined” (2015, p. 361). With this in mind, I have decided to combine models of reflection: The simplicity of Borton’s (1970) approach enables the process to be broken down into three stages; and I will incorporate Kolb’s ‘Active Experimentation’ (1984) into the mix, as it aligns with my research, that stresses an importance on avoiding strategizing, and instead putting research into practice (Bush, 2021).
What?
My interest in this area of research began with a talk from Rocky Sansom (voice coach, author and professor) where he discussed the importance of contextualising accent work, and the issues around ‘standardising’ accents. I must admit, that my initial response was to question the relevance of what he was saying: I considered what actors were required to learn at drama school, and whether or not they would care for this contextualisation: Surely they would simply want to be prepared for the industry in the most relevant way, and that this information was superfluous to that aim? I considered how I would raise these issues with my own students, and realised that I had in fact already done this with one student: I was asked to help “neutralise” a student’s Welsh accent to diversify his casting. When we began lessons, I explained that ‘neutralising’ really meant “trying to sound more RP”. I explained that RP was the dominant accent of white, elites, and that although I would teach him to adjust his accent, that his native accent was no less relevant. I realise now that this was in line with the research I have carried out; however if I was faced with this situation again, I would have a better understanding of the situation and would provide a more comprehensive explanation.
After reading Amy Ginther’s paper  in which she criticises the liberal humanism underpinning the voice methodologies of Patsy Rodenburg, Kristin Linklater, and Cicely Berry (Ginther, 2015), I decided to critically evaluate their texts through the lens of CRT. This felt quite overwhelming to me initially, and I struggled to know where to start. I began by researching Critical Race Theory in education, which was an area I had not previously investigated. My first task was to try to understand the tenets of CRT, so I read as much as possible, and found it difficult to ‘tear myself away’ from some of the papers, as I was so engrossed in the topic.  After gleaning a better understanding of CRT and the structures of oppression, I tried to focus my research into arts education. I yet again found myself humbled by what I discovered; having previously assumed that the liberalism exhibited in the arts was inclusive, I realised that I was not only wrong, but exhibiting ‘dysconscious’ racism (King, 1991). The following quote forced me to reconsider what I had previously taken for granted:
The color blind notion that treats artistic talents as naturally occurring phenomenon that is not dependant on race ignores the ways in which racial privilege shapes what counts as talent and how talent comes to be recognized (Gaztambide-Fernandez et al, 2018, p. 3)
Discovering these new perspectives was both humbling and liberating, and gave me the confidence to begin critically evaluating the voice teaching literature ‘through the lens’ of CRT.
Using some of the research from my formative assignment, I was able to pinpoint some obvious areas of contention in the texts; the use of RP and Shakespeare, along with other classic western writers; liberal humanist assumptions, and appropriating from other cultures. I was then able to combine what I found with my research into CRT in education, and begin to formulate a strategy to apply what I had discovered into my own teaching practice. 
So What?
My initial feelings on embarking on this research were a sense of awe at what I had uncovered. To suddenly become aware of the levels of cultural and institutional subordination, and to find myself unconsciously reinforcing these ideals was, at times, overwhelming; it was simultaneously laced with a sense of relief that I was now able to see clearly something I had previously been unaware of. With this new perspective came a sense of responsibility to pro-actively make steps to address my role. In spite of my feelings of overwhelm at the scale of what I was discovering, I considered Dewhurst and Hendrick’s (2018) claim that the deep-rooted nature of racism is not insurmountable, and that CRT can be used to transform the landscape. 
This provided me with hope; following the tenets of CRT allowed me to analyse my voice teaching, and I often considered the following question, in reference to Borton’s “So what?” (1970): “How can I affect change?” Reflecting on my work and my core values are crucial aspects of transforming my teaching (Giroux, 2005),  and in line with Bush’s (2021) notion that although strategic plans are a start, one must provide accountability and take action, I found Kolb’s ‘active experimentation’ (1984) to be both inspiring and reassuring. 
Now What?
‘My eyes have been opened’ by my research into CRT and my main concern at this point is that as a freelance tutor, I feel unable to implement much of what I have learned. One of the key aspects of my strategy is that I must share this knowledge and take action to avoid making empty gestures (Laenui, 2000). I feel it is crucial to continue my research to give myself the best chance of making adequate changes, and to implement what I can, when I can (Kolb, 1984). 

Personal Development Plan

	Why am I doing this course?

	As an actor who has transitioned into teaching, I ‘fell’ into voice teaching and find I have a passion for it. I want to expand my knowledge in this area, and improve my teaching, and eventually find a teaching job within a university. 
Having found myself teaching accent and resonance and projection classes, I noticed gaps in my knowledge; I wanted to research areas of voice pedagogy that would bridge these gaps and improve the quality of my teaching. 

	What is the direct benefit to me?
	I felt drawn to the research aspect of the course as it is an area I am un-versed in, and I feel it could develop my confidence. 
The overriding aim in undertaking this course was to consolidate my vocal knowledge in order to improve my chances of finding work within a college or university.

	Developmental area

1. Research voice methodologies from various cultures
	Action

I want to expand my knowledge of voice methodologies to include those from cultures outside of America and the United kingdom, in order to facilitate cross-cultural learning from a diverse spectrum of sources. 
I have an introductory lesson in P’Ansori singing booked for june 1st, and I will continue to research other methodologies.
Timescale: WBL 30 credit module

	2. Research pluralistic writers
	I will continue to research writers that are female and/ or non-white in order to discontinue the dominance of white males in this field. 
Timescale: April 28th 2022 (my next class), and going forwards

	3. Research heuristic methodology and critical pedagogy and create a strategy
	I feel I need to continue to research heuristic methodology and critical pedagogy in order to better prepare myself to teach in an effective and inclusive manner.
Timescale: ongoing
 I will create a teaching strategy in order to provide myself with accountability (Elmore, 2005).
Timescale: WBL 30 credit module

	4. Consolidate all of the above into an effective teaching practice 
	I would like to consolidate all of my research into an effective, critical pedagogy.
Timescale: WBL 30 credit module
I would also like to find a teaching role within a college or university and implement my findings.
Timescale: Ongoing 

	5. Continue to research and share my findings
	I will continue to research CRT in education.
A crucial part of my development is to share my findings; I will investigate the possibility of providing teachers with classes on decolonising their teaching, and discuss my perspective with any potential employers.
[bookmark: _GoBack]Timescale: Ongoing- dependent on finding interest






Appendices


1. There are five major components or tenets of CRT: (1) the notion that racism is ordinary and not aberrational; (2) the idea of an interest convergence; (3) the social construction of race; (4) the idea of storytelling and counter-storytelling; and (5) the notion that whites have actually been recipients of civil rights legislation. (Hartlep, 2009, p. 6)

2. “Clark Moustaka’s Heuristic methodology comprises of six stages: “initial engagement”, “immersion”, “illumination”, “incubation”, “explication and “creative synthesis”” (Oram, 2019, p. 3)
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