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  Preface


  Perhaps you know the story of the four blind men encountering an elephant for the first time.


  “Ah, how like a tree is an elephant. Firm and tall, just like a palm tree trunk,” said the one embracing the patient elephant’s leg.”


  “Oh, not at all!” said the one with the elephant trunk between his hands. “Precisely like a sinuous serpent.”


  “You are both wrong,” said the third as he caressed the great elephant’s ear. “It is graceful, like a boat’s sail in the wind.”


  “You are surely blind, all of you!” said the fourth adamantly as he yanked on the elephant’s tail. “It is quite specifically like a rope.”


  Analysis, or seeing only parts of anything, can be quite misleading. Without an embodied synthesis of all aspects, a complete experience cannot arise. In my own experience with Margaret Laughlin Riddleberger as my singing teacher, I got it. I had it in my body and needed nothing more to sing to my deep satisfaction. But also, I was very curious to understand how I might share this with not only other singers, but with those who train singers. This led me to anatomy and physiology. I am not a hardcore scientist. I am an artist/scientist. Ergo, in this book, I will introduce you to the neurophysiology of singing, but always through my intrinsic somatic experience of the art of singing.


  Singing is physical ability and know-how. My work is about what I call “intrinsic singing.” Which ultimately will protect and nurture your vocal apparatus. My aim is to show you your cortical recharging abilities which recharge your nervous system/brain using your own singing. Intrinsic singing will: Inform your art; improve your vocal quality; resonance, and range; deepen your own personal development and maturity; enhance your health physically and emotionally. All of which will let you sing to your deep satisfaction.


  Over the last five decades, I sought to discover what constitutes this type of radiant singing. In pursuit of this, I studied anatomy and physiology and trained in Rolfing® Structural Integration, Craniosacral bodywork and T’ai Chi Chuan. I became a trained trauma specialist. I studied neurofeedback and become a trainer. I learned to meditate and practice pranayama yoga, and I became a licensed somatically trained psychotherapist. I also continued to sing in different venues, including my own one-man show in New York City and concerts in New York City and Colorado.


  I did actually discover something, more wonderful than I ever anticipated when I began. I am very excited to share it.


  —David George Delaney, New York City, 2022


  Dedication
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  To Margaret Laughlin Riddleberger, a true alma mater who became my friend over time and my collaborator extraordinaire. Margaret, you were always, unfailingly, my teacher. I wouldn’t have learned all this without you. You deserve this legacy. The Powers that Be brought us together. I am very grateful.


  To sincere students of voice and heart everywhere, I wrote this book with you in mind and with an altruistic mission:


  • To meet the responsibility of passing on what was given to me for the benefit of others. Neither Margaret, nor her teacher, affectionately dubbed “Teach,” published, and so this is for them and all their students.


  • To alert actors and singers to another dimension of singing that is possible and which will bring you deep personal benefit along the way.


  • Lastly, for healing. Intrinsic authentic voices can be healing. How? To sing intrinsically, you have to step out of your ego and become a hollow reed through which inspiration can flow. Inspiration isn’t merely intellectual and emotional stimulation. Its original meaning was to be “breathed through,” to have the Breath of Life come through us to bring help from other realms. I believe we artists crave this, to drop our own small self and let something healing flow through us.


  I believe artists are the healers of society. And society has to heal in order to solve the myriad crises on Mother Earth.


  How Best to Use this Book


  This book is for Actors, Lecturers, Teachers, Public Speakers, Musicians, Preachers, Cantors and Chanters, Voice Over Artists, community activists—not just singers. It is for all those who use their voice in their work and who use their voice to enliven, awaken, arouse, move, inspire and touch! Allow me to call you all ‘singers’ moving forward.


  Intrinsic Singing is a nonlinear process. Nonlinearity is the rule and not the exception in the universe and books are by definition linear, so let me offer you a thought on how to get the most use out of this book. I am aware that for most singers/actors/voice teachers/all those listed above—the majority of this information will be very new. It may even seem intimidating. However, if you’ll work on two levels with the book, I can promise you won’t be disappointed. First, just let yourself hang out with and explore the unfamiliar terms, images, and knowledge. Second, and more importantly, let your imagination lead you and let your felt sense and intuition do the exploring.


  This book is designed as a workbook, and is a starting point to see whether the allure of singing like this draws you in. Singing and singers are my passion. Our world needs a lot of radiant, resonant, unique, grounded voices making sonic medicine.


  Remember, you cannot learn the full Singer’s State from any book anywhere. In fact, words can get in the way at times. You must physically experience it. You will likely need hands-on guidance, demonstration, and coaching. And most of us could benefit from, if not outright need, listening training.


  Don’t ignore the glossary and the index* in the back, please. You will find them very helpful. If we were sitting side by side, or I was teaching your class, I’d be constantly peppering you with this information. However, it would hinder the reading of the book to keep stopping and starting; but I don’t want you to miss this information. It is critical to you getting a full grasp.


  This is not an academic work, but the list of recommended readings and articles will enrich your understanding. Still, intrinsic singing isn’t about the linear two-dimensional knowledge any book captures. Intrinsic Singing is multi-dimensional.


  Very particularly, it is about feeling the experience in your own body and about being able to reliably reproduce it. It is a journey to get to your intrinsic voice. But one well worth taking.


  I hope you will avail yourself of all offered here. —DGD


  * Due to the limitations in the pagination function for E-books, the index cannot be recreated on reader platforms. We apologise for this inconvenience. Please refer to a hardcopy of the original book if you want to explore the Index.


  Thank you for your understanding.


  - The Singer's CENTER Press


  1

  As in the Studio, So Out in Life


  I could not transcend the break in my singing voice. It was as simple as that.


  In 1977, I was performing in the Stephen Sondheim musical, Company, and singing the song “Sorry-Grateful,” a beautiful piece about the ongoing contradiction in a long-term relationship. While singing that song, I was painfully aware that I was unable to transcend the break in my singing voice.


  “The break” was and is a widely used term to describe a transition between so-called “vocal registers.” It is a chasm, a no-man’s land in your singing voice. The break is a gap in the sound when you can’t smoothly transition between different vocal registers. I had been taught that there was a lower, middle, and upper register. That idea was blurred with chest or head voice (meaning resonance areas). There were numerous terms for voice phenomena, like “falsetto” and “whistle register.” I myself had always been baffled by the whole conversation.


  No matter what you call it, making this transition seem natural is the bane of many a singer. It can take years to make it sound seamless. I was employing tricks to mask the break, which included jumping up and down an octave. Despite having just received two years of both voice for the stage (in the tradition of Edith Skinner of the Julliard School) and singing-voice training at the American Academy of Dramatic Arts in New York City, I could not surmount the break in my voice. It was frustrating because it did not seem that I was doing anything different from that minority of singers who apparently had no break, but just one continuous range from the bottom of their voice to the top.


  The score for that show was pre-orchestrated in a set key. Because rewriting the music in several different keys wasn’t an option, we all had to do the best we could. Places in the song descended below my comfort zone. I had to jump up an octave without telegraphing this to the audience. It made me feel both inauthentic and insecure.


  Worse, I felt unable to express through my singing what I was experiencing emotionally—which is the bottom line as a singing actor. I wanted to use my voice to touch and maybe even transport the audience. But I could not transport myself, let alone anyone else. It was very frustrating and dispiriting.


  Having an orchestra behind me should have enhanced my singing, but it did not. I pretended that I was okay with my performance. I was not.


  The conventional wisdom says that we have to accept the break as our predetermined physiological limitation. But I was driven to discover how to transcend this vocal barrier. The frustration fueled me to work toward somehow solving this quandary. This is what I call the gift in the problem.


  After I graduated from the American Academy of Dramatic Arts, I began getting roles. Competition was and is fierce for theater work in New York City. You have to continue studying. You can’t let up or you are left behind. It slowly dawned on me that my training at the Academy was merely a beginning. Of necessity, I continued studying with private coaches and teachers. In 1979, I was introduced to Margaret Laughlin Riddleberger, known to her students as Mizzar (Ms. R). She had sung at the Metropolitan Opera and had studied with and been the studio demonstrator for a woman she only referred to as “Teach.” Teach was one of the American inheritors of the physiological side of teaching within the Italian Bel Canto School of Singing.


  Teach was a Washington, DC, socialite and metaphysician who had taught the Bel Canto method, using this physiological approach, to many opera singers in the northeastern United States. Margaret told me she had accepted a request to never tell anyone who Teach really was. I do remember her telling me that Teach was the first person in Washington, DC, to own a motorcar. That is about all that Margaret would tell me. I accepted it.


  The Bel Canto method of singing had long been influential in operatic and classical vocal training, though today it has spread out to other genres. When composers like Wagner, Verdi, Berlioz, and Bizet came on the scene, a radical reform began. They demanded real emotion versus simply beautiful tone (bel canto = “beautiful song” or “beautiful singing” in Italian). Ultimately, this created a split in the Bel Canto School. Tone had been paramount in the Bel Canto approach, letting the words be almost secondary. Telling the story through words would get lost to a degree. They would sing the pitch on the tone alone, not singing the pitch on the word. To convey meaning, you have to sing the pitch on the word, which requires a particular fine sensory motor skill. The problem was that if a singer did not already know about this fine sensory motor skill, they pushed to make it happen, when more emotion was demanded of them by these new composers. They had no other option. But the more a singer pushes, the more the larynx shuts down.


  As a result, within the Bel Canto school, there came to be broadly two ways of working. One was a more scientific approach to singing, while the other did not emphasize the physiology. Instead, things were taught by metaphor in the latter. This non-physiological method posed a serious problem: When singers began to push to express the real emotion now being demanded of them on the stage, many eventually damaged their voices. This method produced young singers who originally had naturally beautiful voices that were soon compromised to the point of bringing their operatic careers to an unfortunate and untimely conclusion. Needing to work, they then entered the teaching profession, perpetuating the problematic instruction that had ruined their own voices. The unscientific and non-physiological teaching began to proliferate in Milan, Paris, London, New York and Vienna.


  Some audiences today still scream for and are impressed by the pushed, overexerted displays of big personalities. Flash-in-the-pan careers are often the result—Andy Warhol’s fulfilled prophecy of fifteen minutes of fame. Concerts being cancelled due to a singer losing their voice are now accepted as virtually inevitable. Even vocal surgery has come to be seen as almost inevitable for those who sings for a living. All of this adds to the drama but does not add up to long developing careers for fulfilled happy singers over a lifetime.


  Many of the well-known and highly regarded teachers with whom I had studied prior to Margaret had little scientific understanding of the voice. As I look back, a lot of it was pseudoscience. I, too, knew nothing of the science. I only knew what was innate in me. That was all I had. My experiences on stage up to that point also showed me that I knew little of the art of singing.


  Margaret lived and taught in the Washington, DC area, but she had begun coming to Manhattan two days a week to teach New York City actors. I got an audition with her.


  “That’s not your voice” she said, stopping me midway through the song.


  I was stunned. Yet, once I pulled myself back together, something about her direct approach impressed me. She accepted me as a student. I decided to work with her to see if she had anything different to teach. Much later, she told me that she saw something latent in me that intrigued her. When I first arrived, she told me she wasn’t sure if there was a “thread left to work with.”


  Early on in my training with her, Margaret would mention a connection she called the ‘silver thread’. Although I never asked her outright, I took her comment to mean the connection to my authentic self, which in turn is connected to what she called “The Powers that Be.” (She didn’t mean the usual use of that phrase—the civic authorities). She’d speak of an all-pervasive Higher Intelligence that touched everything and everyone. “If you listen, it directs you. You must never let go of your silver thread,” she’d say.


  She was direct but friendly when she said it. Looking back, I later saw what she saw. I was outward directed, not very centered; I was certainly defended and carrying some trauma; I was not connected to, in fact I didn’t yet know about, my essential self, nor how that was different from my survival self.


  The average person does not deliver feedback that is life changing, but Margaret’s feedback led to my work in life, for which I became grateful, confronting though it was in the moment.


  Margaret liked working with those she felt had a unique talent but did not have it put together yet. She liked to catch these people before they’d been trained too far in the wrong direction. Later, she said that I had a unique voice with a quality she called “velvet,” combined with a “philosophical personality.”


  The training I received with Margaret was different from any other singing training I’d had in the previous decade. This was deep body elasticity training with a psychological flavor. I had studied with four singing teachers before coming to Margaret. One ran a conservatory of voice, one was a university professor, and two taught at a prestigious professional acting school in New York City. Yet, what Margaret offered was something completely different.


  She also demanded more of me than I thought I had to give. “Okay, so you’re lazy. We can work with that,” she said early on. And she did.


  I began to realize I had a strong aversion to feeling discomfort and to certain thresholds of physical exertion. I also discovered that when I managed to transcend my avoidance mechanisms, she was very nurturing and encouraging. She was a wonderful, rare teacher if you could handle her strong personality. While not everyone could, I learned to accept her the way she was.


  We were doing what I could only describe as the “yoga of sound” with full body engagement and flexibility. I was learning that singing is essentially an extension of the physiological process of speaking. This became a critical understanding that impacted both my own training and my later work in helping others find their intrinsic voice. While essentially the same process as speaking, I came to understand that it was distinct from what was required in speaking. Singing included a more profound and deeply sustained body engagement and more sustained commitment in the intrinsic muscles (sometimes called the “emotional muscles” and also “core” muscles)—what I call the “singer’s muscles.”
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  The Intrinsics and Counterproductive Armoring


  The intrinsic muscles found in the chest cavity are functionally respiratory muscles. This means that here in this instance, the singer’s muscles are part of the respiratory system.


  In intrinsic singing, these respiratory muscles must be fully adaptable and elastic to engage one’s authentic sound without resorting to force or tension. In fact, they enable an authentic sound. Each person’s intrinsic voice is unique to his or her body, and it cannot be faked or forced. If you achieve this level of vocal engagement (there is no guarantee), what you were doing prior to this will seem inauthentic, mechanical, inefficient, and not nourishing.


  I began to comprehend that my core muscles were very inflexible and tight. What I did not understand at the time was that my aversion to discomfort and a certain indolence were really part of a lifetime of self-protection resulting from some intense experiences I’d had growing up.


  As I began to see good effect from a whole new way of approaching singing, I let my own curiosity seek research outside my voice lessons with Margaret. What I came to understand was that our bodies may negatively compensate when we are under pressure. They essentially shorten—or more exactly, they tighten and shrink—in protection. You become less flexible and adaptable. In essence, you begin to lose resilience. With resilience, you can continue to mature when under pressure, which is why some individuals thrive under stressful conditions and others do not.


  I had a series of head injuries in my childhood at a time when they patted you on the head and sent you back outside to play. I also had a serious skiing accident resulting in multiple breaks in my right leg that limited my body’s overall resilience. These impacted my body’s flexibility.


  Basically, our emotional musculature—the intrinsic musculature—is hidden from us (see Figure 1) because it is layers below our extrinsic muscles, the big muscles of the outside layer that extend motion into space—your hamstrings or biceps, for example. But it is the intrinsic muscles—for instance, the iliopsoas muscles (see Figure 19 and Chapter 9)—that need to be awake and elastic in singers.


  We are enamored with the visible, superficial extrinsic muscles here in the West. We have an aesthetic that says big and hard is strength, effectively armoring ourselves. But being armored is absolutely counterproductive to intrinsic singing. Have you ever noticed a bodybuilder with either a surprisingly high weak voice or some very evident constraint in their voice? Big extrinsic muscles do not initiate movement1, especially in real survival moments—like singing in public.


  The intrinsic muscles function differently than the large muscles of grasping and locomotion, though they are functionally unified with them. We have to be trained in how to use the intrinsic layer in singing. They cannot be forced in any way. Most of us have to relearn how they function, given that we lost that capability when we were being socialized into Western cultural behavior in our childhood.


  We are actually delicate organisms and can only take so much stress, after which a compensatory process will take over to manage the overload. This is an involuntary biological process that is triggered and engaged automatically based on predetermined thresholds of accumulated stress. We are mostly unaware of it. Nature has designed it this way so we can continue functioning in life and keep problem-solving. The overload, stress, injury, or negative memory gets held. It freezes in place in the body. This biological compensatory process is all about survival and safety, especially when we are children and have little power, no way to contextualize what is happening to us, and no way to protect ourselves.


  Some ancient contemplative traditions called this protective compensatory process the development of a false self. This false self is a compilation of acquired habits and unresolved traumatic experiences that drive survival behaviors. We think of these behaviors as just who we are. Fortunately, they are not. They are survival-driven responses that control our behavior when stress is present. Who you actually are is covered up and constrained by all this habitual stuff. So is your voice.


  If an experience is too intense for a child, it is tucked away inside their psyche and body until a time when it can be safely experienced and resolved. This safe experiencing is technically referred to as a “release” or “discharge” (of the frozen memory and the held energy). This releasing or discharging happens only after we see that the survival behavior gets in the way of living life well. We are forced to deal with it only when it is finally impinging on us enough to rouse our awareness. As an example of optimal behavior, after an animal experiences fear, their body automatically shakes the fear and tension out (called “autonomic discharge”) so they can return to a tranquil state. You have seen this. Think deer in the woods. Something like a twig snap will trigger a heightened readiness to flee. Then when all is well, they shake and shiver their full body. Dogs and cats do the same thing.


  We humans have fallen out of this reflexive restorative behavior. Why? Because shaking, trembling, or any other “inappropriate reactions” are considered socially unacceptable behaviors. It is just not okay for a grown man to cry in most modern social circles, nor do people shake or shiver after a spat or upon receiving bad news. Newsflash: We should. In full health, this all happens at the level of the autonomic (or automatic) nervous system. In fact, laughter and crying are autonomic discharging of tension and fear.


  The Pseudo-Voice


  Margaret had begun training in the Bel Canto approach when she was a teenager. Lucky girl! By the time she was an adult, she had embodied this deeply kinesthetic way of working. She was able to engage her intrinsic core muscles without having them trigger protection mode. She had achieved what is called “procedural memory,” which simply means that it was now second nature, a reflex. I came to it at twenty-seven as a rather timid, inhibited person with some big protective blocks in place.


  With her intuitive and experiential knowledge of human nature as well as her graduate-level training at Columbia University in personality stress (what we now know as traumatic stress), she was able to reflect back to me, in real time, when she perceived a protective defense mechanism at work in me. By having the mirror held up, over and over, I was slowly able to see and detach from some of my unconscious protective strategies. I began to be more in the present moment while remaining engaged with the physical skills that we were developing, all toward my singing with much more somatic engagement.


  Margaret called the false voice that some singers unknowingly use “the backup system.” This “pseudo-voice,” which is what I have come to call it, is the result of the body’s protective mechanisms that avoid accessing areas where tension is stored. Most people carry a tremendous amount of tension in just their chest area (our emotional center) alone. In fact, we carry tension throughout our body because any holding is distributed everywhere in the body to keep us mobile. For singers, the trunk (hips to throat) and cranium (neck and head) are primary, due to the functions of breathing, emotional expression, and articulation in the speech center (oral cavity).


  With Margaret, I was slowly learning to let down my guard and slowly let go of a level of fear that had inhibited me. Fear manifests in our bodies as tension, and that tension is blocked energy, pure and simple. In the chapters to come I am going to introduce you to several bodies of work, particularly that of Drs. Marafioti and Tomatis, Dr. Ida Rolf, and Drs. Sue and Val Brown of Zengar Institute. Each of these knowledge bases deeply informed my understanding of the process of singing, intellectually. They illuminated the anatomy and physiology. However, it was Margaret’s work and hers alone that made me discover and embody how it works actually, in real time, in the moment, in the instrument, in the body.


  There in the studio, with her encouragement, I was discovering how to fill the space with my expression and presence. This is what singing is ultimately all about: Filling the space outside you. This became a mantra for me: As in the studio, so out in life. It proved just as effective in helping me express myself more fully outside the studio, in life.


  2

  Awakening from my Daze


  As I let down my guard, I was releasing the fight-flight-freeze state that is a part of our human process in response to perceived danger. The problem, of course, is that learned patterns from past experiences can trigger this response even when the danger is perceived but not present. Perceived-but-not-present dangers are mighty common. It is an exceedingly rare human who does not have unresolved trauma and fear from childhood experiences.


  We unconsciously avoid people, places, experiences, and situations that are subconscious triggers to these undigested past experiences. We find ourselves unconsciously attracting similar situations and people to these, as yet, unresolved issues within us. Remember that the fight-flight-freeze state is a biological default that comes about whenever we are threatened, whether or not we are aware of it. This happens at the level of the neuroendocrine system, even when we are not actually being threatened.


  Let me share an example. I am the oldest of eight children. When I was about nine years old my four-month-old sister was being changed on the kitchen table. A spoon was suddenly dropped on the linoleum floor. When she heard it, her entire tiny body went into uncontrollable spasm—a form of the fight-flight-freeze response known as the startle response. Fear, pain, and shock were evident on her face and in her body, and she began to cry inconsolably. Witnessing this event really impressed me. As young as I was then, I could still see that as infants, we have no defenses to protect ourselves from startling, frightening events.


  Later, I could also see that even when we get older, we cannot always prepare ourselves for something that triggers the startle response. You are driving; an unaware pedestrian steps out into the street; you slam on the brakes instinctively and avoid hitting her, but your body registers the shock. That undigested memory remains inside you, even though you are unaware of it. If not discharged, each such event will reduce your adaptability incrementally. It all adds up.


  If we cannot discharge the fear and tension we accumulate, it becomes frozen inside us and restricts our functioning. It continues to constrain us until the experience is discharged, digested, and finally integrated, at which point it becomes life experience. We are enhanced by it instead of being constrained by it. It is simply life experience, and only through experience can we evolve.


  In 1979, I began my training with Margaret at the Ansonia Hotel’s Guild Rehearsal Studios in Manhattan. I was carrying a lot of unresolved trauma and fear, all of which I was not aware; I was carrying unconscious protective habits; all of these were preventing me from using my voice effectively. I’d had a series of head injuries over the course of my life, experienced much aggression growing up, and had significant learning disabilities that made for a very rough time from elementary school right through high school and beyond. Immediately after high school, I had been drafted and so chose to enlist into the US Air Force. In the last year of the required US military draft, my number was 6 out of 365, so I was going. During my four years in the military, I had some very intense experiences that left me wary of humans.


  Effectively, the trauma from living in what I experienced as both a very aggressive and not nourishing culture had impacted me considerably. I actually felt terribly inhibited and insecure and had a posture that communicated apology and fear. It was apparent in my behavior. Margaret once said to me during a lesson “Your body has started to look very apologetic again.” This was during a particularly rough personal time. “David, it is a lot easier to walk around you than to have to step over you,” she said another time. She meant I was being overly accommodating—a doormat. She was both intuitive and blunt. Her goal was to help me see myself as others saw me. It was painful but ultimately helpful.


  Today, there are kinder, less invasive, and more effective ways to help a student move through their blocks and help their body naturally release the trauma, tension, and held fear. I trained as a somatic therapist and psychotherapist to learn skillfully compassionate ways to mirror people’s behaviors back to them. Nowadays, there are also technologies that help the nervous system renormalize itself, improving its own resilience naturally. Those I found helpful include the Tomatis® Method, NeurOptimal® Neurofeedback, Rolfing® Structural Integration, and Craniosacral bodywork.


  Talk therapy can be helpful but also has it limits, given what we now know about the neuroendocrine system. Good intentions are not enough. A skilled, effective therapist or coach has to know how to support someone in the process of self-realization without driving defense mechanisms deeper. There are lots of therapists with good intentions who sometimes make things worse, not better, for their clients. This is because they do not understand enough about the traumatic stress process and how to resolve experiences noninvasively.


  Freeing the Body and Psyche


  Margaret’s approach to singing was helping me become aware and begin to work through accumulated blocks and unconscious protective habits. Yet I needed something else to help me accelerate my process. I was drawn to a hands-on approach that helped release traumatic stress, the approach called Rolfing Structural Integration. I had heard about it through Matt Chait, an acting teacher at the American Academy of Dramatic Arts.


  Why was Rolfing important? There were periods in my voice training with Margaret that were frustrating because I felt I was taking one step forward and then one or two steps back. I began to perceive that I had some sort of unconscious resistance, but I had no idea how to disengage from it. The best I could do was observe it as I was experiencing it. Today, that approach would be called “mindfulness practice” which is observing my own physical sensations, emotions, and thought process in the present moment without interfering with that process.


  At that time, I was in rehearsals with an actor named Tom Sparber for Cowboys Two, a Sam Shepard play at the Actor’s Collective Theater in New York. Tom was a great proponent of Rolfing, and he referred me to Patrick Clough, who was a senior Certified Rolfer®. Dr. Ida Rolf, the originator of this approach, had trained Patrick. All Tom had to say was “Singers love Rolfing!” I decided to give Rolfing a try, and at Tom’s encouragement, as I had some money set aside, I contacted Patrick that very evening. Patrick fit me in the next morning at 7:30 a.m. for my first session. This gave me little room to back out, since I’d also heard a few of the (inaccurate) 1980’s urban legends. Turns out, it may be intense for some people, but it is not painful and no, Rolfers do not launch themselves off the furniture to dive onto their clients!
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  Rolfing is a comprehensive hands-on bodywork process for reordering the connective tissue package that enwraps all muscles, bones, nerves, and organs. It ultimately reorganizes the major segments of the body and improves verticality and our relationship with Gravity. The Rolfing work with Patrick freed my body like nothing else had. In the basic series of ten sessions, I was regaining a level of verticality, intrinsic freedom, emotional fluidity, relaxation, and adaptability I hadn’t experienced since I was a boy. Why would this improved relationship matter? Because Gravity is one of the four fundamental forces in Nature.


  Fascia Both Connects and Separates


  Connective tissue both connects and separates. The form of connective tissue called “fascia” is essentially both the packaging and organizing material of our body, what Dr. Rolf called the “organ of movement and form.” (In Figure 2, note how the tendon connects to the bone but the Epimysium enwraps the inner package, which in turn, enwraps the cable-like tissues, and so on down the increasingly finer elements.) Dr. Rolf recognized fascia as a unitary, continuous system that contains all that we are. Fascia can be fibers, bands or sheets, and is primarily made of collagen (its structural element.) Because of its elasticity, fascia can be reorganized to realign the major body segments into a more integrated, functional whole. Professional performing artists, Olympic level athletes, musicians, dancers, and people recovering from accidents, injuries, and surgeries are among those who have benefitted greatly from its reorganizing and rehabilitative quality. But I want you to see also how fascia is the organ that carries our stress.
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  Awakening from My Daze


  Figure 3 shows Dr. Rolf ’s images of organization and disorganization or maybe simpler, images of Order and Disorder. The image on the left with the little boy facing us shows you what a “random” body (in Dr. Rolf ’s terms) looks like. The image next to it shows a body that has been disorganized by injuries, accidents, illness, emotional slights, and stress. The natural alignment and ease that babies are born with has been lost. The various structural segments of legs, hips, belly, chest, neck, and head are twisted and distorted.


  As you look at this image, it may be hard to believe but most people do not sense this distortion in themselves until it is pointed out to them. The image to the far right shows a body that has been realigned through expert connective tissue reorganization. This body moves much more easily. It does not fight Gravity, and it does not experience the heaviness and discomfort that fight causes. Instead, it is lighter, more agile, and happier because the person can more easily be.


  Dr. Rolf observed that over time, unresolved stress (due to accidents, injury, illness, emotional repression, unconsciously absorbed family patterns, cultural beliefs, and many other factors) causes the body to contract and shorten, eventually causing the joints to rotate (middle image, Figure 3). When joints end up compromised, this then limits our mobility and flexibility in the intrinsic muscles (the singer’s muscles), creating a postural distortion. The attendant muscles are in a chronic state of contraction. Somatically speaking, muscles work best when they are dynamically relaxed and have ample space to function elastically. Everything needs to be in dynamic relaxation to function at its highest effectiveness and efficiency.


  Among other disciplines, Dr. Rolf explored yoga, and in her practice, she discovered the twisting phenomena described above. Yoga is an ancient science and knowledge-base that addresses the opening of joints and the opening of the body from the inside out. Coupling this with her study of osteopathic manipulation and the movement schools of the early twentieth century, Dr. Rolf deeply explored this body of knowledge. She began to discern what was true biochemically and anatomically. These were her academic disciplines, anatomy and biochemistry. I highly recommend both yoga and tai chi chuan to my singing clients as ways to discover and develop dynamic relaxation.


  But everything is not in a state of dynamic relaxation for most people. I had a great deal of constriction, tension, and unresolved fear. Later, as a Rolfer, I was trained to observe a person’s body and determine how to reverse that lifelong pattern and improve the overall verticality so necessary for functioning well in the world. Being a Rolfer enabled me to help singers rapidly improve access to their authentic intrinsic voice.


  From the beginning, the benefits of Rolfing were like awakening from a daze I had been in for years. Each session was physically intense, but it was not painful, and I always felt that I had control over the session. I began to feel freer. With each session, I was struggling less and less with my voice. Margaret taught me how to use this newly found freedom, which resulted in singing that was both more relaxed and more connected. Now I felt more in flow with my life and more relaxed than I could remember ever being. Being more at ease with myself, I was also more physically active and emotionally freer in my life.


  One day, a fellow student from the American Academy of Dramatic Arts walked into the lobby there. This was after I had completed the initial series of ten Rolfing sessions. From across the lobby, he noticed the dramatic difference in my body. I had transformed from having a posture of apology and collapse to one that was upright. Later he told me that as he observed my posture, he thought Whatever he did, I’m doing! When I was certified, this actor was among my first clients.


  During my sixth Rolfing session with Patrick, I had a release of old memories that were connected to the skiing injury when I was seventeen. That injury had resulted in multiple breaks to my right leg, and it happened at a major transition and extremely vulnerable moment in my life. Patrick was working on my right calf, where I had broken my tibia (shin bone). What I experienced on the Rolfing table that morning was the release of what I can only call unresolved pain, fear, shame, and profound frustration. I broke my leg in front of friends who were looking to me for guidance on the ski slopes. Complicating things further, my mother was in the hospital. I was put into another hospital near home for two weeks because my father could not work, take care of my seven other siblings, and attend to me as well.


  I felt alone, abandoned, and frustrated; though I wasn’t sophisticated enough to consciously express those things. Those feelings got stuffed, and that stuffed experience was locked in my body. In those days, you were given a full leg cast that went up to the hip. After having my leg held in the same immobile position for months, my leg had atrophied quite a bit. My body had never had the chance to discharge the fear from the accident.


  When that blocked energy released and began to flow again, I cried briefly. I knew instinctually in my gut that the blocked energy and crying were both related to the accident and had nothing to do with the Rolfing in the present moment. I immediately felt much freer than I’d felt in about a decade. It felt as if my entire body was unlocked with that release. Energy was flowing through my body in a way it hadn’t since that accident. With that significant release, my body shifted to the higher level of functioning I had lost a decade earlier.


  Prior to that release, Patrick’s work on me was at the speed of molasses. It was slow, intense, plodding work. When he began to work with me after the release, he had to say to me, “Slow down. You’re getting ahead of me.” It was as though I was finally leading the way. Words do not do justice, but it was so obvious that I had a big jump in my process. It clearly affected my body-mind connection. I knew what to do, in partnership with the Rolfer. My embodied intuition had returned.


  A week later, on the same day I had my seventh Rolfing session, I went over to the Guild Rehearsal Studios at the Ansonia Hotel for my voice lesson with Margaret. That day, Margaret and I were assigned the studio that was the deadest from an acoustic standpoint. Margaret never had me do what many teachers have their students do, which is sing scales in medium or full voice at the top of the lesson. Instead, we sat side by side at the piano and worked very quietly in a very concentrated manner, but with relaxed, full body engagement, just like in meditation or yoga practice, until we were “lined-up,” as she called it. We then used full voice.


  That day, I was using my deep intrinsic body elasticity with directed engagement but no tension. It was more like willing the body to do it with relaxation and constant lengthening. I followed her scale patterns on the piano using consonants and vowels, no words, more like sustained chanting or mantra. Those sounds were placed naturally in the front of the mouth, exactly like when speaking—not back in my throat.


  Previously, in my work with Margaret, I was allowed no tensing in my throat whatsoever. She would stop me instantly and asked me what I noticed when I was unable to keep the speech center independent from the sound center in the back of my mouth. I was allowed no overexertion or tension in my larynx/pharynx area. She stopped me if I did that. That day, after my seventh Rolfing session, I experienced what singing really can be: Achieving maximum resonance while using minimum breath and no involvement in my throat. The entire room was alive, sonically. Margaret called it “the boom in the room.” She’d say you had to be ready for it. I can tell you, it is a totally unique experience that you perceive both within and outside your own body.


  Musicians know this phenomena, and Alfred Tomatis, an MD specializing in otolaryngology, gave it a name: Sonic Return. And yet, I was hardly doing anything and was fully relaxed. This was not an acoustic environment that enhanced sound or fed its inhabitants energetically. It had a reputation as a dead room, the practice room to avoid, replete with muffling shag rug. Yet I was experiencing incredible resonance, the rich sonic reverberation that is the sonic return.


  It was a watershed moment for me. It demonstrated to me that all I had been taught previously by everyone except Margaret was false. It was simply a prevailing conventional point of view held by many singing teachers and singers. I suddenly experienced that singing was actually more a quantum physics event than a linear physics experience.


  Like most singers, I had been using my voice in a conventional linear way. I was taught that the body had mechanical parts, and it was thought that if we understood the parts, we understood the whole of the process of singing. I had been taught to get all the parts to coordinate. This was inaccurate, just as the blind men were inaccurate in the story I told earlier about the elephant. It wasn’t actually wrong; it was a misperception.


  I later came to understand singing as having a much more sophisticated outcome than the command and control view suggested by my earlier experiences. Yet it was also a simpler process than the centuries old, reductionist scientific way of looking at singing. The core point here is that just as when we talk we don’t have to think about all the vocal parts, neither do we have to when we sing intrinsically. This is a marvelous thing!


  State Changes and Nonlinear Dynamical Systems


  I came to understand singing as a very human exercise that is both genuine and innocent. In a nonlinear quantum systems approach, there is an unpredictability that is not accounted for in the mechanical, reductionist perspective. Trying to imagine what is possible in a nonlinear system from a linear perspective is impossible. An example would be that if you had never experienced what happens when water transforms to steam (when a specific predetermined threshold of heat is achieved, called a “state change” or “phase shift” in nonlinear physics), you could not actually imagine it. It would be like magic. If you never saw a tornado, you could not imagine that anything like that kind of raw power could be possible. And if you had no evidence that the brain is a nonlinear, dynamical system that is more like a hologram than individual parts, you could not imagine it. (See glossary, Dr. Karl Pribram/Holonomic Brain)


  Steam, tornado, and brain are examples of nonlinear dynamical systems. And as a human, so are you! That includes your vocal system. Nonlinear dynamical systems cannot be controlled due to their unpredictability and healthy chaos. (Chaos here means complexity, flexibility, and adaptability—not disorder).


  Let me point out something: In singing there is a wobble you will encounter when you learn to bring on this phase shift. The perturbation before a state change occurs, called “chattering at the edge” in physics, can be uncomfortable in the body. It can be misperceived as a bit threatening, arousing a feeling of insecurity. It can feel like unknown, unfamiliar territory. Like in anything, the new is anxiety making. But when it is no longer new, it no longer causes anxiety. Patience and trust get you there. As an actor/singer, you have to get comfortable being uncomfortable, at least at first.


  While they cannot be controlled, nonlinear dynamical systems can be influenced and directed. We can learn how subsystems interact with one another, and this is what the work of an intrinsic singer is all about. A mechanical or reductionist scientific model is built around the central theme of command and control, and that is a top-down, militaristic, hierarchical, mechanical model. It is highly interventionist. It is the scientific model that allowed the Industrial Age to happen. It had its place.


  In a nonlinear scientific view, we no longer reduce the voice to its mechanical parts. Rather, we see it as a complex adaptive system. As the elephant entire! The whole is greater than the sum of its parts. This view of systems is a radical departure from the mechanical view that we still unknowingly and unconsciously project onto our world. The Western view is to control and exploit. But we now know that this has limits, since controlling Nature cannot be sustained.


  Likewise, the singer might best discover how, as a human, the various systems of her organism work in an instinctive, synergistic, coordinated manner, rather than in a controlled mechanistic manner.


  When I had the experience of using the least amount of tension and breath and experiencing a dead room booming back at me vibrationally, I was dumbfounded. I could not have imagined what was possible. Not until the conditions were right, and when they were, I experienced that breakthrough. The conditions in the various systems of my body and the environment were right, and I found myself working at a higher level of efficiency. In scientific terms, that efficiency met the predetermined requirements of that particular higher ordered system (comprised of my human organism, my vocal apparatus, and the acoustic environment). This was akin to how a predetermined temperature has to be achieved before water can transform to steam. These are thresholds, preexisting conditions that have to be met before steam or vocal breakthrough can occur.


  In fact, our reality is organized around predetermined levels of state change. Water converting to steam is one of those state changes. Water to ice is another. Gas to plasma is yet another. Interestingly, while Dr. Rolf did cancer research at the Rockefeller Institute, she discovered that a state change occurred when energy was added to connective tissue (fascia) via simple touch (called the piezoelectric effect). This realization is how Rolfing was developed.


  Phenomenology, Complexity, Simplicity


  What I learned from Margaret was how to get to the needed level of efficiency and engagement with a more unified, coordinated, relaxed, nuanced use of my body. I had a direct experience of this as an artist, kinesthetically. But it was also true that I was investigating the phenomenon scientifically. A favorite inspiration of mine, R. Buckminster Fuller, taught me that we are in the age of the artist-scientist, and I took that notion deeply to heart.


  What I was doing with Margaret was essentially phenomenological research, specifically around my work as an artist. I was field-testing her proposals. Before the work with her, I was struggling, using a tremendous amount of tension and breath, and I was feeling very constrained in range, power, and resonance. After my work with Margaret, the experience of using my voice was, paradoxically, both more sophisticated and simpler. It was also much more efficient, effective, and satisfying.


  Valdeane Brown, PhD, of the Zengar Institute (who was mentored by the neurosurgeon Karl Pribram) once told me that the mathematics known as Shannon mathematics was incredibly linear, complicated and cumbersome to use. Later in time, Gabor mathematics (which gave us Doppler radar) came along. It was more sophisticated and accurate, yet simpler, and non-linear. It is counterintuitive that complexity can become simpler, but it is also a fact of our quantum universe. Science is full of examples, and they are explained by R. Buckminster Fuller’s term ephemeralization, which means “doing ever more with ever less.”


  I was now directing my voice, but not over-controlling it. It felt as though my voice was being sonically emitted and projected throughout the studio with the least amount of energy and tension. What I now know is it was being fed by bone conduction. But it no longer involved my throat. It was directed completely from the front of my mouth. The room I was singing in was now part of my voice. Nor was my voice stuck in my throat as before.


  Before that work, my speaking voice did not match my singing voice. But after, they were one unified process, and my voice and I had much more freedom, power, ease, resonance, color, and energy. And for me, this translated to much more joy and innovation. After my work with Margaret, I felt that both my voice and I were benefitting from the energy that my singing was generating. I felt energized instead of depleted. I stopped having vocal fold irritation, no matter how long a rehearsal went nor how long I sang, if I held to the physiological principles and somatic skills that I was relearning. (A somatic skill is the precise coordinated engagement of specific muscles for a particular goal.) We come in with these instincts as babies, but the process of socialization suppresses them. The work I was doing with Margaret liberated them, returning them to their natural state.


  Ever since, close friends often remark that I have a resonant, booming voice. In restaurants, I have been asked to please speak quieter because I can be heard all over the restaurant, even though I feel I am speaking normally. This is the result of my body/voice training, which allowed me to find the unique personal voice that Nature intended for me—what I now call my “intrinsic voice.”


  After my work with Margaret, I could see and feel the difference in how the audience was responding to my singing. Before that work, they were appreciative. I had developed skills over many years, and it was obvious that I had put time into my art and had a love of performing. But after the work, the audience was not simply appreciative, they were captive. There was no distracted discourse or murmuring among them. They were focused on the singing. And when they applauded, it was not the applause of those simply being courteous, it was the applause of those who were appreciating and acknowledging the skill I was demonstrating. People even came and said so. What is more, much more, I could feel it.


  The difference was so striking that it was as if I had transformed into a completely different singer, a singer with skills that were exponentially greater than the singer I had been previously. And the audience responded accordingly. I was performing a piece in front of Albert Hague’s class. Hague wrote the musical The Grinch Who Stole Xmas, starred in both the movie and television versions of Fame, and was a Tony Award winning composer and a coach. Afterwards, the room full of working actors sprang to their feet and whooped and hollered. Claudette Sutherland, a very successful theatrical, TV, and film actor and writer approached me and said, “You are marvelous. I want to introduce you to my agents.” That was a big change for the man who had fretted about the break in his voice before the work with Margaret.


  Over the many years since that seminal work with Margaret and Patrick the Rolfer, I have continued to research, study, and experiment with how an authentic intrinsic voice can be achieved in less time. Many sources state that it takes seven to ten years of dedicated work to achieve that state. Interestingly, I have found that some pretty basic principles are at play. They aren’t elusive; they can be achieved. Hard work and perseverance will be required, but it is within reach. It is just as complex as Margaret and Teach knew it to be, but in my search, I found simpler and quicker ways to get the singer there. The process has become streamlined with the synergy between art and science. I will start with how Rolfing Structural Integration moves us toward the Singer’s State.
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  A Singer’s Laboratory


  Six months after I had completed the Rolfing series and had that leap in my singing capabilities, I was in my New York City apartment on a Friday night. Walking through my living room, it suddenly hit me like a lightning bolt. I was going to study Rolfing for the express purpose of working with singers! And when I had that realization, I was so excited that I cried with joy. I had not considered it previously, at least not consciously. Margaret later confided that she knew that I was going to study Rolfing six months before I did.


  That next Monday morning, I contacted the Rolf Institute of Structural Integration headquartered in Boulder, Colorado, and expressed my desire to become certified. After five years of the required university, physiology, physics, anatomy, pathology, movement and pre-Structural Integration studies, I was certified in Berkeley, California, in 1985. I returned to New York to continue my performing work and my work with singers. I had already begun doing hands-on bodywork with singers in 1982 (as part of the Rolfing requirements, I had graduated from the Swedish Institute of Massage Therapy and Allied Sciences) helping actors and singers free their bodies, which naturally opens up the voice.


  When I returned to Manhattan in November 1985, Margaret began sending all her students to me, both in Manhattan and Washington, DC. I also had referrals from other voice teachers in Manhattan from theater, opera, the pop world, and the ecclesiastical music scene. From the early 1980s to now, I have provided thousands of hours of hands-on education and bodywork to singers.


  Without really setting out to do so, during those years, I developed my own streamlined, no-frills approach to helping singers’ bodies, which frees the voice. What I do now is based on my own experience as a singer/actor, combined with years of anatomical and physiological study, as well as exercise physiology. This latter was specifically to activate the intrinsic muscle system. Of course, all this included my ongoing studies and collaboration with Margaret.


  Margaret and I would consult each week at my lesson, reviewing which of our client-singers had plateaued in their singing training and which had moved to another level with my help. We had, as she was fond of saying, “a singer’s laboratory.” About seven or eight times a year, I went to Silver Spring, just outside Washington, DC, to work with her students there. She told her students to come to me because otherwise, their progress would be too slow. Soon, virtually all her students worked with both of us. We were deep collaborators.


  Every singer is an original, and every singer has something beautiful and unique that is innate. Sometimes what is innate has to be uncovered. I have great respect for all singers who are willing to get up in front of others and share their spirit and heart through their voice. I know the courage it takes to do that, especially those of us who are introverts or inhibited and carry anxiety or low self-esteem.


  I start with every singer by honoring that uniqueness and honoring the fact that as singers, we are more than machines. We are spirit-infused living organisms. We all have our own way of being in the world. Somehow, that fact has gotten lost in a lot of voice training. The principles that guide machines and the principles that guide human organisms are worlds apart. Machines have no spirit. They have no will. They are not biologic. They are not creative. They cannot evolve. So much of the voice teaching I experienced and have seen on the internet and in books is based on false assumptions, unhelpful platitudes, and mechanical principles. Mechanical principles do not do justice to our incredibly sophisticated mammalian organism and the spirit that animates it.


  Unconscious individual movement patterns are so unique and distinctive they can actually be used to identify you. A trained eye can see and name these patterns in you. They are effectively a personal signature, known as a somatic signature in physiology. The strategies your body employs to activate change are also utterly unique. I pay attention; I work to recognize the patterns at play. Each singer needs what she needs and I tailor our work together toward that end.


  When a singer has been trained in an overly mechanical manner, I can hear it in their voice. I can see in their body what is locked up and limited. My expertise enables me to see what is happening deep within the body and change it for the better. It allows me to go right to the places that are blocked and help uncover the voice. And with the Tomatis listening test and my audiometer, I can determine if there is a listening dysfunction and correct it with precise psychoacoustic listening-training, tailored to the singer herself.


  Singer after singer, it has become second nature to me. In a nonaggressive way, I can wake up those isolated areas in the singer’s body that are preventing their natural voice from emerging effortlessly. Evolving as a human is accelerated by developing through singing. As musician and Sufi teacher Hazrat Inayat Khan said, “The voice is not only indicative of man’s character, but it is the expression of his spirit.”2


  Let me include another population in this exploration. Actors and singers will immediately recognize the stresses I am pointing out. Generally, they do already hold their body as their instrument. But if you make your living or regularly speak publicly as an activist, a Voice Over artist, a lecturer, teacher/professor—lend me your ear. Speaking publicly is stressful and intense for most (rated on the same stress level as death and divorce for the majority of the public). So is speaking all day, 5 days a week. If you are teaching a tough demographic and have to use your voice to maintain discipline, this is even more so. Everything I am pointing to hereafter, you also will find helpful in your situation or discipline (posture, abdominal-diaphragmatic breathing, dynamic relaxation, improving your listening skills and releasing somatically held tension).


  I am going to provide some detail and technical information about Rolfing/Structural Integration, neurofeedback, craniosacral bodywork, and the Tomatis Method. In my approach, I have found all of these aid the nervous system and in accessing the singer’s muscles. Let me be clear, any of these disciplines themselves or even in combination will not get you to intrinsic singing. But understanding how your own body works will better enable you to discover intrinsic singing. Nor am I saying they are the only way to this understanding. But these reliably worked for me and my clients.


  I want you to see how to broaden and deepen your own education about your instrument—your body. I aim to give you a pragmatic view of what each discipline adds to the tool kit for singers. More specifically, I want you to see and understand what intrinsic singing actually is and how it is accomplished.


  4

  Learning to Get Out of

  Your Own Way


  Speaking is the physiological basis of singing. Singing uses the exact same frontal placement in the mouth that skilled and effective speaking demands. I am talking about what Hamlet meant by ‘trippingly on the tongue’.


  Whenever you lose that relaxed, easy, spontaneous, up-front articulation in your speech center, your voice diminishes. Any time you divert from the simplicity of speaking, which is the basis of singing, you eclipse this process I am trying to illuminate for you. You descend on the proficiency spectrum for the necessary motor skills and become a less efficient and less effective singer on all fronts.


  Many singers seem to know too little about what happens the moment you transition to sustaining the vowel (holding the note). Singing voice expert Dr. Alfred Tomatis said, “Singing is essentially the business of making vowels.”3 Most singers need to relearn how to engage their body for what Tomatis called dosing—the precise amount of air used the moment they sustain the vowel. Think of it as you would think of a dose of medicine. If you take too many milligrams, you get side effects, but if you take too few milligrams, you get no result. It has to be a Goldilocks dosage: Just right. Further, in singing, it is always about using the least amount of air to get the maximum resonance. Anything more is way less efficient, and often, pushing. In fact, too big a dose can cause harm to the vocal folds.


  Singers also have to learn how to dose somatically. This means it has to become second nature in the body. It is reflexive, just like sneezing is a reflex. Singers have to build procedural memory.


  Little Known Facts


  • Speech and singing use a set of precise fine sensory motor skills.


  • The speech center in the front of the mouth and the sound center in the back of the throat (at the larynx and pharynx) need to be functionally independent of one another. (Many singers and voice teachers do not understand this.)


  • Singing uses far more air than speaking. To effectively have a larger dose of air moving through the larynx with its delicate vocal folds, the singer needs to learn to work in a fully unified, dynamically relaxed way.


  • The singer also needs to learn to kinesthetically engage their body and vocal apparatus effectively without needing to control or force it. If they try to control it, they will not only be frustrated and limited, they will likely develop poor vocal habits that will be difficult to reverse later. Further, when forcing, both the words and their meaning will be obscured.


  • It is the ear that sings.


  • The right ear is the directing ear, it can zoom in; Tomatis called it the performance ear (for all of us, not just singers. Note that dominance with the ear is not associated with left/right hand dominance.)


  • The left ear is the “surround sound” ear. Its job is to deal with the environment.


  As stated earlier, too many singers cancel concerts, go on vocal rest, have to leave shows, and have surgery to correct serious vocal difficulties. So much of this can be averted!


  Getting Out of Your Own Way


  So many problems can be avoided by learning to get out of our own way. Quit trying to control Nature; instead partner with Nature. That was a big part of what Margaret taught me. She taught me to allow my kinesthetic and instinctual processes to be primary again. This is no different from the way things work in the natural world. We don’t have to tell our eyeballs to dilate when they are exposed to the sun. Likewise, we don’t have to tell our stomachs to digest after eating a meal. Importantly, just as the eye can zoom in, your ear can zoom in to hear a far-off sound, tune in to the higher harmonics of a musical piece, or block out unhelpful lower frequencies or loud noises. Tomatis called this the “auditory zoom.” It is curious to me, then, that we tell someone that they need to voluntarily do something in their vocal folds/larynx when they are singing. Neurologically, we now know that the ear handles the larynx’s function. In other words, it is your ear that sings.


  I’ll say that again: It is your ear that sings. Most people think that they need to control their larynx volitionally. But that is because they have not yet experienced what I am describing here, at least not since they were children, before they learned by imitating all the other controlled voices around them (both speaking and singing). The distinction needed is best described as the difference between hearing, which is passive, and listening, which is an act of will. Musicians need to have incredible listening capacities because making music is so richly complex. And singers are musicians. It is a radical thing to say, but it is true: It is the ear that sings.


  Your inner ear and nervous system handle the functions of speech and singing as well as body awareness, posture, and movement. This I find confirmed by Dr. Alfred Tomatis’ work with singers. However, you also have to be clear about what you intend to communicate via consonants and vowels. Unfortunately, the discipline of diction or elocution has fallen from favor. This is a sticking point because the key to singing and speaking as an actor is the storytelling: What are you saying? How do you feel about it? What do you want to convey in the moment, right now? Who are you saying this to? And most importantly, does the audience understand each and every word and nuance you are expressing? (This is substantively identical in the work of an Activist and those who teach or lecture.)


  Even with the widespread use of microphones on theatre stages, in smaller recital spaces, on the radio, and in big stadiums, I can rarely understand all the words. Often, very few of the words are clear. I always have to work out what is being said. It is lack of articulation in the singer and a lack of ability to get it out of their mouth and into the performance space—what Tomatis called “vocal emission.” Stadiums are a different situation, but the singers Margaret and I worked with and trained could all sing in big theaters without a mic. They were clear and strong, without ever pushing.


  Some Basics


  Never allow the analytical mind to interfere while you are singing: No analysis and no ruminating. Once you regain the lost somatic skills, your singing will be propelled by ear, instinct, body, intention, and heart. Moment-to-moment-to-moment. Singing is essentially an innocent, innate, instinctive process. But we in the Western World tend to have overly analytic minds. We carry anxiety and fear, and we are prone to catastrophizing. These things interfere with singing.


  When we speak passionately, we are not interfering with how we are expressing ourselves. We are in the moment, expressing ourselves naturally and easily. But asked to sing, we feel like a bumbling mess. Our analytical mind—meant to remember names, numbers, concepts, and language in general—begins to interfere with our innate instinct, which knows how to express itself. It begins doubting, questioning, and second-guessing. The anxiety ramps up, and suddenly we have lost natural, effortless expression and become very mechanical. Singing needs to have the same freedom as speaking with a trusted friend.


  To sing intrinsically requires developing the somatic skills that allow you to support and sustain speech. Plus, quoting Margaret-the-broken-record, it requires “keeping the throat and soft palate out of the equation.”


  Developing the ability to emit and sustain vowels through effective consonant placement and formation is another aspect that is at the heart of singing. Effectively, this skill is launching the vowels via consonants. Vowel generation and emission drive the entire singing process. This includes reflexively activating and animating the sound center. This is a vibratory interaction between the larynx (voice box) and the spinal column. The function of this sound center is to vibrate the entire skeleton and especially the cervical vertebrae and cranium through bone conduction. This bone conduction is at the heart of our ability to speak and sing well, and almost magically, it is also an aspect of what recharges our nervous system. Plus, later, if you have what it takes to get further down the road, it produces a vital energy resulting in performing magnetism.


  The Tomatis Method


  The work of Dr. Alfred Tomatis, E.N.T, helped me gain a scientific understanding of what Margaret taught me somatically. Tomatis, a French medical doctor specializing in otolaryngology (ear, nose, throat doctor or E.N.T.), had grown up surrounded by singing virtuosos. Both his grandfather and father had very successful careers in opera, and Tomatis’ father sent to him professional colleagues who were having vocal problems. This became a significant part of his practice and research, along with medical and industrial work to reverse auditory trauma. Tomatis originated a method called Audio-Psycho-Phonology, known more simply as the Tomatis Method of audio-vocal training. That approach began as an effort to help professional singers who were experiencing vocal pathologies as well as those with vocal emission disorders.


  His listening assessments were performed with an audiometer, a different and much more sophisticated method than a hearing test. His Electronic Ear was designed to alleviate and renormalize listening issues that were expressed as abnormal pitch, loudness, timbre, voice loss, cracking voices, less than robust resonance, and loss of ability to sing across the full human sound spectrum (metrics expressed in hertz). He discovered how to exercise the middle ear muscles, and from his research, he developed protocols to restore and improve listening capability, which also restored the full spectrum of speaking, singing, and vocal ability.


  Tomatis’ work incorporates audiology, neuropsychology, phonology, phoniatrics, and cybernetics. Many musicians, singers, and actors have found the Tomatis Method of intensive training powerful for fine-tuning their listening, tonal placement, and harmonic skills. I certainly did. Outside the artistic performing world, the Tomatis Method is being used by educators, occupational therapists, physical therapists, psychologists, and psychiatrists to help their clients. So much of human dysfunction is rooted in poor listening skills. Happily, these can be rehabilitated. Mastering listening skills is central for all musicians, and retraining the middle ear muscles improves that ability to zoom in, which is a key skill. By zooming in, I mean the self-directed sensitivity of honing in on sound/tone/note/harmonics that Tomatis called the auditory zoom.


  Tomatis not only worked with singers in France, he also worked at France’s jet propulsion laboratories. Workers there had experienced auditory dysfunction through trauma to their inner ears. In fact, their inner ears had shut down in many cases. By contrast, when a child experiences trauma and the ear shuts down due to a psychological issue they can’t handle, it is not necessarily hearing loss. Tomatis developed ways to essentially reverse audio-vocal dysfunction. He was able to demonstrate scientifically that your voice cannot reproduce frequencies it cannot hear. In other words, as stated earlier, it is the ear that sings. If you have a singing issue, it is a listening dysfunction. Any dysfunction in any part of the inner ear structure will affect the entire listening spectrum and vocal emission.


  Tomatis recognized that the ear and the voice are a unitary system and that listening is our first sense. In other words, if there is an area in your hearing spectrum that is dysfunctional because of emotional trauma, accident, injury, disease processes (such as ear infections, which often go undiagnosed because they are hidden), acquired family pattern, or patterns acquired in utero, the voice will exactly mirror that dysfunction. This is why Tomatis’ rehabilitative work also helped auditory processing problems (dyslexia, learning disabilities, attention deficit disorder, and autism) as well as sensory processing (Tomatis was a premature baby and suffered this himself ) and motor skill difficulties. His work also had an impact on improving both the cochlear function (decoding sound) and vestibular function (kinesthesia, balance, equilibrium, right-left discrimination, developing procedural memory and rhythmic sense) in the inner ear. These two functions, Tomatis showed, operate as one system.


  Recently, I was working in New York City and attended a concert in Brooklyn where I met an agent for classical singers. He mentioned that he had a singer who had lost his B-flat. The Tomatis Method could correct this issue because it is not so much a vocal problem as it is an inner ear or listening dysfunction. (That said, actual organic hearing loss cannot be remedied. As an example, I have some high frequency loss in my own hearing, and the Tomatis Method has not returned that to me. The distinction here is that we are talking about listening, not hearing.) When I shared this with the agent, he was unaware of any of this science. This was a man who had been making his living in the field of music for decades and was unaware of a technology that had been around for a number of decades and which could really help his singers.


  The Electronic Ear


  Tomatis’ Electronic Ear device produces a type of neuro-stimulation. Through it, the listening capability of the individual could be improved in a way that had a direct impact on the ability to speak and sing, enhancing power, resonance, range, timbre, and color—all of which are key to singing in ways that not only benefit the singer, but also connect to and deeply impact the audience.


  Margaret could get someone there somatically, while Dr. Tomatis could get them there with his Electronic Ear. Eventually, Margaret went abroad as a consultant for the Tomatis Centre in Paris because of what they observed she could achieve with her students.


  Tomatis demonstrated that many vocal problems and limitations were actually a form of listening dysfunction and that they could be corrected through training with his Electronic Ear (which is now called the TalksUp® device). By retraining the inner ear, Tomatis saved many singers who had either lost their voice or lost control of their voice in a particular area of their own vocal spectrum.


  A Miracle for the Monks


  My interest in Dr. Tomatis’ work began in the mid-1980s when I read of consulting work he had done two decades earlier at a French monastery. Many of the monks had become listless and exhausted to the point that they could not function. Seventy of the ninety monks were in bed most of the day. They had even begun arguing. The abbot brought in specialists who examined their diet, looked for mold in the old stone walls, and otherwise attempted to find the origin of the problems—all to no avail.


  What these specialists had not taken into consideration was that the monks had not only worked long days, they had historically chanted six to eight hours a day. When a new schedule was implemented that almost eliminated the chanting, their health deteriorated. It was Dr. Tomatis who determined that their chanting had a regenerative effect on them— what he termed “cortical recharge”—effectively recharging their nervous systems because higher frequencies such as singing or chanting energize the brain. “The ear is the battery to the brain,” he said.


  He left several Electronic Ears with them, and in several months, the monks were well again. The abbot stated that when they had resumed chanting, harmony in their relations was also restored. He knew they were well when they stopped arguing.


  Tomatis cited evidence that an extroverted person enjoyed a higher level of cortical energy through speaking and listening in their socializing. Introverts, on the other hand, did not as easily find or take the opportunity to gain that same energy. As an introvert, I found that whenever I left my lesson with Margaret, I always felt recharged, positive, and happy. This mood shift had a positive effect on my work, my relationships, and other life endeavors. Tomatis noted that our brains need to receive 3.5 million stimulations per second for at least 4.5 hours per day to keep alert and focused, otherwise we feel foggy and lethargic.4


  One of the many functions of the inner ear is to take our vocal emission and transform it into electromagnetic energy that reenergizes our nervous system. This happens primarily via bone conduction. This happens in a sequence that is virtually simultaneous. First, the generation of a vowel sound (vocal emission) causes the larynx to vibrate, which in turn sets off the cranium, spine, and full skeleton in a sympathetic vibration. Then the inner ear picks up this bone vibration and converts it to an electrical impulse that recharges the central nervous system (comprised of the brain and spinal cord, housed within the bony protection of the spine and cranium).


  Organs, appendages, large nerves, and intrinsic muscles all root to the spine. This vibratory process has an energizing effect on the skeleton, as well as the entire organism and all its systems because they all connect through the spine. If there is tension in the larynx due to overexertion (pushing, forcing) or an ineffective postural relationship between larynx and spine, this vibratory process is dampened. Pushing can actually cause the larynx to shut down.


  Over-Exerting and the Two Independent Centers


  Margaret taught me how not to overexert. Somatically, this is accomplished by keeping the two anatomical centers (Speech and Sound) separate. Through Tomatis’ work, I learned that there are two separate physiological events that occur in the process of singing and that these two actions are found in two separate and independent anatomical centers: The speech center and the sound center. He called them “neurosensory-motor cavities” and stated that they must be kept functionally independent. Pushing or forcing—any overexertion––starts when these two centers lose their independence.


  I knew nothing about this until working with Margaret. She never had a vocabulary to language these two physiological places. However, she could do some very good physical mimicry in the form of very funny noises when you allowed these two cavities to act as though they were one. The result sounded like the American TV characters Gomer Pyle, Peewee Herman, or the Muppets Bert and Ernie. It was very funny but also shocking to know that this was what you sounded like.


  To correct this error, she taught a remedy: Using an exercise that helped the singer both find and activate “the clicker” (the directing function of the Speech Center) she’d teach you the way to have your gut deeply engaged instead of the overexerting in your throat. This gut engagement prevented the sound and speech centers from interfering with each other. Margaret’s clever accurate mimicry of the sounds made when the speech and sound centers interfered with each other helped the student hear and feel what they were doing. When I understood the concept that I had been letting my sound and speech centers interfere with one another, it was a great ah-ha. Overexerting in my throat instead of engaging my gut was at least part of the reason I had that break in my voice!


  The speech function directs the entire process of voice production. By completely committing to the speech center and listening, the sound center will automatically function. Thus, the two centers transform into something bigger than the sum of both. When you keep the speech center independent in its function, the sound center is liberated. If you don’t keep them separate, there is a default, what Margaret called the “backup system” and what I now call the “pseudo-voice.” If the two independent centers combine, they are forced to function as though they are one, instead of the two distinct aspects of a single system, which they actually are. This merging bypasses the intrinsic nonlinear vocal capabilities and devolves to mechanics, which are less potent and less efficient. Most important to understand, combining the centers contradicts the laws of non-linear physics that govern the natural voice. Unfortunately, ignorance of this fact is the root cause of most singers’ injury down the road.


  Margaret was training us in how to initiate singing without physically engaging the sound center in the back of the mouth, which includes the soft palate. We avoided this by deep gut engagement and significant modification of the dimension and shape of the rib cage. The key was to always initiate the singing process in the very front of my mouth, right behind my front teeth (the location of Margaret’s “clicker”) just as if I were going to begin speaking.


  Margaret taught as best she could without anatomical training, and she did so well, in a creative effective way. She had embodied the knowledge; but articulating it, especially the multi-dimensional aspects of it is quite a challenge. She understood the phenomena very well, but could not speak about it scientifically. I love Wittgenstein’s quip: What can’t be said must be shown. I’d say what can’t be said must be experienced, it is not enough to be shown, especially in this instance. The following explanation may not be plain when read on paper; once again we meet the limits of a two dimensional book. But it so bears repeating because it will help you recognize it when you find it.


  She used the term ‘clicker’ to refer to both a location (right behind your front teeth) and an action. In the art of singing intrinsically, the clicker trains you to keep the two centers (sound and speech) separate by letting the speech center always take the lead. It initiates the entire process of intrinsic singing. This action entails using a refined motor skill of front-placed speech initiation. You have to both hear it and feel it. Words on the page cannot illuminate it. The location is very precise to your own body.


  In teaching the clicker, she would have you use the pronunciation of the five vowels as in Italian, which are the most front-placed and neutral vowels of any language. In Italian, uniquely, the vowels are always pronounced in the exact same manner. Learning to form the “Italian vowels” (the vowels as pronounced in Italian) helps singers with their relaxed front-placement.


  Margaret had a great ear. She could hear when you were using tension in the larynx and soft palate and would stop you on a dime. She did this because there should be no pushing, no forcing. If you overexert at the outset, as many singers do from the very first moment of initiation, the very first moment of singing, you shut down the multidimensional harmonics: An expressive, vibratory sophistication that Nature has provided—the intrinsic magic. You use more energy and tension but you accomplish less: Less sonic return, less resonance, less color, and less true emotion. You also fail to gain the full benefit from the cortical recharge, and the audience does not gain the full benefit of the sonic magic.


  Deep gut engagement prevents you from over-compensating by pushing/forcing in your throat. The intrinsic voice is possible when built on the foundation of gut engagement and ribcage elasticity. Here is the bottom line: When a singer pushes for what they believe is more “solid sound,” believing they can actually force the sound up and out from their body mechanically, they lose the intrinsic possibility. By working against the design of Nature—working against the physics of the intrinsic way and letting the two centers combine as though they are one—they increase tension in the larynx and throat. But to get the sonic result of intrinsic singing, the throat and larynx have to be completely relaxed.


  The real power in the voice, the sonic return, happens outside the singer. It is experienced by the singer outside herself and is actually happening outside her in the room, in the performance space. And it will not arise in the presence of pushing and tension. The sonic return is created by this unified function (the intrinsic voice) that has two separate aspects: The sound center and the speech center. This only happens using the intrinsic nature of the design. It will not happen if you engage the pseudo voice (Margaret’s back-up system, which you default to when you miss the mark).


  Combining the speech and sound centers gives rise to the so-called break in the singing voice. There is only one unified voice when the speech and sound centers remain independent. There is no break. Note, however, that the voice can, over time, be extended in range (both descending and ascending) when you develop precise physiologic skills.


  Dr. Tomatis pointed out that when the two centers are not kept independent of one another, the larynx begins to shut down, thus compelling the singer to use more force and tension (engaging the pseudo-voice, the default). This is a vicious loop that will eventually cause irritation to the vocal folds and produce a glottal fry and maybe, eventually, vocal nodes. Do you begin to see how these are self-generated, albeit unintended, vocal problems?


  The Scientific Language of Singing


  It was not until I read Dr. Tomatis’ work that I found a language to explain what happens in the process of singing. Margaret had embodied the refined somatic skills and could transmit the art, but she didn’t know the science. Of necessity, she had developed lots of ideas and theories based on her direct experience to explain what she felt when she sang. Tomatis’ decades of research and clinical practice, as well as his work with professional singers and work at the jet propulsion laboratories, allowed him to understand precisely what happens in the process of singing from a neurophysiological and physics standpoint. I now had a clearer model that scientifically explained what I learned to do somatically with Margaret.


  Mechanical Voice Versus Authentic Voice


  Many singing teachers still maintain the belief that singing is all one functional process in the mouth and throat. This is why so many singers sound like two different people: One when they sing and another when they speak. Of course, this occurs in degrees from one singer to another. This more mechanical way of singing can end up eventually generating its own vocal problems, leading to vocal surgery, especially with full-time singers. Admittedly, there can be other organic reasons for vocal problems, but many are unknowingly self-induced due to a lack of competent and scientific training, dysfunctional listening skills, and poor, inexact training in somatic skills.


  The speech function and the sound function are two separate functions that unify synergistically based on the laws of physics relating to complex adaptive systems. But you cannot control, manipulate, or force this unity as many singers attempt to do when they are unaware that there is another option. There is an objective reality for every voice, and you can only achieve it, overshoot it, or undershoot it. I had to learn to get out of the way to be able to achieve my unique vocal signature, which, like yours, is based on my body and psyche.


  Once a more authentic voice is achieved, a level of power and resonance is produced that cannot be achieved with mechanics and the pseudo-voice. This authentic voice is then a multidimensional harmonic that is emitted to the environment sonically. You cannot simulate it with the pseudo-voice. You cannot even come close. When a sophisticated ear hears a pseudo-voice (or the audiometer tests it), it knows that something is blocked, lacking, and not engaged. This something is present with a fully authentic voice. It has to do with harmonics that you cannot mechanically force or control with tension.


  Just as the work of Dr. Tomatis helped me explain scientifically what Margaret was teaching somatically, so did the work of another medical doctor: Dr. P. Mario Marafioti. Marafioti was an Italian otolaryngologist who, among other things, was the doctor of the great twentieth century Italian tenor Enrico Caruso. And as Dr. Marafioti asserted, the correctly produced singing voice—what I call intrinsic singing—cannot exist without a correctly produced speaking voice. There is just no way to get around this fact.


  Learning how to develop this authentic multidimensional sound (at the level of a virtuoso) in a way that is second nature took me about ten years of weekly lessons with Margaret plus experimentation in front of audiences. To some extent, that was impacted by the fact that I had both listening dysfunction and inhibition to contend with. Dr. Marafioti said it took seven or eight years, and Dr. Tomatis said that historically, it had taken ten years. With both the Rolfing work and the Tomatis work (as well as other tools that will be discussed later), this development period can be shortened considerably to achieve intrinsic singing.


  My passion since achieving this authentic voice for myself has been to streamline the learning process. Learning for me was like stumbling around in the fog for years, but there are ways to dramatically accelerate the process for a person serious about singing. It does not matter what genre a singer loves—opera, pop, rock, country, musical theater, gospel, or whatever. I can now fine-tune their body by significantly improving the listening posture, the nervous system, and the listening process itself to be able to advance their conventional singing voice toward an intrinsic voice.


  Readiness


  But it takes readiness. A man who is well known in the Broadway musical theater came to me a few years ago. He had to leave a large role in a Broadway show because he was losing his voice. He had come from a family of theater people, had performed all his life, and had a successful career on stage. But he was suddenly having vocal problems. His raw talent and fearlessness about acting and singing in front of audiences had taken him very far, but as he experienced the metabolic change we all undergo in our mid-thirties, something began to shift in his body, and thus in his singing. (Any change in a person’s body will cause a shift in their singing: grief, accident, diet, surgery, illness, pregnancy, etc.)


  When I met him, I knew a lot was going on within him, not all of which he was overtly aware. I asked him to send me a sample of his singing, and he sent me a video of himself speaking and singing. What jumped out at me immediately when he sang was that I could hardly understand his words. I could hear that he was using his voice in a mechanical way, not in a precise physiological way. This way of singing had obviously worked for him until then. He was very confident when singing—brash actually. I knew he was vulnerable because we all hide our chicken with a peacock. Now his bravado was failing him, and he had been forced to leave a successful Broadway and West End acting career.


  He worked with me for a few hours between projects, and I was able to show him that it was possible to transcend the vocal dysfunction that was being caused by the use of his pseudo-voice. In doing so, he could stop irritating his larynx, which had caused it to shut down (a biological protective mechanism), and not only regain his ability to sing, but gain the ability to sing intrinsically. He succeeded at it with me beside him, demonstrating, and he acknowledged that he felt it. I could hear that he had.


  After a few hours of working with him, he was able to transcend an aspect of the problem he was having with his voice, but more work needed to be done for it to become second nature via developing procedural memory. Unfortunately, he did not continue our work.


  My assessment: Readiness. A person’s psyche has to be ready for the “hurricane in your head” as Margaret called it. You have to be ready for the disorientation this authentic way of singing brings at first. The discovery process is sometimes challenging, but it is also intriguing, enlightening, and deeply rewarding work. It is not necessarily easy, and he wasn’t ready to engage with it. There is a respected approach known as the ‘client-centered approach’, allowing the client to direct her own process, not the therapist, or in my instance, the trainer. I agree. Don’t meddle.


  Margaret talked about this aspect of the work as the “people business.” The work of intrinsic singing can’t sidestep whatever is in the way, meaning all our unconscious unfinished business. It takes courage and right timing.


  Tomatis stated that if you are having a vocal problem, you have a listening problem, and if you have a listening problem, it is a psychological condition rooted in childhood. I’ve tested and observed this assertion in both my professional experience in the field of trauma and through my own personal journey. I know that Tomatis was correct.


  Bear in mind, this can be small “t” trauma. It is not confined to headline horrors. Dr. Gabor Maté defines trauma not as the traumatic event itself but as the resulting disconnection from yourself. Infants and young children have no defenses because no defense mechanisms have been developed yet. They cannot protect themselves from intense experiences, which can be sudden, startling, and unnoticed by others. Even a bad dream can constitute a small trauma. Remember my baby sister and the spoon? There is no definitive list I can give you of what might cause trauma because it comprises our full spectrum of human experience. Whatever is going to get you, is going to get you. No one escapes unscathed. Unearthing and facing these experiences and their effect on us appears to be the way we evolve and develop fully as humans.


  Our voice is the expression of our human spirit, and any vocal dysfunction is a signal that there is an unresolved trauma. It is not my interest to drive a problem deeper, and if a client is not ready, pushing them will do just that. Facing developmental or unresolved traumatic issues that underlie vocal problems comes when the person with those issues is ready. But when the person is ready and the unresolved trauma is faced, not only does the spirit rejoice because that person can evolve, but if they are a singer, they can make strides in uncovering and freeing their intrinsic singing voice.


  5

  The Artist Scientist


  The primary sound that is the basis of singing is a sonic vibration that sets off the spinal column behind the larynx. This vocal vibratory event is what Italian voice doctor P. Mario Marafioti called an “embryonic vibration.” This is instinctive and biological, pure and simple. My favorite example of embryonic vibration happened when my grandbaby godchild Deniella was twelve months old. The two of us were playing together outside on the grass “talking” to one another with sounds. It was a sunny day and it was so sweet. I really felt we were communicating from the heart. It was preverbal, immediate, biologic, and instinctual. Verbal socialization for her had not taken place yet. We were vibrating sounds at one another in dialogue. The love and emotional intelligence needed no words.


  The generation of this embryonic vibration is controlled and directed by the inner ear. If you can’t hear it, you can’t produce it vocally. If you try to control or manipulate the larynx in any way, causing even the least amount of tension, you will eclipse this very delicate yet powerful vocal event. If you use too much breath, you eclipse its ephemeral quality. This is why I enjoy certain singers who are capable of tapping into this natural vocal potential while not interfering with it in any way. They emit a voice that is beautifully, powerfully, and vulnerably human, innocent, and authentic. Sammy Davis Junior is a favorite example. He knew how to feed the voice the way it needs to be fed.


  We know what is authentic and what is not, in our bodies, in our hearts. This does not mean that you can’t color or shape the sound based on the character you are portraying or the intention of the song. But the essence of an authentic voice is always initiated in the same way physiologically.


  Marafioti Wed Science to the Art


  It was while I was doing research at the Lincoln Center Library of the Performing Arts that I discovered the work of P. Mario Marafioti, MD. In his book, Caruso’s Method of Voice Production: The Scientific Culture of the Voice, Marafioti synthesized his work with professional singers into scientific principles. Suddenly, there was a lucid vocabulary for the things Margaret and I had been doing somatically. It was the mother lode of validation. Now we had scientific principles of voice production.
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  Since 1981, I had been bringing Margaret anatomical photos and drawings, and we were compiling a visual vocabulary that demonstrated what she taught. It was helping her clarify what was actually happening in the singer’s body, not just her instinctive theories. “Even the new ones, I can get them there earlier now,” she’d say.


  When I presented Marafioti’s book to Margaret, she took it away and returned the next week, as excited as me. “I am not surprised it was you who found this!” she said. Even though we already knew this method succeeded because she had taught it to many working actors who had demonstrated it on stage, discovering Marafioti’s articulation of it provided us with the ground and confidence to continue our work with renewed vigor. We weren’t simply practicing the art of some esoteric process. There was a scientific basis to it.


  Intrigued and fully engaged, I was loving what I was learning. Everything around me seemed to be lending me pieces to solve a fascinating puzzle. I was looking for the way this singing, that both fed me and enlivened me, worked. I was reliably experiencing that it worked. But how?


  R. Buckminster Fuller spoke of arriving into the age of the artist-scientist. I loved that notion. It fit my experiences and interests.


  I intuitively knew that the world of voice and teaching voice needed concepts, terms, scientific backup, and practices that were different from those conventionally taught. Voice was being taught in many ways, but my own experience and that of other singers working with Margaret was proving that the apparatus that produces the intrinsic voice only works one way, the way it has evolved in Nature.


  Margaret and I were doing phenomenological research—research based on lived experience. It was what Bucky Fuller called “pure” science, or setting in order the facts of your own experience. And while we had our own internal language and vocabulary inside the studio, this would not help anyone else understand, anyone who had not yet had the experience of the phenomena we had come to know and embody. We had to seek technical description and explanation for how it worked from the point of view of science.


  Marafioti’s Principles


  Marafioti outlined seven scientific principles related to voice and singing. This seminal work is as relevant today as it was when he presented it to the world in 1922. But they are concepts put into words, and you cannot learn how to sing intrinsically through the reading of words. You will need somatic kinesthetic experience. Just bear this in mind. The somatic aspect of this work has been passed down from teacher to student.


  First Principle


  Voice is speech, and is produced by the mouth, not by the vocal cords. The vocal cords [folds] produce only sounds, which are transformed into vowels and consonants by a phonetic* process taking place in the mouth and giving origin to the voice. (*etymylogical root: phonein Gk: speak)


  Second Principle in Two Parts


  a) The full extension of the natural range of the voice is produced only by using the minimum tension of the vocal cords [folds] and the minimum breath required for each tone. This establishes a correct mechanism of voice production.


  b) The laryngeal sounds must be transmitted to the mouth free of any interference; freedom is the fundamental pillar of voice production.


  Note: Let me clarify these. If there is any interference (tension) in the larynx/vocal tract and the minimum breath is not being used, these will constitute an obstruction to the needed freedom.


  Third Principle


  Breath is an indispensable factor in voice production, but it is not the essential power that develops the voice. On the contrary, the function of singing develops the breathing apparatus and its power, just as any physiological function develops the organ from which it takes origin. Therefore, singing develops breathing, not breathing singing.


  Note: Notwithstanding what Marafioti asserts above and which I do not contradict, we can improve the condition, flexibility, health, and capacity of the lungs and their support musculature with abdominal-diaphragmatic breathing and specialized exercise and conditioning that will positively impact our singing work.


  Fourth Principle


  Resonance [getting the room ringing] is the most important factor in voice production. It furnishes to the voice volume [size in space]* and quality, and emphasizes its loudness. To rely on resonance rather than on force is essential for producing a big and pleasing voice. (*See glossary entry for “Volume,” for distinction in various uses in this term.)


  Fifth Principle


  Speaking and singing are similar functions, produced by the same physiological mechanism; therefore, they are the same vocal phenomenon.


  The speaking voice acts as the substantial factor of the singing voice and constitutes its real support. Singing, in its very essence, is merely speaking in musical rhythm; hence, no correct singing can exist without a correctly produced speaking voice.


  Sixth Principle


  The pitch and the dimensions of the singing voice—the volume [size in space], the quality, and loudness—are determined by the speaking voice. Speaking high or low pitch, resonant, loud or soft, in any gradation of sentiment and shade of color, lays the ground for singing in high or low pitch, resonant, loud or soft, in any musical color and expression.


  Seventh Principle


  There are no registers in the singing voice, when it is correctly produced. According to natural laws the voice is made up of only one register, which constitutes its entire range.5


  Note: When I was working with Margaret there was never any talk about registers. I was never aware of “chest,” “head” etc. I was aware only of my one unified instrument. Nonetheless, a singer’s range can be extended in both directions, ascending and descending.


  What Margaret was able to do was get you to sing in your very own intrinsic voice, the one Nature gave you. Nothing intellectual, completely somatic and instinctual; thoughts and concepts, like head/chest voice, fall away. Because it is highly effective, this is how I teach, too, using what Margaret used, the physiological approach of the Bel Canto tradition. This Marafioti knew first-hand and illuminates in his principles.


  So much for the supposed break in my voice! Let’s look at what it takes to explore these natural laws Marafioti cites; let’s find these factors and dimensions.


  From Principles to Somatic Skills


  The work of both Tomatis and Marafioti helped me to better articulate a scientific basis for the act of singing, beyond beliefs, dogma, or unconsciously acquired habits. Most of our learning as children is absorbed from the people around us. While remaining an individual, through the mirror neurons, we have also unconsciously acquired the idiosyncrasies of the people we interact with as children. Speaking and singing are no exceptions: We learned how to speak and how to sing by absorbing the behaviors and patterns of those we grew up with. This happens physically and emotionally. Only later, as we mature, can we begin to see what we do and how we do it. We can only analyze and make changes when our cognition is developed enough to do so. This isn’t directly correlated to chronological age. I have worked with many sixty-year-olds whose emotional self was still fifteen years old, developmentally.


  I am so grateful for what Marafioti and Tomatis unfolded to me. But the scientific understanding behind the voice can never replace the somatic skills that can only be transmitted teacher to student. Words and theories are secondary to the actual embodiment that is either innate or must be reacquired.


  To develop these somatic skills, I myself needed someone who had developed a degree of proficiency. I needed someone who loved and nurtured singers, who was able to demand it of me, lead me into it, and help me find it myself. Margaret never demonstrated how to do it. Instead, she led you into it and had such a good ear that it was as if she were calibrating your voice with her feedback.


  Dr. Tomatis pointed out that the teacher-student pairing is a very delicate one. Some teachers with listening profiles that do not match that of their student (as the audiometer of the Tomatis method can determine) can cause as much impediment as help. This is true with accompanists and coaches as well.


  The Tomatis Listening Assessment can determine the teacher’s auditory profile and show their listening capabilities and limitations. A listening limitation can cause a teacher to misperceive what they think they are hearing in another’s voice. The sound is being mistranslated in their ear based on their own dysfunction. They do not hear it accurately. Fortunately, Tomatis also mastered how to retrain any ear, and the benefits are many. A teacher’s own health and vitality improves, as well as their ability to listen. Most professional singers depend on someone else’s ear their entire career. You must have a good teacher with a good ear. We performers depend on the ears of others.


  As described earlier, Margaret would sit next to me at the piano, and we did patterned sound experiments, all different types of scales. This was a powerful way to teach and learn. We were both students of voice. Voice is a moment-to-moment discovery, not a place where you permanently arrive. Singing is not an on-off switch. You are trueing to it. Always. You never “have it.” You are ever discovering it.


  What worked for me was someone who could lead me into the experience I needed. This was based on my unique personality, body configuration, and personal learning style. It took a teacher with patience and a very sophisticated ear—meaning a skilled listener who could perceive what was happening in my voice and understand what was happening in my body. But I am not unique in that need.


  Very current research shows that although we all share the same mammalian organism, we each use it in our own unique way.6 Dr. Rolf pointed out that when a friend is far off, still too far to recognize their face, you know it is them by their body shape and movement pattern. (see glossary: somatic signature)


  I was fortunate, even blessed, to have Margaret as my teacher.
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  Your Body as Instrument


  Somatic learning is primary perception, not book learning. For the singer to stay on track, we could jokingly say, “Get in your body, girlfriend!” Primary perception is physical. You can’t Google it! This is knowing-how versus knowing-what. This happens to be a great win-win situation when it comes to learning intrinsic singing: An enlightened self-interest that brings benefit directly to the singer via anti-aging re-energizing learning methods. Our audiences will also get the beneficial side effects from all this body awareness, bodywork, and physical development.


  When I learned tai chi, we used the traditional Chinese way by observing and simultaneously reproducing the teacher’s movements. This is a form of primary perception. This is a perfect example of learning via awareness of our center of gravity/gut. It is not learning by words. Words can help clarify after we have enough experience. Only then can we begin to describe that experience. Words are not the main mode of learning, and particularly not for singing. The mirror neurons in the prefrontal cortex of our brain allow us to learn via direct somatic experience, which is preverbal. But learning also has to do with determined practice or using our intention to acquire the necessary experience to have it shift into procedural memory, at which point, we no longer have to think (internal talk) about what to do. (See glossary entry: “procedural memory”)


  The Psyche-Soma: Your Vocal Instrument


  Our vocal instrument is our entire body and psyche. In the twenty-first century, we can no longer speak scientifically about body “parts” working together, using a machine analogy. When we communicate, either speaking or singing, it is not simply air from our lungs setting off the larynx like a pipe organ. This simplified reductionist approach called “knowing-what” is history. Knowing-what is describing complex processes abstractly through language, after the fact. Understanding and feeling what is happening, knowing-how, is an entirely more complex, yet simple, experience. It is not language centered, but somatically centered.


  I am going to use the biological model to illuminate what our “psyche-soma” is. I am using this term to define the body as inclusive of spirit, psyche, emotions, perception, interoception, proprioception, kinesthesia, the nervous system, the endocrine system, imagination, will, fascia, and more. Thoughts (internal talk) are an aspect of our experience, although the cognitive process has been shown to be microseconds behind the present moment visceral experience. Rather, the visceral experience, our felt sense, is primary perception. The felt sense is our fundamental, immediate somatic experience, before any words even arrive. We do not live by words. We live by awareness and gut instinct.


  Singing is an immediate, innate, instinctual, and visceral experience that is about feeling what we are singing. And it is about having our physiologically based emotional expression transmitted vibrationally to an audience. We do not need to be thinking about singing while we are singing: Now I am lowering my larynx to improve the color in my voice. This is not how it happens. This will reduce and limit our capabilities.


  Singers know, just as actors do, that if you do not sing or speak the script or libretto words for their meaning and discovery for yourself, in every present moment, eight shows a week—that meaning either cannot be conveyed to the audience or, if it is conveyed, is merely an intellectual meaning. Neither theater nor singing is an intellectual pursuit. If either is, then your performance will likely come across pushed, flat or sharp, too technical, and lacking color and nuance. Even though you have memorized every note, word, and nuance, it still has to be spontaneous. Broadway actors who can’t keep it fresh eight shows a week get replaced. Thinking won’t keep it fresh. Moment-to-moment feeling will. Without feeling it in your body, the performance will be lacking pure innocence and in-the-moment expression.


  The Impact of Accumulated Stress


  Human lives are all about personal meaning and the social process. We are designed to live with one another. Society makes up for our being born hairless and helpless. It is literally true as John Donne said: No [Hu]man is an island. Our brains are connected and interacting with one another, changing one another moment to moment. We are built to seek out happiness, personal meaning, and satisfaction and to share it with fellow humans. This cannot be sidestepped. It is who we are. We are social creatures who depend on one another for individual and mutual survival. Even Tarzan had Jane, not just Cheetah!


  But if you are carrying inordinate amounts of chronic stress or unresolved traumatic experiences, then personal happiness, daily function, and social interaction are affected. The nature of chronic stress and trauma is that it diverts biological energy toward managing the accumulated stress.


  For some, the word trauma is off-putting and maybe even frightening. I understand. The defense mechanism wants to assert, I don’t have trauma. But I’m highlighting trauma, stress, and traumatic stress all because they have everything to do with singing.


  In chronic stress and trauma, even at a low-level, a percentage of the energy that is needed for full-on living is diminished. This includes the energy that it takes to generate both your voice and your own cortical recharge. Remember the monks in the monastery, listless and unable to get out of bed? You need a minimum amount of energy to function. When you are overloaded, you are gradually being depleted, and it is a downward spiral.


  The Science of Biological Stress


  Dr. Rolf introduced the science of stress in her teaching, citing Dr. Hans Selye, Canadian MD born in Hungary whose specialty was the area of endocrinology. Simply put, the endocrine system is a network of interconnected glands that secrete hormones to help your body function both for survival and adaptability. Hormones are chemical signals that coordinate a range of bodily functions including growth and development, metabolism, homeo-dynamics, brain function, response to stress or injury, and moods—among others. Hormones also produce states of mind like happiness and anxiety. Hormones produce the atmosphere in which thought, perceptions, and emotions are experienced.


  Selye coined the term “stress” and named the process of the body’s short-term and long-term reaction to stress the “general adaptation syndrome.” In his biological model, based on his research at McGill University in Montreal, Canada, he demonstrated that there are three phases of physiological stress that the body goes through. Below is a representation of that three-phase model, which graphs the energetic cyclic process of stress, also known as general adaptation syndrome.
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  The first phase is initiated by alarm. This is the initial physical experience preparing to enter the fight-flight-freeze state due to perceived threat or changes in the environment. If an early human living in the wild was gathering berries, heard a twig snap, and did not take immediate action, they might have been dinner for their saber tooth neighbors. Alarm is your body preparing to mobilize to fight, run, or faint. Your heart rate increases, your adrenals release the stress hormone cortisol (among others) into the bloodstream, and you experience a boost in energy to mobilize yourself. Alarm could arise from your phone ringing, a car careening toward you, or finding a bill you forgot to pay.


  The next phase is resistance. After the initial shock of the event, the body begins to renormalize itself a bit. This is the stage during which you begin to calm down and breathe a little deeper as you attempt to come back to the present. There is less cortisol being dumped into your bloodstream. If this renormalization process does not happen and it becomes an habituated state, then stress is being harbored in your organism as an unresolved experience. Your body remains in fight-flight-freeze. Your body accumulates this on top of everything unresolved that is already there. This is called “overload.” The signs of this resistance phase are irritability, frustration, poor concentration, and tunnel vision.


  Your body is behaving as if it is still in the alarm phase, as though you are still being threatened. You aren’t still threatened, but your biology has not gotten that message and is still sending out hormones to mobilize you against a perceived threat. This makes you feel anxious and panicky, and it is not conducive to a calm, relaxed state of mind. Calm states are where we are meant to live most of the time since they are best for creative endeavors, problem solving, and social and personal relationships.


  The third phase is exhaustion. You have remained in this state of arousal for so long that your organism becomes exhausted. Struggling with chronic stress for too long is very depleting emotionally, mentally, physically, and energetically. It negatively impacts how you feel about yourself and how you interact with others. It is draining because the energy we need to live is being shunted to manage memories of the past. Those memories are not events happening in the present, though your body hasn’t yet gotten that message.


  The attributes of this phase generally are depression, ongoing anxiety, decreased stress tolerance, fatigue, and overwhelm. Your head might want to accomplish things but your organism cannot deliver. You need help.


  Medical research has observed that the dominant culture now lives in arousal states, but we are not aware of it. We are constantly on the go. We rarely have enough healing time after illness. We are vulnerable physically and not robust. Social support systems are thin and waning compared to those our grandparents had. Isolation is rife. For the first time in modern history, the generation born in 2000 is predicted by some researchers to live shorter lives than previous generations. This reverses a trend since the Industrial Age began.


  So, what does this have to do with singing? Our body-psyche is our instrument as performing artists. If that instrument is depleted and compromised, it can also be degenerating metabolically. There is no pause button in the universe. Your body is either improving or declining in its health process. We are either regenerating or degenerating. This has been borne out by science. Our body has the capacity to heal itself, to regenerate when we are fed well, exercise well, have meaningful work, experience good rest, and have healthy nurturing relationships.


  When overloaded, the tissue quality of the body becomes fibrous, distorted, and tight, and our immune and nervous systems become compromised. This causes changes in the shape, efficiency, and function of our body. This means that even though we do not notice it, our body is decompensating. When we decompensate, we lose ability to adapt to life’s constant change, our defenses are weakened, and our body and mind cannot protect us from the stress that keeps coming from the world. Our mobility, digestion, respiration, and brain function are all compromised. These compromises can very often result in depression and anxiety, negative perceptions of the world, and ill health. For me, this isn’t theoretical. I’ve seen it borne out in my practice.


  To be robust in our work as singers and actors, as well as in the rest of our life, we need ways to release this chronic stress.


  Freeing Your Instrument


  In 1985, my Rolfing instructor Michael Salveson introduced me to the work of Dr. Peter Levine, who is the founder of a form of trauma resolution called Somatic Experiencing®. Dr. Levine was also trained by Dr. Rolf and I interacted with him at Rolf conferences in Boulder, Colorado. Peter was selling copies of his dissertation for printing costs. This dissertation was the precursor to his well-known work on trauma resolution. In Waking the Tiger, Peter shares the essence of what he termed “somatic experiencing,” which focuses on guiding the client’s attention to interoceptive, kinesthetic, and proprioceptive experience.


  This way of working allows for an autonomic release that should, but often doesn’t, occur naturally. Allowing thwarted experiences to resolve naturally supports the biologically based, self-protective defense mechanisms to discharge, assimilate, and finally integrate as simply life experience. Like the pedestrian stepping in front of your car, the moment of alarm can send us into a state that becomes frozen within our biology. It can remain frozen until we engage and discharge it non-aggressively from the body—not just cognitively, as is the focus of so many therapies.


  When it is a deep engagement of the core self, singing can arouse such dormant experiences. I intuitively found my way to various techniques and technologies that allowed me to digest and integrate these tough experiences of my life. Then I could move on and not stay stuck in the past. There were times in my life when being in the presence of an advocate was definitely helpful in my process.


  One such is craniosacral bodywork from the school of osteopathic manipulation; this hands-on bodywork encourages discharge of tension-fear. When I saw that my Rolfing instructor Michael Salveson was using it very effectively to encourage autonomic discharge in his clients, including me, I went off to the Upledger Institute to study with Dr. John Upledger, D.O.


  By gently interfacing with the physiological rhythms of the Central Nervous System, blocks held within the body can release non-invasively. Our body has this ability to resolve and evolve if we receive compassionate expert touch and facilitation.


  Another highly potent training technology is a form of nonlinear non-medical neurofeedback called NeurOptimal brain training. It engenders optimal performance and builds resilience in the body. I have used it since 2007 with clients and myself. It feeds back to the body its energy expenditure in a comprehensive manner. Our Central Nervous System is the most highly sophisticated energy conserving system yet known.


  Our body and brain do not want to sustain their suffering states because those states burn energy. But body and brain cannot stop doing this until they get the message. This message must come in the body and brain’s own languages, both audio and visual, which NeurOptimal provides. The message is that the suffering is being unconsciously and biologically self-generated. NeurOptimal brain training is a nonaggressive and noninvasive approach for monitoring your body’s electrical activity and then feeding this information back to your body. That is all it takes since your body and its systems know how to renormalize themselves. They have evolved to do that.


  I have always had a degree of social anxiety. Since I have been training with this approach, I have noticed an overall improvement of my in-the-world interactions and my ability to cope with stress. It is not a magic bullet, but it is impressive in its ability to noninvasively help your organism function in a calmer way. As a singer, I have found it very effective for reducing performance anxiety.


  I have seriously meditated since 1979. One of the main tasks of any meditation is to train the body and mind to remain in the present through breathing, centering, and postural awareness. I strongly encourage it, but I must say that it is a slow process. NeurOptimal neurofeedback training has increased an overall calm that I have struggled to achieve in meditation. It has also made my mindfulness practice better. This has happened much quicker than my years of meditation would have predicted.


  Because the hallmark of singing is relaxation and because among other things, NeurOptimal trains the relaxation response, I have used it quite successfully in my work. It reduces performance anxiety and increases present moment awareness. The only way we free our instrument is in relaxation.


  Orienting to the Present Moment


  Back in the first part of the 1900s, the Russians discovered something since proved important. Our nervous system is a difference detector. Its job is to observe and respond to novelty or anything different in any way, both internal and external to us. If we cannot track what is changing, we cannot adapt to those changes, and thus, our survival is threatened. If something is outside the norm, the biological default called the “orienting response” is engaged. The entire organism mobilizes for action. It does this by dropping its current focus (driving along in the car, listening to the radio, thinking about dinner tonight) and returning to the present moment (when you hear a screech) to orient to what just changed, what just happened. If you did not have this automatic, non-cognitive, instinctual reflex, you might have an accident.


  When we are thinking about some event of the past or future, we are neither fully in the present nor are we experiencing an event that is actually happening. These thoughts are reproductions of the past or imaginings of future events. We are ruminating about the past or catastrophizing about the future. We all do it, much of the time. But when we are doing it, we are not engaged in the present moment. We are not aware of what is happening now, in our body, mind, environment, and world. Life happens in the present moment. Intrinsic singing demands ongoing present moment awareness.


  When we are in a survival situation, such as singing or speaking in front of an audience, we need to be able to remain present physically, emotionally, mentally, and psychologically. Neurologically, it is a very sophisticated exercise to be performing live on stage. This sophisticated live exercise only happens when we are fully present and engaged, which we can’t do well if we are carrying unresolved fear. Unresolved fear or traumatic stress can accumulate as frozen memories in our body/psyche and reduce our adaptability and resilience. We literally and figuratively become frozen, and this includes our body. It can cause negative physical changes in our body that affect our vocal apparatus and ability to express ourselves.


  Orienting to the present moment physically, emotionally, mentally, and spiritually grounds us, which informs our singing (or performing). It is a skill, and one way to train it is through neurofeedback.


  Reversing Stress Effects for Improved Singing Ability


  Rolfing was enormously helpful to me. Dr. Rolf knew that fascia is the organ of stress. Carrying too much unresolved stress distorts our body. It makes it more difficult to achieve the singer’s posture.


  Good exercise is key, in achieving then sustaining the singer’s posture and also reversing stress effects. This is particularly true if it is the caliber of yoga, tai chi, or any of the nonaggressive martial arts like Aikido, because they are done in a relaxed way at all times. But any good exercise will help, any discipline where abdominal-diaphragmatic breathing is a component, where opening joints is a focus, and where you use dynamic relaxation while you are engaged in the activity. Today there are many somatic and counseling approaches that help begin the process of clearing out old clutter from our body and psyche. All that clutter prevents you from being resilient, adaptable, and more yourself.


  As an actor, when I observe the myriad modern forms of psychotherapy, I see that many of the approaches from the performing arts have been subsumed into counseling: Psychodrama, emotional recall, moment-to-moment technique, working with subtext, and emotional expression. These techniques can open awareness and self-expression. They can aid in exploring your inner terrain.


  With all due respect to the hard-working therapists of the world, the psychotherapeutic disciplines are not yet a science. They cannot promise replicable 100% consistent results. They are plied as an art, sometimes effectively, sometimes not. They begin the process and provide support. As both a client and a psychotherapist myself, I’d note that these disciplines aren’t designed to bring about long-term rewiring.


  The biological model of stress and stress resolution is today a proven perspective found to be highly effective. It has replaced previous misunderstandings of a mechanical type. All the disciplines and modalities I am pointing you toward—like neurofeedback—work via twenty-first century leaps in science. General Adaptation Syndrome and the biological model of our emotional life are important aspects of understanding how the ability to sing is also affected by these non-aesthetic, non-artistic aspects of being human. We can use these proven understandings to our benefit: Shorten our years of study, prolong our careers, and increase our pleasure in plying our art and enjoying the journey.
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  Getting Comfortable in Your Center of Gravity


  Unless you have direct somatic experience of them, any intellectual understanding of the scientific principles related to voice is very limited in impact. You cannot learn the art of intrinsic singing by listening to someone else or by reading a book, even this one. You must discover the somatic, kinesthetic skills yourself—how you experience them. This discovery is best if it relates to where you are and what you need in the moment. After assimilating and embodying each skill, you can move to the next level.


  The mirror neurons in the prefrontal cortex of the brain (behind the forehead) aid in learning from direct somatic experience, as opposed to learning through constructs, concepts, and abstractions. We all share misunderstandings about singing that are in the culture’s belief system, like insisting on using the diaphragm to sing (without knowing how that entire physiological system actually functions) or arching your palate and dropping your jaw. Particularly the concept of manipulating your larynx gives me pause, since that can only be accomplished using tension because it is normally an involuntary process. None of these beliefs will allow you to transcend your current singing skill and move to higher proficiency.


  The Defense Mechanisms


  Our own protective mechanisms, what psychology calls “defense mechanisms,” were developed in our infancy and early childhood, and we are largely blind to them. They are powerful survival strategies that allow us to move through life and continue to function every day. Steven Pressfield, author of The War of Art, calls these mechanisms “artistic resistance.” This resistance is something all artists know and have to face on an ongoing basis.


  Our defense mechanisms arise when our bodies and minds misinterpret what is happening and feel threatened, causing us to go into a maladaptive mode. One archetypal example of this is the child who sees a shadow and immediately becomes upset. Essentially, they are misperceiving what they are experiencing.


  Early on, for the longest time, I found myself unable to practice alone what I was learning with Margaret. I could not stay focused and engaged for long, despite the fact that singing was of great importance to me. This bewildered me tremendously, but no matter what I did, I could not practice alone except for short periods. Only the pressures of auditioning and performing were effective motivators for engaging in real practice.


  The same thing happened when I began to study tai chi and meditation at the New York School of T’ai Chi Chuan. I had a strong resistance to practicing, despite having the best of intentions and leaving my lesson inspired, with a deep sense of relaxation and a heightened state of mind. But I could not achieve the deep relaxation and heightened state of mind on my own, except in rare moments. It took quite some time to be able to do it all on my own.


  Today, I understand that my defense mechanisms were being engaged. The practices of deeply engaged singing, of meditation, and of tai chi all demand that you become vulnerable and present. Some unconscious aspect in me felt threatened and took over. The emotional feelings and the physical sensations were intense, so I would find myself simply unable to practice, even when I deeply wanted to do so. During these periods, walking for long hours in New York City soothed the feelings that were being unearthed.


  As I sat at the piano each week with Margaret, I also observed disorientation within myself and experienced all sorts of emotions and thoughts that seemed out of context to simply singing. These experiences came unbidden, and I didn’t like that. I began to get an understanding that the physiological process she was leading me through was disorienting my psyche and disrupting my habitual modus operandi. I wondered if my goal of singing better was worth this unpleasantry.


  I trusted Margaret and stuck with the process. Later in our work, when I was more proficient at remaining engaged in the lesson, I was better able to remain oriented. When uncomfortable feelings or emotions arose while I was singing, I stayed engaged in the singing process and just let the emotional energy move. This happened over and over. It was only a by-product of our work, not the center of it. Eventually, I was able to channel these releases to fuel the singing. It only showed up when I was deeply engaged somatically.


  I would be so deeply engaged in the physiological process that old, untapped emotion that had been locked away somatically would suddenly show up. Even though it felt present and immediate, the emotional charge being released was not from the present but from the past. Margaret and I never analyzed these events, though I occasionally shared what I experienced. She was a pretty good listener at those moments. Still, the singing was always our main goal, and we never lost sight of that.


  For me, from a physical standpoint (as opposed to an aesthetic, artistic one), singing is now about the physiological results of more flexibility, elasticity, and adaptability. Engaging these flexing, stretching, adapting movements can release blocked emotion. Emotion is energy. The somatic therapies community expresses it as E-motion: Energy in motion.


  Figure 6 on the next page shows us what somatic therapists with decades of experience recognize: Flexibility, elasticity, adaptability and the free movement of energy are severely inhibited by the ways we carry tension and fear. The bands demonstrate how much and where we become bound up.
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  Over time, singing became a transcendent exercise, rather than just a merely physical one. The joy, the flexibility, the getting outside of my physical habit also transported me away from my everyday problems and struggles.


  The positive results of engaging deeply in this somatic process continue for me today, both for myself and those individuals and groups with whom I work. They are biological responses, and both the releasing and the sense of transcendence are the rewards for engaging deeply. But this cannot happen without a strong sense of safety. Otherwise, the false self, which is composed of the defense mechanisms, rules the day.


  The False Self


  Our protective mechanisms are so strong that some folks can go through their entire lives without ever having recognized that they are not in the driver’s seat but are the servant of an inner saboteur I like to call “the false self.” It is from this pseudo-self the pseudo-voice speaks.


  Many older spiritual traditions speak about a false self. This false self is concerned with survival, self-interest, self-image, attachments, appetites, and competition. It is also that aspect of us that experiences anxiety, fear, anger, and negative moods. It is like a wounded animal with which you cannot reason. The higher self, or the true self, isn’t centered on the demands of ego or false self but on higher values like love, truth, creativity, beauty, compassion, ethics, cooperation, internal development, and working for a common good. I find singing from and through the higher aspects of myself to be way more satisfying, uplifting, and inspiring than singing from the false self ever was. This is a giving attitude, rather than a narcissistic one.


  But early on when I was Margaret’s student, my protective mechanisms not only prevented me from practicing, they sometimes crept in before performances. I later learned that I was not alone in this. Henry Fonda vomited before every performance, and he was still doing that at age seventy-five. Stage fright before performances can be overwhelming. Stage fright is pure survival. Before I performed my one-man show Love, Desire, and Growing Pains the first time at the Avalon Theater in New York City, I was so scared, I imagined myself running away. I was literally panicking. My hair designer was doing something with my long hair, and I was so frozen, I could not even tell him I disliked it. I had to go get my stage manager to speak with him on my behalf.


  Stage fright is real. Interestingly, so is fear of public speaking, which research has shown is worse for some people than their fear of dying. As a live performance artist, you must be willing to make lots of mistakes, maintain an open mind, and most importantly, treat it all as necessary learning. Because of the protective mechanisms acquired in childhood, our ability to advance in our art will be limited, in varying degrees, if we cannot create some distance between ourselves and these overwhelming feelings that arise uninvited. These thoughts and feelings seem very real, but they are simply internal tapes replaying, launched by the unresolved issues of our past.


  What’s the worst thing that will happen if you are on stage? No one is going to harm you. They might walk out, but audience members have that right. You’ll have to learn that you will always live to tell the tale. We can’t always stop our inner catastrophizing, but we can learn it is a phantom.


  Let’s learn how to exorcise some demons!


  Getting Comfortable with Being Uncomfortable


  We must feel safe. Survival is a biological imperative even if you believe that you have risen above it. But it is also true that if we hang in there long enough, we come to recognize that even though it can be somewhat overwhelming, using the entire body as an instrument is an energizing and spacious experience. At first, we are simply not used to it, let alone comfortable with it. Our analytical mind ruminates and catastrophizes what might happen. It makes us feel very vulnerable, but it is this vulnerability that ends up being our base of power.


  Sound vibration has a healing capability, and we benefit most from our own voice because of the internal, grounding experience of bone conduction and its energizing and relaxing effect on the body and mind. When you are comfortable being vulnerable, there is nothing to take from you, and this affords you a certain power. Ultimately, the most enlivening and happy experiences in my life are my time on stage performing for live audiences.


  Sometimes, when working with Margaret, I (or another of her students) would really try to demonstrate what we were feeling in song. We would force, push, or exert, thinking these were equal to true power. “What are you trying to do, chop wood?” she would ask.


  Later, when we began to get the delicate complexity that is intrinsic singing, we would say to her, “Wait, you mean this is singing?”


  If you’d asked me before I met Margaret, I’d have said that singing felt a certain way: In my throat, working at it, pushing it out. But if I had said that to her, the response would have been, “No. It is much richer out here in the room.” The space you are singing in, the environment, is now part of your voice. Your job is to get the sound outside of your body. Singing doesn’t happen inside you. It is produced inside you, then emitted out into the world for the audience to feel the acoustic energy. It is not just hearing. The real power is in the benefit of the audience being affected by the vibration, whether heard or felt. Deaf people can benefit. Beethoven was known to put his head down on the piano toward the end of his life when he was deaf. Even deaf, he could still benefit in the feeling of the music.


  In intrinsic singing, we do work deeply. We are wide open, undefended. We work in an expansive yet efficient way. This is in contrast to singing that is not intrinsic, which is compressed, tight, overworked, and inefficient.


  Working at the intrinsic singing level of refined efficiency can make us feel very exposed, very vulnerable. Yet this vulnerability is exactly what you need to sing in a way that touches your audience deeply, biologically, and spiritually, and it takes them away from their worldly worries and concerns. This is what pure, unadulterated human vibration—our voices—can achieve. It is what the mystics have always known. Our science is finally catching up.


  Matt Chait, my first acting teacher at the American Academy of Dramatic Arts, took us through an acting exercise one day early in our training. He had us imagine a time when we felt uncomfortable. That was easy for me because I had a tremendous amount of social anxiety and suppressed fear in my life. Could I get comfortable feeling uncomfortable?


  Being on stage is counterintuitive for some humans. They do not like being in front of others whom they project as judging, not accepting, not appreciating, or not liking them. It is akin to being naked in front of an audience. But if you have a strong desire to perform, you have to get comfortable with this vulnerable state. To explore the character or material in the rehearsal process with other performing artists and ultimately in front of a live audience, you have to accept unease. To be open to any inspiration in the rehearsal process, you have to find an ongoing level of self-acceptance. Then you can let go and be open physically, emotionally, mentally, energetically, and spiritually. That is, you can function more instinctively to the degree that you can let go.


  For me, and those I train, entering a state of dynamic relaxation has been an important component of becoming comfortable with being uncomfortable. And that has a direct impact on the ability to let go and perform instinctively on stage.


  The Center of Gravity, Felt Sense, and Primary Perception


  In fact, this letting-go finally became possible for me only when I discovered my center of gravity. In the Asian martial arts, the Chinese name for our center of gravity is the “dantien,” (dahn-tee-en) and the Japanese call it the “hara” (ha-rah). In the Indian Ayurvedic tradition, it is called our “moving center.” It is even marked on Western anatomical charts as the “center of gravity.” When standing erect, the center of gravity is located roughly an inch and a half below the navel, inside our abdominal cavity or gut. Interestingly, this moving center is right where Western science locates a large part of the enteric nervous system.
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  The enteric nervous system (the intrinsic nervous system) can be consciously trained to take over as a reflexive action and remain calm in moments of danger or perceived threat. It is an aspect of the central nervous system, but it can also act independently of the central nervous system.


  I initially began my martial arts training by studying Japanese Seido Karate, but pretty soon moved over to the Chinese nonaggressive martial art, the Yang style short form of tai chi chuan. I was not attracted to it for the physical martial arts aspect but for the relaxation, health, and meditative aspect for which it is well known.


  Everything in this art begins and ends in dantien awareness and cultivation. We were directed to focus our attention in our lower belly, about an inch and a half below our navel. My Rolfing instructor, Michael Salveson, who practiced chi gung, called the awareness that arrives from focus in the moving center/dantien “primary perception.” That is a pretty good description. Our gut, a part of the brain—the enteric brain—does not use words but simply experiences reality directly, energetically, and moment to moment without the filter of words and ideas. Dantien concentration provides us with a global experience of ourselves, an experience of body synergy wherein the whole is greater than the sum of the parts. This can only be known by direct experience cultivated over time.


  Psychotherapist Eugene Gendlin coined the term “felt sense.” It is direct somatic experience, a felt experience, not an abstract idea. This felt sense is an embodiment (bringing awareness inside the body) of one’s moment-to-moment experience and ever changing sensory, energetic, and emotional perceptions. A direct kinesthetic experience moves our focus away from thinking and planning and away from the objects outside of us. It brings us into qualities of our present internal experience, like physical sensations of heat or cold, gut feelings, intuitive perceptions, inspired impulses, and the sensing of the energy flow within our own body. Awareness of our center of gravity results in highly attuned felt sensing.


  To learn to sing in an intrinsic way, a singer needs to begin by developing awareness of their own center of gravity. When we are singing, we are singing with our vital current, what the Chinese call “chi” and the Japanese call “ki,” called “prana” in Sanskrit, all of them meaning life-giving force. Let’s call it our life force. All these terms represent the same vital energy that enters before we are born, sustains us, and departs at the end of this life. This energy, which in singing we are transforming into vibration via breath, generates power and beauty when it is innocent, pure, and unadulterated. It is very human and vulnerable, yet with a strength, power, and spirit to it that can touch and change both us and our audience, deeply.


  Though she did not use the word dantien, Margaret was effectively training me to discover and use my center of gravity in my singing. In Eastern medicine, this region in the lower belly is the distributing center of vital energy throughout the entire body. Margaret would demand that we activate our vowel emission from this area. “Come on, you are not going deep enough!” she would insist, over and over.


  The center of gravity is nothing short of a brain in our gut. The ancient oriental martial arts discovered that it could be developed consciously to take over during times of danger, such as when one is being attacked. By training to maintain a relaxed, conscious concentration in this center at all times, you could remain relaxed while your reflexes respond to the attack, rather than being hijacked by the fear response, losing awareness, and risk being defeated.


  When singing in front of an audience, our central nervous system perceives threat, especially if we are being openhearted. Because of that, it is important to awaken the center of gravity, which helps channel our fear into useable energy toward singing. This center of gravity is dormant in our consciousness until we discover and cultivate it by working to awaken it with our determined practice.


  Marafioti and Tomatis had given me a scientific basis for what I was accomplishing with Margaret. I was developing somatic skills, and my training was cultivating my awareness of my center of gravity. And all of this was helping me achieve what I later came to refer to as the Singer’s State and Intrinsic Singing.


  8

  The Singer’s State


  The Singer’s State is the root of intrinsic singing. What makes intrinsic singing possible is attaining this state. This state of body-mind involves: (1) the singer abiding in her center of gravity, (2) attaining a profound state of dynamic relaxation, (3) liberating both the speech and sound centers, (4) the singer’s posture becoming second nature. All of these must coexist. They are not consecutive, hierarchical, or linear. They are distinct, mutually present, and ultimately, all one process.


  Let’s break this down a little:


  (1) The singer abiding in their center of gravity: The Singers CENTER!


  • They are fully somatically engaged, initiated from the gut.


  • This includes persistent center of gravity awareness.


  • They access the intrinsic (singer’s) muscles.


  • They reunite the head with the body.


  • All these actions draw the singer into abiding in her gut, which is the singer’s actual center and the working center for intrinsic singing.


  (2) The singer attains a profound state of relaxation.


  • They are in a state of dynamic relaxation, which can only be attained over time with abdominal-diaphragmatic breathing.


  • This includes constant and proficient elongation of the spine.


  • All their joints are unlocked.


  (3) The singer liberates both the speech and sound centers.


  • Singing is an expansion of natural speech.


  • This means that the speaking voice is the physiological basis of the singing voice.


  • Achieving this entails keeping the sound center and the speech center independent of each other.


  (4) The singer’s posture has now become second nature.


  • The larynx and the cervical spine are in appropriate relationship to one another.


  • The rib cage is free and fully adaptable at will.


  • This allows the ribs to expand with facility to maintain freedom in the dosing of the airstream.


  • This includes using the mid-dorsal hinge and also complete freedom in the upper three ribs.


  • This is the same posture to best encounter the center of gravity, and also the best listening posture.


  Achieving the Singer’s State is no small feat. It is a real state that is athletic and similar to the “flow state” or the “zone” that top athletes, musicians, and performers strive to achieve. Achieving it is a matter of mastery, and yet, it is rudimentary to intrinsic singing.


  Refined Motor Skills


  Only after attaining the Singer’s State with ease and constancy can the refined motor skills that make a voice radiant then be achieved. These refined or better said, sensory motor skills are:


  • unrestricted skeletal resonation;


  • unrestricted oscillation of the vocal folds;


  • dosing of the breath (airstream);


  • frontal (oral) placement;


  • enunciation;


  • precise vowel shaping;


  • vowel emission (emitting the sound out into the room); and


  • acquiring the listening skills of the virtuoso.


  While the last item is especially true for singing teachers, it is also needed by the singer herself. All of these skills will of necessity require an expert teacher who has embodied these skills themselves—someone who can both demonstrate expertly and shepherd you along the road to embodying it yourself. You must uncover it within yourself. It is already there, just obscured.


  Abdominal-Diaphragmatic Breathing


  Once you drop into your center of gravity awareness, the next somatic skill in cultivating the Singer’s State is abdominal-diaphragmatic breathing (ADB). This is a form of breathing that opens up and unifies all the lobes of the lungs and the muscles and fascia that control them. ADB is the kind of respiration that is native to a human being. When you see someone sleeping, they are breathing involuntarily. One of the key features that you observe is that they are naturally doing abdominal-diaphragmatic breathing. The breathing is full, long, slow, and relaxed.


  The problem is that when we awaken, unless trained otherwise, the survival self takes over with its agendas, fears, anxiety, moods, and other concerns, real or imagined. We shift to upper chest breathing (thoracic respiration), and we do it without ever having noticed the shift to it, which generates anxiety and depressive states. Thoracic respiration is the dominant breathing pattern in Westerners which is acquired without being aware of it.


  We must begin to reestablish the abdominal-diaphragmatic pattern in our waking life. If someone suddenly asks you to sing, what would you notice immediately? If you were present to yourself, you’d likely notice that your breathing becomes shallow and you are in some level of panic. The same thing can happen when you have to speak in front of an audience, even a small group. Somehow, your body feels immediately threatened and goes into a protective (fight-flight-freeze) response. But is your survival actually threatened? No. Not unless audience members are holding pitchforks and torches! Your automatic biological survival mechanisms get triggered, and even though you know it is irrational, your body responds as if you are in peril. You might even be sweating, shaking, and imagining the worst. You want to run, fight, or collapse.


  This is where training in slow and deep breathing while remaining calm will bring you back from this internally generated brink to the point where you can function and later on, joyfully thrive. Without this training, you never get to the point where you really master your voice or command the stage like a true virtuoso. Abdominal-diaphragmatic breathing regulates the intrinsic muscles. To sing effectively, they must be dynamically calm, elastic, and resilient. Of course, to a degree, we all visit this optimal metabolism of resilience and relaxed elasticity. Otherwise, we would be incapacitated in our lives. But experiencing it and mastering it are two different things. We can learn to master it with will. With training, we can improve its effectiveness by degrees, and that has an exponential effect on our performance skills.


  One of my professional observations is that many people believe they are relaxed when in fact, they are in some form of internal panic. They have simply become accustomed to how this feels. It has become normalized for them.


  Discovering and inhabiting the abdominal-diaphragmatic pattern in your waking hours is critical to developing the relaxed state necessary for achieving the Singer’s State.


  Singer’s Posture


  I share the basic physical principles of posture and movement with singers for good reason. They synthesize center of gravity concentration, abdominal-diaphragmatic breathing, and the precise postural and motor skills needed to learn this refined and effective state: The Singer’s State, which is the ground for intrinsic singing.


  But to get to the Singer’s State, we need to develop a listening posture that is highly receptive to the energy of sound, whether that sound is your fellow artist, the musicians accompanying you, the audience, or your voice students. It improves and cultivates listening. The listening posture makes your whole organism more receptive and more sensitive. And it improves your listening capacity—which for singers happens with our entire body.


  Tai chi is the perfect exercise for a developing singer to cultivate a listening posture. Why? Even while we are moving in tai chi, we are continually, actively lengthening our spine while keeping our attention in our lower belly. Tai chi training helps us develop the ongoing awareness to maintain a conscious, active posture that supports intrinsic singing. Essentially, we are staying in our center of gravity and maintaining abdominal-diaphragmatic breathing. This becomes a learned reflex, and that learned reflex is seminal to the Singer’s State.


  Once we have a good feel for this listening posture, then we can go to the next level which is acquiring the singer’s posture. The singer’s posture incorporates the listening posture but is much more demanding because it involves the vocal apparatus, mid-dorsal hinge, and dosing. As demanding as it is, once attained, the singer’s posture benefits speaking as well as singing—so much so that even public speakers can use it to avoid vocal and body fatigue.


  In Western culture, we have a tendency to use our bodies in a compressional manner—the tightening or clenching that we tend to think of as strong. This is why Western man is called “armored man.” See Figure 8. This aesthetic prejudice values hardness over pliability, brawn over brain, size over function, appearance over effectiveness, and force over power. It neglects the fact that the extrinsic muscles only do what they are told to do by the intrinsic muscles1.
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  By building up the extrinsic mass, we preclude fluidity of movement, nimbleness, lightness of foot, and agility of body. What this obviously dedicated man is enjoying is not bad. It is working for him. But very little of it will work for intrinsic singing. We work in completely the opposite direction. We expand and open from the inside versus compress and shorten from the outside.


  The Eastern nonaggressive martial arts and the yogic arts flipped my understanding on its head. The Eastern cultures and indigenous cultures worldwide always understood that fast, light, and flexible are the most desirable, potent, optimal forms of strength.


  Rather than using tension and force throughout our neck, chest, abdomen, and spine to generate the air current that produces our voice, it is much more effective and efficient to use elasticity, extension, and expansion. We want light and adaptable, not muscle-bound, heavy, and tight. This armored man model came from the Industrial Revolution, which spawned an age of compression, man-as-machine, and speed. What we are doing in developing the Singer’s State is reversing this wholly unnatural state and returning to a more natural, spacious, and embodied way of being. It is a step toward turning the wheel back to go forward. We have to re-embody what we used to know, what indigenous people still know and exhibit.


  In my training with Margaret, I had to learn to rehabilitate my rib cage flexibility, which had become so limited that I could hardly do what she was asking me to do. This meant rehabilitating my ability to lengthen the spine in order to free my chest cavity. In human anatomy, there is a joint called the mid-dorsal hinge, at the level of the tenth thoracic vertebrae (note the space between the two left-facing arrows in Figure 9).
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  Most people live their life in a conventional posture not knowing that they have any other options. In truth our bodies are much more flexible than we are aware. If you want to sing, you need to be able to transition repeatedly between your conventional posture (hatched lines above) and the desirable use of the mid-dorsal hinge, during the act of singing. (Eventually, as you engage this transition over and over again you develop procedural memory. Note that Rolfing will assist mightily in this flexibility.) This action is done using the mid-dorsal hinge, shown above: The point mid-back (the thoracic spine) where there are a pair of arrows.


  The chest cavity is, in fact, rooted in the thoracic spine. A Rolfer working comprehensively throughout this area—will restore chest cavity flexibility. If you ongoingly sing intrinsically—using the mid-dorsal hinge, you would further develop; and you’d maintain this flexibility.


  Fascia and Elasticity


  Remember what I told you about my experience with Rolfing? It is a comprehensive hands-on bodywork process for reordering the connective tissue package that enwraps all muscles, bones, nerves, and organs. The generic term “connective tissue” is specifically known in anatomy and physiology as fascia. (see Figure 2)


  Ida Rolf considered fascia to be the organ of movement and shape. We do not use individual muscles for movement. It is the fascial web we use for movement. In Figures 10 & 11 below, notice the dark shaded areas, different from the bony markers you will recognize. This dark area, including the grey material shown between the ribs and up into the skull, is one continuous fascial sheet. While there are muscle groups within it, I want you to understand that the sheet itself is continuous. This continuous and elastic quality is what gives the body the power of recoil (the stored energy in the fascial sheet). This elastic power is what allows you to sing intrinsically.
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  You’ve seen fascia. It is what resists you when you peel the skin off raw chicken, the semi-translucent stretchy material between the skin and the meat. Bones, organs, and nerves all essentially float within this unitary fascial network. It goes from top of head to bottom of feet, from our skin surface to our deepest core.


  This one fascial system simultaneously supports and influences the vibratory event of vocal production whether speaking or singing. This fascial net can be made to be more adaptable, resilient, and elastic. This increased elasticity allows you to achieve a more complete engagement of your vocal instrument, which is your entire body. It does this by freeing the joints and allowing the bones to float tensionally in space. I like Bucky Fuller’s description of tensional integrity (what he called “tensegrity”): “Discontinuous* compression (of the bones) which is held in space by the continuous tensional integrity of the unitary (fascial) system.” (*At the joint, bones are not meant to touch; they are meant to pull apart, thus maintaining an opening at the joint.)


  Competent fascial elasticity allows for freedom of the joints. In a singer, the joints must be free to allow the sophisticated movement required in intrinsic singing. Compromised joints impinge on freedom of movement and skeletal vibratory capacity.


  The fascial system is a plastic network that can deform or be renormalized. This means we can improve our posture, improve our mobility, and gain deeper access to all our core (emotional) muscles (from pelvis to cranium). Remember, the core muscles are the singer’s muscles. Working to the deepest layer of fascia will improve the singer’s posture.


  Elasticity is the primary point here. The overall goal is ongoing lengthening and expanding—rather than compressing—during the vowel-sustaining phase in singing. Compression is what many singers do without even knowing that there is another option. As I watch singers, I can tell how they produce their voice. Each singer finds their own way of singing as best they can. I can easily say that most have a combination of expansion and compression, the latter which is working against them. And they do not know it.


  Working in a more compressional manner is very limiting, expends way too much energy, and does not allow you to sing fully in the voice that Nature provided you. We need to figure out how to do more with less. Less is more when it comes to singing. Where we are headed with intrinsic singing is the use of less to produce more. One aspect of achieving that is chest and thoracic spine flexibility.


  The Rolodex as the Inherently Flexible Singer’s Hinge


  Margaret was learning as she went about teaching. When you work six or seven days a week with students, you learn. She had her own creative shorthand language. For instance, Margaret used the term “the Rolodex” to help us understand the necessity of having full flexibility in our thoracic spine and chest.


  For those too young to remember, a Rolodex is a stand and rotating spindle that holds cards, usually with names and addresses on them. The cards are in alphabetical order, and the device can be rotated clockwise or counterclockwise, which makes finding the exact card you want easy. If you hold a Rolodex in your hands, you will instantly understand what your anatomy can do.
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  Using this language, she would say, “You’re not flipping the Rolodex.” What she meant by that was that the person was not using the capability of the thoracic spine and rib cage to simultaneously rotate both upward (toward the ceiling) and backward (toward the floor behind you). Nor were they lengthening the back of their neck, which if they were doing would result in a gentle tucking of the chin toward the floor and in toward the chest. Then the upper ribs would become more horizontal instead of glued to each other, fibrotic and hardly mobile. This lack of ability to flip the Rolodex is common. In fact, the top three ribs have little or no movement for most people.


  This is all easier to do than to read about because this action is so multidimensional that you have to feel it. Doing this opens and frees the space, allowing the moving stream of air to be completely unhindered.


  Let me give you an analogy for this moving, vibrating stream of air, rather than a definition: When I sneeze, I need the space between my lungs and my oral cavity to be completely unhindered because the air is moving at such a high velocity. This high velocity can cause damage. If you’ve ever suppressed a sneeze in public, you know the kind of pressure it generates.


  Sneezing is a reflexive action. The moment at which you are about to sustain the vowel while singing also has to become a reflex. All singers everywhere know that the sustained vowel is the heart of singing. In intrinsic singing, the sustained vowel is made possible via a moving stream of air. And it must be done in a way that precludes vocal fold harm. The term “moving stream of air” relates to the very same principle as Tomatis’ “dosing.”


  Nature is beyond wise in her design. Sneezing is necessary, but Mother Nature doesn’t allow you to harm yourself with that air moving at extreme velocity. Instead, you involuntarily get out of the way, the sneeze takes over, and out it comes, if you do not suppress it. The gut strongly engages first (observe this the next time you sneeze), eyes squeeze shut, spine lengthens, and a great explosive gust of air is emitted. The sneeze happens outside you—just like you want your voice to be outside you (vocal emission). In this moment, the ribcage literally expands to allow the free movement of air. People (tense, glued up people) have been known to break a rib sneezing. Likewise, bandaged ribs can make sneezing tough because the rib cage cannot expand.


  This action of dosing the Goldilocks (just right) amount of both energy and air to sustain the vowel can become reflexive. If that is the case, you will never hurt yourself singing. You’ll have no tension in your throat whatsoever. Your vowel will be generated beginning at the teeth and lips, then go out into the space where you are singing. The larynx will instinctively reflexively do what is needed. You won’t interfere with it in any degree because—remember—your ear controls its function!


  At first, some of us may have to use our analytical mind conceptually, to put all the pieces together. But once you have trained yourself, it is a reflex every time you sustain a vowel. And you are safe and sonorous to boot. The analytical mind is not involved, only instinct and reflex.


  How does sneezing and dosing air relate to the Rolodex? The Rolodex hinge-like action entails becoming so able in this motor skill (extending the spine and flipping the rib cage up and back, with an elongated neck) that it becomes second nature, reflexive. Opening these spaces then allows you to channel the air without any obstruction. Enough space is needed to transmit vibration to your spine, skeleton, and head, as well as transmit this vibratory event out into the room via the vowel. This open space optimizes the stream of air that is moving at a high velocity.


  Margaret’s creative images, like the Rolodex, put her students in an instinctive not conceptual mode, allowing us to do what we needed to do without thinking about it with words. If a singer cannot attain this chest/thoracic adaptability and achieve the intrinsic elasticity to do it repeatedly, they are likely never going to sing with complete ease and minimum breath. Plus, their vocal range will be limited and they will sound a little inauthentic. The rare singer who already has it does these things instinctively. But most of us need to reclaim the inherent flexibility of the mid-dorsal hinge/rolodex, what I call the singer’s hinge.


  Reintegrating the Body and the Head


  To reclaim this skill of using the singer’s hinge, the head and body must be re-connected functionally. That is not as common as you might assume. My take on the 1988 movie The Adventures of Baron Munchhausen is that it shows just how much Western man has disconnected his head from his body. The King of the Moon, a character played by Robin Williams in this film, is a cruel, tortuous, and unfeeling tyrant—until his wife manages to get his head reconnected to his body. When reconnected, he feels extremely vulnerable, scared, and very human. He prefers to detach his head and thus becomes unfeeling again. Interesting that the feminine brings back the feeling. It is said in tai chi that strength comes through softness, a feminine state, not armoring, which is a masculine default.


  I am not talking about gender here. I am talking about qualities of energy called masculine (active, yang) and feminine (receptive, yin). Everyone possesses both in their own measure and has their own modes of expressing both. The King of the Moon was out of unity with the feminine/receptive/yin aspects of life: Still, deep, fluid, intuitive, instinctive, and creative. These are all the aspects of an openhearted human, and great singers need that openheartedness. ‘Tough guys’ don’t bring down the house, no matter their gender, sexuality or energy. Without the balance of both energies, you cannot find your balanced intrinsic voice.


  In the process of learning to sing the way Margaret taught, you are forced to reintegrate your head and body. The disconnection between head and body can be directly palpated in people’s structures as a band of thick, fibrous tissue at the base of the skull (occiput), under the ears, and as subsequent tension in the front and back of the neck. This occipital ridge area includes the back of the mouth, and that tissue becomes fibrotic due to immobility and tension in the fascia and muscles there. Ongoing tension leads to metabolic change in tissue, meaning shrinkage, hardness, dryness, and gluing to surrounding structures. Any tension in the occipital ridge area will limit the speaking and singing capacities.


  Shortening and tightening the muscles at the back of the neck results in tipping the chin upward and disconnecting your head from your body. Conversely, lengthening those muscles at the back of the neck, and gently allowing the chin to drop downwards toward the earth and simultaneously in toward the chest, allows the spine to become one length from the tailbone through the top of the head. It functionally reunites your head with your body.


  Extrinsic muscles are at work in what I am describing, but when the muscles at the back of the neck are elongated and the spine becomes one continuous length, the intrinsic muscles (singer’s muscles) are freed up. Doing this is a form of dropping your armor.


  This principle of the body being connected to the head with the spine as one unbroken length is primary in tai chi. In tai chi, the student is often advised to imagine a one-pound weight dangling from their chin. That invariably results in the student reflexively dropping their chin down toward the earth and in toward their chest. This simple image of a weight can be used as a powerful reminder to keep the student’s head and spine connected and united.


  Observe the people around you. Observe yourself. See how often people stick their chin out, which is really pointing it toward the sky, anatomically. When they do, they aren’t their soft, available selves. They are defended with their head disassociated from their body.


  In tai chi, just as students are advised to imagine a one-pound weight dangling from their chin, they are simultaneously asked to imagine a thousand-pound weight dangling from the tailbone. This prevents the student from sticking their derriere out behind them, which disconnects their pelvis from their torso. Sticking out the derriere effectively creates a break in the lumbar (lower back) area of the body. Imagining a thousand pound weight prevents the student from disconnecting their pelvis from their lumbar spine. Lest we forget, throughout all this deliberate awareness, we also must add the continuous reaching with the crown ‘heavenward’, as it is said in tai chi. In Rolfing it is referred to as the spine being lengthened by suspending it from a ‘sky hook’. (see Figure 17)


  Remember, we are vertebrates, which means our core is our spine to which all-else roots. Structural integrity of the spine is primary. Most people are lacking this integrity to some degree.


  When worked simultaneously, these two imaginary weights, plus reaching skyward, keep your spine long and relaxed. And that improves unity, the flow of energy, and true structural stability.


  Posture


  The tai chi posture is similar to the listening posture, and both of these will lead you to the singer’s posture. This principle of the body being connected functionally to the head, with the spine as one unbroken length, while staying long and relaxed, is primary in tai chi chuan and intrinsic singing. It is also quite beneficial to everyday living. It enhances awareness and receptivity, and it maintains a calmer state.


  We are all somewhere along the spectrum of uprightness in our everyday posture. (See mine in Figure 13). But many people stand with their chin leading and chest collapsed downward. Their spine is bent over and not erect. Their head is tipped off their central vertical axis. For many of us, seeing people like this is normal because it is a very common posture. It is, in fact, the dominant posture.


  This has been made worse since the advent of mobile phones, toward which people drop their head to read, rather than bringing the phone up to their eyes. I recently walked into a railway station waiting room and saw, from behind, rows of slumped people sitting side by side on long benches. For a split second, I couldn’t grasp what was happening. The first thing that occurred to me was the image of a train accident, and this was their depressed response. Otherwise, why were they all so dispirited and deflated? Alas, they were all just reading their phones!


  Contrast this to the person standing with the neck lengthened and the head more vertically oriented, as in the Figure 15 of the Singer’s Posture on the next page. This posture allows the chest to rise up. The spine hangs like a string of pearls. This opens the amount of space in the throat, reducing tension and reducing obstruction of air movement, thereby allowing the airstream to move freely. The key to achieving this posture is to feel as though there is a one-pound weight on the chin, gently dropping it down, while simultaneously feeling the crown of the head reaching upward (as is said in tai chi, toward heaven) and lengthening the spine. While a singer is unlikely to sustain the ideal of this posture 24/7, a singer has to be able to achieve this posture and to develop the procedural memory for it.


  By allowing the chin to gently come down and simultaneously in toward the chest, the back of the neck and entire spinal column are lengthened. This lengthening allows for more space and freedom in the chest, and thus the lungs/breath. This freedom in liberating the breath is critical because the breath is the current that generates the power for sound vibration.
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  There aren’t actually 3 different postures. I am showing you the transition between two ends of a continuum, deliberately. I want you to understand that there is between our everyday posture and the more vertical singer’s posture a relaxed neutral intermediate space in which there is a lot more freedom and elasticity than we are aware. We have to pass through this intermediate space in order to generate the vowel. We have to transition between the three; in fact, in intrinsic singing we are always transitioning between the ends of the continuum. The transition itself has to do with engaging the continuous and elastic quality fascia allows, which engagement gives the body the power of recoil (the stored energy in the fascial sheet). This elastic power is what allows you to sing intrinsically.


  Unless you discover that you have a whole lot more flexibility/ elasticity than you ever realized, you won’t discover what I am pointing you toward. It is this lack of experience of what is possible that prevents you from being able to sing in the same physiological way that you speak. We end up doing something literally dysfunctional, because we don’t realize our body’s capabilities. There is all this territory within you that you don’t know anything about yet. It’s like discovering you have acreage when you thought you just had a back stoop!


  Impinging on the Laryngo-pharyngeal Space


  See Figure 16. Internally, there is a space that goes from the larynx at the back of the mouth to the opening of the nasal cavity (post-nasal drip region). This is the pharynx. It is situated in front of the spinal column. When you flex your neck, tipping your chin upward, you impinge on this space. But when you lengthen your neck, by tucking your chin down and toward your chest (while simultaneously continuing to extend upward out through the crown of the head, thereby increasing the space between the cervical vertebrae) the pharynx is open and free. This improves the aerodynamics of the vocal folds within the larynx. Freedom in this area is the key to discovering the extraordinary leap that happens with intrinsic singing. Suddenly your voice is outside you in the performance space, coming back at you as a sonic return.


  When the chin rises up, it crimps the back of the neck and thus the space in front of it: Which is the back section of the vocal tract, housing the sound center (or larynx and pharynx). This laryngo-pharyngeal space needs to be relaxed, spacious, and without tension to allow for the vowel’s emission.
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  Vertical Pearls


  We function best when our cranium (head) is oriented vertically. Imagine there is a string attached to your crown that lifts your head toward the sky and thus allows for the rest of the spine to hang down in space. The feeling you need when singing is that the vertebrae are pulling away from each other, creating space between them. A string of pearls is a good image to keep.
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  Dr. Rolf created this dramatic representation of both the body in alignment with gravity and the body that has lost its verticality, weighted down, heavy and in a struggle with gravity.


  The larynx needs to be free of tension when speaking (and therefore singing) for the aerodynamics to function at peak. It is designed to be relaxed at all times except when swallowing. If the larynx is under pressure, it can cause a constraining of the sound stream and a rasp when speaking. When the larynx is relaxed and there is no tension, this problem is eliminated.


  This way, the larynx (which, with the pharyngeal space, at the back of the mouth, comprises the sound center) can function independently from the speech center (oral cavity or front of the mouth). The independent functions of both the sound and speech center will synergize under the direction of the speech function, in particular the vowel emission. Their functional independence then becomes a synergy that is mind-boggling in its simplicity when we first experience it. And when we first experience its sophisticated (dare I say magical) outcome, it is usually with the assistance of someone who can help us get there. Most of us wouldn’t discover this synergy without guidance. If you can keep the two centers independent of one another, the outcome is something much greater than the sum of the two.


  Center of Gravity in Action


  As I said earlier, a great many of us are living with some level of panic but do not realize it. I once worked with a young man so committed that after working with me via Skype, he flew down from Toronto, Canada, to work with me in Boulder, Colorado. We had sessions every day for a week. I could see he was living with a level of anxiety and fear that kept him from being able to simply sing in front of me.


  I helped him get into his body via his center of gravity, and when he did, he was quickly able to find his voice. When a person finds their center of gravity, their proprioception (perception or awareness of the position and movement of the body) is dramatically shifted, and they feel all the parts of their body as one unity. Then they can focus on singing in a simpler and more energy-efficient way.


  When I work with singers, I build a bridge between speaking and singing, since they share the same physiological basis. Then I have them gently experiment with making sound in ways that trick their survival defenses. In my workshops, people are amazed that they can do exercises that would have seemed impossible for them before. They can even get up in front of everyone and sing, which some could not do previously.


  And all of this is connected to the singer finding their center of gravity and working with it instead of against it. Sometimes dramatic improvements happen through simple changes.


  In order to sing intrinsically, you have to be in the Singer’s State, the primary piece of which is center of gravity awareness. To be in the Singer’s State, the following must happen: The singer’s posture has to be achieved and then embodied; it must become second nature; this includes center of gravity awareness with elongation of the spine, which frees our core; dynamic relaxation becomes our new state, we constantly return to it, not just in performance; the singer must liberate the sound and speech centers from one another. Always.


  Arriving in the Singer’s State, all this is now embodied as second nature; it has become procedural memory.


  Attaining the Singer’s State using the above skills allows us to move on to the fine sensory motor skills. With the fine sensory motor skills, you can begin the work of attuning to your instrument. Attuning is instinctual and intuitive. To succeed in attuning, as well as the above (likely to be new skills to many), retraining will very likely be called for. Maybe even rehabilitation for some, restoring their natural abilities first, before advancing to new skills.


  9

  Re-Training Your Full Instrument


  My working premise is that your full instrument—your body—has to be rehabilitated and retrained to sing intrinsically. This retraining includes undoing behaviors and habits that impede singing intrinsically. But the specifics of what is needed will vary according to the singer’s life experience and to their particular manner of learning somatically, all driven by the singer’s own unique needs.


  This premise dovetails perfectly with the work of Tomatis. Tomatis well understood that his work was a form of brain training. He saw the ear as an external aspect of the cerebral cortex. Today, this is verified by the most current brain research. Neuroscientist and author Norman Doidge, MD (who quotes Tomatis and references his work in his best seller, The Brain’s Way of Healing) believes that training the ear by exposing it to specific needed frequencies leads to a permanent effect on listening and the voice. His point comes from the fact that retraining listening retrains the brain!


  In listening, neurologically, the right ear is the leading ear in performance (for all of us)—so much so that Tomatis referred to it as the “performance ear.” In life outside artistic performance, it is also the executive ear, managing both learning and communication skills. The right ear manages voice production, meaning the production of consonants and vowels. It also relates to the higher frequencies, which constitute singing. There are small actions one can take in the human body to arouse the awareness needed to let the right ear exercise its native voice control. These can be taught.


  The auditory system is the only system that has two different functions, right and left. The left ear is more emotional in its function; it is slower to process, needing greater effort and more easily fatigued. The left ear manages lower frequencies, rhythm, and inflection and is the ‘surround sound ear’. Whereas the right ear targets and zooms in, the left listens to the full audible environment.


  Training the ear and training in listening empower the art of intrinsic singing.


  Training the Ear


  Remember that Tomatis asserted (indeed, proved) that it is the ear that sings (via its partnership with the brain). As a result of his work with ears and the listener’s posture, he reported such improvement in his client’s self-expression that they wanted to burst into song, the hallmark of a happy human.


  When he used the Electronic Ear (today’s TalksUp device) to train singers who had vocal troubles, they all (without exception, he stated) felt an energizing effect and increased wellbeing. Even his non-singers shyly reported how they too wanted to sing from exuberance.


  Singers or not, they would expand their chests like opera singers. They all had improved posture, deeper breathing, and a more energetic presentation. These results were all involuntary as a direct benefit from the ear training. Before training, they had blockages that prevented attuning to higher frequencies. As a result, their speech had been lackluster, flat, and monotone.


  Let me explain how Tomatis’ work can help you as a singer/actor/ teacher/lecturer. Listed below are what are known as Tomatis’ Three Laws. Some of this is written in formal scientific language, because they have been peer-reviewed, and they were awarded scientifically proven status. In 1957, Tomatis submitted these laws to the Academy of Sciences in Paris.


  Tomatis’ Three Laws state the following:


  1. The voice only contains what the ear attunes to.


  2. If the listening is modified, the voice is instantly and involuntarily modified, too.


  3. It is possible to transform the voice permanently through ear training that is maintained over a period of time.


  The basis of these laws rest on this fundament: The voice contains only what the ear hears, or more scientifically said, the larynx can only emit frequencies that the ear can listen to.


  Secondarily, as a corollary of the first law, the dysfunctionality of the ear can be remedied via training. If the ear is given the opportunity to listen accurately to the singer’s specific missing frequencies, these are instantly and involuntarily (automatically, without effort on the singer’s part) restored in the voice.


  The third law, called the “law of retention/duration” addresses time and permanence. It underscores the possibility of being able to retrain the singer’s listening capacities if given enough time (over 6 months or so, several 14-day intensive listening-training programs). The work with the middle ear muscles, and the effect the training is having on the vestibular and cochlear systems, naturally improves the self-listening posture and as a consequence, vocal output—meaning you sing better.


  Training in Listening


  The Tomatis listening assessment is a nonmedical protocol. It uses headphones and a bone-conduction device, plus the Tomatis Listening Test® system (an audiometer) to evaluate a singer’s auditory capabilities. This provides a so-called individual listening profile. This evaluation is conducted across frequency (sound vibration), the ability to identify source of sound, the agility in discriminating between frequencies, and auditory laterality (determining which ear is dominant).


  I use the listening profile produced by the audiometer to first perform an analysis to determine the singer’s quality of listening, and from this I build a second profile. The second profile allows me to program the TalksUp training device specifically to address the singer’s unique needs and goals. The programming is based on an understanding of how the singer learns, memorizes, pays attention, and communicates, as well as their emotional regulation (ability to listen without becoming emotionally disturbed).


  The Tomatis listening assessment allows me to see how you as an individual learn and interact with yourself and the outside world. It also provides information about attention, concentration, memory, emotional regulation or dysregulation, balance, posture, and coordination. All these abilities and skills are used in live performance. This information provides a comprehensive picture of the way your ear perceives sound multi-dimensionally, in real life situations. It reveals deviations from an ideal listening curve, which in turn reveal your acquired habits and neurosensory protective mechanisms. Without discovering and changing these protective habits (via the listening-training), the singer’s ability to advance in their art will be limited, no matter how dedicated they are.


  Neurosensory (how ear relates to brain) protective mechanisms are developed when we are in utero or early infancy and are engaged when we are triggered or feel threatened. These survival mechanisms or strategies allow us to defend ourselves biologically. Among other things, they do this via neurotransmitters, hormones, moods, and avoidance behaviors. They let us avoid specific situations or withdraw from a situation we find too psychologically painful.


  For example, a “closed selectivity” in a profile is an emotional barrier that keeps out what is undesirable without the person being aware of it. For example, imagine being so anxious at an audition that you get up and leave. You’re not sure why you are leaving, and you know it is self-defeating. You think the anxiety and fear have to do with the present moment: The intimidating casting director or music director or your dislike of the actor they paired you with for the reading. Likely that is not it.


  More likely, it is something unknown to you from your past that keeps you from objectively managing your antipathy to a personality. People can be difficult, but that is their problem until it becomes yours when you unconsciously react to it.


  You have probably seen professional peers at auditions and rehearsals who always seem to smoothly step aside from emotional logjams, who don’t get ruffled by others with a diva syndrome, and who hit their mark, do their work, and shine. This ability to objectively dance around the inevitable obstacles we meet in our careers and artistic projects is not an accident. It isn’t that they are just tough cookies. They have balanced neurological profiles that include a sense of safety, self-respect, and confidence. They meet challenges with ease—because they can. Many of us cannot yet do that.


  Imbalances that the assessment reveals have a direct impact on your singing. They are not locked away in a closet in your private life while you operate out in your professional or singing life. They are your constant companions. This is why they may not only prevent you from advancing in your singing career, but also in your personal life, impacting maturation and happiness.


  For many people investing their time in Tomatis listening training, a set of three intensives (two weeks each) achieves a good degree of restoration. The singer in training takes the TalksUp device home with them to do daily work. There is a three to four week break (or more if called for in a particular instance) between each two-week training session. In these breaks, the singer uses the Forbrain® device (a bone-conduction headset and microphone) at home for additional training to consolidate the benefits. A second and then third listening assessment in person is done after each two-week training session when possible.


  In this process, I am guided by the singer’s goals. Once I know what the singer’s goals are, the listening profile allows me to develop an auditory training program that will begin to rebalance their functions, which has a direct impact on their voice, performance, kinesthetic awareness and listening posture. The impact on the singer’s work will be noticeable. In fact, their life will be impacted.


  Tomatis said he knew of no therapy for human emotional imbalances any more effective than developing the singing voice. But, he cautioned, this requires truly knowing how to listen. Tomatis loved singers, and his life’s work was the training of the ear. As singers, you and I know the potent, moving effect of singing on both ourselves and others. It is why we sing. What if the effect of your singing on both yourself and your audience were multiplied for the better? This is what listening training will bring you.


  Now, with your trained ear and trained listening, I want to return to my working premise that Intrinsic Singing requires retraining your full instrument. How is that best accomplished?


  As we have already discussed, a number of other things can also be brought to bear to retrain the full instrument including achieving sonic return, abdominal-diaphragmatic breathing, Rolfing, craniosacral bodywork and neurofeedback training. In large measure, these tools have been introduced as I have discussed my own journey in learning how to sing intrinsically. Now I will explain how and why they can aid you in learning to sing intrinsically.


  When the singer achieves sonic return, it is nothing short of vibratory nourishment providing stamina and good tone in the central nervous system and stimulating the prefrontal cortex, which brings a host of benefits. Abdominal-diaphragmatic breathing balances the blood pH, reduces depression and anxiety, and grounds the reflexes of calm and presence. Structural Integration/Rolfing frees the musculature, opening the joints, and allows for expansion and release to let the singer dose the airstream and improve their breath management. And neurofeedback trains us to relax! It takes courage to relax because our defense mechanisms react otherwise.


  Training to Relax


  I originally trained in and brought the technology of nonlinear dynamical neurofeedback into my practice (using the NeurOptimal unit) due to its track record in promoting optimal performance: To meet deadlines, to prepare for athletic competition, to deal with learning difficulties in school, and in other kinds of training applications. But it is just as useful for an internationally competitive violinist, singer, or auditioning actor. I myself used it ten days running before a recent one-man show with a backup band. I hadn’t been up on the boards in a while, and it really helped my performance anxiety. It also gave me fluidity and ease—which translated to more charm.


  Relaxation is the hallmark of any creative endeavor. It is the best state to undertake creative or productive projects. Most of us live in mild-to-problematic anxiety and panic, of which we are perhaps unaware. Neurofeedback can literally train your body to more often orient to relaxation states. And it brings stable state changes all the way from less than optimal to more presence and ease. Neurofeedback empowers the orienting response to engage unimpeded in the present moment, which is the necessary hangout space for all artists in both discovery/rehearsal and performance.


  I’ve had clients report how much more present they feel and behave after NeurOptimal neurofeedback training, even long-term committed meditators who were quite amazed by this. This particular form (nonlinear dynamical) of neurofeedback trains the ability to return to the present and spend more time there. And the present moment is where you need to be to sing intrinsically. Performance is all about being moment to moment in the present, wasting no energy on the verse you just skipped nor worried about the next song coming up.7


  Training the Gut


  Teaching this somatic motor skill can be tedious because it almost feels counterintuitive that you would engage and lengthen the gut area the moment you are sustaining the vowel instead of compressing, as if to squeeze the note out. But unbeknownst to us, our bodies begin to shorten and tighten over time. It happens so gradually that we do not notice it. We might notice it in other people if we are observant, but seeing it in ourselves takes a level of observation that most people have not developed.
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  Our most central deepest myofascial structure—the iliopsoas, or more typically just called the psoas (GK: “so az”)—resides in the center of gravity within the abdomen. It is key to singing authentically without force. Knowing how to engage the entire abdominal cavity opens up other dimensions of acoustical and sonic capabilities. The abdominal cavity, colloquially called the “gut,” also comprises the enteric nervous system (the intrinsic nervous system) as well as the center of gravity. Remember, this is the center that initiates all movement.


  Because the psoas is embedded in the same fascial region as the intestines, it can become fibrotic due to an unbalanced diet and lack of effective exercise. Rolfers call it the junk food muscle. And once it is fibrotic, movement and its elasticity are limited. That impacts the ability to sing intrinsically because intrinsic singing is all about elasticity and adaptability. Psoas fascia is continuous with the legs, pelvis, lumbar region, diaphragm, chest, neck, and head. We have to learn how to move this entire sheet of fascia to let the airstream happen in a completely natural way. Injuries, accidents, poor diet, and poor respiration all break this sheeting up into discrete dysfunctional areas. This is not helpful, healthy, or natural. We have to reconnect the entire sheet as one and learn to use it as one. A superb Rolfer or any very fine practitioner of Structural Integration can effect positive, deep, functional change in this area.8


  Training for Flexibility


  As a singer and educator trained in a physiological approach to singing, I experience my body from the inside out, not the outside in. Remember that we sing from the inside with the intrinsic muscles1. All that we are inside, physiologically, must be free of obstructions, blocks, barriers, and tension to become one flowing elastic system.


  Experienced from the inside, we are more like a worm than anything else. Yes, we have a spine that is the core structure to which everything is rooted and attached. So does a snake, and the snake is tremendously flexible. Think of yourself as a snake, just one wearing five appendages. If we look at it as an internal experience, a sensate experience, our fascial form is like a very adaptable worm or tube with some limitations due to the boney structure. Fascia has layers, and I’m talking about the deepest layer. This is the worm, which is looking out at the world through your eyes.
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  While babies are born with inherent flexibility, by the time they have become adults, there is a certain amount of rigidity, and much of that inherent flexibility is lost unless they have been trained to maintain it or are retrained to regain it. This is why, when you listen carefully to a person speak, you can often observe a degree of tension in their body. It is my experience that this near universal inflexibility is a Western cultural artifact. There are two major factors in this: How we are raised, which transmits to us unconsciously as we imitate the behavior of others, especially parents and caregivers (via the mirror neurons); and secondly, our poor ability in achieving and sustaining ongoing states of relaxation. We are steeped in fight-flight-freeze states in Western culture.


  Most people have sufficient tension to cause the small muscles between the ribs to shorten and become fibrotic. This tension is preventing the free and efficient flow of breath that is transformed into vibration, which in turn is the precursor of speech. There is a negative metabolic feedback loop that begins when fear, in the form of tension, begins accumulating in the chest region, negatively impacting breathing. In turn, the reduction of lung capacity and oxygen intake over time impacts the metabolism, and this further leads to a degenerative effect on the tissues of the body. The lumbar-thoracic region tightens and shortens. Then the cartilage and bones literally begin to change shape, losing flexibility and health. It is worth noting that the natural ability to simultaneously open the rib cage and extend the upper part of the spine at the mid-dorsal hinge (aforementioned singer’s hinge) is lost when there is held tension.


  Fortunately, our bodies are a plastic medium. We can reverse these changes to a great degree, and this positively impacts our vocal production. Reversal comes through rehydration, diet, stretching exercises that work with the breath (like yoga and tai chi), and abdominal-diaphragmatic breathing. And very effectively, the Rolfing Series can reverse negative metabolic changes.9


  It is a rare person who is not locked up to a degree in the hips, waist, chest, neck, and jaw areas. Tension and severe inflexibility in these regions (remembering that it is all one region, functionally) make it almost impossible to experience the simple sophistication of the human vocal apparatus. Rolfing gets at it: Fascia, muscle, organs, joints—all of you—allowing the intrinsic voice to be uncovered, then freed.


  But importantly, it must be understood that all local change in the body is reflected globally throughout the body. The body uses compensation to keep us mobile. For example, if you strain your neck, the body refers the stress and pain all along the myo-fascial network to relieve some of the stress in the neck. This happens to be a biological survival strategy for keeping us mobile and thus capable of surviving in extreme situations. The ability of the body to reflect globally what is experienced locally works to the singer’s advantage. For instance, as mentioned earlier, the psoas resides in the abdominal and pelvic cavity but is connected fascially all the way up through the chest, neck, and head and all the way down through the pelvis, legs, and feet. Bodywork done to address the psoas assists the full structure in gaining radical flexibility, which then allows us to relax. And we know that a relaxed state is key to any true creative endeavor.


  Training for Joy


  I think back to the desire to burst into song, feeling vital and happy, that was reported by clients of the Tomatis method. It is so human. I recently saw footage of Andrea Bocelli singing outdoors in Las Vegas. He was singing the Elvis Presley cover “Can’t Help Falling in Love” in English, and the camera kept panning out into the audience. It was astounding to see how many of them were singing along, looking delighted, and smiling dreamily up into their partner’s faces beside them. There was such beautiful innocence in their faces. They weren’t thinking about how to sing, they were just doing it in sheer joy and pleasure.


  The energy from the vibration of the singer’s voice energizes audiences and can put them in a positive state. That is what I feel was happening at that Bocelli concert. Our own singing also has an energizing effect on ourselves through cortical recharge. This two-way dynamic of the boom out in the room and cortical recharge is such a gift from Nature.


  Another gift from Nature is what Tomatis pointed out: The ear is the transformer that charges the brain! It makes the singer or client attentive, vigorous, and able. Accurately tuning in to your world (i.e., healthy listening) energizes the entire body.10


  All this encouraging knowledge just makes me want to sing, especially when I see a crowd of Bocelli fans so affected. The fact that you are reading this book tells me that it might inspire you to do the same.


  All artists understand that we are merely the instrument of something beyond ourselves and must be able to remain in a calm, resilient, and receptive state to receive true inspiration. We cultivate this state via a highly trained instrument. That is how we become virtuosos. Therefore, we need to address inspiration and the artistic process.
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  Becoming Nobody but Yourself


  If there is any real miracle in life to wonder at, it is the ability and power of the human voice. So said Hazrat Inayat Khan, the twentieth century East Indian Sufi and musician. But why do we sing? If there is joy to be found in singing—as I know from my own experience and that of the many singers with whom I have worked—what constitutes that joy? Of what is it made?


  Khan, a mystic, believed that music comes from the soul, the heart, and the mind, while science names the organs and speaks of aerodynamics. The seminal message in Khan’s volume The Mysticism of Sound is that God completes His Creation in art, through Mankind.11


  I believe that singing is the highest form of human communication and that at least part of the joy to be found in singing lies within the very innate human desire to communicate and connect. Humans have a fundamental need to be known, and storytelling is one of the ways we seek to be known. Singing, which is storytelling through music, is a beautiful way we allow ourselves to be known.


  There is a neurological state change when we sing. My assertion is that those audience members dreamily singing along with Andrea Bocelli as he sang an Elvis song were experiencing such a state change.


  Singing—when it is intrinsic singing—not only communicates, it transmits real emotion. Plainly, this is self-expression, artistically done. Intrinsic singing requires being your innocent, present, and embodied self. The process for the singer herself is, in the end, one of full self-expression.


  Khan pointed out that the Hindus believed that singing was the quickest route to spiritual maturation. Likewise, Plato cited music as a prime educator of the soul. If they were right, as I believe, then perhaps we sing not only to communicate and be known, not only to express ourselves, but also because we are pulled inexorably toward what feeds and informs our spirit.


  The Artistic Process


  I believe that we are all born artists. If being truly human is first to feel and then express those feelings, as E. E. Cummings proposed in“A Poet’s Advice,” then I believe that singing is feeling—expressed as sung words. And as Cummings pointed out in the same piece, when we feel, we are authentically ourselves. You arrive at authenticity by trusting your instincts. Trusting your instincts is the heart of artistic development. It is about process more than project, although we need a project. Authenticity can only arise in the body—our instrument. And that requires developing your body-psyche.


  The process of developing your body-psyche is central to any performing art. Our body-psyche is our instrument, and we have to develop it and bring it to ongoing degrees of refinement, resilience, and sensitivity over our lifetime. This is particularly true for the virtuoso singer.


  I had to get up in front of others to sing. Somehow that became clear over time. It was a need for me. Once I worked through my outer-directed hunger for approval and love, I was able to enter the art for the art’s sake. For me, everything I do in my life has to do with evolving as a human being, and everything I do is in service to that purpose. Singing is central to it.


  I find that I am most alive when I am singing. Singing for others propels me to work to higher degrees of perfecting my art. For me, singing is a healing art first and entertainment second. Yet, I do love entertaining audiences!


  The Vehicle to Get There


  Margaret didn’t care what vehicle you used, only that you continued to work at your art. She was very good at building virtuosos. At times, her student body would include those performing in a half-dozen major roles then on Broadway. Yet she still insisted that all of us always be working on a one-person show, no matter what other work we were doing, because that put us out there in front of audiences developing our instrument and thus, our art.


  Without the pressure that comes with being out in front of others on stage, you really will not develop to your highest potential because you need pressure for what is hidden inside you to emerge. You have to step out on a ledge over and over or you will not have the challenge necessary to evolve to the point where what is only potential becomes manifestly alive and dynamic. It is akin to the way diamonds are made: Over time, from carbon that is under immense heat and pressure.


  Few of us know whether our destiny includes stardom or not. But we can all dedicate ourselves to a performance vehicle that can be done anytime, anywhere, simply. Being up in front of an audience, alone, without depending on others, is a commitment we keep to ourselves. I suggest accepting any offer to perform on stage that comes your way. I am not talking about casual singing or singing spontaneously at a party. Those things have their place. I am talking about a one-person show, an evening on a theme, or a program of all one composer with material you love.


  The only way to develop is to have that ongoing pressure to perform so that it becomes second nature. We have to constantly be adding new material that enriches us. Otherwise, there is little learning and we get lazy. Accelerated learning happens when we commit to our own work and find the opportunities to perform it live. It can be on Broadway or at a local church. It literally does not make any difference. If the local church is not enough for you, then you have to find more complex and challenging venues. But only you know what you need because nobody knows you better then you know yourself. You have to be able to take responsibility for your choices and be satisfied with what you have accomplished. The job is to be your own best advocate.


  Perfecting the Art


  Dr. Cheng Man-ch’ing, a Chinese Master of the Five Excellences and the inspiration for the New York School of T’ai Chi Chuan where I study and have taught, said that there are three things that will determine your development: The quality of teacher or the teaching method, your native talent, and your degree of dedication.


  Without high quality teaching, you won’t get far. But without dedication, all the talent in the world won’t get you where you could go. In my personal experience, this also applies to singing. Yes, you must have the aptitudes and the preconditions that make a virtuoso, but without the dedication, you can’t advance. Without working your material to ever-higher degrees of perfection, you won’t shine.


  Once I realized that I had the talent to make it in the business, my life went in an entirely different direction. Looking back, I see the perfection in that direction. For me, developing as a singer has been primarily a personal and spiritual developmental process. I would not have enjoyed having to sing for a living, but that doesn’t mean you won’t thrive doing so. I see that I was meant to share what I discovered about the nonlinear voice paradigm, and that has been a multi-decade process right up to the present day. I have been field-testing for singers. Essentially, I am a teacher/trainer who sings. Both my commitment and calling are to help engaged and committed singers perfect their art.


  Margaret and Teach were not only artist-teachers; they were metaphysicians. Margaret often spoke about an universal intelligence that touches and guides everyone and everything. She ignited in me an internal inquiry about what this could mean. It is my hope to do the same for others who use their voices in their art.


  To the degree you have developed, this development will always be with you, even if you are away from it for periods. If it has really been embodied, you can always get back to that place and continue your development with patience and perseverance.


  Hazrat Inayat Khan said that there is no other voice on Earth like yours. Our task is to uncover what is there underneath the acquired habit, restriction and fear to emerge as fully yourself, with all the unique qualities that are innate in your genuine voice. You have to do it for yourself first. And it is also true that the essence of your voice emits an energy that can benefit others. However you choose to do that, it is your creative choice. Along with theater and concerts, I have performed in many venues including churches, for Hospital Audiences, Inc. of New York City, at a big Chicago area art fair, and in psychiatric, mental health, and senior centers. I also managed and sang in two coffee houses among many other venues. And I am here to tell you that you don’t need to have it all together to perform. Sincere and innocent intention is enough to endear you to an audience, even if you have a way to go yet. The minimum is that you need to put yourself up front, sincerely working on your artistic development.


  Matt Chait, my first acting teacher at the American Academy of Dramatic Arts, said something that I have carried with me all these years, and it has helped me tremendously. In essence, he said that theater does not have to match some preconceived point of view or generally held consensus. It is any time when and any venue where you decide to engage in your art. It is the intention and the will to make it happen. Never base it on someone else’s standards.


  Challenge and the Flow State


  Current brain science has confirmed that the key to evolving our full human potential is ongoing challenge. This is how our brain, psyche, and spirit continue to evolve and increase in sophistication and complexity. And the challenge has to be just right: Neither too much nor too little, a Goldilocks spot. While safeguarding our sense of self, we need to be on our edge, especially as developing artists. We also have to be in the flow of our art, the flow state, which is that sense of time stopping, the work being fully satisfying and nourishing, being totally engaged in the process. Our orienting response brings us back into the present moment. Monkey-mind chatter quiets and takes a backseat because we are so engaged in what we are doing that joy takes us over, and we are living in the eternal now.


  While challenge and flow state may seem to contradict one another, in fact, they don’t. Our brain/central nervous system (CNS) only evolves with challenge—and one other thing, novelty. We help it develop by constant challenge, but also getting out of our comfort zones. It needs feedback to keep evolving and maturing, which is part of its inherent design. We put it in a new spot, change its environment, and crank up the creative pressure. It will do the rest. That is how the CNS has evolved. We are in the age of neuroplasticity. We now know that if you don’t use it, the brain and nervous system atrophy.


  It is All There Intrinsically


  Everything we need is inside us already. We only need the pressure of the journey to have it emerge. Then we need to nurture it. Intention is also key. What is your intent? This is the part that volition plays in our life. What does your heart want, what is it drawn to? What must be accomplished to get there, even if it seems silly or impractical to others?


  When I saw that I had about five years of prerequisites to complete just to apply for the Rolfing training, it seemed impractical, but I knew I had to do it. Later, I was very clear I had to learn tai chi and meditation. When I was younger, I knew that I had to go to the American Academy of Dramatic Arts. When I got drafted, I knew I had to go to New York City after the military, and in a way, that knowing kept me going those four long years. Later, I had to develop and perform my one-man show even though I was scared to death that people would think I was mediocre. I encountered the same thing when I went for my license to practice as a psychotherapist, which was another five-year process.


  These are inner stirrings, an inner directedness. Let no one tell you what is crazy or unrealistic. It is none of their business. Keep your own authority intact. For me, this is a lifetime path. Take no guff about your age. It is a blessing if you have the gift of starting early on, as Margaret did. But don’t let the chronological number representing your age masquerade as important. It isn’t. Age is a state of being, not a number. Every human body can gain from these disciplines that give rise to intrinsic singing. Treat your body to these (and other) marvelous disciplines and modalities: You and your body (your psyche-soma) will both benefit.


  Everyone is in a unique place on their life journey. I can only offer principles and inspiration because what you need in this moment can’t be predicted and isn’t a canned one-size-fits-all. Singing is completely unique to your body, psyche, history, aptitudes, needs, wants, capability, and talent. And it is all there within you already. It only needs uncovering; and then becoming instinctive again, the way Nature designed you.


  Finding Support


  I do not claim exclusive knowledge of everything I call intrinsic singing, though how I have combined the techniques and modalities, how I synthesize the disciplines in which I have trained, and how I teach, may be unique to me. I know there are good support providers out there because I’m hearing some great voices on Broadway and across the music world. The key is to find someone with maturity and experience who knows what they are doing and with whom you feel good. There are both a goodly number of charlatans and a goodly number of well-meaning incompetent folk in the performing arts world. This is where trusting a higher order comes in: Trust your gut, use your network, and trust that you will ultimately get what you need to evolve. Have confidence that there is a perfection we can trust.


  I had to seek out and find a teacher who had experience and knowledge about other paradigms that I suspected existed. I did not know how to get there myself. I sought out and found teachers I felt aligned with in studying several forms of yoga, tai chi, meditation, acting, and singing. To be completely honest, the real things in my life found me. What I now see is that I have good instincts. This I can trust, and so whatever I am drawn to, I can trust.


  Discovering, exploring and developing intrinsic singing for myself, those things and people I have trusted expanded and enriched my life. They kept me engaged on the path of becoming completely myself. I am closer to that whole self than I would have been without them. I know these disciplines can do so for others. I know you can find who and what you need.


  I would love to meet you at a rehearsal someday. Or maybe we’ll meet in my studio or in a class I give, uncovering intrinsic singing side by side. Whether or not we meet, I wish you the very best journey as you explore and develop intrinsic singing and become more completely yourself !
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  Glossary


  See previous page for list of below referenced Figures as live links.


  A


  Abdominal-Diaphragmatic Breathing: The abdomen (gut) is found below the thoracic cavity (chest) and above the pelvic cavity (pelvis).It contains the lumbar vertebrae, solar plexus, navel, digestive organs and enteric (intrinsic) nervous system. It is this cavity where abdominal-diaphragmatic breathing is initiated and controlled, which is the native, involuntary respiration in humans. This form of breathing regulates the intrinsic or singer’s muscles. Functionally, the cranium, the lungs, the abdominal cavity and muscles, and the pelvis are all involved, as they are all continuous in one fascial system. The spine and all internal connections are positively enhanced and enlivened by abdominal-diaphragmatic breathing.


  Abdominal-diaphragmatic breathing occurs naturally in sleep. It decreases tension, fatigue, confusion, anxiety, depression, and overall mood disturbances. Additionally, increased vigor is observed. In Western culture and in modern techno-culture worldwide, very generally, we are known to have lost a good degree of this native abdominal-diaphragmatic breathing in our waking states, and thus it must be redeveloped consciously through ongoing practice. (See Thoracic Breathing)


  Asanas: East Indian word for the poses or positions of the body in yoga. Asanas are designed for improving mobility through the opening of joints. Certain asanas really aid the singer in improving the elasticity of the “singer’s muscles.” I recommend the following asanas: Udiyama, Plow, Candle, Cobra, Downward Facing Dog, Sun Salutation.


  Auditory Zoom: The eye has the capability of zooming in (focusing) on the object of vision. The ear has this same ability. It can zoom in (focus) on the object of audition (hearing). Your left and right ears have different functions. The left ear handles the entire environment. The right ear can zoom in and listen to high harmonics; it can focus and listen to that which it chooses.


  The eye can zoom in and then return to a panoptic view. This is the iris of the eye, like in a camera, closing in and opening out. However, the ear can sometimes close because of a shock or trauma and cannot reopen without help. (See The Human Ear)


  Autonomic Discharge: The ability of an organism to biologically release acquired stress and tension. It happens when the conscious mind is out of the way. For instance, it is very common in Craniosacral bodywork sessions. Or, recall how sometimes just when you are about to enter the sleep state, your whole body suddenly jolts. This is a good example of autonomic discharge. At such times, the body is releasing excess tension through autonomic discharge.


  B


  Bel Canto: Initially, this Italian phrase for “beautiful song” or “beautiful singing.” referred to a style of classical singing that originated in Italy.


  It had comprised singing of polyphonic (multipart) music and courtly solo singing during the late sixteenth century. Later, it was revived and further developed in Italian opera in the seventeenth, eighteenth, and early nineteenth centuries. The term was not used to refer to a School of singing until the middle of the nineteenth century. Now it has spread to other genres of singing beyond opera.


  Biofeedback: Biofeedback is a technique to regulate body functions, such as heart rate and muscle tension. During biofeedback, the user is connected to sensors that feed back information (about their body functions) to the body itself. This is similar to how radar reports how fast you are driving.


  Body-Mind: The body-mind is one unified process including a panoply of aspects of your embodied self: physical sensations, emotions, cognition, motivations or instincts, as well as the totality of mind— conscious and subconscious. It is one unified and functional whole and can be separated and analyzed cognitively but never with the understanding that our body and mind are separate. Anything that happens in one aspect of the body-mind is immediately experienced in all other aspects. We must learn to encounter singing with a unified somatic approach and not a mechanical or composite approach. The body-mind is often referred to in modern therapeutic literature as “psyche-soma.”


  Bone Conduction: Dr. Tomatis demonstrated decades ago that the basis of hearing and listening to our own voice is the bone conduction in our own skeleton. Bone conduction is 10 times faster than what we hear of our own voice through air conduction. Bone conduction allows us to feel and hear the higher frequencies of our own voice, which feed us energy. Bone conduction of our voice through our skeleton is what the inner ear structure transforms into energy that feeds our brain and nervous system (Cortical Recharge). The Tomatis training improves bone conduction (in balance with air conduction) to improve listening ability, a key skill for mastering your singing voice.


  Bone conduction is more direct and energizing than air conduction of our voice. When we hear a recording of our own voice, we often do not recognize it at first nor enjoy it because we are hearing the low frequencies through air conduction. We miss the experience of bone conduction through our own body. Bone conduction provides us with the richness of resonance that is lacking in only air conduction of sound. Air conduction of sound accounts for the lower frequencies and is not energizing; in fact, can take energy from us. (See Skeletal Resonation)


  Boom in the Room: Margaret’s term for setting the room ringing by successful vocal emission. She’d say “your voice is much more interesting out here!” Technically called sonic return, it results in cortical recharge. It works within us as singers, but also by “setting the room off,” the audience receives the benefit across their own body structure. It’s a twofer! (See Sonic Return; Cortical Recharge; Vocal Emission)


  C


  Center of Gravity: In the human body, the Center of Gravity is the place that works as a fulcrum and balance structurally, energetically and in movement. Understood as the center of energy in Oriental Medicine, it is from where all vital energy is distributed throughout the body. It has a name in many cultures: In Japanese, it is “hara,” in Chinese, it is called the “dantien,” in East Indian/Yoga and Ayurveda, it is the “moving center;” on Western anatomy charts it is marked as the “center of gravity.”


  Clicker: This is a term Margaret Laughlin Riddleberger used. Recall that I have said you can’t learn a lot of what makes this multi-dimensional experience called Intrinsic Singing from a two-dimensional book. This clicker exercise is a very good example of why. It is really hard to successfully accomplish the Clicker and even harder to talk about it! I admit the term itself is a bit obscuring, because she used it to indicate three distinct but related things: First, the location where the formation and process of speech initiates (at the front of the mouth behind the front teeth, called Frontal Placement.) Secondly, she meant the sound that results in exercising the fine motor skill of frontal placement. Then she also used the same term to refer to the exercise of this refined sensory-motor skill in that precise location.


  The fog not-with-standing, I still use this when I teach, one on one. I persist because it is the heart of the whole thing! (However, I wouldn’t even try in a classroom setting. It requires the intimacy and precision of one-on-one.) Even though it is used instinctually in speaking, it will take most of us time to consciously discover, and eventually master, this sensory-motor skill as it relates to singing.


  Many singers are blind to the sophisticated simplicity embodied in natural speaking. However, very importantly, speaking is the physiological basis of singing. Here is an analogy: In a laser, there is a point at which all the energy becomes concentrated into a beam. That is what the clicker does. As a laser emits focalized coherent light, the clicker integrates diverse elements to focalize the sound: Breath, vocal emission, undistorted relaxed vocal tract, and volitional dynamic relaxation. If the vocal tract gets distorted in any way, the beam dis-unites. The desired end is a unity of these diverse elements.


  I say in the main text of this book that the clicker’s exact location can’t be universally defined. You have to find it in the front of your own mouth. As with the rest of the body, each mouth is unique. It can be pointed out and demonstrated, but you have to find it precisely in yourself. Recent research in ‘movement signatures’ shows that we all have unique distinctive patterns in our strategies of somatic activation, which means we all use our bodies slightly differently. Therefore, the location of the clicker can only be approximated: It is just behind your front teeth. To be more precise you’d need to be standing in front of me! (See Figure 4; Frontal Placement; Placement)


  CNS (Central Nervous System): The central nervous system is the complex of nerve tissues that control the activities of the body. In vertebrates, it comprises the brain and spinal cord. (See Vagus Nerve in Right Ear versus Left Ear; Vagus Nerve)


  Complex Adaptive Systems: Essentially, our world and everything in it, including us, is a complex adaptive system. The phrase ‘Complex adaptive system’ refers to the understanding that just because we know the parts of a system, does not mean that we understand the whole system’s behavior. As an example, within intrinsic singing, even though we know we chew food with our teeth, this does not tell the entire story of their full function. They are the most vibratory bones in our body and so play a key role in singing. The whole is greater than its parts and the output is not equal to the input.


  Examples of Complex Adaptive Systems: the human immune system, eco-systems, weather systems, cities, government, power grids, brain and nervous system, social networks, climate, an embryo, the human expression system, the human vocal apparatus.


  Cortical Recharge: Dr. Alfred Tomatis used this term to indicate one of the functions of the inner ear and brain, which transforms vibration of your own voice into an energy that revitalizes your nervous system. It is highly beneficial and a primary benefit of intrinsic singing. (See Boom in the Room; Sonic Return)


  Craniosacral bodywork: From the school of osteopathic manipulation, this hands-on bodywork encourages discharge of tension and held energy. When I saw that my Rolfing instructor Michael Salveson was using it very effectively to encourage autonomic discharge in his clients, including me, I went off to the Upledger Institute to study with Dr. John Upledger, D.O.


  By gently interfacing with the physiological rhythms of the Central Nervous System, energy blocks held within the body can release non-invasively. Our body has this ability to resolve and evolve if we receive compassionate and expert touch.


  I have seen the legs of a client raise completely off the table, many instances of full body discharge (where arms, limbs, torso, neck and head shake tension out) that are not volitional by the client. Many clients enter what they verbalize as a dream state. The so-called rational mind, the one that takes over when waking from sleep, is very inefficient. Craniosacral bodywork allows the waking mind to step aside, thereby allowing for deeply efficient and effective release of energy blocks. All this happens easily. The astounding human organism is capable of self-healing when the pre-conditions arise. Craniosacral bodywork provides these conditions or thresholds.


  Csikszentmihályi, Mihály: See Flow State; Dynamic Relaxation


  D


  Diaphragm: The diaphragm is the dome-shaped myofascial (the prefix myo indicates muscle) structure between the thorax and the abdomen. When relaxed, the diaphragm has an upward facing (toward the head) dome shape. When we inhale, the diaphragm flattens from its neutral domed shape, moving downward (toward the feet). It plays a major role in singing because this flattening and downward movement increases the volume of the thorax and thereby inflates the lungs. (See Dosing)


  Doidge, Norman, M.D: Norman Doidge, MD is a Canadian neuroscientist. Through his two books, The Brain that Changes Itself and The Brain’s Way of Healing, he popularized the understanding that human brains are connected and interacting with one another, changing moment to moment. He is a great admirer of Alfred Tomatis’ work.


  Dosing of Breath: An action in singing that generates a moving stream of air from the lungs, sustained by the psoas muscle (internal) and its external partners, the abdominal muscles. This support via the abdominal muscles doses the necessary and minimum amount of air to sustain phonation (vocal production). Learning (and embodying) how this dosing action functions is one of the key sensory-motor skills in intrinsic singing. Learning to use the air sitting in your lungs prior to taking an inhalation is key to singing effectively, especially over a long career.


  Dynamic Relaxation: I first discovered this phrase (although with Margaret, you learnt the actual experience very early on) in Aldous Huxley’s writing. Its chief characteristic is a balance of the polar tendency of tensional forces and relaxation in both mind and body. Paradoxical as it might appear, action is combined with relaxation. Dynamic relaxation is the state in which tension and relaxation are used in balance in exactly the right places at the right times. Everyone who wishes to achieve a high level of skill in a psychophysical activity like singing must have direct experience of this state. It is akin to the flow state of Mihály Csikszentmihályi (Hungarian-American psychologist) or the active-relaxed state learned in yoga, meditation, or the nonaggressive martial arts, e.g., T’ai Chi Chuan.


  E


  The Human Ear: The right ear is the executive ear in life and the leading ear in performance. This means it manages voice production in regard to the formation of consonants and vowels and coordination of all the produced vibration. The right ear relates to the higher frequencies (500 to 4,000 hertz), which is what singing is all about. There are small actions one can take to arouse the awareness needed to let the right ear exercise its native voice control. The left ear is more emotional and social in its function and manages lower frequencies, rhythm, and inflection. It is your ‘surround sound’ ear. (See TalksUp Device®; Auditory Zoom; Right Ear versus Left Ear; Tomatis’ Three Laws)


  Elocution: Elocution is the skill of clear and expressive speech, especially of distinct pronunciation and articulation. This was called “training in voice and speech for the stage” when I was trained as an actor. While the term elocution has fallen from use, diction and enunciation are evergreen. The bottom line is this: If every last nuance and syllable cannot be understood by the audience while speaking naturally yet never forcing, you are not doing your job well.


  This is as true for the singer as it is for the actor. Microphones don’t change this fact. Being mic’d does not make you more articulate; it only makes you louder. Many mic’d singers are unintelligible, often made worse by the amplification of the sound system. Again, if audiences aren’t following every glorious, well-written nuance and character detail of the story, then you are not communicating. Intrinsic singing is a discipline to enable communication artistically. Because of that, this skill of clear and expressive speech is critical.


  Embryonic Vibration: Before we speak, if we effectively emit vowels, they give rise to an embryonic vibration in the larynx. We do not control this embryonic vibration. We only control good vowel production, which then gives rise to embryonic vibration, which vibration is controlled by the ear. This vibration then travels to the cervical vertebrae, which are right behind the larynx. It travels across both a gap between tissues and the soft tissue itself. Astonishingly, this actually sets off the vertebral bones. This seems highly unlikely, but this is one of the magical keys to intrinsic singing. Again, this is not a sequential event of discrete actions. It is simultaneous and nonlinear. Analysis helps us see the parts, but there are no parts that make elephants. (See the preface to this book.)


  Embryonic Vibration happens in the sound center.


  Note that there needs to be a certain degree of relaxation and spatial relationship between the larynx and the vertebrae to accomplish this. This relationship is both accessed and enriched by the singer’s posture. When the embryonic vibration has reached the vertebrae, it is now resonating as both skeletal and cranial bone vibration. This bone vibration is the basis of your own voice (both speech and singing) and it is ten times faster than what you hear of it through the air around you. This bone vibration is also what feeds you energetically.


  Nonlinearly, here is another astonishment: The embryonic vibration also then gives rise to highly effective vowel production, which seems to contradict the definition just given. Chicken or egg? No! Nonlinear complex adaptive systems! (See Cortical Recharge; Complex Adaptive Systems; Singer’s Posture; Sound Center; Speech Center; Vocal Folds)


  Enunciation: Articulation of each vowel and consonant in both speech and singing. Vowels sustain the sound but the consonants launch the vowels, which makes them critical. Enunciation takes precision, energy, and strong intention while remaining relaxed. (We never want to lose dynamic relaxation.) It allows for the ringing quality of these sounds to carry in a performance space. The intention is to enable clear communication of ideas, emotion, and stories. Enunciation is culturally out of favor in the USA. The lack of enunciation is heard in a “lazy” use of lips and mouth, cheeks being flaccid, meaning not animated, and thick tongues (tense or flaccid tongue muscles). Enunciation is critical to performance and is not an option in intrinsic singing.


  Ephemeralization: Ephemeralization, is defined by R. Buckminster Fuller as doing ever more with ever less. An example includes RAM storage in computers. Or the fact that by model year 2016, a single iPhone carried more computing power than was used by NASA in 1969 to get a man on the moon. Ephemeralization can be understood as a best practice of using the least amount of energy for the greatest effect. Nature is supremely efficient. Our central nervous system, which includes our brain, has evolved in nature to be the most adaptable and effective energy conserving organic system yet known in science. It out performs central processing units in computers.


  Intrinsic singing, which uses the least amount of air to get the most resonance, can be understood as an example of ephemeralization. (See Dosing of Breath; Fuller, R. Buckminster; Synergy; Tensegrity)


  Enteric Brain: The enteric nervous system (ENS), or intrinsic nervous system (INS), is one of the main divisions of the autonomic nervous system (ANS) and consists of a mesh of neurons that govern the function of the gastrointestinal tract (from esophagus to anal canal). It is part of the Central Nervous System (CNS) but can also act independently of it.


  The ENS is also called the “second brain.” Some martial art and meditation teachers have suggested that it is related to the dantien/hara/ moving center of Eastern medicine. (See Center of Gravity)


  Eustress: Eustress is moderate or normal psychological stress interpreted as being beneficial for the experiencer. Also called “creative stress” or the challenge necessary for development. Modern brain science has shown that our nervous system advances itself only with challenge. (See Selye, Hans)


  Extension (always paired with flexion): Extension and flexion are movements that occur from the shortening and lengthening of muscles. They refer to decreasing and increasing the space between two body aspects. Flexion refers to a movement that decreases the space between two body segments. Extension refers to a movement that increases the space between two body segments. When we inhale, extension of the intrinsic muscles between the ribs opens that space; when we exhale, flexion reduces that space between each rib. (See Flexion)


  Extrinsic Muscles: A group of muscles lying superficially in the body, in contrast to intrinsic muscles, which are located deep under the surface. Extrinsic muscles take their action from the intrinsic muscles and do not initiate movement in survival situations. They mirror the action of the intrinsic muscles1 and thus extend movement out into space, as in reaching or locomotion.


  F


  False Self: The false self is an artificial persona that gets developed very early in life through the socialization process and through traumatic experiences. This persona attempts to protect us from re-experiencing further trauma and stress. This false and “public” self appears polite and well mannered. It puts on a show of being authentic, though it is outer directed, not inner directed. It is related to reflexive, automatic defense mechanisms that are acquired in childhood as an attempt to protect us. In spiritual traditions, the term “ego” refers to this false self. (See Pseudo-self )


  Fascia: This is a unified, global, and continuous connective tissue package consisting primarily of collagen under the epidermis. It attaches, stabilizes, encloses, interpenetrates and separates muscles, bones, tendons, nerves, and internal organs. It is one network of continuous tissue from top to bottom, superficial to deep, back to front, and side-to-side. It even goes into the nucleus of every cell in the body. It was named as the organ of movement by biochemist Dr. Ida P. Rolf, PhD of the Dr. Ida Rolf Institute of Structural Integration. (See Figure 2: Fascial bundles; Figures 10 &11: Skeletal fascia. For how fascia concerns intrinsic singing, see also Proprioception; Recoil.)


  Felt Sense/Felt Experience: The felt sense is the embodiment (bringing awareness inside the body) of one’s ever-changing sensory/energetic/ emotional experience. The felt sense moves our focus from actions and objects happening outside us in the world, to qualities of our present, internal experience (e.g., pain, sensations, apprehension) but not thought. It is felt, not cognitive nor language based. (See Gendlin, Eugene)


  Fight-Flight-Freeze Response: This is a neurophysiological and automatic reaction that happens in response to a perceived harmful attack, event, or threat to survival, real or imagined. Dr. Walter B. Cannon (Harvard physiologist, d. 1945) proposed a theory that animals react to threat with a general discharge (autonomic release) of the sympathetic nervous system, in preparation for fighting, fleeing or freezing. It is generally written as a series, separated by commas. In this book I deliberately use hyphens to underscore how it is actually a single state in continuum. (See graph, Figure 5)


  Flexion (always paired with extension): In anatomy, flexion is a joint movement that decreases the space between the bones that converge at the joint. Flexion is initiated by muscle contraction. A muscle that flexes a joint is called a flexor: The small muscles of the rib cage flex and the ribs come closer together. Or if they extend (extension, which is an extensor muscle performing) they increase the distance between the ribs. (See Extension)


  Flow State: A term coined by the psychologist Mihály Csikszentmihályi in the mid-nineteen seventies. It has the effect on us as if time has stopped. It is an intentional (not day dreaming) determined aspect as we practice in the moment. We abide in the pure present due to our deep engagement. The challenge at hand must be neither too much, nor too little. While the term is widely used now, beyond psychology, the concept predates the term by thousands of years, having long been known in contemplative practices.


  Forbrain®: This is a user-friendly device developed from the work of Dr. Alfred Tomatis that uses a bone conductor and dynamic filters (removing the lower frequencies that interfere with singing) to provide feedback to the user. The Forbrain is understood to improve perception by optimizing all the components of the audio-vocal loop (the partnership between the inner ear and the voice). It improves speech, fluency, memory, focus, coordination, and many other sensory functions. This results in improvement in the psyche, cognition, and reactive emotional states, as well as improving phonation (vocal production). It is simple and safe to use, and it comes with full instructions. [See the Singer’s CENTER Resource page at the back of the book for further information.]


  Frontal Placement: This refers to the action of initiating singing directly behind the teeth. The oral cavity or anterior (front) part of the mouth begins at the location where we pronounce a hard “g.” This location is the demarcation between the hard palate and the soft palate (which includes the uvula). It is the shared border between the speech center (mouth) and sound center (pharynx). The end of the hard palate is the end of the Speech Center. From there backward is the Sound Center. And as you remember, I’ve been at pains to say that these two centers need to be kept separate.


  Frontal placement is the action of initiating singing in the speech center, rather than back in the throat, which is the sound center. These two centers must be kept independent in intrinsic singing. Based on my direct experience, I would argue this is how the human vocal apparatus is designed to sing. (See Placement; Clicker)


  Fuller, R. Buckminster: Expelled from Harvard University twice, R. Buckminster Fuller (often referred to as Bucky) a self-defined Artist/Scientist was an American visionary trained as an architect who worked as an anticipatory design scientist, a systems theorist, author, inventor, and cosmologist. He called himself a “comprehensive anticipatory design scientist working on behalf of humanity, in support of integrity of Universe.” Fuller published more than twenty books, among them Critical Path, Manual for Spaceship Earth, and Grunch of Giants. He produced numerous inventions, held twenty-eight patents, with his best-known artifact being the geodesic dome.


  For our purposes, his terms “ephemeralization,” “synergetic,” and “tensegrity” hold much interest. (See Ephemeralization; Synergy; Tensegrity)


  G


  Gendlin, Eugene: Eugene Gendlin was an American psychotherapist who worked with the concept of felt sense. Also called interoception (related to proprioception) felt sense helps you discern and perceive what is going on inside your body prior to interpreting it with words or concepts. What Gendlin referred to as felt sense or felt experience is direct somatic experience, not an abstract idea. This felt sense is an embodiment (bringing awareness inside the body) of one’s moment-to-moment experience and ever-changing sensory/energetic perceptions. As a direct kinesthetic experience, felt sensing moves our focus from thinking, planning, and the objects outside of us to qualities of our present internal experience, like physical sensations, “gut” feelings/ perceptions, intuitive perceptions/impulses, and energy flow.


  General Adaptation Syndrome: Hans Selye’s 3-stage process that describes the progression of biological duress over time: Alarm, resistance, finally exhaustion. His graph describing this is found in Chapter 6. Note that anything biological is also psychological, as all aspects of the psyche-soma or body-mind are one unitary process. (See Figure 5)


  H


  Holonomic Brain: See Pribram, Dr. Karl


  I


  Interoception: Interoception is a sense of the internal state of your own body. (See Gendlin, Eugene; Proprioception; Felt Sense; Kinesthesia)


  Intrinsic Muscles: The intrinsic muscles are a system of muscles situated deep within the human body structure, at the core, in contrast to extrinsic muscles, which are located superficially (under the skin). Bear in mind that these muscles are encased in fascia, so we are really talking about the fascial body. The intrinsic fascia contains these muscles and has the initiatory function1 in the body, as opposed to the paired extrinsic muscles and extrinsic fascia, which extend movement in space (locomotion with your legs or pulling something toward you with your arms). The intrinsics (muscle and fascia both) are also considered the emotional layer or the core. In classes, I like to say that the big muscles (extrinsic muscles) only do what the little muscles (intrinsic muscles) tell them.


  Intrinsic Singing: Synonyms for ‘intrinsic’ that help illuminate the connotations are: Inherent; inborn; innate; natural; essential; constitutional and interior. What I mean by intrinsic singing is the process of uncovering one’s own singing voice; we could say genuine or authentic. At your first encounter of all this description, detail, and training, it may seem evasive or achieving it arduous. Please suspend immediate judgment. I am testimony to how it is achievable. I discovered how well defended I was and when I was able to penetrate the protective biological mechanisms, I was amazed how much simpler and effective my singing became. I was equally amazed how much it bloomed out into my personal life; the benefits were deeply satisfying. It will take perseverance and dedication, but you will then achieve thresholds of free self-expression and enriched artistic expression. I define intrinsic singing as the form of singing that arises when the genuine voice—intrinsic voice—comes forward, sometimes spontaneously. For most of us it will mean work. It is so well worth it.


  Intrinsic Voice: There is no difference essentially between speaking and singing, except in the quantity of air needed. Intrinsic singing follows the same principles and dynamics as well-produced speaking. Intrinsic Voice includes relaxation, minimum air, minimum tension in the throat and full body engagement.


  Italian Vowels: Actors who sing need good training in both voice and speech. Actors and singers also need to train themselves out of their acquired regionalisms, at least while in performance, as well as learn accents not native to them.


  As a singer, if you speak well and clearly and then learn the five Italian vowel placements, this knowledge will take you very far—as far as you care to explore. Why? The Italian language is the most front-placed language. Using the Italian pronunciation of vowels will take the least amount of effort and will emit the resonance out into the performance space (boom in the room/sonic return). Because these vowels are articulated using complete relaxation, no other intrusive movements (like arching palate or dropping jaw) will be required.


  The Italian vowels are referred to as “pure sounds,” a single sound that is emitted throughout phonation. They are not diphthongs, nor triphthongs, whereby two or more vowel sounds are phonated serially, each vowel morphing into the next. Good examples of diphthongs are the English language exclamations of “Hey!” and “Boy!” Pure vowels are easy to understand and easiest to emit. It makes sense to use them in singing.


  In intrinsic singing, we use the Italian pronounced vowel and then add a slight, final adjustment (using consonants and emotion) as the sound ends, to provide the artistic color. (See Elocution, Enunciation)


  J


  ***


  K


  Kinesthesia: Kinesthesia is awareness of yourself in space. The proprioceptive sensory organs make this possible. They are located in the organs and joints and are called proprioceptors. (See Proprioception and Interoception)


  L


  Larynx: Also known as the voice box, the larynx is located in the throat and houses our vocal folds. It is a hollow cartilaginous/muscular organ comprising the upper part of the air passage to the lungs. It is a very durable structure. If you are having vocal problems, please understand that you must be pushing somewhere in your process, even if you are unaware of it as yet. Tomatis’ work clarifies that the larynx’s function is under the control of the inner ear and nervous system. Therefore, by design, when we don’t meddle with it, it remains completely relaxed. It is our function of listening and the formation/ generation of a vowel in the front of the mouth that engages and drives the larynx. We don’t control it. The ear manages it. (See Figure 16)


  Listening Posture: This posture is the foundation of the most effective spatial orientation of the cochlear and vestibular systems. These are aspects of the inner ear which, when positioned at a specific angle in space, improve auditory receptivity and consequently, vocal emission. In the world of audiology and hearing tests—as opposed to listening tests—these systems are treated as two distinct systems that communicate. However, Tomatis asserts that the cochlear and vestibular systems are functionally a single system. This posture prepares us to acquire the Singer’s Posture, because it is actually an aspect of the Singer’s Posture. (See Singer’s Posture)


  M


  Mid-Dorsal hinge: The Singer’s hinge. This is a term that captures the potential adaptability in the human spinal column as it relates to intrinsic singing. It is crucial if you are going to learn to “dose” air sustainably, and instinctively, in the process of singing. It is the ability to expand the thoracic cavity using the upper ribs, getting them closer to horizontal, is key to achieving flexibility and unified function throughout not only the thoracic cavity, but also the pelvic, abdominal, and cranial cavities. (See Rolodex; tensegrity; Figure 9 and Figure 12)


  Mindfulness Practice: As related to intrinsic singing, mindfulness practice is contemplative training that involves focusing your mind on your moment-to-moment experience (your emotions, thoughts, sensations, and perceptions). Mindfulness practice involves volitional meditation posture, abdominal-diaphragmatic breathing practice, overall awareness of body and mind, and body relaxation. Singing in front of an audience demands that you are able to be present, moment-to-moment. For most of us, this has to be trained. In pursuit of embodying intrinsic singing, we work our instrument, body and psyche, while being mindfully aware. You could say that mindfulness is the intrinsic quality found in the attainment of the Singer’s State. (See Abdominal-Diaphragmatic Breathing; Singer’s State)


  Mirror Neurons: A mirror neuron is a nerve cell that activates both when we act, as well as when we observe the same action performed by another human. The neuron “mirrors” the behavior of the other, as though the observer were herself performing the action.


  Motor Skills: The term “motor” involves movement, as in “motor car.” Motor skills are those skills learned through repetition and application of focus on very specific desired movements and their particular results. The application of repetition and focus brings about a permanent change, sometimes called “muscle memory.” It involves new neurons and pathways being generated via the repetition and focus on exact and correct movement. Motor skills are associated with performance in the sense of achieving a threshold of excellence. For actor/singers, it is theatrical performing, singing, dancing, and playing instruments. For a trapeze artist or car mechanic, it would be other skilled movement. (See Sensory-motor skills)


  Moving Column of Air: This is how Margaret referred to what Tomatis called “dosing.” I sometimes call it “the airstream” because like a woodland stream, it is continuous. (See Dosing)


  Muscle Memory: This phrase is a fallacy, although you hear the term used a lot in every day parlance when it comes to learning. Muscles themselves do not have memory; the nervous system does. The mirror neurons in the prefrontal cortex enable somatic learning by observation, not just enactment. The grey and white matter of the brain work together, sending signals down along the axons to all our extremities (all five, 4 limbs and your head). In this process, if the practicing is of good caliber (not merely repetition but intensely focused, in short sets and with good rest between) myelin sheathing increases in girth, protecting the axons from losing energy (much like rubber insulation does in electrical wires). This lets the message travel faster and stay on track. See the recommended reading list in this book to view a video and read more on this best process of learning and practicing. (See Motor Skills, Procedural Memory)


  N


  Neurofeedback: Generically, biofeedback for the Central Nervous System/brain. It is a form of biofeedback in which the individual’s organism responds to information about its own energy expenditure, which it receives in the form of electrical activity in the nervous system. This is training designed to bring about optimal states of calm and relaxation, reduction of performance anxiety, and improved present moment awareness and wellbeing. (See Biofeedback)


  NeurOptimal® Neurofeedback: This is a nonlinear, dynamical form of neurofeedback training that is nonmedical. It is training for the body and brain that is completely noninvasive and allows the person’s own system to renormalize based on its own innate intelligence. In real time, it mirrors information back to the trainee in the form of audio and visual information. The trainee’s body responds by learning to be more present and expend energy in a more sustainable manner. One of the founders of NeurOptimal is Valdeane Brown PhD, a student of Dr. Karl Pribram who developed the model of the holonomic brain. (See Holonomic Brain; Pribram, Dr. Karl)


  Nonlinear Dynamical Systems: The same as Complex Adaptable systems. In physics, a non-linear system is a system where the change in energy output is greater than, not proportional to, the energy input. These systems may appear to be chaotic, unpredictable or make no common sense from a linear-systems way of thinking. Essentially, this is the principle of ‘the whole is greater than the sum of the parts’. Examples of non-linear systems are weather patterns, avalanche activity, the human brain and the human vocal system. (See Complex Adaptive Systems)


  O


  Occiput (Occipital Bone): The occiput is the area at the back of the skull which is both just above the neck (cervical vertebrae of the spine) and at the base of the skull. Side to side, it runs from ear to ear.


  The occiput is effectively the back border of the sound center (pharynx/larynx). One of the goals of the singer’s posture (just as in Tomatis’ listening posture) is to produce space between the cervical vertebrae by lengthening the neck. This in turn keeps the sound center unimpeded. In the singer’s posture, the occiput should feel like it is reaching toward the heavens.


  Orienting Response: The orienting response is also termed orienting reflex. It is an organism’s reflexive biological response to novel information (i.e., regarding threat or change). The nervous system orients immediately to what is happening now using the orienting response. For example, when the doorbell or your phone rings unexpectedly, for a split second the nervous system asks, “What is that? Am I in danger?” and orients accordingly. (See Startle Response)


  P


  Panic States: See Trauma Trigger


  Pharynx: The pharyngeal space is technically a cavity above the larynx at the back of the mouth. Everything that is above the larynx (voice box), behind the tongue, and up to the internal openings of the nasal passages is the pharynx (called naso-pharynx). (See Larynx; Figure 16; Voice Box; Vocal Folds)


  Phenomenological Research: Phenomenological Research is a qualitative research method that is used to describe how human beings experience certain phenomenon. It allows the researcher to delve into the perceptions, emotions, cognitions, perspectives, understandings and feelings of those people who have actually experienced or lived the phenomenon or situation of interest. It can be self or other’s experience.


  Phonation: the production of speech, not merely sounds; to send forth an intelligible sound. Sometimes called ‘utterance’ because it is communication outward, not merely sounds made. (See Sound Center)


  Placement: This refers to the economical use of the speech center, which includes the mouth cavity, the clicker, the tongue, the teeth, and the lips. It includes the movement of the tongue in relation to these other organs and structures. A well-placed voice uses articulation and what used to be called elocution. (See Elocution; Enunciation; Frontal Placement)


  Pribram, Dr. Karl: Dr. Karl Pribram was a neurosurgeon and neuropsychiatrist. He elucidated the principles we find in the model of the holonomic brain. He did seminal work on the limbic (emotional and behavioral aspect, especially for survival) brain, motivation and consciousness. His work significantly contributed to what we now understand of the human brain: Not a parts model, nor a mechanical perspective; rather, a unitary organism functioning unitarily.


  In the true marital art of T’ai Chi Chuan, this is the whole experience of embodied self, as a unitary being, versus controlling the parts with the head.


  His work underpins the non-invasive and non-linear quality of NeurOptimal, so effective in resolving performance anxiety. (See Holonomic brain; NeurOptimal Neurofeedback)


  Primary Perception: Primary perception is direct somatic experience without the filter of thoughts, language, or concepts. This is the ability to kinesthetically experience through the senses prior to thought. It is sometimes referred to as “gut feeling.”


  Procedural Memory: Procedural memory is a part of the long-term memory that is responsible for knowing how to do things. It is also a sensory-motor skill. It comes about through accurate repetition. Procedural memory stores information on how to perform sequential tasks such as walking, riding a bike, talking, or singing. Delving into something in your procedural memory does not involve conscious thought. In intrinsic singing we want to get to a point where we are not thinking about what we are doing. Procedural memory will allow this.


  This is why Daniel Coyle, the research journalist, says deep practice paired with masterful coaching is crucial. Because there are so many ways humans learn, it is imperative to find and use the learning aptitudes within which each student thrives. I would include in this listening capability. For a terrific précis on the myelin process affecting practice, see the Epilogue of his book written in a straight forward easy to follow manner. Find his title in the Recommended Reading List of this book. See also the Articles page for a TedEd video on myelin in the act of effective practicing which is visual, concise and clear. (See Motor Skills; Muscle Memory)


  Proprioception: Proprioception is internal knowing derived from internally generated stimulus, showing us where we are oriented in the space around us. It is often conflated with kinesthesia, which is the internal knowing of your body movement. Proprioception is being referred to in our time as the sixth sense in humans, not in the sense of ESP or clairvoyance or hunches; rather, it is another way that the actual senses perceive, since it uses internally generated sensate messages to tell us how and where we are located in our surrounding environment (standing, leaning, erect, near a wall, etc.)


  This is not isolated movement of discrete muscles. Rather, it is the entire unitary package in movement. (See Interoception; Recoil; Fascia)


  Pseudo-self: This is my term for the ‘false self ’ of ancient traditions. It is often called ‘ego’ in spiritual practices. This is not the ego of western psychology, which is equated with a healthy sense of one’s self. This is an unhealthy, artificial, constructed masque based on fear and trauma; it functions as a defensive device or persona. It impedes accessing the intrinsic voice.


  Pseudo-Voice: Margaret used the term back-up system to describe what happens when the singer does not keep the sound and speech centers independent of one another. Based on my experience studying with her over two decades, I have to agree. But I prefer the term pseudo-voice. In my own case, when I finally achieved the intrinsic way of singing, I realized that I had previously been using a much less effective vocal process. Now, I had much more range, power, resonance, ease, clarity, true human expression and emotion; my intrinsic voice, not my pseudo-voice.


  Psyche-Soma: Greek for the soul-and-body unitary experience. (See Body-mind)


  Psychological Trauma: This is a type of overload to body/mind that occurs as a result of a distressing or overwhelming event. Trauma is often the result of an overwhelming amount of stress that exceeds one’s ability to cope or integrate the emotions (energy in motion) involved with that experience. Trauma may result from a single distressing experience or recurring events of being overwhelmed that can be precipitated in weeks, years, or even decades as the person struggles to cope with the immediate circumstances, eventually leading to long-term negative adaptation and loss of resilience.


  Pushing: Pushing is the use of force and constriction in any aspect of singing. This includes emotionally pushing and physically over-exerting. Remember that the speech center and sound center must be kept independent of one another.


  When the speaking voice is being produced well, it is initiated from the front of the mouth (the speech center). Recall that I have underscored that the singing voice is exactly the same. The pushing starts when the two centers are not kept independent by the singer. This causes the singer to force or push because these two independent cavities will not work the way they are designed, when combined. The ear is in charge. The singer keeps trying to force it. Now you have tension in the pharynx and larynx. The larynx will eventually start to shut down, because it is designed to be relaxed at all times. The whole system begins to degrade from there. Remember that the hallmark of singing is dynamic relaxation.


  The larynx is a very durable structure. If you are having problems, you have over-exerted a lot to get to that state. Dr. Tomatis believed that singing was an art and that singing without effort was one of its primary goals, and fatigue while singing indicated a problem.


  Q


  Quantum Physics: Quantum physics is a current physics model supplanting to a large degree what is now known as Classical Physics, Classical Mechanics, or Newtonian Physics associated with Isaac Newton and his laws. Quantum Physics relates to the nature of particles and waves that constitute matter, and the way they interact. Reality is understood to be multi-dimensional in quantum physics with eleven known dimensions defined so far, different from the four we all know: height, width, length and time. Quantum Physics is an understanding that there is more to reality than the visible Universe. For our interest in intrinsic singing, quantum physics concerns the non-linearity found in the vastness of the universe and all contained within it. This includes the movement of sound and vibration and the complex adaptivity of systems. The human vocal apparatus is an example of such systems. (See Complex Adaptive Systems; Nonlinear Dynamical Systems)


  R


  Recoil: This refers to the dynamic recoil action of the human fascial system. Athletes and their coaches have to know a lot about their musculature, anatomy, and the production and sustaining of energy. Studies show that runners get more energy via recoil in fascia than their muscles alone provide. The Rolfing community and Exercise Physiologists have researched this recoil action, which is how it came to my attention. And I knew this action intimately from my work in training the gut for intrinsic singing.


  Let me underscore that Intrinsic Singing is an athletic event. However, like t’ai chi and yoga, it is long, slow, relaxed athleticism, as opposed to pushing and forcing. To sidestep the over-exertion in the use of muscles, we rely on elasticity and timing (phases of engagement and release). As Tom Myers, Rolfer, Anatomist and author of “Anatomy Trains” puts it, this is like playing with a yo-yo.


  Recoil has to do with fascial elasticity and the stored energy in the fascia, like the stored energy in the momentum of a yo-yo. It is known to be body-wide tensile recoil, and it is proven that fascia is a reservoir of energy and power. Recoil is what happens when the engagement is completed. You engage, release and engage again.


  The entire unitary package of fascia embodies terrific recoil ability, creating power for movement and work, while using less glucose than muscles and therefore, using less energy. Fascia makes us more efficient. Intrinsic singing is all about accessing and utilizing this tensile energy.


  Remember Michael “Air” Jordan, the American basketball player? His miraculous psoas muscle/fascia, enabled him to effortlessly become airborne, almost over the heads of the team. In the same manner, in intrinsic singing, the fascial recoil feeds the lung capacity, which then feeds the stream of air being perfectly dosed, which then feeds the sonic return. This is how big, effortless sound is born. This is the basis of compelling performance in both acting and singing.


  For singers, an excellent example was Sammy Davis, Jr. He could effortlessly dance, elastically, yet while singing, proof of possessing great power. (See Fascia; Proprioception; Figure 18: Ilio-psoas muscle)


  Reductionism: This is a theory in both psychology and biology that assumes analyzing or breaking down a complex phenomenon into its simpler parts or its basic parts will give you an understanding of the event/phenomenon. It is stacking the constituents and thinking you get the whole picture. That is how Frankenstein was built. But because we know that the whole is greater than the sum of its parts, we can no longer think or work this way. The interaction of parts isn’t the same as understanding the whole, and by knowing the parts you do not necessarily grasp the whole. Reductionism oversimplifies a thing or issue, ignoring its true complexity and thereby causing misperception.


  The more current understanding, called holism, is the assumption that complex things are irreducible to their constituent parts. Synergism is another related theory. (See this book’s Preface; See Synergy)


  Refined Motor Skills: This term refers to the coordination of small muscles in movement. The following is a list of the refined motor skills needed for intrinsic singing: oscillation of vocal folds, dosing of the breath, frontal placement, skeletal resonation, relaxed enunciation, skilled vowel shaping, vowel emission and virtuosic listening skills. (See Motor Skills; Sensory Motor Skills)


  Resilience: The psychological resilience model, distinct from everyday use that connotes ‘springing back’, is the ability to grow through stress and trauma. A resilient person develops and matures through most experiences, however tough.


  Resonance: In Physics, the technical definition speaks to the simultaneous strengthening or prolonging when sound bounces off surrounding objects. For singers, resonance is the glorious magic that allows a singer to fill a large hall with sound without electronic amplification. Resonance is vibration that creates a sympathetic reaction through the singer’s skeleton, especially the spine and cranium. (See Sinus/Nasal Cavity)


  Right Ear versus Left Ear: Dr. Tomatis’ work demonstrated that the auditory system is the only physiological system where right and left have different functions. His research, based on neurophysiology, showed that we sing with our right ear, or our performance ear or our leading ear. The right ear also controls balance, gait, posture, and kinesthesia. The right ear controls and analyses sound; its function is motivational; it also manages social engagement.


  The left ear is our “surround sound ear,” as Tomatis Instructor Maude Le Roux, calls it. It handles rhythm and inflection, perception, the musicality of language and prosody and is sensitive to intonation.


  Any functional imbalance in the auditory system can show up as dysfunctional listening capabilities and weak musicality. Tomatis training is gymnastics for the middle ear muscle system. It renormalizes the system toward a unified balance.


  The Tomatis work improves the function of the Vagus Nerve (the 10th Cranial Nerve or the Pneumogastric nerve, longest and most complex of the cranial nerves). It is called the great calming nerve. The Vagus nerve connects the ear to the rest of the body, travelling through (among other places) face, lips, jaw, neck, larynx, throat, heart, lungs and on into the gut. It plays both a central role in singing, and an enormous role in singing. Its branches include pharyngeal and laryngeal aspects and a rare nerve effect on skeletal muscles. Its importance in singing cannot be overstressed. The Vagus nerve is a central focus of many trauma resolution approaches today. The work of Tomatis has brought this inquiry to the attention of many in the therapeutic community. (See Human Ear; Vocal Folds)


  Rolfing Structural Integration: Rolfing is a registered/trademarked system of bodywork using connective tissue reorganization and movement education originally called “Structural Integration.” It is an outcome-based process directed by specific goals that sequentially and comprehensively work throughout the body to optimally organize and align it in gravity. It then balances the dynamic relationship between the major body segments, resulting in a more unified whole. The basic series consists of a 10-session protocol. Dr. Rolf ’s work is offered by individuals certified by the international Dr. Ida Rolf Institute, headquartered in Boulder, Colorado (www.rolf.org).


  Rolodex: A Rolodex is a desktop card index (made obsolete by electronic data retrieval systems) used to record names, addresses, and telephone numbers in the form of a rotating spindle to which removable cards are attached. As an instructive image, it relates to the flexibility that can be discovered in the rib cage for intrinsic singing. It gives a good visual for the mid-dorsal hinge. (See Figures 9 and 12; Mid-Dorsal Hinge)


  S


  Selye, Hans: Hans Selye was an Hungarian-Canadian endocrinologist who developed the biological stress model, which states that having achieved a threshold of stress over time, a moment arrives when the human organism goes into exhaustion because it can no longer resist that stress. As performers, our interest in the stress model has to do with learning to reduce panic states or what is called performance anxiety. (See Pribram, Karl; Figure 5 in Chapter 6)


  Sensory Motor Skills: These are refined motor skills attained via the senses such as speech, hearing, proprioception, and balance (different from physical motor skills). In intrinsic singing you will have to take these fundamental skills to a higher degree. There are both gross and highly refined sensory motor skills, of which speech is the pinnacle. Animals do not have this gift of articulate speech. It is a wonder of creation. (See Motor Skills; Refined Motor Skills)


  Singer’s Hinge: See mid-dorsal hinge; Figures 9 and 12


  Singer’s Muscles: As an example of singer’s muscles, consider the intrinsic muscles in the thoracic cavity that control the movement in the space between the vertebrae and ribs. They are also called “emotional muscles” or “core muscles.” As with all core/singer’s muscles, they function best in a relaxed and elastic state, functioning in dynamic relaxation. Note that the singer’s muscles appear throughout the core, in the pelvic, abdominal and cranial cavities as well. These are the muscles that initiate movement in survival situations and those we must develop as singers if we want to excel. (See Figure 1)


  Singer’s Posture: The singer’s posture is very similar to Tomatis’ listening posture, using the mid-dorsal hinge (the singer’s hinge) to effect a necessary spatial relationship between the cervical spine and larynx. The practice of tai chi develops the receptive singer’s posture. The Singer’s State depends on it as a fundament. (See Listening Posture; Singer’s State)


  Singer’s State: The singer’s state is a physical, mental, and emotional condition that simultaneously involves global and single-pointed somatic awareness and engagement in one’s center of gravity. It is achieved in a state of dynamic relaxation with the speech mechanism as the motivator of the singing voice, in partnership with the listening function, and actively orienting toward the singer’s posture. It is a conscious and determined state that singers can develop at ever-higher degrees of proficiency, and it best begins with awareness in the belly/center of gravity. (See Center of Gravity; Listening Posture; Singer’s Posture)


  Sinus/Nasal Cavity: These bony sinuses are a connected system of hollow cavities in the skull. Your cheekbones contain your maxillary sinuses (the largest). The low-center of your forehead is where your frontal sinuses are located. Between your eyes are your ethmoid sinuses. In bones behind your nose are your sphenoid sinuses. They are cavities that amplify and produce resonance, whether for speech or singing. (See Resonance)


  Somatic: Somato, from the Greek “soma” meaning “the body;” this word in English refers to our physical body. It is often compounded with other aspects of the human psyche as in ‘Somato-emotional release.” Soma is not mind, nor soul. It is with your body, through your body, using your body. (See Body Mind; Somatic Skills)


  Somatic Engagement: This simply means ‘you can’t phone it in’, you have to be home and engaged in your body. But specifically, what I am pointing at here is a form of somatic engagement beginning in the center of gravity that is profoundly necessary for intrinsic singing. This is the ability to volitionally engage elastically at the deepest muscle and connective tissue layers, initiated in the gut. This somatic engagement produces a unification of the singer’s body and mind, and it has a direct impact on voice production. Crucially, when this precise somatic engagement is accomplished effectively, singing and speaking will feel the same somatically.


  It isn’t too fine a point to tell you that finding and feeling this way of working in your body, this is the disorienting factor I mentioned in the text. It is a no man’s land; you haven’t gone here in your life. It’ll be crossing a big chasm.


  Finding it is streamlined tremendously by bodywork, which is why I am at pains to point this out in the book. Engaging in this way will unearth stored memories both physical and emotional, and we all go into avoidance of these memories as a survival reflex. That’s where a skilled bodyworker helps. You aren’t alone and you get help finding it.


  Believe me, you will never regret developing this way of working. This is the foundation, physically and emotionally, of being nobody but yourself. It will take courage and perseverance to become adept at it. Margaret called it finding ‘the button’. It turns the system on. (See Recoil; Wobble; see the Index entry: Wobble)


  Somatic Signature: This term is used in body-mechanics research. Each individual is unique with distinct movement patterns by which she can be identified. Patterns of movement in the intrinsic muscles are unique to each individual. This is why I work with every singer as utterly unique, with training and coaching determined for her at her rate and based on her need. (See the Recommended Reading page for research study detail.)


  Somatic Skills: A somatic skill is the precise coordinated engagement of specific muscles for a particular goal. In the case of singing, I mean learning to engage and coordinate fascia and muscle sheets from pelvis into abdomen, rib cage, and neck for the express purpose of allowing the perfect dosing of the minimum airstream needed. (See Somatic Engagement.)


  Sonic Return: This is the term musicians use to indicate what Margaret called the “boom in the room.” It is a reverberation that occurs in the space in which you are singing. It then envelops both singer and audience. It is very important for a singer because it feeds you while you sing, has a relaxing effect, and provides cortical recharge if you achieve the threshold. ( See Boom in the Room; Cortical recharge)


  Sound Center: The sound center is the space bordered by and including the larynx, pharynx, and cervical vertebrae. Here is where the event I call the “sound stream” occurs, which is Marafioti’s term ‘embryonic vibration’. This event occurs as a vibratory interaction between the larynx/ pharynx space (laryngo-pharyngeal cavity) and the cervical spine. This event generates an embryonic vibration (not fully formed) that is then transmitted to the speech center and only then, transformed into speech. (See Embryonic Vibration; Phonation; Speech Center)


  Speech Center: The speech center is the oral cavity, specifically delimited from the front aspect of the mouth immediately behind the teeth, moving back to the demarcation where we pronounce the sound “g” as in good. (See Embryonic Vibration; Phonation; Sound Center)


  Spine or Vertebral Structure: The spine is a series of vertebrae extending from the skull to the tail containing the spinal medulla. The thoracic, abdominal and pelvic cavities are rooted to the spine, suspended from it. The spine is also known as the backbone. Our core structure is the spine because it houses the central nervous system. Everything (all organs, bones, nerves, and soft tissue) is rooted to and suspended from our spine via the connective tissue. The human spine is made up of twenty-six bones: Seven vertebrae in the cervical (neck) region, twelve in the thoracic (chest) region, five in the lumbar (lower back) region, two in the sacro-coccygeal region (pelvic area). Imagine a contortionist or a yoga master. As each vertebra is a joint, there is a considerable degree of mobility and flexibility in the spinal column that can be developed; joint flexibility will enhance singing significantly. (See Bone Conduction)


  Startle Response: The orienting response reacts by asking, “What has changed in my environment?” and moves toward the appropriate adaptive behavior. It immediately begins when unexpected sudden movement or loud noise occurs in the environment. It is a biological event, based on the degree of surprise, usually followed by expression of fear such as jumping, weeping, shaking, always perceiving threat. (See Fight-Flight-Freeze; Orienting Response)


  State Change: See Wobble; see Index: Command and Control


  Stress Response: Another name for the survival response known as fight-flight-freeze. (See Eustress; Fight-Flight-Freeze; General Adaptation Syndrome; Selye; Thoracic Breathing)


  Synergy: Synergy was defined by Lester Frank Ward in 1909 as the universal constructive principle of nature. It is the creation of a whole that is greater than the simple sum of its parts. The most intriguing and magical aspects of intrinsic singing are the result of synergy, or as Bucky would say: synergetic events. (See R. Buckminster Fuller)


  T


  Tai Chi Chuan or T’ai Chi: Tai Chi is an ancient Chinese non-aggressive discipline/martial art. It is a system of calisthenics consisting of sequences of very slow meditative movements. They are mostly done for health and relaxation today. It involves a series of movements performed in a slow, continuous, focused manner and is accompanied by deep breathing. It employs very precise movement, posture, balance and awareness.


  Tai Chi’s active posture adds another dimension to body awareness and thus improves vocal production. Both Eastern and Western contemplative meditation practices, designed to achieve heightened states of mind, use what Tomatis called the “listening posture,” which could also be called the “posture for receptivity,” and is included in what I call the “singer’s posture.” Singers must cultivate highly sophisticated listening ability, which will improve their singing exponentially. Effective and unconstrained use of breath in singing depends on dynamically relaxed aligned posture in the gravitational field. Hence, tai chi is superb exercise for those wishing to sing intrinsically. Because tai chi is active and moving whilst upright (you don’t lie or sit down as we often do in yoga) tai chi provides an opportunity to embody these principals as you need them in singing. It is mobile; so is singing. (See Listening Posture; Singer’s Posture.)


  TalksUp Device®: This is the modern name brand for Dr. Alfred Tomatis’ original Electronic Ear, an electronic device that trains and improves a singer’s listening and vocal skills. It is an advanced portable device equipped with the Tomatis Gating® and filtering, (available through Tomatis practitioners.) It retrains the middle ear muscles and their connection with the brain, effecting the renormalization of our psychoacoustic process using both specifically chosen music and your own voice as the training media. The music used is determined by the results of your listening assessment. It is tailored to your specific needs. It does all this in real time, moment to moment, providing novelty by surprising your brain. (Remember that the brain demands novelty or it devolves into habits and patterns, which reduces its resilience.) The goal is to change your listening capabilities, which expand and improve your vocal emission, often dramatically. (See Forbrain; Tomatis)


  Tensegrity: R. Buckminster Fuller’s term for tensional integrity or floating compression. He defines it as: A structural principle based on a system of isolated components under compression inside a network of continuous tension, and arrayed in such a way that the compressed members (usually bars, bones or struts) do not touch each other while the pre-stressed tensional members (usually cables or tendons) delineate the system spatially. A perfect example is the human body. (See R Buckminster Fuller; Ephemeralization, Synergy.)


  Thoracic Breathing: This is shallow breathing involving the upper chest. As demonstrated in research, this way of breathing generates and drives anxiety and depression. Because it is shallow, it does not achieve enough oxygen flow into the lungs. This produces an acidic environment in the metabolism. When we do not achieve a sufficient threshold of oxygen in our organism on an ongoing basis, there is no chance of achieving the psychophysiological shift that we experience as relaxation and calm.


  Thoracic breathing is the opposite of abdominal-diaphragmatic breathing. In Western culture and in modern Techno-culture worldwide, very generally, we are known to have lost a good degree of this native Abdominal-Diaphragmatic breathing in our waking states and thus it must be redeveloped consciously through ongoing practice.


  Thoracic breathing is called the “Western respiration pattern.” Interestingly, when Captain James Cook landed on the island of Kauai in the Hawaiian Islands in 1798, the islanders referred to him and his crew as ha’ole, meaning “without breath.” Clearly, we Westerners have been visibly “without breath”—thoracic breathers—for quite some time. (See Abdominal-Diaphragmatic Breathing)


  Timbre: Timbre is the character or quality of a voice as distinct from its pitch and intensity. It is sometimes called ‘tone quality’ and refers both to the human voice and musical instruments.


  Tomatis, Dr. Albert: Dr. Albert Tomatis was an otolaryngologist (an ear/nose/throat MD). The Tomatis Method had its origins in the treatment of the singing voice. As an otolaryngologist, Dr. Tomatis worked in the field of phoniatry—the study and treatment of organs involved in speech production, mainly the mouth, throat (larynx), vocal cords, and lungs— early in his career. His father was an opera singer, and through that world, he had the opportunity to meet and treat professional singers who were having vocal issues, including Maria Callas, Beniamino Gigli (Italian lyric tenor), Frangiskos Voutsinos (Greek bass opera singer), Giorgos Pappas (Greek Film Actor), and Sting (pop singer).


  He discovered the reason that some singers sang off-key was because they had an “aural scotoma”* reflected in their test results (as determined by the Tomatis Listening Test with the use of an audiometer). The loss of the frequency range in audiometric tests was closely associated with the range of frequencies that singers could not produce. In 1947, this led him to conclude that we sing with our ears. One of Tomatis’ important discoveries pertained to the “musical ear,” which is characterized by a particular unique curve in frequency testing. (*Medical term taken from the disciplines in vision medicine. A scotoma is a point on a spectrum that is not perceived. It can be visual or aural.)


  Dr. Tomatis was a professor at the Paris School of Medicine and later founded what has come to be known as the field of audio-psychophonology. He became the president of the so-named department at the School of Anthropology in Paris. Both the American Academy of Sciences and the Paris Academy of Science conferred awards on him. (See Tomatis Method.)


  Tomatis Method: developed by French ear, nose and throat specialist, Dr. Alfred Tomatis, this is a form of sound and listening training effective in improving a range of auditory processing disorders, among other dysfunctions, including those that impede singing.


  The ear is the most powerful sensory integrator of the human body. More than 80 percent of the stimulation our brain receives comes from our ears. They have a major role in the cerebral stimulation of the brain. The ears also have a positive action on cerebral plasticity. This explains how the Tomatis method is effective in many fields of application, including singing, speech and performance.


  The Tomatis Method is a complementary tool to most therapeutic or training modalities (such as coaching and teaching, singing training, counseling, bodywork, neurofeedback, and occupational therapy). The method makes it possible to multiply the benefits and thus significantly reduce the duration of a traditional learning time, especially with singers and musicians. It accomplishes this by training across the wide spectrum of listening processes. Listening is involved in comprehension, reading, memory, focus, rhythm, posture, vigor, developing procedural memory and other processes, so this training becomes an optimizer of the synergy of all these functions. It can be used at any age, and it can be used for one’s personal development to help support most challenges and dissatisfactions, both interpersonal and creative.


  Tomatis’ Three Laws: These laws, presented in 1957 to the Academy of Science in France, are peer reviewed and proven.


  • The voice only contains what the ear can hear.


  This means that your voice only contains what the ear can hear when listening attentively. A singer (or speaker) can only reproduce what she can hear accurately. And you can’t hear accurately if you can’t listen competently.


  • If the listening is modified, the voice is instantly and unconsciously modified too.


  Listening training returns the ability to the singer (or speaker) to correctly hear the compromised frequencies. These compromised frequencies are instantaneously and automatically restored to the voice when you can competently listen.


  • It is possible to transform the voice permanently through sound stimulation maintained over a period of time.


  When maintained over the necessary time,Tomatis training brings about long-term improvement in the dysfunctional perception of frequencies, and therefore, in your voice. Tomatis called the third law the Law of Persistence. You have to go the distance.


  Trauma Resolution: In the context of intrinsic singing, trauma is defined as any experience that causes physical, emotional and cognitive distress. These distresses occur simultaneously and may have long-lasting psychological effects. Trauma resolution is accomplished when the blocks caused by such experiences are released and the painful memory or event no longer triggers anxious or automatic physical discomfort, emotional reaction or distorted thought. (See Craniosacral Bodywork; Fight-Flight-Freeze; Forbrain; Rolfing; Talks Up)


  Trauma Trigger: The word trigger is an important aspect of grasping what trauma actually is. For instance, few people grasp that panic, in all its forms, is itself a triggered response. My colleague and mentor Dr. Valdeane Brown, neuropsychologist, speaks to this beautifully. He points out that the onset is always an automatic response of the entire organism, rather than an accurate perception of the current reality. Something in the present environment (a smell, a sound, a visual stimulation) reminds you of an undigested previous event. It triggers the unresolved, unassimilated memory, whether there is an actual threat now or not. A concatenation of physiological shifts now brings on a full-blown trauma response (could be fight, flight or freeze). The trauma response arises via a series of transitions. The Central Nervous system (CNS) actively ignores these transitions until a ‘successful transformative process’ intervenes (for example: neurofeedback or craniosacral bodywork). Once the triggered event has been interrupted successfully, the CNS begins to recognize earlier and earlier the series of transitions and where it is headed. It ceases to get trapped in the loop. Instead, it takes an observational stance, returns to the moment, now, and can perceive what is actually happening. (See Craniosacral Bodywork; Forbrain; Talks Up)


  U
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  Vagus Nerve: In human anatomy, the 10th Cranial Nerve. Named for the ‘vagabond or vagrant’ quality it has of travelling all over the human body, influencing an enormous range of processes. Crucial in Singing (concerning the vocal folds, the right ear versus left ear, the gut-ear connection, etc.) Also called the Pneumo-gastric nerve. (See Right versus Left ear; Vocal Folds)


  Vocal Emission: Although sound is produced inside your body, it is emitted out into the space around you. The more common term in theatre and music has been ‘vocal projection’ like Mamma Rose commanding “Sing out, Louise!” in Gypsy. In intrinsic singing this is a lot more than just singing louder or singing out. It is to give out, send out into the performance space and get the room reverberating. This allows the boom in the room. Your voice becomes part of the space in which you are singing. But still, it is about the minimum needed for the maximum effect. (See Boom in the Room; Cortical Recharge; Sonic return)


  Vocal Folds: Historically called vocal cords, these folds of tissue in the throat are now known as vocal folds. They are key in generating the embryonic vibration. The folds vibrate or oscillate in speech and singing. They are controlled via the Vagus nerve (tenth cranial nerve) and under the direction of the ear. They are not under our conscious control. Margaret would only eschew them, just underscoring relaxation alone. In the opera world, I have heard it described as having no throat, only lungs straight to your mouth. Because the vocal folds work on a nonvolitional basis, in intrinsic singing, we never give them a thought. Thus, Marafioti’s formula: Minimum breath, minimum tension in the throat, (achieves) maximum resonance. (See Figure 16, anatomy of the Laryngo-Pharyngeal Space)


  Vocal Tract: The vocal tract starts at the larynx (a cartilaginous organ holding the vocal folds). It proceeds upwards through the pharynx, (the naso-pharyngeal space) where it divides and includes the nasal cavities and sinuses. It ends in the oral cavity, which holds the tongue, teeth and lips. The vocal tract ends at the lips.


  In intrinsic singing we would say the embryonic vibration (which begins in the larynx) travels through the vocal tract, and as it is transformed to speech, leaves the vocal tract at the mouth and comes out into space, making the space ring sonically. (See Boom in the Room; Embryonic Vibration; Phonation; Figure 16, anatomy of the Laryngo-Pharyngeal Space)


  Voice Box: This is the older, conventional term used for the larynx (which houses the vocal folds.) This is a colloquial term; I sometimes hear it confused with the ‘Adam’s apple’, another colloquial term that means the prominence seen in our throat, most especially in males. The Adams apple is actually an anatomical intersection at the level of the larynx and the cartilage surrounding it, near the thyroid gland. It is not its own organ, it is not the voice box, and we don’t address it in intrinsic singing. “Voice Box” can refer to a mechanical medical device to replace a damaged larynx.


  Volume: There are three (3) ways the word ‘volume’ is used vis á vis singing: As Marafioti used the word, it is resonance that provides volume in the room. Volume here is the perception of the size of the sound, meaning how much it fills the room and interacts with the room. It has to do with air pressure and the size of the sound. Marafioti’s use of volume is the same as Margaret’s Boom in the Room.


  It is not synonymous with loudness, the second way volume is used in common parlance.


  Lastly, Tomatis uses the word volume to refer to vowel shaping inside the mouth. (See Resonance; Vowel Shape)


  Vowels: We focus on vowels in singing for very good reasons:


  (1) They are completely connected to the heart. Vowels carry the emotion of a song or story. Not only do I know this from my own experiences as a singer, but also there is some interesting technical information in the anatomical/ physiological community. There is an energy stream flowing from the heart to the cranium, which we ride as singers. This is why you do not want to force. When you force, you eclipse this delicate phenomenon. It is a wave. We are riding this wave when we sing. It is a circuit that always circulates, and it runs from heart up through throat and into mouth and on into the head.


  (2) Vowels are the most open and potentially the most beautiful, pure (meaning free, unobstructed) sounds we can produce with our voice. Because vowels are the most open, freed sounds, they can travel far, so the audience feels/hears them and thereby experiences the beauty of your particular sound, your personality, the emotion you bring to the sound, and, of course, whatever else inspiration comes through you.


  The five Italian vowels (meaning the precise pronunciation as in Italian) used by singers are: I, E, A, O, U. They are pronounced purely, as in the following monophthongs (Greek: single tone). They are not diphthongs.


  I as ‘ee’ (as in green, feel)


  E as ‘eh’ (as in met/step/help)


  A as ‘ah’ (as in both a’s in Mamma)


  O as ‘oh’ (as in go/toe/foe)


  U as ‘uu’ (as in true/blue)


  Margaret worked with us in exercises she termed “lining up,” starting from U, ending in I, moving through all five vowels. This moves from the narrowest to widest use of mouth.


  Italian is the most front-placed language. The vowels are neutral (monophthong, not diphthong or triphthong) and pure. Learning to produce the Italian monophthongs can make an impact on your vocal emission and thus, sonic return.


  Go listen to Andrea Bocelli singing an Elvis song in English. You get every word, but it is not the way Elvis sang it. If you have the opportunity to view Bocelli singing one of these songs, either in person or on video, watch how relaxed his mouth is. The Italian front vowels afford this. Also listen to Claudio Baglioni, an Italian pop singer of the 1970s. Even if you do not understand his Italian, you feel his essence and his nuance communicating to you. The feeling comes through the vowel.


  Vowel Shape: Vowel shape is what Tomatis called “vowel volume.” (It is not the same concept as Marafioti’s use of the word “volume,” nor does it concern loudness). Vowel shape is the basis of sustaining a vowel (within a word in the song), and in singing, this is via open vowel production (using the Italian pronunciation of vowels). The term ‘shape’ means the shape of the mouth or the oral cavity as the vowel is generated. (See Volume; Speech Center)


  W


  Wobble: When speaking of physics, wobble is a term often synonymous with ‘chattering at the edge’ regarding a phase shift or state change, concerning a material-manifestation point jump. In Intrinsic Singing,I use it to name a disorientation that will happen when you begin to discover what really needs to happen to sing intrinsically. See the Index for all related references in the book to give you a flavor of this idea.(See Somatic Engagement; State Change)
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  Alan Bachers, Ph.D.,
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  Intrinsic Singing by David Delaney is one of those rare books that combines personal journey, expert instruction, and loving inspiration. David guides the reader through his experiences of trauma as a child and the resultant block to his intrinsic voice. Somehow, he knew there was a way back to his natural voice.
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  A passionate inspiring account of David’s journey into authentic expression of his own voice and uncovering the somatic presence that inspires the way for all artists.


  This book tackles the delicate dance of the power of the voice to heal and how to melt the acquired armour of the body. It really drew me in by its humility and nondogmatic vulnerable journey.
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  It leaves me hungry to take action and engage in the methods he presents in the book.
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  I know David Delaney through our tai chi connections. I approached this book simply with curiosity since I’m not a singer or an actor. I found that it touches on many of my own experiences in tai chi, qigong, getting Rolfed, and fifty years of practices in body awareness and focused meditation. The inner resilience that I develop in these practices is the same natural state that David describes in explaining the basic principles of the vocal arts. These ideas apply beyond training for professional performance and remind us of the body-based capacity that we all have as a resource for natural expression and the authentic wellbeing that it brings.
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  David Delaney has been helping actors and singers achieve intrinsic voice for more than forty years. An actor/singer himself, David trained and collaborated with Margaret Laughlin Riddleberger, one of the inheritors of the physiological side of the Italian Bel Canto School of Singing. This book is the culmination of that collaboration.


  David is a graduate of the NYC American Academy of Dramatic Arts; he holds a Masters in counseling psychology, is an Advanced Certified Rolfer, is a Level 4 Consultant in the Tomatis Method of audio-vocal training, and holds Advanced Certification in non-linear Neurofeedback. He trained in and teaches T’ai Chi Chuan and meditation. He is credentialed in CranioSacral Manipulation, SomatoEmotional Release, and Visceral Manipulation. David Delaney’s understanding and mastery of the physiological, psychological, and neurological factors in what he calls Intrinsic Singing give him a unique ability: Helping singers embody the potency that achieves staying-power and virtuosity.
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..I'm not a singer or an actor... these ideas apply beyond |
 training for professional performance...as a resource for natu
expression and the authentic wellbeing that it brings
Patricia D’Andrade, PhD, singer in the car while driving

:
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Flgures 10 & 11: Fascial Sheets/Skeleton/Cranium

The dark shaded areas show how fascia runs from our feet
all the way up to the top of our cranium. It is one continuous
system. It enables all movement. With its elastic property,
this provides the recoil of stored energy which is a source of
power for singing intrinsically.
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Fascicle

Figure 2:

Fascial Bundles Fascia is a fibrous connective tissue
covering all the muscle groups, bundles and fibers as well
as blood vessels, nerves and bone. It is one unitary
package, able to store and release elastic potential energy.
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David Delaney in Roscommon, Eire, 2017.
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Resistance to Stress

Figure 5: General Adaptation Syndrome

Resistance

Time
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Figure 9:
Mid-Dorsal Hinge

Note the hashed lines
which show the slump so
common in everyday life.
The solid lines show the
body in alignment with
gravity. At the mid-dorsal
hinge, we initiate

what Dr. Rolf called
Vertical Thrust.

See also Figures 13, 14,
15, for photos of these
distinctions in action.
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SAGITTAL VIEW OF HUMAN VOCAL APPARATUS, GORDON HOLMES M.D., 1880:
SCIENCE OF VOCAL PRODUCTION AND VOCAL PROTECTION, OUT OF COPYRIGHT.

Clicker

Figure 4:
Margaret’s Clicker

See glossary entry for
more information on this
crucial subtlety Margaret
called the Clicker.
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Figure 19: Dr. Stanley Keleman’s four layers, “Emotional Anatomy.”
Our fascial form is very like an adaptable worm. See Chapter 9, section head:
Training for Flexibility.
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BERNHARD SIEGFRIED ALBINUS (1697-1770) SKELETON, OUT OF COPYRIGHT

Figure 7: Center
of Gravity

When standing
erect, the center
of gravity is
located roughly
aninch and a
half below the
navel, inside

our abdominal
cavity or gut.
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Figure 18: llio-Psoas muscles An intrinsic set of muscles that are
the most central and one of our body’s most strong and influential*.
They have a relationship with the mid-dorsal hinge, our diaphragm,
and total singer’s elasticity. It was Michael Jordan’s skilled use of his
ilio-psoas that earned him the nickname “Air Jordan.” [*Marvelously
for us singers/speakers, the middle ear muscles are as strong as our
thigh/quadriceps; Dr. Tomatis measured.]
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Figure 6 Stanley Keleman, PhD, belted figure, “Emotional Anatomy”
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Figure 17: the Skyhook Note how every section (head, neck, chest,
waist, guts, pelvis, legs and feet) each and all, are pulled into alignment
by this internal impulse of being suspended from the heavens.
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Figure 1: Intrinsic/Extrinsic Layer of Muscles The left side of the chest shows the
external surface layer of muscles, known as “extrinsic.” The right side shows the
deeper layers, known as ‘intrinsic’. These chest intrinsics are respiratory muscles.
But anywhere they are found in the body, the inner layer of intrinsics are the
emotional muscles and initiate all movement?’, so | call them all “Singer’s Muscles.”
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Figure 16: Anatomy of the Laryngo-Pharyngeal space
See Glossary entries: Larynx, Pharynx. See also Figure 4.
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Figure: 13: David Figure 14: David Figure 15: David
in his everyday in intermediate in the Singer’s
common posture. space. Posture.

See text just previous to this image for explanation; see also Figures 9 and 12.
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