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Foreword 

Sometimes all at once ... there's God." So said Tennessee Williams in one 
of his plays. Arthur Lessac is not quite God to me, but he's certainly a piece 
of heaven. 

I can remember quite clearly the day I grasped his technique for the 
first time, or should I say, the day I felt it for the first time. I was standing 
amidst a group of some thirty students. I was twenty-four years old, new to 
New York, and a member of the Lincoln Center Training Program
eight hours a day of Body, Voice and Acting classes to prepare us as mem
bers of the first acting troupe for the then-as-yet-unbuilt Vivian Beau
mont Theatre. 

Arthur was leading us in a vocal exercise using the words: Hello
Away-Until. He was trying to make us understand where to place these 
sounds and how to project them. I wasn't getting it. My throat was closed 
and my eyes were tearing. I would cough, tighten up, and lose my breath. 
All around me were young actors with similar difficulties. 

Like any other training approach, until a certain "body truth" hap
pens, it can seem somewhat strange. You're asking your body to re
program its computer and at first it rebels. Mine certainly did. I had, up 
until Arthur Lessac, done okay with my voice, I thought. But I had not as 
yet really tested it on the great roles, or in extended long runs, or in cavern
ous old theatres. Nor had I yet come to respect its power. 

But this day, as Arthur walked among us loosening cheeks, directing 
mouths forward, correcting breathing and posture, my body decided to 
accept his lessons. I felt in my upper palate a tingle as if the words were 
born in my mouth. My breath eased, and out came a sound I had never be
fore made. The feeling was immediate and profound. My body said, "Yes." 
Arthur heard it and said, "Yes, Frank, yes." "God" spoke, and from that mo
ment on I was free. The way you are free when you finally learn to swing a 
bat, or play a scale, or when you effortlessly pull up on your skis for the first 
time. You may fall down from time to time, but you've got it forever. 
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I got the Arthur Lessac process and for thirty years or more it has sus
tained me. I have never lost my voice due to strain, overuse, or, more im
portantly, misuse. I have been able to project it in any auditorium. It has 
given me infinite vocal freedom. It works, and once acquired it will do the 
same for you. 

Perhaps more importantly, his methodology is real therapy for voice 
and body. The more you do it, the better you feel. It's a boon to anyone: 
actor, public speaker, singer, vocally impaired, private citizen. Once 
learned it never deserts you. It's simple to maintain and only strengthens 
the voice as you grow older. It's always there, even if all you do is call your 
dog from across the road. 

I am extremely grateful that fate put me into Arthur's hands at so 
young an age. Like all great teachers, he gives you the tools to allow you to 
run free. If you suffer through body resistance, vocal distress, and mental 
strain, and conquer them through the Lessac training, you'll be out in 
front, in the lead, at full gallop and feeling great. 

-Frank Lang ella 
July 8, 1996 



Acknowledgments 

This newly revised edition of The Use and Training of the Human Voice re
flects over forty good years of teaching, training, performing, and re
search, during which time I've been the fortunate beneficiary of the most 
stimulating encouragement, guidance, healthy criticism and support 
from my many friends, colleagues, associates and students. I take this op
portunity to single out, for very special thanks and appreciation, Walter 
Lowen, David Simon, David Morgan, Al Brooks, Irene Dailey, Sue Ann 
Park, Bonnie Raphael, Bob Hobbs, Jack Clay, Cissie Blumberg, Mary 
Corrigan, Lisbeth Roman, Richard and Saundra Cuyler, Dorothy Mennen, 
Richard Warner, John Reich, Bob Lear, Don Wilson, Tom Leabhart, 
Norma Berkeley, and, most of all, Michael Lessac. 

Additionally, I want to express my gratitude to others who have also de
votedly helped and contributed to the task of preparing, for this revision, 
four generations of manuscripts over the past three years. They include 
Debbie Kinghorn, Kathy Dunn, Nancy Krebs, Mary Thomas, Kathleen 
Campbell, Marth Munro, Tom Casciero, Sheila Sabrey-Saperstein, Ann 
Marie Jodoin, Georgia Martin, Andy Griggs, Ruth McKenney, Beth 
McGee, Jennifer Schuler, Sandra Shotwell, Barry Kur, Kate Burke, 
Colleen Kelly, Patricia Romanov, Kittie Verdolini, Carol Prendergrast, 
Leonard Meenach, Diane Gaary, Yanci Bukavec, and Fred Nelson. 

There have also been professional colleagues who have reviewed later 
drafts of the manuscript, whose names I don't have the privilege of know
ing, but whose input and critiques have been invaluable to me. There must 
be others whose names I may have inadvertently omitted here, and I want 
to thank all of them most heartily as well. 

And finally, a most enthusiastic thank you to my Mayfield team of 
editors, led by Janet Beatty, sponsoring editor, and Melissa Kreischer, pro
duction editor, who worked valiantly to bring this project to a successful 
conclusion; and a special bow to Bettina Borer, art editor, and to my tal
ented and dedicated manuscript editor, Andrea McCarrick. 





Introduction 

The subject of this book is vocal life. Although it is a resource for anyone 
who wants a beautiful voice and who requires clear, articulate speech, I 
address this revised edition primarily to teachers and students of acting 
at colleges, universities, and private studios and to professional actors 
working in theatre, film, and television. Regardless of what level you have 
reached in your teaching or acting careers, you will, I hope, find the pro
cess laid out here immediately accessible, applicable, and empowering. 
It will describe goals you can relate to and ways to reach them. Through 
your own searching, discovering, and doing, you will fully understand the 
feeling of complete mastery of voice and speech and its relatedness to the 
quality of performance. This book is about finding your own voice, redis
covering your own originality, reexploring your artistic skills and talents, 
and reinforcing and expanding your communicating personality. Terms 
that may be unfamiliar are defined in the text, footnotes, and glossary. 

Hopefully, you will find that Lessac training is not a rigid step-by-step 
progression. The new order of this book reflects a circular sequence that 
has worked extremely well and with maximum flexibility in studios and in 
workshops. Feel free to adapt and experiment along the way. Wander 
through the chapters at will, but with curiosity and awareness. You will 
find the book's principles, experiments, and explorations part of an in
nate, vital whole, and, as such, you may enter the training at any point as 
a viable starting place. Because of its natural circuitry, Lessac training 
employs a dynamic rhythm and balance to lead you progressively through 
the training circle with all the other parts always connected, always in 
motion. 

Whatever else you gain from this book, I hope you will find yourself 
exploring the idea that nothing stands alone, isolated, or encapsulated
not your voice, your speech, your body, or any of the modalities through 
which you perceive, feel, emote, or physicalize expression. Everything, 
whether simple or radical, is a unique part of something else, for nothing 
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functions well enough until it functions in balanced relationship with 
everything else. As you use this book, I hope you will sense that we are 
building a "whole" out of smaller "wholes"-a "gestalt" out of smaller 
"gestalts." 
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PART ONE 

Seeding the Soil 
and Building the 
Foundation 

Before anyone sets out to train and develop the 
human voice and body, he or she should first 
develop an awareness of the body's bioneural 
physical principles and its energy precepts. 1 

The human organism is born with a virgin soil, 
fascinatingly rich and fresh, ready to receive 
seeding from the outside world so that it may 
later successfully and creatively reap what was 
sown. Your resolve should be to determine what 
you wish to accomplish, how to go about 
accomplishing it, and how to equip your body 
to optimally fulfill what will be demanded of it. 
It is conceivable that anyone can, within limits, 
speak, sing and act professionally without 
knowing much about fundamentals, but the art
ist must have the knowing and the feeling of 
how the body's systems work and how its cre
ative instrumentalities function. The artist 
must acquire this inner intelligence and experi
ence with gutfelt and heartfelt awareness; he or 
she can have the technical knowledge of these 
fundamentals but can understand them organi
cally and vitally only by physically experiencing 
the feeling while at the very same time behavior
ally feeling the experience. 

1Refer to Parts 1 and 2 of Body Wisdom: The Use and 
Training of the Human Body by Arthur Lessac (Clare
mont, CA: Pomona College Department of Theatre and 
n<>nl'P 1 QR1) 





CHAPTER 1 

Theatre as a Laboratory 1 

Someone once wrote: "Like all true art, theatre should enhance the de
sire, and strengthen the capacity-to live!" We seem to be living in a cul
ture where theatre and society occupy separate quarters. While it is true 
that theatre offers all of us an opportunity for entertainment, recreation, 
and, occasionally, reflection, it also has a much more significant and pow
erful role to play in contemporary society: that of educator, trainer, guide, 
and facilitator toward the development of personal culture, personal style, 
and personal growth. 

Actor training, when truly integrated, (1) involves the optimal explo
ration of human skills and talents, be they physical, emotional, artistic, in
tellectual, intuitive; and (2) provides a creative problem-solving resource 
for such related areas as an energy-systems approach to body ecology, 
crosscultural education, physical training, body-voice-speech therapy, 
and research in identifying body synergies, among other areas. Theatre, 
and actor training in particular, is the only art form that makes optimal 
use of the total human instrument. It requires the mastery of movement, 
sensitivity, vocal life, nonverbal communication, and character develop
ment. It calls for the refinement of perception and awareness, as well as 
the projection of emotion and personality. Clearly, serious actor training 
can even lead to the elevation of human behavior. 

The craft of acting also demands an integration and instinctive coor
dination of voice, movement, awareness, emotion, and perception with 
the spoken language; as such, it deals with human potential itself. It re
quires a training that respects and listens to the body-whole-the entire 
human organism. I refer to such training as kinesensic training-an in
trinsic sensing process where energy qualities are physically felt and per
ceived, then tuned and used for creative expression. (I coined the term 

1After completing Parts 1 and 2, you may want to revisit Chapter 1 with the added in
sight that experience allows. I personally would recommend such a second reading. 
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"kinesensic" to better describe the neurophysical sensing process: kine, 
for movement and motion; esens for basic meaning, nature, cognition; 
sens, for spirit, inner energy, involvement; sic, for familiar occurrences). 

The kinesensic feeling process becomes a built-in therapeutic control 
factor in voice building. Bioneural bone-conducted sensing becomes the 
reference point-the measuring rod that tells whether or not the voice is 
being used optimally. Within the framework of kinesensic feeling (or ex
periencing), we discover that when we sing and speak bone-conducted 
hearing takes over from air-conducted listening. Furthermore, we dis
cover that there are two naturals in our functioning: the seemingly com
fortable "natural" that stems from habit-patterned conditionings and the 
"natural" that occurs when the body-response is not subject to habit
patterned functioning. 

As part of this beginning chapter, I want to briefly present four con-
cepts that are integral to "vocal life" actor training: 

1. Body esthetics (as differentiated from body anesthetics) 

2. Inner harmonic sensing 

3. Organic instructions to the body 

4. The "familiar event" principle 

Note: Many of these concepts, at first, may be difficult to grasp, but be pa
tient. As you read through the book and participate in the experiments, 
you will accrue a better understanding of these concepts and their appli
cation in voice training. 

Body Esthetics 

Through the course of civilization, we have so intellectualized the search 
for aesthetics (a philosophy dealing with the nature and appreciation of 
beauty) that we have virtually lost touch with "esthesis"-literally, the 
study of the nature of sensation. Our kinesensic understanding of vocal 
life allows us to retrieve the original, archaic meaning of the term and 
construct from it a new "aesthetic." In our framework, anything that pro
motes sensitivity and induces awareness of sensation is an esthetic (a 
body esthetic), and anything that deadens sensitivity and lessens aware
ness or perception of sensation is an anesthetic (a body anesthetic). Heavi
ness, floppiness, tightness, strain, flabbiness, being full of care2 are, 

2Refers to "careful" (which, here, is not synonymous with "alert") and implies a possible 
back-door opening for elements of fear and insecurity to squeeze through. Within the 
same logic, "carefreeness" here means "free of care." 
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within our frame of reference, body anesthetics. Conversely, balance, 
lightness, carefreeness, gracefulness, feeling inner rhythm and vibration, 
and body flexibility are just some of our body esthetics that lead to opti
mal functioning. 

Inner Harmonic Sensing 

Lessac training postulates that our human sensing system functions not 
only through the five outer fundamental senses (hearing, sight, touch, 
taste, and smell) but also through an inner harmonic sensing system. As 
with musical instrumental and vocal pitches, each of our outer fundamen
tal senses can also produce "harmonic offspring"; and once the outside 
signal is registered internally, it transmutes and becomes synergized into 
sensory harmonics and overtones, creating new dynamics, new essences, 
and new intelligence, thus producing its own indigenous resonances, vi
brations, reflections, images, and movements through ourinnate kinesen
sic feeling process. 

With this in mind, we teach ourselves to follow through and reach be
yond the five fundamental senses in order to register and program our in
ner harmonic feeling process. External hearing is of no value when trying 
to understand how our voice wants to function and how it feels internally 
just as outer-directed vision is of little use when trying to feel how the 
spine wants to function. Extrinsic cues and signals cannot help us per
ceive the intrinsic relationship between breathing, posture, and vocal life 
in operating optimally. Similarly, in musical pitches, the fundamental fre
quency by itself is most unsatisfactory and unpleasant sounding; it needs 
its multiple harmonic overtones to create the fullest and richest effects. In 
self-use, inner harmonic sensing provides us with extended and expanded 
vistas for heightened sensitivity, perception, awareness, response, sub
text, 3 synergistic4 activity, and research. 

Organic Instruction 

The concept of organic instruction initially requires a conscious capac
ity to perceive the body in movement as an internal, physicalized experi-

3Subtext: within our frame of reference, implies subconscious (and unconscious) or un
expressed feeling, almost always triggered by inner harmonic sensing. 
4Synergistic: in Lessac training, refers to a high intermixing, interrelating, and inter
acting of the body's energy states and systems. Unlike the "catalytic agent," the synergis
tic agent becomes a vital integral part of the organic "whole." 
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ence. This is a significant first step in the self-teaching process. It leads to 
identifying sensations, acquiring perception, responding to awareness, 
and, finally, through the inner harmonic senses, training oneself to use 
these feelings and their images as organic instructions to the body and as 
holistic unifiers to reduce complexity. (See the following section, "The Fa
miliar Event.") 

To illustrate, a nonorganic instruction to the body might be to throw 
your voiee to the farthest row of the theatre. Nevertheless, that image and 
instruction demands of the body something it should not be asked to dci. 
The voice cannot be thrown out of the body. The voice can only resonate 
and vibrate within the body. The proper sensory instruction in this case 
would be to search for the "bone-conduCted" feel of your voice as an 
inside-the-body experience and not treat it as if it were a baseball being 
thrown through the air! (See Chapter 2, Experiment 2.) A command to the 
body to fulfill a specific goal or to inake a special effort ("Push yourself to 
the limit," "Speak or sing much louder," "Run as hard as you can") may 
seem perfectly reasonable, but, in fact, it places the body and the voice in 
unreasonable competition, thus inhibiting and blocking the free use of the 
body's natural rhythms, balance, and energy qualities. Such commands 
are externally imposed nonorganic instructions that only wear down the 
body and the voice. 

The Familiar Event 

Lessac training begins by searching for and finding any number of famil
iar events. These may be activities you have always performed with ease 
because of some special talent, skill, or gift, and they are always per
formed naturally and always "feel really good"; or they may involve partic
ular acts that, from constant doing, function pleasurably, gracefully, 
efficiently, and effectively for you; or they may stem from instinctive, in
tuitive behavior that is still as natural and spontaneous as when you were 
a small child and therefore never subjected to habit-patterned, nonthink
ing, conditioned functioning. A few easy examples might be smelling a 
rose's perfume, sighing with contentment, breathing in an easy squatting 
position with your feet flat on the ground, and the feeling of your facial 
posture while whistling. You may not know why these familiar events feel 
so good, you just know they do. 

Each of us can find many such familiar events, and they always feel 
like fresh and unique experiences. Initially, you may need to think and 
search a bit, perhaps with some guidance from your coach, trainer, or 
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teacher. You could, for example, take the familiar event of smelling your 
favorite flower, learn the feel of that unique experience, and then carry the 
same action over to the natural breathing process. By doing this, you will 
have self-used the familiar event as an organic instruction to teach your
self how to improve or correct your breathing and your posture-two 
body functions most of us do poorly. 

Generally speaking, familiar-event programming proceeds as follows: 

1. Single out one natural activity and do it, experiencing the act spon
taneously as a positive experience totally opposite from imitation 
or routine. Because this "model activity" is instinctively experienced, 
giving pleasure and comfort, it can be qualified as a salutary5 and pos
itive familiar event, which is always experienced as fresh spontane
ous behavior. 

2. As you experience the familiar event instinctively and naturally, with 
total ease, you will learn to identify its physical feel and respond with 
awareness to this feel as kinesensic memory. 

3. Having isolated these sensations and perceptions as registered physi
cal sense memories, while experiencing the comfort of the familiar 
event as a fresh and unique body function, you will, with coaching and 
guidance, be able to transfer the same sensations and perceptions (in
cluding the image of that feel) to a given and relatively unfamiliar or 
"poorly" functioning body activity. It will still feel good but now 
strangely comfortable rather than familiarly so-such as using the feel 
of skiing positions as proper carryover to spinal and body postures. 

4. You are ready to use your awareness and alertness as "image experi
ence"-that is, to make the image active and learn how to use it as an 
organic instruction to the body. 

Thus, a kinesensic image resulting primarily from association with the 
initial familiar event will become part of body physical memory and then 
constitute itself as internal, organic motivation for new and future 
unique events. By appreciating the relationship between image and action 
as essentially one involving self-use, or self-to-self communication with 
the body, we teach ourselves to properly channel our perceived informa
tion into the body and thereby allow the body to behave in a nonconflict
ing, noncompetitive way. 

The preceding four steps will help you understand the experience of 
the feeling process in any physical act as it directly relates to sensation, 

5Salutary: healthy, wholesome, "feeling good," therapeutic. 
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perception, awareness, and response. These steps will become the founda
tion for voice and body training as part of a broader, more holistic6 ap
proach toward acting in general. 

As you learn through kinesensics how to speak, image, move, and act 
holistically, by physically feeling your way through the training process, 
you will also begin to perceive yourself differently. Your reactions to your
self will be felt rather than self-fancied or, still worse, imposed upon you 
by others. You will kinesensically begin to feel the carryover from percep
tive, imaginative performance onstage to a sense of vital life, balance, and 
self-assurance offstage; the reverse is equally true. You will be able to use 
your energy more efficiently, handle stress better, feel less fatigued, and 
discover reservoirs of strength (physical and emotional) you never knew 
you had. You will come to realize that spontaneity and control are not op
posites, but different chords you can play with the same instrument
your own body, a genuine "Stradivarius" that spawns and generates a 
number of other, smaller "Strads." You do not need to improve upon your 
Stradivarius. Rather, you want to teach yourself how to keep it in tune, feel 
its harmony, consonance, melodies, and chords. Once you do, you will be
gin to appreciate the continuity between your training for exciting, aware 
performance and every possible situation in which you will need to com
municate with the full range of your individuality offstage. 

We are all performers! We all audition, whether for acting jobs or for 
living and working creatively in daily life. As performers, we need to learn 
how to feel the energy qualities that go into perceiving, experiencing, and 
communicating. In the final analysis, good acting is nothing more than in
teresting, imaginative, involved behavior: it is the experiencing of communi
cation and, at the same time, the effective and involved expression of that 
experience.lt is the voice, the inflections and intonations, the words, eyes, 
gestures, and emotions working together, expressively, in symphonic con
cert and harmony. So let me invite you into a comprehensive and most 
accessible theatre lab, where voice and body training7 are really commu
nication and language training; where development and exercise, feeling 
and perception become "body wisdom"; and where you learn to deal 
uniquely with the exploration of originality, not as the discovery of an
other novelty but as the re-discovery of origin itself ... within yourself. 

6ln Lessac training, "holistic" implies working with "gestalts." A gestalt is a "whole con
figurated entity" that has its own essence and meaningful purpose, as differentiated 
from "dependent parts," which by themselves have no life of their own. As we progres
sively add and organically bring together more and more wholes, we engage in a pro
cess of holistic development and functioning. 
7Refer to Body Wisdom. 



CHAPTER 2 

Don't Envy a Good Voice 

You Have One! 

In one of his poems, Henry Wadsworth Longfellow wrote: "How wonder
ful is the human voice! It is indeed the organ of the soul." The human voice 
.is more than an extension of the pure mechanics of voice and speech. To 
become vital vocal life, voice and speech must become intrinsically en
meshed with the physical and emotional energies that shape our indi
viduality. Far from being an isolated function, vocal life represents a 
composite of synergistic energies involved in vocal and verbal communi
cation. Vocal life is the use of the developed voice to express and commu
nicate every nuance of feeling and purpose. Ultimately, it is the expression 
of our individual personal culture. 

To the aware actor, vocal life is more than the extension of inner ener
gies; it is a creative and controlling influence upon the dynamics of these 
energies. As a creative tool, exploring vital vocal life allows us to experi
ment with and plumb these energies-not merely to express emotions but 
also to perceive new dynamics, new subtexts, new visualizations, and new 
images. It is a powerful resource that can provide an enormous range of 
possibilities and choices for unanticipated interpretation and feeling. 

We begin our work from the physical end of voice and speech. If we 
think about the human body as a superb instrument, we can proceed from 
the premise that careful observation of how the body wants to function
how it would function in the absence of adverse conditioning-is a good 
guide to the production of fine tone and excellent sounds. When the body 
produces excellent tones, the voice is not throaty, nasal, or forced; it is pro
duced and resonated effortlessly. It has stentorian, resonant qualities and 
projection, full pitch range, and rich, warm, colorful timbre. 

By "voice," (or vocal fold phonation) we mean experiencing the bone
conducted tonal vibrations of the sound waves that resonate and become 
amplified in other parts of the body. Generally speaking, "voice" is related 
primarily to the vowels of our language. When these vowels are sustained, 
we say we hear singing or chanting; when the vowels are shorter and the 
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consonants occupy a greater proportion of time and significance, we say 
we hear speech. In its narrowest sense, "speech" refers primarily to conso
nant articulatory skills that provide us with crisper and clearer intelligi
bility. In its broader sense, "speech" usually includes what was just 
discussed and all other aspects of vocal expression, such as intonation, in
flection, accent, emphasis, nuance, modulation-everything used to con
vey intellectual content as well as emotional impact. Singing, in the 
broader sense, should be the same thing except that the vowel sounds are 
sustained longer than in speech. 

Although articulatory consonant skill may be considered the "spine" 
of speech communication, voice is the very lifeblood of the communicat
ing personality. The call to bridge distance or rise above noise, the expres
sion of enthusiasm, the lyric description, the solemn entreaty, the cry of 
pain, the adamant emphasis, the forceful but healthy anger, the poetic mu
sical expressiveness-all vocal energies are, in effect, matters of voice. 

Clearly, all the vocal arts and all the speech skills form a single disci
pline. To compartmentalize this discipline into polarized fields would be 
as counterproductive as training the left and right hands of a pianist sepa
rately. The discipline resists compartmentalization because vocal life does 
not, indeed cannot, exist apart from physical and emotional life. 

Saying Goodbye to Imitation 

As children observe, listen, and learn from their parents, grown-ups, and 
peers, they begin what, for most, is a lifelong path of imitating bad exam
ples and poor speech, which become the norm. That is an alarming real
ization when you stop to consider that we use speech and voice to defend 
ourselves, challenge the positions and beliefs of others, justify our motives 
and actions, motivate the actions of others, and reveal or share our 
thoughts and feelings. Our voice and speech are our first lines of defense 
and our chief weapons of offense. To accept low standards of their use is to 
compromise and undercut our ability to communicate. 

Admittedly, imitation is a difficult behavior to surrender. It has all the 
appearances of comfort and none of the benefits. Without strong motiva
tion for additional growth and development, the angry voice will remain 
angry, the timid or the insincere voice will endure, and the pompous voice, 
to which so many imitative actors are prey, will persist. We need to recog
nize ( 1) that the so-called natural of conditioned speech and voice habit 
patterns may very well be unnatural self-use and (2) that through familiar 
event programming we can discover the body's true natural (see Chapter 
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1). With such assistance and training, we can learn to be angry or pomp
ous or intense without bringing hurt or pain to the voice. 

At first, you may firid yourself resisting the feeling of an altered tonal 
quality or a modified facial posture during training. But then ask yourself: 
Does this rather strange, altered tonal quality or modified facial posture 
feel good? sound good? look good? If it does, then approach this "strange
ness" as a discovery that needs to be explored. Resist the impulse to resist! 
Go with it! A sound that seems initially peculiar or unrelated to you may 
strike you as being surprisingly expressive and very acceptable on a re
corded playback. A facial posture that feels odd may pleasantly surprise 
you when you catch a casual glimpse in the mirror. Once you have realized 
that any initial discomfort is a subjective reaction to the seemingly unfa
miliar and that the objective results are empowering and effective and feel 
good, the strangeness will fade and a sense of gain and growth will set in. 

Some approaches to voice and speech training depend too much on 
imitation, rote, descriptive imagery, or the style of a magnetic personality. 
Such methods offer temporary benefits, yet they often fail to provide the 
desirable, long-lasting, conscious control of a healthy, strong voice in a 
healthy, strong body. 

How Vocal Sound Is Created 

Let us now attend to the physical aspects of voice and speech. At the upper 
part of the trachea, or windpipe, there are two little muscular membranes 
stretched horizontally across the windpipe from front to back, called the 
"vocal folds." (You may want to refer to Appendix C, which contains de
tailed anatomical illustrations relating to this discussion.) From an ana
tomical point of view, these vocal folds were originally intended to serve 
as a gateway for the breath stream during inhalation and exhalation. 1 

They spread apart to permit the passage of air and close during swal
lowing to prevent the passage of foreign matter, such as food and liquid, 
into the trachea instead of the esophagus (or food pipe). The space be
tween the vocal folds is called the "glottis." 

As humans evolved, long before recorded history, they began to rely 
less on the sense of smell as their visual sense sharpened and vocal sot.mds 
developed. Comparative anatomists have noted2 that early man, given the 

1The vocal folds are also believed to serve a function during heavy lifting, childbirth, 
and defecation. 
2The Comparative Anatomy of the Larynx by V. E. Negus (London: Heinemann, 1928). 
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structure of the body, had a choice of developing any of (at least) three dif
ferent ways of fashioning the vocal sound to create speech. 3 

The vocal folds eventually took over the function of phonation. But 
even today, when the larynx is removed because of throat malignancy, 
some patients are able to develop a fairly strong speaking voice by substi
tuting the upper esophagus as a sound source. There have even been re
ports claiming that some laryngectomized patients develop a significant 
degree of singing ability as well-without mechanical or electronic 
devices.4 

But sound created by the vocal folds is primarily what we deal with in 
voice and speech. The process begins as a mental one-we decide to speak. 
The brain then sends a message, or nerve impulse, to the vocal folds to 
come together, something like when we swallow. The breath, coming from 
the lungs through the bronchial tubes and trachea toward the larynx, 
build up a tiny amount of pressure behind the closed folds. When the pres
sure is strong enough, the breath puffs through, setting the folds into vi
bration at a fantastically rapid speed. The vibrating folds, in valvelike 
manner, transform the breath puff into systematic sound waves. If the vo
cal folds are closing well, virtually all the breath puff is transformed into 
sound waves, or voice. (If the vocal folds do not close well, as with patho
logical conditions and, in some cases, poor technique, some of the breath 
puff stays as unorganized, superfluous breath.) The vibrating vocal folds 
then create the sound waves that constitute the human voice, and this ac
tion is what we term "phonation of the vocal folds." At this stage, the sound 
waves, down around the vocal folds in the larynx, produce almost inaudi
ble tones that are ready to travel, grow, and mature into resonant, ampli
fied vocal life. But for all practical purposes, it could be said that breath 
ends where sound begins. Furthermore, because the breath puff required 
is so truly infinitesimal, we might also say that as our levels of sensitivity 
and perception expand, we can actually learn to feel the very presence of 
the absence of breath. 

The breath stream and the vocal sound stream have quite different 
characteristics. Breath emerges from the body as unorganized or chaotic 
molecules traveling at approximately 12 feet per second; its characteristic 
action is to disperse or sweep away. Vocal sound is an organized molecular 
wave action (much like waves in the sea) and represents a kinetic energy 
traveling at the rate of approximately 1,200 feet per second, or one hun
dred times as fast as the breath stream. When this current comes into con-

3Air stored in the esophagus (belching), air stored under tongue or cheeks, and so on. 
See Negus, Comparative Anatomy. 
4Some of my own early clinical experience (circa 1945) bears this out. 
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tact with any hard, rigid substance, it sets that substance into vibration, 
causing additional sound waves, while the already weakened breath-puff 
stream often dissipates and sets up few or no vibrations. 

Resonance and Wave Reflections 

Strictly speaking, "resonance" is defined differently within various disci
plines, such as physics, performing arts, and psychology. For our pur
poses, we define resonance as secondary vibrations produced in any hard 
substance by sound waves from another vibrating body. Two types of reso
nance are defined as follows: 

1. Direct, or enforced, resonance occurs when a vibrating body is placed 
in direct physical contact with another substance-a tuning fork on a 
piano, a piece of metal, or the outer surfaces of your teeth. 

2. Indirect, or sympathetic, resonance occurs when the sound waves from 
a vibrating body set up vibrations in a substance some distance away. 
For example, if you depress the E and G keys on a piano without hit
ting the strings and hold the strings open while striking a short sharp 
C, the C vibrations will stop as soon as you release that key, but sound 
will emanate from the open E and G strings. Why? Because the sound 
waves sent out from the C string have set the open E and G strings into 
sympathetic vibration. 

Both types of resonance occur in the human vocal process. The pri
mary resonating structures are the teeth, hard palate, nasal bone, cheek
bones, sinuses, forehead, and cranium. If such bone-conduction functions 
efficiently and effectively, the resonance dynamics can continue to other 
structures such as the spinal vertebrae and rib cage. 

Sympathetic resonance occurs as the vocal sound waves, traveling 
through air space from the vocal folds, make contact with the hard palate 
and then with the nasal bone. In contrast, direct resonance is passed from 
the nasal bone to the bones of the forehead and cranium. 

Wave reflections are produced by sound vibrations traveling in all di
rections within a cavity, whether or not the cavity contains other resonat
ing material. The result is a special timbre, or sound quality, that varies 
according to the size and shape of the cavity. "Timbre," in this framework, 
refers to tone, color, and body, as well as to tonal warmth and richness, 
rather than the ringing brilliance and penetrating power of bone
conducted resonance. 
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EXPERIMENT 1: HAND CUPPING 

• Cup your hands to your face while speaking or singing. Note how your 
voice takes on a deeper, fuller, darker quality. What you've done is to add a 
megaphone-like extension to the vocal tract. Because the palms are covered 
with flesh and porous skin, which absorb sound, no new resonating material 
is added. Still, your voice does take on a deeper and fuller quality, precisely be
cause your hands have changed the size and shape of your oral resonating 
cavity. 

Anatomy of Voice Production 

Lessac training has a unique definition for the term "voice box" (or human 
sound box): it is the cavity or enclosure where the tone is strengthened, 
amplified, and enriched by resonance and wave reflection. Most musical 
instruments have a sound box of definite shape and size; the human sound 
box, however, incorporates both the definite shape and the flexible 
cavities. 

Traditionally, the larynx has been called the human sound box. But 
once the vocal folds have begun to vibrate, nothing else of much impor
tance takes place in the larynx. Lessac training considers the true voice 
box to actually comprise two areas: a major adjustable area right above 
the larynx and in the oral cavity and a major nonadjustable area in the 
pharynx, the nose, the forehead, and adjacent structures. 

When we speak, we exert tonal control and tonal direction in both the 
flexible and the rigid cavities. Proper formation of the oral cavity, where to a 
large extent timbre is created, produces a full-bodied, mature, authoritative, 
warm, expressive tone. 5 Coordinating this action with proper use of the non
adjustable bone-conducting resonating areas adds brilliant, ringing, pene
trating, stentorian qualities. Vocal bone resonance without proper form of 
the oral cavity becomes tinny, shrill, and strident. Conversely, the best
formed cavity lacking specific bone-conducted resonance cannot make 
the voice more than a dull and lifeless instrument. Deny either one and the 
otherlosesitslusteL 

Even the rib cage, in the chest cavity (also often mistaken as a princi
pal sound box), will resonate more efficiently and effectively when the vo-

5Recall the hand-cupping experiment where wave reflection changes the vocal timbre 
despite no added resonating surface. Our flexible oral cavity sound box consists of both 
resonating (teeth and hard palate) and nonresonating (cheeks, tongue, soft palate, 
uvula) surfaces where both wave-reflection timbre and bone-conducted resonance feed 
each other. 
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cal fold vibrations, the oral and nasal cavities, and the forehead are 
properly used. Instead of moving incorrecdy through the throat into the 
chest, the sound waves travel and transmit through the three major reso
nating structures-the hard palate, nasal bone, and forehead plus the cra
nium-and continue on through the spinal vertebrae and the ribs direcdy 
into the chest cavity. 

Neither the breath nor the diaphragm (or the abdomen) control the 
action of sound waves (as they reflect through the oral cavity, setting the 
resonating areas in vibration) any more than the bow or hammers control 
the sound waves within the cavity of a violin or piano. The diaphragm 
and the abdominal, intercostal, and back muscles, along with the breath
ing process, play a vital role in posture, body structure, firmness, alert
ness, athleticism, physical labor, and the maintenance of a good general 
condition for all of the body's functions. In voice production, it is the 
abdominals and intercostals that help send the breath through the tra
chea and into the larynx in order to initiate vocal-fold vibration; but at 
this point, the role of the breath has just about accomplished its major 
task. 

CONTROLLABLE AND NONCONTROLLABLE FACTORS 

We can consciously train only that which is controllable with awareness. 
The entire process of originating the embryonic vocal sounds in the lar
ynx is performed without voluntary control or awareness. We do not sense 
the breath that begins the vibration of the vocal folds, and we certainly do 
not consciously feel the vocal folds vibrating. The unfelt, unmeasured puff 
of air is supplied before we register the sensation of sound. 

Lessac training values feeling above listening; it exerts control of the 
breath stream secondarily through the primary control of the sound 
stream; and, by the way, the primary built-in control over vocal life also ex
erts a secondary control over the emotions during vocal self-use (more on 
this last point in Chapters 6, 9, and 10). Let us examine a graphic illustra
tion comparing two Stradivarius instruments-the violin Strad and the 
human vocal Strad (Figure 2-1 ): 

1. The violinist does not and cannot exert conscious primary control 
over the sound waves reflecting and transmitting within the violin 
sound box; however, the human being can and does feel and respond 
to the focus, conduction, and resonance of the vocal sound system in 
the flexible sound box and "mask resonators" (the hard palate, cheek
bones, nasal bone, and forehead, reaching into the cranium). 
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2. The hand, bow, and string manipulation are fully and consciously con
trolled by the violinist; however, the breath-puff and vocal-fold vibra
tion are not consciously and primarily felt or controlled by the 
performer. 

4 

~~~~-3------~~~r 

#r--------~~~A----2------------~ 

Figure 2-1 A Comparison of Violin and Voice Actions 

1. Initial pressure: violin-right hand, direct control; voice-diaphragm, 
indirect control. 

2. Vibrating agent: violin-bow, direct control; voice-breath stream, no direct 
control. 

3. Vibrators: violin-strings, direct control; voice-vocal folds, no direct control. 
4. Pitch: violin-left hand, direct control; voice-vocal-fold action and cochlea, 

indirect control. 
5. Resonance: violin-wooden sound box, no direct control; voice-mouth 

cavity, hard palate, teeth, face, and head bony structure, direct control. 

Air and Bone Conduction. Because sound is a molecular action, it re
quires a substance to carry, or conduct, it. Air is one such conductor. Tiny 
air molecules, stimulated by an initial vibration, become condensed, then 
extended (or rarefied), and then condensed again. Thus defined, sound 
waves (condensed and rarefied air molecules) travel until the molecules 
reach the eardrum and set it into vibration. This begins the auditory pro
cess in the ear. The movement of sound waves through the air to the ear is 
called "air conduction." 

Sound can also be conducted through other media, such as wood, 
metal, water, bone, and glass. In the human body, bone conduction takes 
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place principally in the teeth, the hard palate, the nasal bone, the cheek
bones, the sinuses, the forehead, and the cranium and secondarily in the 
spinal vertebrae and the rib cage. 

EXPERIMENT 2: AIR AND BONE CONDUCTION 

A simple experiment can demonstrate the difference between air and bone 
conduction. 

Figure 2-2 Tuning Fork 
Experiment: Bone Conduction 

• Pluck a tuning fork, and hold the vi
brating end near your ear. The sound you 
hear is transmitted by air conduction. 

• Now pluck the fork again, but this 
time rest the base against the outside surface 
of your upper teeth. The sound you feel 
coursing through your teeth, nose, and head 
is transmitted by bone conduction (Figure 
2-2). 

A variation on the experiment demon
strates that the outer ear plays no part in 
bone conduction. 

• Place the tuning fork on someone else's teeth. You hear practically noth
ing, regardless of how close you are, while your partner feels and hears a sus
tained, brilliant, ringing sound. This indicates that your partner's middle and 
inner ear structures are stimulated but that she or he is not hearing this sound 
through the outer ear; because you hear nothing through yours. When you 
place the tuning fork near your ear, you hear what you listen to through the air. 
But when you place it on your teeth, you hear what you feel through the bone. 
Both the kinesthetic 6 and the auditory cortices ofthe brain are stimulated by 
the bone-conducted sound waves-and the sound registers in both without 
the aid of the outer ear. 

OVERRIDING THE OUTER EAR 

Hearing, therefore, can arise from vibrations initiated within the body as 
well as vibrations transmitted by air conduction through the outer ear. To 
provide another example, a student of mine with a particular accent prob
lem once proclaimed in one of his exercises, "I want to go 'beck' home." I 

6lt is important to note here that kinesthetics, which refers primarily to the physical 
sensation (muscle sense) of motion, is one part of the entire concept of kinesensics-a 
term I coined that encompasses the concepts of kinematics, kinetics, kinesics, kinesthet
ics, and esthetics. 
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told him to say "back" not "beck," and he replied, "I didn't say 'beck,' I said 
'beck.'" His ear (and mind) was, at that time, unable to offer effective guid
ance to his vocalization because it simply could not discriminate between 
bone-conducted and air-conducted sounds, even after hearing it on tape. 
It wasn't until he experienced the action kinesthetically that the proper re
sults and response were satisfactorily achieved. 

I apply the concept of "overriding the outer ear" so that you may dis
cover that instinctive, built-in control valve for your vocal experiencing 
system. It simply posits the primacy of innate control through hearing 
what you feel neurophysically inside the body's environment, rather than 
waiting to listen to your voice via air conduction. Do not overlook the fact 
that when you listen to your own voice, your brain interprets it far differ
ently than when you hear what you feel during your vocal production. We 
still hear the inner vibrations, even when both ears are stopped up and 
outside sounds are inaudible, just as long as the middle and inner ear and 
one of the auditory nerve branches remain intact. 

EXPERIMENT 3: SOMETHING WE'VE ALL DONE 

• Block your ears off completely when you speak, and you will hear the in
ner vibrations even more dynamically and with different timbre than when 
you listen with unblocked ears. Note, too, that your speaking voice sounds dif
ferent to another listener than it does to you-hearing a recording of your own 
voice for the first time highlights this phenomenon. 

When we listen to others, our ears are the prime active participants 
that transmit the sound received through air conduction with total objec
tivity. Because we kinesensically train ourselves to hear our own voices by 
means of bone conduction, the outer ear becomes a nonobjective and in
sufficient agent in judging our own vocal sound. 

The ear proves an ineffective instrument for changing deeply inbred 
vocal and verbal patterns. In other words, when a person has been condi
tioned to improper speech, the ear (and the mind) reinforces the errors. It 
adapts itself so well that it can no longer distinguish between the speaker's 
mistake, discernible through bone conduction, and someone else's correct 
sound, audible only by air conduction. When, through proper training, 
one acquires the ability to feel the sound kinesensically, only then does the 
mind register the new sound and only then does the ear finally become at
tuned to the correct sound. 

I want to reemphasize that to say this is not to deny the natural role of 
the ear or the value of ear training, which indeed develops sharper and bet
ter hearing for external air-conducted sounds. When you listen to your 
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voice on a recording, your ear is entirely reliable in contributing to an ob
jective judgment. But when you listen to your voice as you produce it, your 
ear becomes undependable and, in fact, a deceptive guide. 

Some Guidelines for Vocal Training 

When you work with your vocal experiments: 
• Do not think the sound first! Such mental control is fickle at best and 

may very well compound existing vocal problems. 
• Avoid listening in order to judge your vocal sounds! The new sounds 

that the ear automatically rejects as strange or awkward are precisely 
those that may represent training progress. 

• Turn off the outer ear and turn on the inner "feel"! The perception of 
these new sensations will lead you to do more, and by doing you will dif
fuse the old and find the new. 

With this basic understanding of what constitutes vocal life and how 
vocal sounds are physically conducted within the body, you are ready to 
apply this knowledge to two areas that are fundamental to voice training: 
breathing and posture. 



CHAPTER 3 

The Duality of Breathing 

and Posture 

The function of breathing determines the structure of posture at the very 
same time that the function of posture determines the structure ofbreathing! 

Voice and speech reflect our personalities. But they can also exemplify 
or betray the physical condition of our bodies! Staying in peak condition is 
vital to vocal life. Illness, pain, fatigue, and stress all take their toll on the 
quality, amplitude, rhythm, and pitch of the voice. 

Nothing contributes more to optimal body condition-and vocal 
health-than proper breathing and posture. Breathing and posture con
stitute an essential interdependent duality. If you stand properly, you will 
breathe well. If you breathe correctly, salutary posture will follow. Breath
ing NRG1 affects body balance and alignment, distribution of body 
weight, and the relaxation and appearance of the body. When you stand 
and breathe properly, you free yourself of unnecessary muscular tensions, 
aches, and strains. No physical act, speaking and singing included, can be 
carried out efficiently and pleasurably unless it is supported by healthful 
breathing and by posture that is responsive to the body's needs. This is as 
true offstage as it is onstage, but it becomes especially important during 
performance when speaking occurs simultaneously with a wide range of 
physical acts and emotional projects that change from moment to 
moment. 

During sleep, we do not inhale very deeply, but in a sleeping posture 
we normally breathe instinctively and consistently well. During waking 
hours, however, two significant factors negatively affect our respiratory 
systems: 

1. The universally poor and harmful postures we use to stand, walk, sit, 
run, and so on 

2. Extremely shallow inhaling, often to the point of not breathing at all 

1eNeRGy-just say the consonants. I use this as a trademark and to identify the dynam
ics of the body NRG states and qualities presented here. 
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Aside from moments of fear, guilt, anxiety, and apprehension, which affect 
our breathing rhythms, most of our breathing is "passive." Unconsciously, 
we tend to suspend breathing while listening, concentrating, reading, 
conversing, and so on. 

Breathing becomes active and instinctive, however, when: 

the body assumes a posture that naturally forms a single convex dorsal 
(or back) curve, such as when sitting, squatting, leaning, wafting, 
dancing, golfing, conducting, skiing, sculpting, crouching, and so on; 

the body is balancing or performing a "spherical" action, such as roll
ing, rocking, or tumbling; 

inhaling occurs through the natural and spontaneous self-absorbing 
actions of pleasure smelling? pleasure sighing, yawning, and laughing. 

The Mechanics of Breathing 

To understand how posture and breathing complement each other, you 
must understand the breathing process. The primary purpose of breath
ing is to provide the body with oxygen and to carry away its waste prod
ucts, especially carbon dioxide, through the passage of air in and out of the 
lungs. The second purpose is to feed breath puffs to the vibrating vocal 
folds to produce vocal sound. Before we discuss these two purposes, how
ever, let's try a simple experiment to experience "active" and "instinctive" 
breathing. 

EXPERIMENT 1: PLEASURE SMELLING 

• Imagine that just in front of you is a beautiful, pleasant-smelling flower. 
The aroma attracts you, and you squat down to get a better whiff. Cup the 
flower in both hands, and smell its lovely fragrance. It smells so good that you 
want to inhale more deeply each time you smell it. Feel your whole torso fill 
with the fragrance of that flower. 

• Stand up, and find another fragrant flower just in front of you. Cup your 
hands around it, hold it near your face, and smell its fragrance (Figure 3-1). 
Feel the same expansive filling of your torso as when you inhaled the fragrance 
of the first flower while squatting down. Smell the flower several times, each 
time enjoying the fragrance more. 

2The pleasure and joyful action of smelling a flower's perfume or the pleasurable appre
ciation of a contented sigh uses the body and affects the muscles differently than when 
smelling an ugly, foul odor or sighing out of grief, sadness, or anxiety. 
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Figure 3-1 Flower I Pleasure
Smelling Posture 

Note that there is little noticeable body 
action-no push-pull-lift action of your 
belly, chest (thoracic cavity), sides, or shoul
ders. Instead, you feel the gentle but firm in
flation and expansion of your intercostals 
(the side muscles between the ribs), back, 
and chest. You should have the feeling of a 
combined, complete breath experience
whether the expansion travels only to the 
lower-back energy center through an ample, 
small breath in a squatting position; 
whether it continues to travel to the mid
back through a satisfying half-breath in a 
bowing position; or whether it continues to 
travel to the latissimus muscles (below the 
shoulder blades) through a full-measured 
complete breath in an upright position. All 
three actions would manifest your exhila
rated pleasure and appreciation of the flow
er's fragrance; all of them would represent 

natural, optimal, healthy breathing behavior; and all of them would function 
as an ideal familiar event for proper posture and the breathing process. 

Inhalation begins when the brain signals the diaphragm (a muscular, 
membranous partition separating the chest and abdominal cavities) to 
contract-an action that lowers and flattens the muscle. With this action, 
the thoracic cavity increases in size, causing the density of the air in the 
lungs to be reduced. Because the air pressure within the lungs is now less 
than the air pressure on the outside, new air rushes into the lungs through 
the trachea and the bronchial tubes to restore the balance (Figure 3-2a 
and b). 

During exhalation, the process is reversed. The diaphragm relaxes and 
returns to its original position. With this, the chest cavity is reduced and 
the lungs a:r;e compressed. The increasing density in the lungs moves 
breath out through the bronchial tubes, trachea, larynx, throat, and, fi
nally, the mouth or nose, again to equalize with the atmospheric pressure 
(Figure 3-2c ). 

In full inhalation, and in breathing to produce sound, the dimensions 
of the thoracic cavity increase in all directions, most notably in the back. 
This adds extension to the rib cage position, thus providing added lever
age, which helps to control the breath stream. There is little or no move
ment in the upper chest-just an energy feel-and there is no raising of 
the shoulders. The thoracic movement happens in the moveable ribs. 
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' ' ...... ____ ....... 

(a) (b) (c) (d) 

Figure 3-2 An Experimental Demonstration of the Breathing Mechanism 

(a) The bottle cavity represents the chest cavity; the rubber stretched across the bottom, 
the diaphragm; the balloons, the lungs; and the glass tubes leading into the balloons, the 
trachea and bronchial tubes. (b) As the rubber is pulled down, the bottle cavity increases, 
the balloons expand, and air rushes into them through the tubes. {c) When the rubber 
returns to position, the bottle cavity decreases and the air is sent out of the balloons. 
(d) The human trachea, lungs, and diaphragm. 

EXPERIMENT 2: PLEASURE HUMMING 

• Close your eyes, and begin to quietly hum an N sound, with your lips 
and teeth gently parted. Turn the hum off while continuing a soft, silent 
breath flow through the nose. Maintain this tongue position, and practice 
gentle, smooth in-and-out breathing while your face expresses benign, smil
ing contentment. 

• Repeat the process with the NG hum. Turn the hum off, and, again, feel 
the gentle sigh of escaping air through the nose while maintaining a smiling, 
contented facial expression. 

For the N sound, the front of the tongue gently touches the upper gum 
ridge and the front palate; for the NG sound, the back of the tongue gently 
touches the soft palate. This gentle contact of the tongue to the palate, with the 
teeth gently parted, is the most comfortable and comforting way to breathe 
through the nose. 

Quiet, smooth, and gentle breathing is the body's most hygienic and 
energy-gathering way to breathe, whether through the mouth or nose. 
Such almost imperceptible and slow-motion inhale-exhale breathing 
brings on the feeling of rising resilient liveliness on the inhalation and 
level floating on the slight pause before returning to settling down like a 
feather on the exhalation. It is the very essence of the relaxing and pleasur
able "sigh breathing." 

Breathing must feel good and be fulfilling and vitalizing. The quiet, 
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easy, rhythmic breath of "satisfactory appreciation" is the best and most 
esthetic way to fuel, feed, and accommodate breathing energy so that in
spiration (inhaling) truly "inspires" and exhalation truly relaxes. 

Breathing through the nose, especially outdoors (particularly in 
windy, smoggy, dusty weather), brings cleaner, warmer air to the lungs 
than breathing through the mouth. Nevertheless, the fact is that talking 
and maintaining smooth utterance require us to breathe through the 
mouth. Clearly, during normal speech, stopping to breathe through the 
nose would only distract the tongue and lips and even the mind from their 
proper business of comfortable everyday speech (involving both conso
nants and vowels). 

Also, communication becomes ineffectual when phrasing, inflection, 
intonation, and rhythm are thwarted or disturbed by open-gap breath3 in
terruptions. Moreover, the spontaneous tempo and involvement of con
versation often prevents quiet, controlled breathing through the nose. 
This explains why, particularly on stage, the noise and character of forced 
nose breathing is not esthetic and negatively affects the actor's perfor
mance. So, although mouth breathing outdoors or in poorly ventilated en
vironments is not the most hygienic, wholesome, or esthetic practice, it is 
the necessary choice during the stream of involved talking. Vocal life 
does, however, appreciate all the help it can get. During pauses, breaks, or 
listening moments, you may and can return reflexively to nose breathing. 
Otherwise, mouth breathing can become labored, make the mouth dry or 
cause panting, or forcibly (psychophysically) impose an unintended 
change in the emotional climate. 

Somewhere between the fundamental acts of inhaling and exhaling 
lie the harmonics of crying and laughing, fear and joy, anticipation and as
tonishment, gentle blowing and whispering, sobbing and sighing, disap
pointment and ecstasy! Mastery of correct breathing is, therefore, an 
essential tool that the actor uses to shape and subtly shade the interpreta
tion of emotional moments. Interpretive breath cues or signals and all 
other voiceless means of expressing, communicating, or responding may 
be considered behavior-affective, or "emotivated," breathing. 

Behavior-Affective Breathing 

Actors often use emotivated breathing while performing on stage, 
whether as an interpretive pause or as a gasp of astonishment. However, 

30pen-gap breathing: intrusive, often noisy, jerky nose-inhaling that disengages and dis
turbs smooth utterance and communicating expressiveness. 



CHAPTER 3 The Duality of Breathing and Posture 25 

the actor often does not fully understand emotivated breathing as an ex
tension of the familiar event to new and freshly unique situations. The fol
lowing explorations are meant to remove the self-consciousness we feel in 
dealing with such natural body emotions as laughing, sobbing, shivering, 
sighing, crying, trembling, and quivering. All of these body emotions have 
a wholesome effect if we learn how to use them, with proper emotivated 
breathing, through the modality of the familiar event. Have fun with 
these explorations; treat them as actor games and as possible future famil
iarevents. 

EXPLORATION 1: BEHAVIOR-AFFECTIVE BREATHING 
THROUGH THE SENSE OF SMELL 

To experiment and demonstrate what we've been discussing, register the qual
ity of breath produced by your instinctive reactions to the following situation: 

• You are at home late at night and, suddenly, smell leaking gas. How will 
your breathing rhythm respond to the emergency? Will it become a quick, 
darting smelling action? Or might it become a heaving, pounding fear
induced breathing? 

Now compare the varying qualities of breathing (related through the sense of 
smell) as you freely associate with the following, very different images: 

• It is a balmy summer day. Smell the fresh-cut grass and the perfume of 
flowers in the breeze. Feel and perceive the body's intrinsic sensations. Can 
this smelling action serve as a "good-feeling" familiar event for perfectly natu
ral breathing behavior? Do you feel a rising buoyancy as you inhale? 

• You're doing the weekend shopping, and as you go from store to store, 
you take in the aroma of rich, freshly ground coffee ... then the rancid frying 
oil of a fast-food restaurant ... next the smell of recently baked bread at a 
French bakery ... followed by the distinctive smell of a fish market. Do you 
sense a change in your breathing rhythms and breath quality? Do you hold 
your breath or, perhaps, breathe through your mouth to avoid an unpleasant 
smell? 

• Now visualize and smell the scent of gentle rain ... the first fall of snow 
... the morning dew ... mist and fog. Do you find yourself taking smooth 
short breaths? easy half-breaths? What are your facial expressions? What part 
of your innermost being seems to respond instinctively? 

• You're in a crowded elevator with no air conditioning and you have to 
respond to other people's odors. Are you perhaps breathing and trying not to 
breathe at the same time? How shallow is your inhaling? 

• You're driving on a highway in the summer with the windows open, and 
you suddenly pass from fresh open fields to several miles of swampy industrial 
waste and garbage. Are there changes in your breathing rhythm? amplitude? 
intensity? 
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Learn to become aware of and appreciate the different behavior rhythms 
and facial expressions, the contrasted reactions, and the varying qualities of 
breath that accompany emotivated response through the creative use of the 
sense of smell. 

EXPLORATION II: BEHAVIOR-AFFECTIVE BREATHING 
THROUGH THE SIGH 

A spontaneous sigh can be a most beneficial, fulfilling breathing experience. 
Emotionally, it can also express contentment, deep disappointment, terrible 
grief, or exquisite pleasure. Discover these differences by practicing a variety 
of sighs, each with its own expressive purpose, its own nuance and shading. 
Respond especially to the smooth breath rhythm of the easy, relaxed sigh. 

• Feel the sigh as you breathe in; feel it as you breathe out. Make no mouth 
sounds except easy, gentle breathing primarily through the mouth. Is it 
gentle? smooth? easy? pleasing? Is it instinctively natural? 

• Combine pleasure smelling (of a spring flower) on the inhalation with a 
silent pleasure sigh on the exhalation-all of it through relaxed, silent, smooth 
mouth breathing. 

• Feel the sigh of sadness, disappointment, discouragement, doubt. Expe
rience the sigh of deep contentment, hope, affection, pleasure giving, 
dreaminess. 

The pleasure sigh induces perfectly smooth, natural body breathing and 
becomes a familiar event for organic instruction in breathing training; the sad 
or troubled chest-heaving sigh is definitely not such a candidate. 

EXPLORATION III: BEHAVIOR-AFFECTIVE 
BREATHING THROUGH SHIVERING 

Experience the different breathing responses to various emotions that play 
into and express themselves through shivering. Situational contexts for emo
tivated shivering may include the following: 

• You are out in the freezing cold, fairly bundled up, but it is too cold to 
stay out very long. You begin to shiver. In this, and the next three situations, 
check out any accompanying breathy or vocal effects. How would you de
scribe those expressive sounds? 

• You are again out in the freezing cold but this time underdressed. You 
start almost immediately to "shiver breathe." Explore this type of breathing 
with both your nose and mouth. Do you find yourself using staccato, or pulsat
ing, breaths? 

• You have just come out of the water after a bracing, refreshing swim. 
The air is a bit breezy and just cool enough to induce mild shivering. 

• You are leaving a very fine, comfortable, dry-hot, wood-scented sauna, 
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and you plunge into the cool clear waters of a mountain lake. Feel the tingling 
shiver go through your completely relaxed body. 

• Practice shivering and breathing through your lips, letting your teeth 
chatter. Next, change the shivering to trembling. Is it a different feeling? 
Describe the difference to yourself by comparing them physically and by feel
ing them emotively. 

• Now shiver and breathe while your lips, teeth, and tongue make the con
sonant sounds F, H, S, or SH. Make the same consonant sounds to initiate and 
gradually arouse a crying jag; a laughing jag; body pain. Now try to hold back 
laughter or crying. If you cry or laugh by trying not to cry or laugh, what qual
ity of quiver, tremble, or tremor do you discover and experience? 

Too many times onstage we catch ourselves holding our breath as we ex
perience emotion-or in order to produce emotion. It should be clear by now 
that although pleasure smelling and pleasure sighing are natural familiar 
events for learning the proper and naturally organic breathing process, all the 
other creative behavior-affective breathing actions-smelling, sighing, shiv
ering-are also familiar events through breathing that connect us to the truth
ful expression of many different emotions and characterizations. Such 
breathing awareness relaxes us and also energizes us, keeping our inner sens
ing mechanisms alert, fluid, and ready to go in any direction. 

The Posture of Breathing 

The chest should never be unnaturally puffed out during inhalation; in 
fact, it should be at a comfortable, nearly full expansion at all times (Fig
ure 3-3). "Chest expansion" means the natural inflation of the chest, not a 
change in its position or girth; neither does it mean lifting the front of the 
chest while contracting the back. The chest cavity, like any other cavity, 
has a front, back, bottom, and sides, and, like a balloon, all these parts 
must expand radially and radiantly4 during inhalation. 

The explorations and experiments in this chapter should guide and 
help you organically experience optimal rather than maximal5 expan
sion, extension, and use of the entire chest cavity without exertion or 
puffing. This is true for the back, chest, sides, abdomen, shoulders, neck, 
and head-all of which significantly support the heart, lungs, throat, and 
diaphragm as well. As Figure 3-4 illustrates, organically improved body 

4See "Radiancy NRG" in Body Wisdom: The Use and Training of the Human Body by Ar
thur Lessac (Claremont, CA: Pomona College Department of Theatre and Dance, 1981). 
50ptimal: the best, most favorable, most salutary condition, degree, or amount; "opti
mal" (and "optimum") always implies "quality" and is never fixed or finite. Maximal: the 
greatest possible quantity, degree, or amount for a particular situation; "maximum" is 
fixed or finite. 
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(a) (b) (c) 

Figure 3-3 The Effects of Breathing and Posture on Body Measurements 

(a) Normal chest measurement with improper posture-33 '14''. (b) With improper 
chest expansion, the measurement is 36". (c) With proper breathing and posture, 
the normal and expanded measurements are almost the same-39" to 40". These 
measurements were all taken on the author: 

measurements are achieved by proper breathing and posture; they are 
natural attributes that may have remained unrevealed due to improper 
breathing and posture. Unlocked knees, an elongated spine, a reduced 
waistline, a naturally expanded thorax, a full broad back, and an extended 
shoulder line (free of shoulder-blade protrusion or hollow chest) allow the 
body to look as it was meant to look-pliantly upright and strong, yet re
laxed and graceful, with the back exhibiting a fully extended, soft, slender 
elliptical curve, rather than a straight, rigid, or multiple-curved spine line. 
With more room inside the chest cavity at all times, such vital organs as 
the heart, lungs, trachea, and larynx will be less crowded, and the whole 
body will feel lighter and more comfortable. 

Unfortunately, many of us, young and old alike, have taken or been 
given as models the stiff look of the soldier at parade attention; the puffy, 
heavily hunched look of the improperly trained wrestler or weight lifter; 
or the sculpturesque, thrust-bellied stance of the old-fashioned opera 
singer (Figure 3-5). Perhaps few people today would imitate these exam
ples completely or consciously, but even partial imitation is harmful and 
to be avoided. 

With good posture, you will never stand with your knee joints locked 
or with tense thigh muscles pushed to the rear, forcing the pelvis back-



CHAPTER 3 The Duality of Breathing and Posture 29 

14 112" 
(a) (h) 

5'6" 

21/z" 
(c) 

4" 26" 

40" 43 1/z" 
(e) 

Figure 3-4 Other Body Measurements Affected by Breathing and Posture 

(a) Shoulders: poor posture 14'12'', proper posture 16'12''. (b) Full upright posture: poor 
posture 5' 5'14", proper posture 5' 6". (c) Cervical spine (neck): poor posture 2'1z", proper 
posture 4". (d) Spine to coccyx: poor posture 26", proper posture 28'12''. (e) Spine to knee 
hollows: poor posture 40", proper posture 43'/z". (f) Waist: poor posture 34'12'', proper 
posture 331/z". 



30 PART 1 Seeding the Soil and Building the Foundation 

Figure 3-5 Three Incorrect Versions of So-Called Correct 
Posture 

ward and thus shortening and stiffening the ~ower spine. Proper posture 
will prevent you from (1) sucking in or pushing out the abdominal wall, 
(2) lifting and puffing out the chest, (3) contracting the upper back and 
narrowing the shoulder blades with ungainly protrusion, and (4) having 
tp.e back muscles of the neck so constricted that your head is forced back
ward, with your chin pointing forward and up. 

With good posture and breathing, you will look taller if you are short 
;,1nd less gangly if you are tall, and you will certainly feel stronger and 
more flexible. Fortunately, proper breathing and posture are relatively 
easy to achieve. Demonstrate this to yourself by finding your own innu
mer:;tble familiar events. You can be your own teacher. Creative practice6 

oyer several weeks will build the desirable functioning into instinctive, 
continuing experience. You will discover that the body breathes well natu
ral}y while comfortably bending over, squatting, kneeling, crouching, 
jumping, skiing, sitting forward, or lying in a supine position. In these po
sitions, the muscles fall naturally into the relationships that counteract 
faulty conditioning. Observe what happens when you spontaneously in
hale ;md exhale in any of these activities or postures, and register the sen-

6Most of our practice is rote. "Creative practice," however, is living, or vital, practice (for 
a detailed definition ofthe term practice, see the Glossary). In this same vein, I avoid the 
us~ of the word exercise and prefer, instead, the terms experiment and explore. 
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sations. Observe particularly the physical crescent-like feeling of the 
stomach, the sides, and the lower back expanding; then, apply these sense
memory familiar events as organic instructions to the body to reproduce 
and reexperience them while standing upright. 

The following checklist and Figure 3-6 enumerate and delineate the 
optimal body positions in attaining good, vital upright posture: 

Figure 3-6 Proper Upright 
Posture 

• The head is not up against the wall and 
thus does not rigidly shorten the cervi
cal spine; note too that the heels practi
cally touch the wall. 

• The crown of the head is the highest part 
of the body. 

• The head is in an easy-swiveling 
position. 

• The chin is level-never raised, pulled 
down, or protruded forward. 

• The back of the neck and head extend 
antigravitationally upward. 

• The front of the neck is always loose
never stretched or tight. 

• The shoulders slope somewhat forward. 

• The entire back is expanded, with opti
mal space between the shoulder blades 
and with an overall thoracic expansion. 

• The spine makes easy contact with the 
wall from the pelvis to the upper back. 

• The pelvis gently curves forward, and 
the abdominal wall gently curves 
inward and upward as part of the 
parenthesis-like curve in the back. 

• The hands fall a bit in front of the thighs. 

• The thighs face forward and are loose. 

• The knees are always unlocked and loose. 

• The calf muscles are loose. 

• The heels practically touch the wall, with the body resting lightly on 
both the heels and soles. 
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• The pelvis rolls gently forward into the thighs and appears to connect 
with the groin and abdomen in its "inward and upward" NRG flow. 
Thus, the pelvic motion helps form a crescent-like concavity in the ab
dominal area from the pubic bone to about two inches above the na
vel. This crescent, which is concave in front and convex in the lower 
spine area, helps to secure and maintain the parenthesis-like elliptical 
curve posture (the C-curve). 

As your body responds to accommodate the unfamiliar, yet good
feeling expanding action of natural breathing, it will begin to assume the 
position shown in Figure 3-6. Then the initial feeling of strangeness will 
diminish and evaporate precisely because it does "feel so good." The 
checklist that accompanies the illustration, outlines the characteristics of 
the posture that accompany proper breathing. Any departure from the 
checklist items will, no doubt, lead to improper posture and improper 
breathing while in an upright position. 

Like bending and squatting, many common activities tend to break 
the unnatural posture patterns that inhibit natural breathing. A batter 
poising to swing, a tennis player executing a backhand swing, a boxer 
looking for an opening, a musician playing the violin, a conductor leading 
an orchestra, a golfer bending over to tee off, a swimmer assuming the 
diving position, a porter mopping, a gardener hoeing-all of these people, 
in all probability, breathe naturally and properly until their given activity 
ceases and they stand upright again, when their breathing and posture 
may very well fall once more under the control of habit-patterned behav
ior. In some of these activities, the participant breathes naturally even in a 
semi upright position as part of the movement. By using the sense memory 
of the semiupright feeling as a familiar-event training model, you can re
tain the comfortable expansion and extension of your shoulders, back, 
and pelvis while adjusting your head, neck, knees, and legs as you return 
to a complete upright posture. 

To perform their sports, competitive gymnasts, swimmers, and divers 
must combine the optimal chest expansion of natural breathing with opti
mal body extension. Because of their training, they often carry over good 
breathing and posture into everyday life. But good posture and breathing 
can be had by anyone-by simply learning to recognize and reproduce at 
will the sense memory of natural breathing. 

Breath and Sound 

Before moving on to the experiments, let me emphasize that although nat
ural breathing is a necessary support for good voice and speech dynamics, 
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the breath stream should be understood as a distinctly different and sepa
rate current from the vocal sound stream. Remember that vocal sound is 
amplified and strengthened by resonance and wave reflection. Being 
windlike, breath tends to obscure or disperse the sound waves, creating a 
breathy, forced tonal quality. If the breath stream were really the same as 
the sound stream and traveled at the rate of sound, it would, as Dr. Douglas 
Stanley points out, "have to blow more than ten times as hard as the worst 
hurricane."7 For beautiful singing tones or beautifully projected speaking 
tones, conscious or impelled exhalation must be kept to an irreducible 
minimum. 

Today, as in the past, the technique of concentrating on the diaphragm 
for vocal tone control is often advocated. The claim seems to be that with 
the imposition of conscious breath pushing, you will be sure to sing and 
speak better. Supporters of this position have observed an association, but 
the cause and effect have been turned around; although the abdominal 
muscles are indeed involved, if you feel yourself singing and speaking 
well, you will be breathing optimally, easily, and with top efficiency. The 
best tones will be felt when a minimum of breath is used-an amount so 
minimal as to deny conscious use of it. Strenuous pumping or pushing of 
the diaphragm or the abdominal muscles can have little to do with 
strength, brilliance, amplitude, projection, or tonal quality. Not only does 
straining cause a noneconomical waste of "breath fuel," it also prevents 
the balanced and controlled use of reserve and residual breath for special 
vocal artistic and dramatic effects. 

The diaphragm and other respiratory muscles, as well as the whole 
body, must be maintained always at peak condition, but the dispersant 
stream of breath must never be permitted to interfere with the stream of 
sound. Remember that breath control does not regulate voice production; 
rather, voice production regulates breath control. Put another way, voice is 
not vocalized breath. The only direct role of the breath stream in the 
speaking or singing voice is to help initiate the vibration of the vocal folds; 
the role of the breath puff ends as soon as sound begins. Even voiceless 
consonants (and whispering) are optimally experienced and articulated 
with the most minimum breath use. 

Natural Breathing Experiments 

The following experiments will help you feel the natural, instinctive 
breathing function and physically sense it as food, energy, and power for 

7Douglas Stanley, Your Voice: Applied Science of Vocal Art, revised edition (New York: 
Pitman 1950), 3. 
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the body. While doing the experiments, breathe freely and easily; do not 
consciously try to breathe correctly or do anything unusual or difficult. 
You will find instinctive inhalation and exhalation in these postures com
fortable and natural, even if they seem strange and different from what 
you usually feel in an upright position. Take careful note of the various ac
tion sensations that accompany these experiments. Remember these sen
sations. Associate them with a natural activity you enjoy as a familiar 
event, and experience them each time as though you were realistically en
gaged in this activity. 

EXPERIMENT 3: FLOATING, SWAYING, AND WAFTING 

.... --~ ~--···--.._ 
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Figure 3-7 Floating, Swaying, 
and Wafting 

• In an upright position, with your eyes 
closed, find yourself gently floating, wafting, 
or swaying from side to side; don't bend your 
body, just tilt it gracefully in slow motion 
(Figure 3-7). Now waft slightly forward and 
backward, and then float circularly, in a con
ical fashion. Can you sense yourself meditat
ing while miraculously "spinning" through 
inner space? The more slowly you waft and 
float on the outside, the vaster your inner 
space will feel and the speedier you will spin 
through it. 

• While floating, wafting, and swaying 
in an upright position (from side to side, for
ward and backward, or circularly), always 
test for quiet, smooth breathing; breathe 
gently and quietly through your nose while 
the front of your tongue softly blankets the 
velvety lining of the hard palate and your 
lips and teeth rest gently apart. Feel free to 
inhale and exhale softly and almost imper
ceptibly through your mouth. Inhaling and 
exhaling should feel like a slow-motion, self
satisfying sigh-a soft sigh reflecting a feel

ing of appreciation, contentment, serene meditation. Try floating and swaying 
with your eyes open as well as closed, and feel free to alternate your inhaling 
and exhaling through your nose and mouth as part of your exploring. 

• When you breathe in, feel yourself fueling and feeding and vitalizing 
your body. As you sense the distribution of breath energy throughout your 
body, trace its movement to different parts and limbs; feel the breath NRG 
flowing in the veins, arteries, nerves, muscles, and bone cells into and through 
the pores and outer surfaces. As you track the breath NRG perceived through 
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the bioneural feeling process, you will sense a feel of inner rhythm, inner equi
librium, inner potential, inner visualizing. The slower and farther you waft 
and wave in any direction, the slower, longer, quieter, and gentler will be the 
"inspired breath"-an inhalation that literally inspires the body, both viscer
ally and esthetically. As you coordinate your body wafting with soft, rhythmic 
inhaling and gentle, quiet exhaling, you will begin to experience a more so
phisticated awareness of the rhythm and balance feel of breath NRG. 

EXPERIMENT 4: SUPINE POSITION 

Figure 3-8 Supine Position 

• Lie on your back on a firm mattress, a pad, or a blanket. 
• Visualize yourself in a very large bathtub filled to the top with water and 

feel yourself weightless, floating, with every muscle loose and soft; your whole 
body should feel as if all gravity were eliminated. (Corroborate these feelings 

the next time you take your luxury bath.) 
• Gently "yawn-stretch" your body: 

make it as long as possible from the bottom 
of your heels to the crown of your head, with 
the back of your neck fully extended and 
your head weightlessly touching the sup
porting surlace with absolutely no feeling of 
tension in your throat. When beginning the 
experiment, if you wish, place a rubber pad 
or a book (approximately an inch thick) un
der your head (Figure 3.8 ). 

• In this supine position, keep your 
knees loose enough so that your knees and 
calves remain elevated from the supporting 
surlace without actively raising them. Doing 
so will allow the pelvis to slide forward just 
enough to relax the small of the back against 
the supporting surface and allow you to feel 
the full support of the abdominal and lower 
lumbar-sacral "crescent centers." Fully ex
pand the rest of your back so that the shoul
ders, rounded gently and comfortably, do 

Figure 3-9 Upright Position not touch the supporting surface. (When the 
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spine is properly elongated in the upright position, the shoulders should slope 
naturally down and somewhat forward.) 

• Observe how your body feels in the supine position (see Figure 3-8). Is it 
comfortably relaxed and breathing naturally? Have you achieved an optimal 
posture in this supine position? Is it a position of body alignment you would 
also like to achieve while standing (Figure 3-9)? 

• Now turn your attention to the natural breathing process in the supine 
position. When you breathe in, your abdominal muscles (just below your rib 
cage) swell out gently; when you breathe out, your abdominal muscles go in. 
This in-and-out motion accompanies every breath rhythmically and quietly. 
The intercostal muscles near your waistline also gently expand. Memorize the 
action-sensation of the movements you feel in these areas. Do the same in the 
prone position (on your stomach), and feel the gentle, vital expansion of your 
sides and the small of your back. Feel them as familiar events. 

• Do the same experiment in a squat position. 
• Then stand up and apply these familiar events to reproduce these sensa

tions as you breathe quietly (see Figure 3.9). 

Do not be discouraged if at first in the upright position you find that 
your abdominal wall moves inward during inhalation and outward dur
ing exhalation-the exact opposite of the actions you observed while lying 
down. Simply lie down again and observe once more the easy, natural 
breathing configuration; memorize and register the feeling of the action 

Figure 3-10 Bend-over Series 
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that produced it as a familiar event; then stand again and reproduce the ac
tion with the assistance of the familiar event. Do this three or four times; 
then proceed to the next experiment. 

EXPERIMENT 5: BEND-OVER SERIES 

FULL BEND-OVER 

• Bend over from the hips so that the top of your head falls below your 
waistline. Your body should form a deep C-curve, with your arms and hands 
hanging loosely and comfortably about six to eight inches from the ground 
and your knees slightly bent (Figure 3-1 Oa). 

• Inhale easily and naturally without the slightest lifting of the body 
above the waist. 

• Memorize the action-sensation so that you will be able to repeat it when 
standing upright: your side muscles will expand all around to the small of the 
back and, at the same time, your abdominal wall will expand, as if you were 
pushing against the circumference of a belt. Think of the expansion of the en
tire waistline as filling up the bottom of the breath bucket. 

• Exhale, and re-experience the experiment several times. 

HALF BEND-OVER 

• From the full bend-over position, form a more extended C-curve by rais
ing your body until your forehead, still hanging loosely and easily, is about five 
inches above waist level (Figure 3-1 Ob ). 

• Inhale easily and naturally. 
• Memorize the action-sensation of further upward expansion, now mov

ing up into the lower back area just above the sides, so that it, too, can be car
ried over to the upright position. Exhale easily and smoothly. 

• Rehearse this part of the experiment several times. Register and pro
gram your familiar events. 

QUARTER BEND-OVER 

• From the half bend-over position, float your body upward into a golfer's 
putting position, or until your chin is about ten to twelve inches above your 
waist (Figure 3-lOc). 

• Inhale easily and naturally. 
• Memorize the action-sensation of expansion now moving through the 

upper back under the armpits (or at about the bra line) and forward into the 
chest. Think of the expansion of the entire upper back and chest as filling the 
breath bucket toward the top. 

• Exhale and repeat this experiment several times. 
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If you do not immediately feel this expansion progressing laterally 
and upward, tie a string around your chest just under the armpits across 
the pectoral muscles. Feel the gentle pressure against the string during in
halation while taking note of the crescent-like formation of the abdomi
nal area. 

ALMOST UPRIGHT POSITION 

• Unbend your knees, but leave them flexible enough to jiggle back and 
forth an inch or two. Keep the pelvis curving into your thighs to create a 
slightly convex curve in the entire lower back area; the abdomen will become 
gently firm and crescent-like. Now float your upper body up antigravitation
ally, as if it were suspended from a string. Keep your shoulders expanded and 
extended forward over your thighs, and bow your head and neck lightly while 
the rest of your body comes to an upright position. 

• Cup your hands, and raise them to about two inches from your nose, 
with your upper arms touching the pectoral muscles. As if holding a flower, 
bow your head a bit to inhale the fragrance (Figure 3-lOd). 

• Inhale the imagined fragrance realistically. 
• Memorize the action-sensation of the expansion starting from the ab

dominal wall; moving through the side muscles around. to the small of the 
back (the bottom of the breath bucket); then up the lower and mid-back into 
the muscles under the armpits; and around into the chest, which completes 
the sensation of filling the rest of the breath bucket. 

Note that the chest really expands from back to front. Because it is not 
lifted or puffed out unnaturally, there should be no strain or discomfort in the 
neck, shoulders, or back. Observe that your position is almost upright. 

FULL UPRIGHT POSITION 

• Extend the back of your neck upward, from the flower-smelling posi
tion, until the back of the crown of your head is the highest part of the body, 
your chin is level, and the front of your neck is soft. Visualize and feel a fully 
extended (very slender) parenthesis-like curve starting from the base of your 
head right down to the hollows of your knees. 8 Hold your hands easily in a 
rounded, weightless circle in front and inhale easily and naturally (Figure 
3-1 Oe). Exhale, and repeat this experiment using a pleasure sigh. 

• Repeat the complete expansion of natural breathing as it felt from the 
beginning to the end of the bend-over series and you should be breathing cor
rectly in the proper upright posture, especially if you use the familiar event of 
inhaling the flower's perfume. 

8Visualize that your spine, at the coccyx, bifurcates, or branches, through the ham
string muscles to the inner hollows ofthe knees. 
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SUMMARY 

In all of these experiments, the action-sensations emphasize back expansion 
rather than chest heaving or lifting. The back thus expanded feels strong and 
powerful. It moves the arms a bit forward and gives the entire body a feeling of 
better overall balance. This action follows the law of forward direction: 
breathe with your back and everything molds gently forward; breathe with 
your chest and everything moves undesirably backward. 

EXPERIMENT 6: DIVING, OR BROAD-JUMP, POSITION 

Figure 3-11 Diving, or Broad
Jump, Position 

• Stand upright with your arms 
stretched forward at shoulder height; your 
entire body, especially your knees, should 
feel loose and free. 

• While inhaling, swing your arms 
speedily and energetically down and back; at 
the same time, bend your knees into a jump
ing, diving, or squatting position. Keep your 
buttocks rolled inward toward your thighs 
and your face up, and stay alertly on your 
toes (Figure 3-11). 

• Hold this position, and your breath, 
long enough to memorize the strong action
sensation you will get from the firm, dy
namic crescent in your abdominal and side 
muscles (the bottom of the breath bucket) 
as you swing into the squatting position 
while inhaling. Do this experiment several 
times. 

EXPERIMENT 7: CROUCHING POSITION 

• While on your toes, squat down, and place your left forearm just above 
your left knee and the knuckles of your loosely clenched right fist on the floor 
between your spread knees to maintain balance (Figure 3-12a). 

• Inhale easily and naturally. 
• Memorize the action-sensation of expansion spreading in the back. 
• Exhale quietly, and repeat this experiment two or three times; then re

verse the positions of your right and left arms and repeat. Place both hands in 
loosely clenched fists on the floor between your knees, and repeat this experi
ment (Figure 3-12b). 
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(a) (b) 

Figure 3-12 Crouching Position 

• Stand upright and reproduce the action-sensation of back expansion as 
you inhale. You may need to let your shoulders relax and extend buoyantly 
into shoulder-high rounded arms to accommodate this expansion. 

EXPERIMENT 8: PUSH-UP POSITION 

• Raise your knees about six inches off the ground and balance on your 
hands and toes; keep your knees somewhat bent and flexible and the pelvis 
rounding out the lower end of the spinal C-curve as shown in Figure 3-13. 

• Inhale easily and naturally. 
• Memorize (1) the action-sensation of expansion in the entire back area 

and all the way down into the lowest spine and pelvic region and (2) the com
fortable, firm crescent-like feel of the abdominal muscles after inhalation. 

Figure 3-13 Push-up Position 
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• Exhale easily and repeat two or three times. 
• Hold your breath during the last inhalation, return gently to a squatting 

position, and stand up slowly and gradually, retaining the crescent NRG cen
ters and the elevated body posture. 

• Exhale and then inhale while standing. Visualize and memorize your 
breathing-posture relationship as part of your future familiar events. 

EXPERIMENT 9: SQUATTING POSITION 

• Squat comfortably on your toes (or 
the soles of your feet) and keep your pelvis 
low, rounded, and comfortably forward to 
avoid a rigidly straight back. Rest your el
bows easily just above your knees, and place 
your hands loosely between your knees (Fig
ure 3-14). Inhale easily and naturally, hold 
your breath for two or_ three seconds, and ex
hale gently and noiselessly. 

• Memorize the action-sensation of the 
complete breathing cycle, beginning with 
the expansion of the abdominal muscles and 
continuing into the sides, back, and chest, 
and ending wit:1 the comfortably firm feel
ing in the abdominal muscles. Repeat this 
experiment two or three times. 

Figure 3-14 Squatting Position • After holding your breath easily, ex-
hale completely and take a few small, restful 

breaths; then inhale fully and about halfway through the inhalation, float 
yourself up to a standing position as though the breath itself raised you up 
weightlessly and gracefully (see Chapter 4, Figure 4-5). 

• Exhale, and then inhale while standing and check for the same breath
ing action as in the squatting position; at the same time, try to re-experience 
the weightless, antigravitational float-up from the squatting position. 

This experiment emphasizes the significant function of the abdominal 
muscles (particularly the crescent area) as a built-in control valve for body 
posture and breathing-a kind of body governor. 

EXPERIMENT 10: SITTING POSITION 

• Sit forward with the very edge of the posterior portion of the pelvis (or 
sacrum) resting on the front edge of a chair; rest your elbows just above your 
knees, and cup (or hang) your hands loosely between your knees; and comfort-
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Figure 3-15 Sitting Position 

ably place your feet flat on the ground (Fig
ure 3-15). Inhale easily and naturally, hold 
your breath for two or three seconds, and ex
hale gently and noiselessly. 

• Memorize the action-sensation of the 
complete breathing cycle, ending with the 
firm feeling in the abdominal muscles, (sim
ilar to that of the squatting-position experi
ment). Exhale and repeat two or three times. 

• Hold your breath easily during the last 
inhalation and float up to a standing posi
tion, trying to retain the same sensation as 
in the sitting position. 

• Exhale and then inhale while stand
ing, and check for the same breathing action 
as in the sitting position. 

EXPERIMENT 11: LEANING POSITION 

Figure 3-16 Leaning Position 

• Stand with your feet about fifteen 
inches away from a table or desk, and lean 
forward, placing your hands on the edge as if 
you were examining a letter or a drawing 
(Figure 3-16). Inhale and exhale easily and 
naturally. 

• Memorize once more the action
sensation of the back expansion and the 
firming of the abdominal crescent muscles 
at the end of the breathing cycle. 

• Step back, and stand in an almost up
right position (as in the flower-smelling po
sition). Let your hands hang comfortably in 
front of your thighs, and re-experience the 
action-sensation at the end of the breathing 
cycle. Check your posture, and exhale and 
inhale gently and rhythmically. 

• While standing upright, re-experience 
the same action-sensation as in the preced
ing positions. 

EXPERIMENT 12: COMBINED LEANING POSITION 

• Crouch on your toes while resting your hands and arms on the seat of a 
chair (Figure 3-l7a). Inhale and exhale easily and naturally, and memorize 
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(a) (b) (c) (d) 

Figure 3-17 Combined Leaning Position 

once more the action-sensation of the entire breathing cycle. Repeat this ac
tion several times. 

• Stand up and bend over the chair, with your hands resting on its seat 
(Figure 3-17b ). Repeat the breathing instructions outlined in the first step. 

• Lean forward with your hands resting on the arms of the chair (Figtii-e 
3-17c). Repeat the breathing instructions outlined in the first step. 

• Lean forward with your hands resting on the back of the chair (Figtire 
3-17d). Repeat the breathing instructions outlined in the first step. 

EXPERIMENT 13: EXHALATION CONTROL 

This experiment will develop the skill of using minimum breath in the pro
duction of either voiced or unvoiced sound. Although this experiment is. con
cerned with breath control, focus on your posture as you complete the routine. 

• Inhale easily and naturally while visualizing the feel and sound of the 
letterS. 

• Feel the sustained sound of the S with your tongue up toward the gum 
ridge and your side teeth almost occluded.9 

• Concentrate on making the S very high pitched but, at the same time, 
very soft; avoid any jerkiness, a change in quality, or a heavy, pressured hiss, 
like air escaping from a tire. 

• Alternate softening the S when it gets thin and sharp and then sharpen
ing it to a subtly higher pitch when it gets extremely soft and gentle. 

• Check with the back of your hand to make sure there is minimal or nb 
noticeable escape of breath. At the same time, note how your abdominal rims
des remain comfortably firm, as they gently arid gradually contract inward 

9This position of the side teeth helps to achieve good tongue-muscle quality and orien
tation, which will be retained when the side teeth do not have time to fully come to
gether in connected speech. 
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and upward, almost imperceptibly, like a sponge being squeezed very slowly 
until all the water is gone . 

• To check your posture as you perform the experiment, ask yourself the 
following: Do I feel the slight C-curve? Are my knees loose? Is the back of my 
neck floating upward? Can I swivel my head easily from left to right on a per
fect level? Is the crown of my head the highest part of my body? 

Do ten consecutive repetitions of this experiment three times daily. In the 
beginning, you should be able to sustain the S sound comfortably for about 
fifteen seconds; if you maintain the sound as long as you can each time, with
out force or pressure, you should be able to add from three to five seconds each 
week, without difficulty, and achieve a duration of forty to fifty seconds over a 
ten-week period. When the S is fully explored, do the same with SH, F, and the 
unvoiced TH. 

EXPERIMENT 14: SUSTAINED HUMMING SOUNDS 

• While the previous experiment dealt with breath duration using only 
breath, this experiment explores a similar experience using vocalized tone, 
specifically the voiced consonants Z, V, M, N, and NG and the voiced TH. The 
emphasis should be on minimum breath; clear, clean, gentle humming 
sounds; pure, unforced tones; no pushing, huffing, or puffing; no extra noises 
or secondary sounds-just an inner harmony and equilibrium between vocal 
tones, body posture, and instinctive breathing. You should be able to sustain 
the hums for about twelve seconds. As in the exhalation-control experiment, 
feel free to time and progressively add three seconds weekly until you can sus
tain the hums for forty to fifty seconds. 

BRIDGE 

The organic "oneness" of breathing and posture presented in this chapter 
should be regarded as a vitally new vocal-life principle. Like Siamese 
twins, breathing and posture cannot be considered disparate parts but 
rather the fusing of an organic whole. We have seen and experienced in 
this chapter's experiments how the breathing system and posture dynam
ics depend on each other, how they accommodate each other, and how 
they synergize and empower each other. In the next chapter, we will ex
plore how the duality of breathing and posture are applied in the creative 
art of relaxation. 

The kindred relationship of this organic duality also sets the stage for 
the future interinvolvement of other body NRG states, body dynamics, 
body systems, and body languages. Think of breathing and posture as two 
sides of the same coin; using only one side is simply impossible. The legal 
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tender is the whole coin, whether applied to body and voice endurance, ca
pacity, range, variety, strength, quality, or esthetics. Such holistic, inner
ensemble functioning should appeal to everyone, but for the performing 
artist, it has a special significance. This vital interaction provides a basis 
for the "energy of relaxation," which is the subject of the next chapter. 



CHAPTER 4 

The Energy of Relaxation: 

The Creative Art of Resting 

ln An Actor Prepares, Konstantin Stanislavsky wrote: 

It seems that if you lay an infant or a cat on some sand to rest or to sleep, and 
then carefully lift him up, you will find the imprint of his whole body on the 
soft surface. But if you make the very same experiment with a person of our 
nervous generation, all you will find on the sand are the marks of his shoulder 
blades and rump-whereas the rest of his body, thanks to chronic muscular 
tension, will never touch the sand at all. 

The secret of the infant and the cat (and the consummate actor) is a 
special brand of relaxation-a relaxation that is live, active, positive, buoy
ant. Great actors have always known that relaxation, or "creative rest,"1 

onstage is a talent in itself: a technique for modulating the rhythm of their 
performance, a strategy for sustaining their stamina, a vital protection 
for their instrument, and an effective way in making their acting look easy. 

This chapter builds on the foundation of kinesensic breathing and 
posture to explore the concept of energy and relaxation and to learn about 
"relaxers" that are in fact "energizers." You will play (like a cat or a baby) 
with "active rest" and "restful action" and practice "resting down'' and 
"resting up" simultaneously. You will learn how to feel the stillness of 
movement and the movement of stillness so that you never have to rely on 
muscular tension to support your voice. Relaxation is a dynamic process. 

The Dynamics of Relaxation 

The most common misunderstanding about relaxation is that it involves 
the absence of action or motion. Not true. Unless disease has set in, there 

1Refer to Chapter 4 of Body Wisdom: The Use and Training of the Human Body by Arthur 
Lessac (Claremont, CA: Pomona College Department of Theatre and Dance, 1981 ). 
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is no such thing as an inactive muscle or an inactive nerve. True relaxation 
is the most efficient application of all the body's muscles to the task at 
band-be it action or rest. 

Conventional wisdom has it that rest is a condition where the volun
tary muscles operate with zero action. But even then, some muscles con
tract or shorten (which is action) while others are released or lengthened 
(which is rest). Each group helps the other. Just as correct breathing aids 
good posture and good posture leads to correct breathing, so muscle con
traction aids release and muscle release permits contraction; there is never 
a loss of muscle tonus. In this state of harmony, the whole body functions 
in proper balance. Action and rest become inseparable, and we experience 
genuine relaxation both in action and in rest. 

The discussion on breathing and posture in Chapter 3 dealt primarily 
with the voluntary muscles. But relaxation involves the entire muscular 
system: when we relax the voluntary muscles, we clearly exert a direct ef
fect upon the semivoluntary and involuntary systems of the body. In other 
words, when we relax the skeletal muscles over which we have control, our 
visceral organs and our internal muscles tend to relax as well. I believe it is 
physically impossible to be thoroughly relaxed in any one part of the body 
while tense in any other part-and I don't believe that by consciously con
centrating tight tension in any one part of the body one can achieve genu
ine dynamic relaxation by merely letting go of that imposed tension. 

The beneficial effect of physical relaxation on the nervous system is 
well known.2 Relaxation is in itself a quiet, gentle NRG quality that can be 
consciously induced, controlled, and felt the same as any other body NRG. 
The interesting point to be kept in mind is that "relaxation" and "muscle
working" must learn to support and unify each other, cooperate with each 
other, and synergize each other. In this frame of reference, relaxation is a 
constant fueler and feeder of body action rather than simply a means to 
"untense" a tight muscle. 

Restful Energy and Energetic Rest 

In this chapter, you will explore how to accomplish a voluntary physical 
act and achieve a state of "restful energy." You will learn how to perform 
the physical task so that (1) the total action required is distributed among 
the largest possible number of muscles, (2) excessive stress or tension is 

21 posit that physical tension relief always brings on mental tension relief but that the 
reverse is not necessarily true. 
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completely absent, (3) muscular balance is achieved, and (4) every action 
includes a rest ingredient and every relaxation includes (or incorporates) 
an experience that stimulates. Your whole body will perform the task, not 
just one specific muscle group. 

Conversely, you will explore how to relax easily into a sense of physical 
flotation as you approach the state of "energetic rest." You will learn how 
to teach your muscles to feel so free and weightless (but never limp or 
heavy) that you lose your sense of contact with the ground, bed, chair, or 
any other supporting surface. Every muscle will be in a state of release: 
the sensation of repose and the readiness to spring alertly into action will 
melt into one feeling-into one complementary dynamic. Whether on
stage or offstage, this dynamic will provide you with the ability to refuel 
without ever losing focus. 

To achieve these two states, you must learn to be habitually aware of 
your body's functioning. With continued exploring, you will progressively 
learn to identify body actions that may once have seemed too subtle to be 
perceptible. The sensation of combined dynamic action and active relax
ation, or the feel of the equilibrium of rest and energy, will become con
scious information. As you gain mastery over your body and freedom in 
its use, 3 you will also gain control over the subtler and previously semivol
untary actions and find new sensitivities and other intelligences that add 
physical shadings and nuances to your vocal production and overall 
performance. 

Control and Consciousness 

With sufficient exploring, you can achieve relaxed energy and energetic 
rest by choice, effortlessly, and at will. "Choice" and "will" are the key 
words here. The ability to balance rest and energy is particularly advanta
geous during periods of stress. At such times, the body tends to experience 
greater tension and muscle contraction. But by practicing active rest as a 
dynamic process, you will be able to reverse this tendency and signifi
cantly increase your physical and neural endurance in times of severe 
pressure. 

Take stage fright, for example. Stage fright and stage nervousness are 
too often the accompanying "kinsmen" of stage vitality and stage excite
ment. They are manifestations of disorganized and random configura
tions of energy-energy that is not channeled into the total stage effort 

3Refer to Body Wisdom. 
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but is allowed to disrupt behavior, memory, coordination, and attention. 
This pressure-energy, when tied into a knot in the chest or wrapped tight 
into muscle tension, can wreak havoc for the actor. 

The physical sensations of fear that we describe as "stage fright" are 
not the private property of the ill-trained or inexperienced actor. They are 
physiological reactions to the body's release of chemical substances into 
the blood stream that are influenced by many different inner and outer en
vironmental situations. These metabolic changes increase the magnitude 
of emotional reactions; they do not create the reactions. The result can be 
either destructive or useful energy. 

Whether the physiological reactions are channeled constructively or 
destructively depends on the actor's perception of these sensations in rela
tion to the situation in which they occur-on whether he or she perceives 
them as feelings of fear, excitement, anger, joy, or diffuse nervousness. 
Thus, adrenaline can stimulate strong and exciting performance when its 
effects are perceived in conjunction with strong motivation and confi
dence, but it can also disrupt performance when accompanied by fear and 
uncertainty. Whatever the situation, the chemical processes are always 
present and the actor can either learn to use their manifestations con
structively or be controlled by them. 

Even the seasoned professional will often experience these physiologi
cal reactions as nervousness. But nervousness is a form of energy, and en
ergy has many faces. It can perform only the task assigned to it. Onstage, 
nervous energy can be transformed into stage fright: knocking knees, a 
voice that squirrels into its higher pitches (no matter how you fight to con
trol it), indecisive movement, or no voice or movement at all. This will 
happen if your only connection to nervousness is with fear and you have 
lost all contact with yourself. But nervous energy in stage fright can also 
be transformed into an exciting quality that vitalizes and lights up your 
performance-an excitement and a joy that you share with your audience. 
It is really a matter of perception-a perception of converting something 
that disturbs you into something that reinforces you, that makes you feel 
so good. 

Your vocal life, when fully developed and integrated with emotional 
and physical life, will become an important key to effectively transform 
stage fright into stage excitement. When you learn to experience the phys
ical sensations of voice and speech with awareness and relaxed energy, 
and when these sensations become an integral part of your neuropsycho
physical sensing devices that monitor other areas of emotional control 
and expression, you will acquire dynamic responses strong enough to 
overcome irrelevant responses that could undermine your performance. 
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Natural Means of Relaxation: Relaxer-Energizers 

Our bodies contain a great storehouse of natural relaxer-energizers to 
which the body instinctively resorts, usually on an involuntary or semivol
untary basis. Our challenge is to convert this intuitive storehouse into a 
reservoir of voluntary events accompanied by conscious awareness. A 
relaxer-energizer is any body activity that frees muscles, relieves tension, 
maintains body awareness, supports personal pleasure, and sustains body 
curiosity and vitality. A relaxer-energizer connotes two qualities: 

1. The act must embody both relaxer and vitalizer agents. 

2. In performing the act, the existence and functioning of both relaxer 
and vitalizer agents are consciously perceived and grow into familiar 
events. 

Only natural, instinctive body functioning can serve as relaxer
energizers. The breathing and posture exercises in Chapter 3 could very 
easily serve as relaxer-energizer experiments or explorations, but there are 
other basic relaxing actions we come by naturally, such as muscle yawning 
(stretching), facial-vocal yawning, muscle shaking, muscle floating, 
laughing, smiling, humming, singing, dancing, and swallowing. These 
are some of the natural relaxer-energizers that, as adults, we do not con
sciously indulge in often enough to relieve tension. Observe how sponta
neously and how often the cat and baby stretch, shake, and yawn. These 
are natural and therapeutic ways of controlling and directing the state of 
feeling good, and they do not have to be learned-they are there for the 
asking. Let's begin by exploring five natural modalities of relaxation. 

FACIAL-VOCAL YAWNING 

The vocal-yawn reflex has two characteristic forms. In the first and more 
involuntary form, the facial muscles stretch upward and sideways, the soft 
palate and uvula automatically lift high up, and there is a deep, involun
tary intake of breath (with, at times, respiration stopping for a split sec
ond), which is often followed by several short breaths (Figure 4-1a). If this 
yawn is voiced, as it should be, the soft-palate focus produces a clear, vital, 
high-pitched nasopharyngeal sound (ofimportance in training the upper
third covered register of the male singing voice and the very top tones of 
the high soprano register; see Chapter 6, pages 156-159, for a detailed dis
cussion on "registers"). 

The second form of the facial-vocal yawn is more controllable and may 
be induced by forming a full forward facial posture, augmented perhaps 
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(a) Body relaxers (b) 

Figure 4-1 Facial-Vocal Yawning as a Relaxer-Energizer 

a. Backward yawn, focused on the soft palate. b. Forward yawn, focused on the 
hard palate. 

by a facial expression of wide-eyed surprise (Figure 4-lb ). When this yawn 
is voiced, the sound comfortably produced is usually an A W or OH vowei 
sound, cleanly concentrated and focused in the body resonating areas. 
This yawn is of major importance in training the full range of the female 
voice and the lower two-thirds of the male singing voice (that is, provided 
it is unforced, flexible, genuinely spontaneous, natural, nondistorted, and 
feels vigorously good). Freely experiencing these facial yawns may bring a 
tear or two to your eyes but should never stress or strain your jaw or fa
cial muscles. 

Facial yawning vitalizes the muscles of the face, thus helping to elimi
nate muscle-cell waste matter. It produces free, healthy vocal sounds, and 
it releases tension. 

MUSCLE YAWNING (BENEVOLENT STRETCHING) 

"Muscle yawning" is very different from "muscle stretching." Muscle (cat
like) yawning is a right-brain action that is flexible, empowering, and 
qualitative. Conventional muscle stretching is a left-brain action that is 
tense, limited, and quantitative. Catlike muscle yawning relaxes and ener
gizes. Muscle yawning vitalizes the muscles by eliminating muscle-cell 
waste matter; it serves both as part of gestalt functioning and as part of 
synergy. Whether voluntary or involuntary, this action (or writhing, as a 
pain reliever) is never passive, for there is potency in its seeming ennui
the vitality of intense dynamic relaxation. Don't stifle it, encourage it! 
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When we yawn our muscles, extending and expanding the arms, legs, 
back, and so on, we feel as if we could move the world. There is more 
strength, or holding power, behind a healthy, vitalizing muscle yawn than 
in any similar forceful action. The fact is, yawn is stronger than brawn! 

EXPERIMENT 1: EXERTION OF FORCE 

• Perform some action that requires exertion, such as ( 1) lifting or push
ing a heavy, moveable object, (2) prying a tightly screwed lid from ajar, or (3) 
squeezing or resisting an opponent in a hand wrestle (either a hand-to-hand 
wrestle on the top of a table or the old-fashioned hand wrestle in which the ob
jective is to cause your opponent to lose his or her balance while standing). 

• At first, think of the action as an exertion of force in the usual, "muscle
tight" way. 

• Then do it again, experiencing a powerful muscle-yawn NRG and using, 
as supporting energy, whatever spontaneous reflexive vocal sound your body 
chooses to make. 

• Check out which is easier, which is lighter, which is more spontaneous, 
which is more enjoyable, which is more effective! 

• Now explore the muscle-yawn using a catlike action-like the early 
morning wake-up muscle-yawn that seems to say, "Oh, it feels so-o-o goo-oo
ood to get up in the morning." Actually repeat this phrase as you perform the 
muscle-yawn. 

MUSCLE FLOATING 

Muscle-yawning energy, when turned off (while the body is still in action), 
resolves itself into a follow-through action of weightless "floating energy." 
It is a fascinating experience of total relaxation filled with gentle stimula
tion-an experience of muscles in action without the slightest awareness 
of muscle effort or muscle use. 

EXPERIMENT 2: ARM FLOAT 

• Stand about four inches from a flat wall with only your right wrist joint 
contacting it. Energetically "yawn" your wrist into the wall, feeling the yawn 
flow into your arm and shoulder for about three seconds. Then move away 
from the wall into an open space and allow your arm to float up as if by magic. 
Don't judge it, challenge it, or undermine it; just let it happen as you "go with 
the flow" of it. 

• Explore with your left wrist-joint. 
• Explore using both arms, either standing in a doorframe or standing in 



CHAPTER 4 The Energy of Relaxation 53 

a circle with two (or more) buddies so that all of you can experiment simulta
neously (remember your contact is only at the wrist joints). 4 When you feel the 
yawn NRG float into your arms and shoulders, step into open space and let 
your arms and hands float weightlessly upward, remembering to keep your 
hands reaching gently outward rather than hanging (floppily) downward. 

EXPERIMENT 3: BODY FLOAT 

• Explore a modern-dance-like body expressiveness using a catlike 
muscle-yawn; then, while the body expression continues, turn off the yawn en
ergy and discover your body continuing in a state of delightful, weightless 
buoyancy and stimulated relaxation. This weightless buoyancy and stimu
lated relaxation, when seasoned with a tiny bit of muscle-yawn NRG, will pro
vide you with an indigenous intelligence and awareness of the traditional Tai 
Chi-a Chinese dance, exercise, relaxation, and combat technique. 

MUSCLE SHAKING 

Shaking or vibrating the muscles is a wonderfully therapeutic way to relax 
them and simultaneously loosen and free the joints. Start with your 
wrists, then your elbows and shoulders and neck muscles; then begin with 
your toes and proceed up through the calves, thighs, pelvis, and hips (Fig
ure 4-2a through c). Improvise different rhythms; you will find yourself 
tap dancing and experiencing other interesting dance movements. Lightly 

Figure 4-2 Muscle Shaking as a Relaxer-Energizer 

4Refer to Chapter 4 of Body Wisdom. 
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skipping or dancing down four or five flights of stairs is another great way 
to shake up the muscles and feel relaxed and exhilarated (resting up and 
down )5 at the same time. (Experiment first on four or five steps before 
prancing down flights of stairs!) As suggested in Figure 4-2d, you might vi
sualize yourself "shake-dancing" with a "dance" rope. 

SWALLOWING 

A more subtle relaxing action is swallowing. For natural, relaxed swal
lowing, remember to comfortably gather saliva in the mouth so you have 
something to swallow; then, the action not only relaxes but lubricates as 
well. If your throat and mouth are unusually dry, suck on a lozenge to help 
the swallowing action. 

The five preceding relaxer-energizers do not have to be learned; we all 
do them, though not often enough. A morning muscle-yawn expansion 
and extension, a freely released facial-vocal yawn, a shake, a swallow, a 
belly laugh, a spontaneous shimmy or disco dancing, and a comfortable 
filling of the breath bucket from the bottom up all feel good because they 
induce an NRG of looseness where previously there was tension. They all 
represent natural relaxation in action. 

Tension-Relieving Experiments 

The following experiments are based on research, study, and experience; 
interviews with dancers and physiotherapists; and the observation of ani
mals, babies, and adults in various stances and movement. Along with the 
breathing experiments in Chapter 3, they are designed to eliminate ten
sion and rid the body of unnecessary muscular contraction. They will help 
produce the relaxation that Stanislavsky noted in infants and cats, and 
they form a marvelous adjunct to his acting exercises. Explore them with 
uninhibited curiosity and imagination and anticipated pleasure. Consult 
your physician before doing the more strenuous exercises regularly. 

EXPERIMENT 4: MUSCLE SPREADING 

• Lie flat on your back on a firm surlace. Feel free to place a one-inch book 
or rubber pad under your head. Visualize your body's muscle groups as con-

5 Resting up: floating antigravitationally. Resting down: simultaneously lighting oneself 
(like a feather or balloon) to the ground. Refer to Body Wisdom for further discussion. 
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Figure 4-3 Muscle Spreading: Active Rest 

sisting of myriad cells, and think ofthe cells as separate and distinct units-as 
little atoms in space. Imagine yourself spreading these muscle cells farther 
and farther apart. Wherever you feel tension or body weight, feel yourself 
spreading or emptying or melting that area into weightlessness. 

• As you feel the weight oozing out, start loosening and extending the var
ious parts of your body: the back of your neck gets longer, thus extending and 
lightening the crown of your head; your back gets broader; your shoulders, 
hands, and heels get lighter; the small of your back spreads flatter; every joint 
is now looser and freer (Figure 4-3). Your overall posture is naturally perfect: 
you are longer, broader, lighter. You have never felt so delightfully relaxed 
before. 

• Imagine the surrounding air to be a body of water or a gentle bank of fog 
or mist. Weightlessly float up-through this water, fog, or mist-first one 
hand, then the other; one arm, then the other; one leg, then the other; your 
head and then neck; and, finally, your back. The imagined resistance will turn 
into a beautiful sensation of restful active energy. When you lift your arms, 
move them all the way beyond your head and back again, while stopping sev
eral times to waft and rest your arm or leg weightlessly on or in the water or fog 
or mist. 

Because the object of this experiment is to free the body of obstinate mus
cle tensions, you must search out the groups of muscles in the body that are 
heavy and contracted and instruct your body buoyancy to dissolve them-and 
your body radiancy to illuminate them in order to rid yourself of muscle 
weight and mass. As your body becomes lighter, seems emptier, and feels more 
rested-with all the poisons oozing out-the sensation of contact between it 
and the surface on which it rests will also dissolve and seem to disappear. You 
will seem to be in a veritable state of levitation. This freedom and feeling of 
live relaxation can be achieved when your efforts to reduce tension are accom
panied by naturally correct breathing energy. The advantage of this tension
release experiment is that breathing tends to function most naturally in a su
pine (lying on the back) or a prone (lying on the stomach) position, even for 
the very poorly conditioned or incorrectly trained individual. 
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EXPERIMENT 5: BLOCK BUILDING 

Figure 4-4 Block Building: 
Restful Action Combined 
with Active Rest 

• Stand upright with vibrant posture, 
and simulate smelling an imaginary flower 
cupped in your hands about four inches 
from your face (see Figures 3-1 and 3-6). 

• Inhale and exhale quietly through 
your nose, with your tongue in theN posi
tion. Repeat once or twice. Then vary the ex
periment: after inhaling on the N, exhale 
silently and delicately through the parted 
lips without holding your tongue in the N 
position. 

• Float your hands down to your thighs, 
float your neck and the crown of your head 
upward, antigravitationally, and think of all 
the major segments of your body as blocks 
(Figure 4-4). 

• Build an upright and well-balanced 
column of blocks from the ground up: Place 
the foot blocks gently and weightlessly on 
the ground; imagine the ground rising to re
ceive your foot blocks. Lightly place the 
ankle blocks on the foot blocks. Place the calf 
blocks on ankle blocks, and gently receive 
the knee blocks on the calf blocks. Lightly 

place the thigh blocks on the knee blocks. Keep going with the pelvic, hip, and 
back blocks until you place the neck block on the shoulder block and the head 
block on the neck block. As you proceed through the experiment, each block 
should rest easily and comfortably and be ready and anxious to receive the 
block above. 

• Walk floatingly around the room, feeling extremely loose and extended 
and in comfortable equilibrium. Balance all of the blocks upward, as if you 
were a weightless, moving Greek column full of antigravitational energy. Don't 
do this walking carefully or carelessly; do it carefreely! 

During this process, feel yourself growing taller as the column grows. Feel 
yourself walking on a cushion of air, with an inner energy maintaining the 
sensation of balanced equilibrium. As you move, you will begin to develop an 
unusually keen sense of rolling ease, lightness, alertness, and grace. You are 
resting up and resting down simultaneously. 

EXPERIMENT 6: FLOATING UP AND DOWN 

• Start by inhaling. Then, as you gently exhale, slowly float your whole 
body downward, until you are resting in a squatting position, with your toes or 



Figure 4-5 Upward and 
Downward Floating: Restful 
Action Combined with Active 
Rest 
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the soles of your feet touching the ground 
and your arms curved easily in front (Figure 
4-5). 

• Gently rock, waft, and wave while 
breathing in and out once or twice; your 
breath energy is now your primary driving 
power. 

• With your lips gently parted, breathe 
through your mouth to start filling up the 
bottom of the breath bucket. About halfway 
into your inhaling, as your back begins to fill 
up with breath energy (and your arms, with 
raised elbows, round themselves out in 
front), breathe yourself upward floatingly, 
gradually, rhythmically; at the very same 
time, concentrate deeply on resting down
ward lightly and weightlessly. 

If you feel your thigh and calf muscles 
contracting, visualize yourself eliminating 
the feeling of effort by sensing yourself be
ing drawn up gently by one hair at the crown 
of your head. Feel yourself floating up with
out bending or leaning. Feel yourself float
ing up antigravitationally and floating down 
like a feather or balloon. 

EXPERIMENT 7: RADIATING HEARTBEAT 

• Lie flat on your back on a firm surface. 
• Rest your body into complete weightlessness as in Experiment 4. 
• Concentrate on feeling the pulsation of your heart until you are con

scious of that heartbeat as the only energy center in your body. 
• Feel the pulsation of that heartbeat radiating smoothly and quietly to 

Figure 4-6 Radiating Heartbeat: Active Rest 
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every part of your body-your stomach, your head and neck, your arms right 
into your fingertips, your legs right into your toes, and out through your 
pores-and creating an "energy aura" throughout surrounding your body 
(Figure 4-6). 

• Allow the pulsating heartbeat energy to move and lift your fingers, your 
hand, and then your entire right arm weightlessly and in slow motion; let your 
arm move effortlessly and restfully as it is fed by the stream of energy provided 
by your heartbeat and supported by your smooth, quiet breathing. Your inha
lation feeds and fuels the expressive movements, and your exhalation accom
modates the weightless floating. 

• Now do the same with your left arm. Next, experiment with each leg, 
both arms together, both legs together, and, finally, your head and back. Waft 
and wave each body part gently and gracefully throughout its motion.6 

Do not be disturbed if, initially, you do not succeed at feeling the heart
beat. Your concentration may not yet be keen enough; tensions and tight mus
cles may still stand in the way, and you may need to work longer on the other 
relaxation activities. This experiment takes much concentrated, skillful ex
ploring and heightened awareness, but even partial success is extremely re
warding. To the extent that you do succeed, you will experience the very 
essence of the delicate balance between energetic rest and restful energy. 

I have been using much imagery (specific and general) that, for me, ema
nates from the "vitals" of this work. But although one might say, "My house is 
your house," one could not claim, "My image is your image." The spirit of this 
work is to foment fresh visualization-to give birth to new images. Your genu
ine experiencing of inner harmonic sensing should and will generate your 
own personal internal imaging. 

BRIDGE 

In addition to the examples outlined in this chapter, some further relaxer
energizers would include smiling, laughing, pleasure sighing (as opposed 
to "suffer sighing"), and humming, which we will play with here as a 
bridge into vocal-toning training. 

We hum to feel good, to dissolve our tensions, and to awaken our in
nerspirit. We hum to warm up our voice. We hum to create inner imaging. 
We hum to soothe and enjoy ourselves! Humming is certainly a familiar 
event for all of us; it's too bad we do so little of it. Let's do some now. 

EXPERIMENT 8: VARIED HUMMING 

• Hum in your own familiar manner using a variety of pitches or 
melodies. 

6For other relaxed-energy experiments, see Body Wisdom. 
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• Explore as many different kinds of humming sensations as your imagi
nation will allow: with your lips touching, with your lips parted, with your 
tongue in different positions. Hum with a very light vowel sound suggested by 
the consonant W Or perhaps hum with an EE sound, as in dream. Come up 
with your own variations. 

• With your eyes closed, hum for your own pleasure and peace of mind 
while imagining yourself wandering through wilderness, exploring your own 
inner space, with its many colors, shapes, designs, motion. 

• Feel yourself almost meditating through your humming. 

We hum to relax. We hum to contemplate. We hum to recall. We hum 
to think. And, now, we hum our way into vocal life-to be specific, we hum 
ourselves into the music of the consonants, which is the subject of our 
next chapter. 





PART TWO 

Organically 

Cultivating the Bodys 

Vocal NRG States 

The human body is a musical apparatus capalJle 
of great precision and versatility: it can register, 
remember, implement, and play itself creatively. 
But humans, so used to masterly manipulating 
and controlling other instruments, seldom 
apply the same expertise to play their own inner 
vocal life instruments. They get along with a 
note or two but leave many melodies unheard 
and many rhythms untried. 

Any human voice can range from light, 
high, and bright to deep, rich, and dark. It can 
express sorrow, anger, melancholy, and joy in 
both speech and song and can adapt itself so 
well to each emotion that it seems the ideal 
instrument for each expression. Like any instru
ment, the body Stradivarius must be played 
with skill and artistry if most of the possibilities 
are to be realized. 

Once you acquire such vocal NRG skills, 
you will find it easier to play well rather than 
play poorly. In the four chapters of Part 2, you 
will learn to work with the body Stradivarius 
skillfully and naturally and to play it creatively, 
artistically, and instinctively onstage and off
stage. You will learn to play it for pleasure as 
well as for communicating-the pleasure itself 
will improve the communication. 





CHAPTER 5 

The Dynamics of Consonant NRC: 

The Music of the Consonants 

Euphony through Body Esthetics Starting with the 
"Child within You" 

The setting is a schoolroom filled with 2-, 3-, and 4-year-olds. They are 
gathered around a woman, holding a violin case and wearing a T-shirt 
with a large N on it. 

Child: What does your T-shirt say? 

Ms. N: That's my name: Ms. N. 

Child: Do you play in a band? 

Ms. N: I play in the Children's Symphony Orchestra. I'm the first
chair violinist, and this (She opens the case and draws out a 
beautiful Stradivarius.) is my violin. 

Children: It's pretty. What's it made out of? 

Ms. N: It's made out of fine wood, which I keep carefully polished. 

Child: (Pointing to the bow.) What's that? 

Ms. N: That's called a bow. And if I draw this bow across the 
strings of the violin, I begin to make sound, you see? (She 
plays a little melody.) 

Children: (Crowding around.) Where does the sound come from? 
From those holes? 

Ms. N: I'll show you. Very lightly, put one finger on the wooden 
part of the violin. (The children do so.) Now, tell me what 
you feel. (She plays a long, low note.) 

Children: It's buzzing! It tickles! 
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Ms. N: That's where the sound is coming from-from those vibra
tions that you feel in the wood. Just keep touching the 
wood, and I'll play you a song. (She plays a beautiful melody 
that travels from the lowest to the highest notes of the violin. 
When she finishes, the children are looking in wonder at her.) 
It's a lovely feeling, isn't it, all those vibrations? (The chil
drennod.) 

Child: I wish I could play a violin. 

Ms. N: You can! 

Child: But I don't have a violin. 

Ms. N: You have your own violin, inside you. 

Child: Where? 

Ms. N: Remember that melody I just played? (The children nod.) 
Let me play that for you on my own personal violin. (Ms. N 
hums the same piece on an N, traveling easily from her low
est to her highest notes, filling the room with beautiful mel
ody.) Now you try it. (The children begin humming.) Now, 
play your violin! Create your own melodies! (They do so, 
easily.) Now, put your hand lightly on your nose and fore
head, and play your violin again. Feel those vibrations? 

Child: I feel buzzing, just like on the violin. 

Ms. N: That's where your sound is coming from. And as long as 
you feel those vibrations there, you will always play your 
violin beautifully and easily. Now, whose name has ann in 
it? Is there a Jane here, or an Edmund, or a Nancy? 

Child: My name is Nan. 

Ms. N: Let's all say Nan's name, slowly tasting every sound of it. 
N-n-n-n-a-a-n-n-n-n. What did you discover? 

Children: The violin! Two times in the same word! 

Ms. N: Right! Say Nan's name again, but now play melodies on the 
violins in her name. (The children do so.) What if, now, you 
made a little hoop with your lips and put it between the two 
violins? What would you get? 

Children: Nnnnnnooooooonnnnn-you get noon! 

Ms. N: Good! And now, as if you were the first violinist in the Chil
dren's Symphony Orchestra, play the melody of the word 
noon. (There is a wonderful sound of twenty-five violins 
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being played, all with unique melodies, on the simple word 
noon.) How many other words have violins in them? 

Children: Bone ... can ... nine ... and ... band ... violin! 

Ms. N: So, you see, you can play your violin in any word that has 
ann in it. Now, on the blackboard, you can see a lot of little 
magnets, including violins, small hoops, and bigger hoops. 
Who thinks they can spell the word noon? 

Child: I can! (A child picks out a "violin" and hums it while placing 
it on the blackboard. She proceeds to pick out a tiny "hoop" 
and hum the "violin" plus the "hoop." Finally, she picks out 
another "violin" and spells the entire word by humming a 
"violin-hoop-violin.") Nnnnnooooonnnnn. 

Ms. N: Right! And who can spell Nan? 

Nan: I can! (Nan goes to board.) Violin, big hoop, violin. 
Nnnaaannn. 

Ms. N: Excellent! Well, I have to go back to rehearsal, but I under
stand that tomorrow you will be visited by another member 
of the orchestra-Mr. M, our first-chair viola player! Just 
remember, you have your own musical instruments right 
inside of you, and you can play each one whenever you 
want-in a word, by itself, or just to hear its music alone. 
Good-bye! 

Children: Good-bye, Ms. Nnnnnnnnnnnnnnnnnn! 

Fanciful? Whimsical conceit? I don't think so. What a wonderful way 
this would be to teach young children spelling-a way in which they could 
easily connect to the concept-because they experience it already
through feeling vocal sound! Moreover, to connect sound with the music 
of speech would keep the natural music in children's voices alive and allow 
them greater joy in vocal expression throughout all of their formative 
years and into adulthood. If such an instructional approach were com
mon, those of us who train voices would have less to undo before getting 
to the actual doing! 

But you, too, can experience the music of the consonants without hav
ing to return to your childhood. Just find that child still within you with 
his or her own genuine, fresh vulnerability and freedom! 

In the last chapter, you discovered many natural functions that both 
relax and energize the body. One of these relaxer-energizers was hum
ming, an inherent, enjoyable sensation that is euphonic to your ear and 
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adds music and equilibrium to your inner harmonic sensing. It is this 
pleasurable intrinsic stimulation that leads us into the music of the 
consonants. 

EXPERIMENT 1: MUSICAL HUMMING 

• Because we usually think of humming as bringing the lips together and 
adding sound, we'll begin that way. But first, moisten your lips a little and let 
them rest together lightly, without pressure, and leave a little space between 
your side teeth. Now hum. Do you feel that little tingle or buzz where your lips 
meet? Chances are, you also feel vibration in your teeth and nasal bone. If you 
play with the hum, you will find that you can slide it up and down a scale and 
sing tunes, too. As you explore the hum, continue to maintain a comfortable 
but optimal space between your side teeth. 

• Now let your lips part, and bring your tongue up to the roof of your 
mouth; then loosen your tongue so that only the rim stays in light, soft contact 
with the gum ridge all around your upper teeth. Hum. You should feel a tickle 
or vibration in your tongue where it meets the gum ridge. You can gently and 
consistently sustain this hum as long as you have breath, creating all kinds of 
interesting melodies, up and down your entire range, while flexibly expanding 
the space between your side teeth. 

• Follow the first two steps simultaneously: gently rest your lips together, 
with the tip of your tongue lightly contacting the gum ridge, and hum. Do you 
feel an increased richness in the vibration? Do you feel a warmer resonance 
energy in the front of your face? Keep the optimal space between your side 
teeth, and feel the tingling buzz in your lips. 

• Now explore what happens when you hum while releasing the tip of 
your tongue from the gum ridge and raising the back of your tongue to lightly 
contact the soft palate. Now, you won't feel a tingle so much as a resonant vi
bration throughout the upper part of your face and even into your skull. Do 
this with your lips parted, and vary the size of your mouth opening as you ex
periment with a higher or lower pitch. 

• Play with all four ways of humming, and "taste" the different feeling of 
vibration with each change you make. 

If you haven't guessed already, you have just hummed on an M, anN, an M 
and N together, and an NG. But your repertoire is not limited to those nasal 
consonants; try humming on V, Z, L, ZH, and even R, W, and, particularly, Y 
(which combines itself with a taste of the vowel EE as in dream). In each in
stance, the humming has a beneficial and therapeutic effect: the vibration is 
soothing and, at the same time, energizing-the two qualities necessary for 
active rest and restful action! Humming, then, is not confined to an M but can 
be experienced on any number of sustainable, voiced consonant sounds. A 
taste of the hum can always be experienced whenever one of these consonants 
appears in a word, especially when it is final or before another consonant (except 
forW andY). 
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As we already discovered in Chapter 3, shaking is another natural body 
function that relaxes and vitalizes. Shaking has many forms: trembling, twit
tering, bouncing, jiggling, rattling, giggling, quivering, jolting, fluttering, or 
tapping, to name just a few. It is this last one, tapping, that leads us into the 
percussive, rhythmic element of consonant music. 

EXPERIMENT 2: MOUTH TAPPING 

• Bring your lips together, and leave some space between your side teeth, 
as if you were about to hum on theM. But instead of starting to hum, let your 
lips spring or pop open with a voiceless sound. You should feel the spring
away action as a light tap, like the delicate tap of a drumstick springing away 
from a drumhead. Repeat this several times. 

• Now do the same thing, except this time part your lips and place your 
tongue in the N position. But rather than sounding the N, let your tongue 
spring away lightly. Take note of the drumbeat sound, and repeat several 
times. 

• With your tongue in the NG position, try the same process. 
Of course, you have just sounded out a P, a T, and a K. And, if you add 

voice, you would produce a B, aD, and a G. The feeling of the tap can be expe
rienced whenever a "drumbeat" consonant appears in a word, especially when 
it is the final sound or precedes another consonant. . 

Consonants are the anatomical "spine" of words in vocal life. They are 
the interpreters that convey the meaning of speech-they make the spo
ken word intelligible. But they are also the instruments that provide musi
cal accompaniment to speech; they produce rhythmic patterns, melodies, 
and sustained tonal colors. They provide contrasts and variations. To the 
single, sustained note of the vowels they add percussion and sound effects. 
They can also bring healthful, enlivening energy to our speech when they 
are felt, tasted, and enjoyed as a sensory, or kinesensic, experience. 

Consonants are distinct from vowels. Whereas all the vowels are 
voiced and produced alike as pure, unobstructed, frictionless sounds, the 
consonants may be voiced or unvoiced, sustained or unsustained, and are 
each produced differently, using the techniques of obstruction, imped
ance, interruption, and friction. 

Consonants form the skeletal structure of words and are responsible 
for intelligibility. In such word pairs as seeds/seats and laws/loss, it is the 
consonant sound that distinguishes one word from the other. Although 
there is room for error in the formation of vowel sounds, there is none in 
the formation of consonant sounds. If a consonant is properly felt, the 
word will remain intact and the meaning clear, regardless of any distor
tion of the vowel, but if a consonant is changed or lost, the whole word may 
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be changed or lost. Without a properly executed T, the word wrote may 
very well be heard as rode, rogue, roan, roam, rope, robe, role, rove, rose, 
roast, or roach-if it is heard as a word at all. 

It is important, here, to add an esthetic concept. Vowels have always 
held the esthetic role in verbal communication, with consonants being the 
workaday part of speech. But consonants bring more than intelligibility 
to speech; they provide a multiplicity of musical values and instrumental 
qualities, built-in tempo controls, and a wide variety of contrasts. Each 
consonant has its own characteristic sound, timbre, and quality: some are 
lingering legato sounds, like the humming sounds of our first experi
ment; some are crisp staccato sounds, like the tapping sounds of our sec
ond experiment. Playing and experimenting with these sounds (alone and 
in words) is not only pleasurable but introduces us to the variety and 
beauty of speech. In this new esthetic concept, the consonants and vowels 
alternate their relative positions in singing and speech: in singing, the 
vowels make the principal artistic contribution; the consonants, a utilitar
ian one. But in general speech, the consonants carry a multiplicity of mel
ody, syncopation, and rhythm while the vowels function as a solo 
instrument, providing emphasis, inflection, and intonation. 

Playing the Consonants 

In this chapter's explorations, when you are asked to "play" a consonant, 
think of that particular consonant as a musical instrument with unique, 
expressive, and beautiful qualities. Play each consonant as a fine musician 
would play a particular instrument. In this chapter, each consonant is 
classified as an orchestral instrument-melodic, percussive, or sound ef
fect. Some consonants are strings, brass, or woodwinds because their tim
bres and their legato tones add melody and varied tonal colors to speech; 
some are drums or cymbals because their sharp, percussive beats add 
their own unique rhythms and tempos; and others are whistles and wind 
machines because of the sound-effect qualities they add to speech. 

In this chapter, you will learn the action of each simulated musical in
strument and the sensation of that action-this is the actual playing of the 
instrument, and it is always something that can be physically felt. This in
strumental approach is guided by the same principles that guide the musi
cian: when he plays his instrument, he does not force, pound, scrape, 
squeeze, push, or tighten. To do so would result in mere noise and, worse, 
possible damage to the instrument. The musician also does not need to 
think about where to put his fingers for each note or how to move the bow 
once he has learned the "feel." Once you learn how to produce the feel of 
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the orchestral consonants, you can focus your attention on playing them 
lightly, softly, smoothly-musically. The drum tap of the T or K is a supe
rior tap if it is lightweight and quiet. The S sound effect is more superior 
the softer, higher, sharper, and lighter it is. The V cello is most satisfying 
when the rich vibration is made without the slightest escape of breath. 
Play your consonants the way a musician plays his or her instrument
lightly, with no pressure in your lips, tongue, or jaw, and without forcing 
your breath or making extraneous sounds or noises-and you will play 
your instrument well, whether for speech or song, for personal or profes
sional work, or for stage or microphone work. 

The instrumental approach is most important where a consonant pre
cedes another consonant or is the final sound before a pause or semipause. 
For example, thek in take, thev in live, and then and finald in demand are 
all easily lost or corrupted. The consonant before a sounded vowel, how
ever, requires less attention because the vowel that follows maintains the 
vocal line and keeps the sound of the whole syllable moving forward. Of 
course, when you learn to play and feel a consonant musically, it will func
tion better before a vowel as well; nevertheless, you really have to go out of 
your way to drop or mispronounce the t in take, the l in live, or the initial 
din demand! 

When consonants are lost, faulty, or corrupted, speech becomes defi
cient; it is precisely where sloppy speech begins that the technique of play
ing the consonants is most effective. You will learn to experience a new 
energy, to feel a new speech sense almost like taste. When you fully exploit 
the execution of a word for consonant NRG, you will add meaning, em
phasis, and emotional content to your speech. 

The Consonant Orchestra 

Figure 5-l illustrates the entire range of musical consonants classified in 
this chapter-a full complement of strings, drums, woodwinds, and cym
bals and a fair representation of sound effects and brass. Not included in 
the consonant orchestra, nor in the consonant chart (Table 5-l), are the 
consonant sounds Q, X, C, and WH. The Q is always sounded as either K as 
in technique or KW as in quiet; the X, asKS as in extra, G Z as in exact, or Z 
as in Xerox; and the C as S as in fancy, K as in credo, CH as in cello, or SH 
as in ancient. When properly pronounced, WH is an HW-the first an un
voiced consonant and the second a voiced consonant; it is not, as some 
phoneticians claim, the unvoiced counterpart of theW. That consonant is 
no more affected by the H sound before it in "when" than by the K sound 
before it in "queen." The consonant orchestra does, however, include the 
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Figure 5-1 The Consonant Orchestra 
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TS, as in its or artists, and the DZ, as in buds or bonds, because they are 
separate instruments and separate consonants and appear as such in the 
alphabets of numerous foreign languages. 

You will note in the consonant chart (see Table 5-1) that nine conso
nants have counterparts, or "cognates"-that is, they are paired. There is 
no articulatory or mechanical difference in the way the two members of a 
pair are produced; if you can execute one properly, you can execute the 
other equally well. The only difference is that one uses voice, the other, 
breath. The unvoiced consonants, because they are made without phona
tion of the vocal folds, are the only speech sounds that are produced en
tirely within the oral cavity and appear to make their way out through the 
lips. They are made with the glottis open and can only be whispered. But 
even these whispered sounds are made without breathiness: the S, F, SH, 
and unvoiced TH are executed best when practically no breath stream can 
be felt coming through the lips; even the P, T, and K can and should be 

TABLE 5-l CONSONANT CHART 

Voiced 
These consonants are phonated 
with vocal-fold vibration and 
cannot be whispered. 

Unvoiced 
These consonants are produced 

without vocal-fold vibration and 
cannot be voiced. 

COGNATES 

as in 
as in 
as in 

babe ................................ B P ........................... as in pope 
tight dead ................................ D 

agog ................................ G 

as in noon ............................... N 

as in mime ............................. M 
as in 
as in 
as in 
as in 

verve ............................... V 
zones .............................. z 
breathe ........................ TH 
pleasure ....................... ZH 

as in sing .............................. NG 
as in lilt ................................... L 
as in window ......................... W 
as in beyond ............................ Y 
as in rewrite ............................ R 

as in 
as in 

judge ............................ DG 
intends ........................ DZ 

T ............................ as in 
K .......................... as in cook 

F ........................... as in 
S ........................... as in 
TH ........................ as in 
SH ........................ as in 

fife 
safe 
breath 
wish 

H .......................... as in high 
CH ....................... as in church 
TS ........................ as in physicists 
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made without conscious use of breath, although this admittedly requires 
consummate skill and virtuoso control. 

Voice the whispered consonants and they will turn into their voiced 
counterparts (or, as in the case of H, disappear since it has no counter
part); whisper voiced consonants and they will turn into their unvoiced 
counterparts or, as in the case of the noncognates, revert to escaping 
breath. 

EXPERIMENT 3: FAMILIARIZING YOURSELF WITH 
THE CONSONANT INSTRUMENTS 

• Look for recordings that highlight specific orchestral instruments and 
listen to as many individual instruments as possible . 

• Play some of the instruments, if you can, and associate their sounds 
with their consonant counterparts . 

• Hum or tap each consonant, trying to capture the quality, expressive
ness, or rhythm of the instrument in your exploration of the consonant. 

HOW TO EXPLORE THE CONSONANT INSTRUMENTS 

In the following section, you will explore each consonant fully and indi
vidually. Here are some guidelines for exploring consonant NRG and con
sonant music. 

• Play the melody consonant instruments for the sheer pleasure of 
feeling and resonating your vibrant tones. 

• Play the instruments while shifting to different intervals, lowering 
or raising your pitch, and varying their sustention. Feel and explore self
to-self improvising while keeping in touch with your inner mood, fantasy, 
conceits, images, prayer chants, and so on. 

• Play the consonant instruments for intimate communication with 
someone else in the form of crooning, love song, a lullaby, a friendly give
and-take, a musical banter, and so on. 

• It is virtually impossible to lose, ignore, or neglect initial consonants 
when followed by a vowel or another consonant (for example, does, put, 
fly, bring, twin). We, therefore, would not mark these consonants as "play
able" unless they represented individual creative exploration or imaging 
choices. However, it should be emphasized that where we do tend to un
derplay our consonant instruments is when they occur in a final position, 
a medial position, or when they precede another consonant. It is precisely 
in these positions that we often lose, ignore, or neglect proper consonant 
formation. 
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• As you did in Experiment 1, hum on the voiced sustainable conso
nants1 within each word. You will explore the melodic possibilities of 
these consonants relating to specific words. Because some of these conso
nants are often devoiced, you should initially hum them for about two sec
onds in the word. It would look something like this: townnnn; 
innnnsannnne; I cannnn today ennnvisionnn nonnnne. However, because 
writing out each of these consonants in this way would take up too much 
space, look for the double underline under the consonant being explored: 
for example, tow1_2, ii_'!_Sal_'!_e, I ca1_2 today el_'!_visiol_'!_ no1_2e. (The first n in no!!:_e 
is not underlinedbecause it precedes a vowel and is~therefore, not a prime 
candidate for instrumental exploration. And, of course, the finale in no1_2e 
is silent; thus, the second n is the final sound in this word and can be 
played.) 

• Tap percussive consonants lightly and cleanly in a spring-away fash
ion. To know which ones to play, watch for the single underline: for exam
ple, stalj_, traf!_, hamJmarJ:.e, Oh tif!_-tOI!_ lollipof!_. Move with dispatch from 
consonant to consonant. (Note again that consonants preceding a pho
netic vowel are not underlined.) 

• Sustainable consonants that are not voiced, like the F and the S, 
should be explored like the voiced consonants. Here, you will not explore 
for melody but try to discover the quality and character the sound offers to 
the word. 

• Remember, you should play consonants that occur at the end of a 
word or before another "playable" consonant, even when separated by a si
lente as in the wordpinnerJ:.. Understand, too, that double consonants are 
treated as single ones.2-

• After exploring a consonant, move quickly to the next one, playing 
the vowels lightly in between. This will keep your focus on the music of the 
consonants and not on the music of the vowels! 

• Connect words into phrases. Articulate sentences with a firm but 
smooth flow. Select your own phrase-making as long as you avoid word
by-word disconnectedness and choppiness. Test it (and taste it) with the 
following example: 

And even winter's moon ... is down. 
= = 

• Where you see the horizontal curve (~),you should link two connected 
words. For example: 

thos~ emblems3 tak~ care goo~_tones 

11n our frame of reference, "sustaining the consonant instrument" means playing it 
longer, feeling it genuinely, and embodying it with inner imaging. (2·3 next page.) 
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In the first example, because the s provides the final consonant sound and 
it precedes a vowel (thee in emblem), itis marked as a linking opportunity. 
In the other two examples, the final consonant sound precedes another 
identical or similarly formed consonant sound and thus presents a linking 
opportunity (this type of linking will be discussed later in the chapter un
der "Linking: Consonant NRG in Connected Speech"). Many linking 
choices are marked throughout the consonant-instrument sentences and 
poems; however, you should feel free at any time to replace these markings 
with either expressive breath pauses or with other special creative interpreta
tion. Likewise, ellipses( ... ) and commas are occasionally used to suggest 
interpretive pausing, but do be sure to use your own creativity and indi
viduality as you explore all the consonant instruments by making linking 
or pausing choices as you see fit. 4 

• Please be alert to the fact that ( 1) the following word lists are marked 
for the playable instruments currently covered; (2) the individual sentences 
in the ongoing sections are marked only for the specific instrument being 
worked on; (3) the poems in each consonant section are marked for the 
current and previously discussed consonant instruments and should be ex
pressed behaviorally or imaginatively, with each word flowing easily and 
comfortably into the next word or pause; and ( 4) the poems should not be 
approached as tongue-twisters but rather should be explored as musical, 
tonal, expressive, or poetic vocal-life opportunities. 

• If you are working alone, explore how each sound affects you, how it 
makes you feel inside. These feelings and their expressions will vary every 
time you explore the opportunities. Enjoy that freedom! The improvisa
tional possibilities are limitless. 

• If you are working with a partner, use the sound as an action to af
fect him or her in some way: communicate the meaning of the word or 
poem, or express a mood through the text and particularly through the 
specific sound being explored. Experimenting or exploring with a partner 
is also excellent practice to help you connect with other characters and the 
audience when you act. 

• Play! Enjoy! Of course, this is work, but treat it as spirited, creative 
behavior-not as "work on demand." 

2Double consonants are treated as just one unless the dictionary indicates otherwise
for example, accent (pronounced "aksent"). 
3The reverse slash(\) indicates a nonsounded vowel or consonant. The regular slash(/) 
indicates that the marked consonant is not a playable consonant instrument but is 
linked directly into the initial consonant of the next word. 
4As you progress through this chapter and subsequent chapters, be aware that not all 
playables or linkings are marked in the sentences, poems, and other explorative selec
tions. This is deliberate so that you may: (1) practice filling in your own markings; (2) 
feel free to link (I hav~a drea~) or choose a pause to take advantage of the playable 
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To those of you who think or have been told by others that you can't 
sing, do not be intimidated by the musical concept of the consonants. A 
musical tone simply implies good quality, and moving a tone to different 
pitches is, in fact, melody and singing. 

THEN VIOLIN (cognate:none) 

N 

To feel the NRG of the N violin, slightly 
part your lips and leave a small space be
tween your teeth. Gently bring the upper 
surface of your tongue to the roof of your 
mouth at the hard palate, and then loosen 
your tongue, leaving only the rim in con
tact with the gum ridge all around the up
per teeth. Now sing on theN, allowing the 
sound to flow and transmit through the 
bony resonating areas through the hard 
palate, mask, and forehead. You will feel 

gentle vibrations along the rim of the tongue. 
Play this consonant instrument pleasurably and tunefully, without 

pressing your tongue or forcing breath through your nose. The violin will 
not sing if the violinist presses hard on the bow. 

Play the violin-Hum it-in the following words: 

town none gover!! ope!! women lantern 

uri done insane unseen return monsoon mountain 

condone incline unclean Indian unison envision 

Experiment and explore, in a meaningful manner, the playable opportuni
ties in the following sentences: 

Now explore this poem. Remember to connect the words to each other and 
to communicate the meaning or the mood you discover through your sen
sory experience of the tonal vibrations: 

opportunity (I have ... a dream); and (3) train yourself to be an expert "sight reader." 
Using your own p;uses either fur interpretive breaths or spontaneous, creative expres
siveness is a form of personal poetic license. 
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I ca~ today e~visio~ no~e 

but one 

whose tai~t has se~t my su~ ... 

i~to a plu~ging, 

lone 

descent ... 

And even winter's moon ... is down. 

THE M VIOLA (cognate: none) 

To feel the NRG of theM viola, allow your 
lips to meet very gently and hum vibrantly. 
Leave a slight space between your upper 
and lower teeth, and let your tongue relax 
on the floor of your mouth. You will feel a 
gentle vibration or a keen tingle in the 
fleshy part of your lips. 

Play this consonant instrument with
out pressing your lips together or tight-

M ening any of the muscles around your 
mouth. Your lips, whatever form they 

take, should always be so relaxed that they feel almost cushiony. 

Play the viola (and the violin when it occurs) in the following words: 

dim maim sum fume alarm supreme 

symptom anthem minim atom them amphitheatre 

embalm become tame complai~ humdrum momentum 

Experiment and explore behaviorally the following sentences. Use both 
the violin and viola consonant instruments even though only the viola is 
indicated. 

The impediment was so drummed and hummed into him that he 

becarne~entirely tamed and embarrassingly imbecilic! 

The a~phitheatre trembled and hummed and resonated in alarm simply 

because the anthem was not the hymn supreme. 

Now explore both instruments in this poem: 

Mem'ries are complime~ts supreme ... 

a~dyet, 
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Embalmed a!!d dimmed, 

they trample ... 

Maim the moment's 

tamed simplicity 

and become ... 

a humdrum hymn, 

an anthem 

wheezed in a ruined apse, 
~ = 

To a damned ... 

co!!temning past. 

THE V CELL 0 (cognate: F sound effect) 

v 

To feel the NRG of the V cello, let your up
per teeth gently touch the inside of your 
lower lip (just where the lip turns moist) 
and sing a buzzing melody. The upper lip 
is not involved at all. You will feel a gentle, 
dark, buzzing vibration or a sharp tingle 
on the lower lip. 

Play this consonant instrument with
out blowing or forcing your breath. Any 
feeling of breath will move the resonant 
cello toward the sound effect F. Experi
ment with the V cello by placing your up
per front teeth a bit lower inside your 
lower lip to feel a fuller, richer cello buzz 
as well as a keener tickle sensation. 

Play the cello (and the viola and the violin, when they occur) in the fol
lowing words: 

verve impro~e connive tentative e~~ryo!!e positi~e 
~ 

love contrive behave conceive sensitive gra~esto!!e 
~ 

li~ely caveman lovelorn dri~eway appro~e dive-bomb 
~ 

Play the cello, viola, and violin consonants in the following sentences with 
meaning and feeling: 
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Can we stri~e to gi~e ... unresol~ed lo~e, not tentati~ely, but positi~ely? 

The cu~ed stone dri~eway obscured the ancient, dissol~ed gra~estone, as 

well as the lo~ely, ca~elike gro~e where almost e~~ry e~~ning they li~ed 

and loved their inner dreams. 

Now play them in this poem: 

A li~ely lo~elight li~es but to conni~e ... 

Gets hives 

from wives. 

The lo~elor~ dri~e lo~e to the gra~e, to thri~e 

on chives ... 

not wives. 

THE F S 0 U ND EFFECT (cognate: V cello) 

In the F sound effect, the dark, rich vibra
tions of the V cello are stilled to the whis
per of a fan. To feel the NRG of the F sound 
effect, play the V cello; then turn off the 
voice and continue in a smooth-flowing 
whisper. The unvoiced, whispered V is a 
perfect F. 

Play this sound effect without blow-
F ing, forcing your breath, or tightening 

your lips. Check with the back of your 
hand very close to your lips to make certain that practically no breath 
stream escapes. It is a very delicate balance. You should feel a gentle, 
smooth, virtually airless sensation that sounds something like the gentle 
rustle of a quiet electric fan. 

Play the F sound effect as a sustained voiceless sensation where it oc
curs at the end of a word or before another consonant. Continue to play the 
N violin, the M viola, and the V cello when they occur in these positions 
as well. 

laugh 

nymph 

triumph enough cough muffler 

hal~way after laughter confuse5 

graph maker 

cliff dweller 

Play the F sound effect plus the other consonant instruments in the follow
ing sentences: 

5Phonetically, there is a Y consonant following the fin "confuse." 
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A!ter we hu!!ed and pu!!ed through the tough climb, the top of the eli!! 

seemed like a veritable fairyland where elves and sylphs hal!-winked and 

hal! -flirted as they wa!ted and waved about us. 

The fluffy silver butter!Jy flew o!! triumphantly a!ter escaping the nymph 

who laughed, and floated so!tly down the eli!!. 

Play the four consonant instruments in the following poem: 

The graphmaker laughed a laugh 

o!triumph ... 

for halfway cross his cle!t i~ two, 

a woodnymph coughed, 

and soft 

laughter 

tarried after. 

THE Z BASS FIDDLE (cognate:S sound effect) 

To feel the NRG of the Z bass fiddle, place 
your tongue toward the gum ridge with 
your side teeth almost occluded. The 
sound will come through a tiny aperture 
between your tongue and teeth, either 
centered at the tongue tip or slightly to 
either side. If this opening is centered, 
then both sides of the tongue rim should 
gently touch the upper gum ridge; if to the 
side, the forward portion of the opposite 
side of the tongue, including the tip, 
should be in gentle contact with the gum
ridge hard palate. Hum on the Z until it vi
brates in the very small tongue aperture 

Z behind your upper teeth. You will feel a 
smooth but strong resonant vibration in 

your teeth and the front of your tongue without any hissing or breathy 
undertones. 

Play this consonant by letting it sing lightly, gently, easily, and vi
brantly with the deep resonance of a bass fiddle. Any breath at all will 
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move the Z bass fiddle toward an S sound effect. Remember to keep your 
upper and lower side teeth gently occluded for the full, rich bass fiddle z. 

Play the Z bass fiddle and any other previously discussed consonant 
instruments in the following words: 

daze breeze pri~e Joe's blazes cheers 

is was has his hers ours 
~ ~ ~ 

your~ theirs these those whose emphasi~e 
~ = ~ 

abused wisdom amaze tra~~po~e because sy~pathi~e 
= = = ~ 

Now explore the humming of double strings: 

violin plus bass: returns zones interns 
~ 

viola plus bass: consumes system~ condeml\s 

cello plus bass: unnerves conserves dispro~e~ 

Play the bass fiddle and all the other string consonants in these sentences: 

Bee~ plus flea~, in twos and three~, ga~ed at the heaven~ ... a~ they 

buzzed their way~ through the leave~ ... and tree~. 

Johnny'~ ha~e-like da~e wa~ cau~ed by cra~ed fear~, which ama~ed the 

hospital's_jntern~. 

Now play the Z bass fiddle and all the other string consonants in the fol
lowing poem. Remember to connect the words to each other. 

These interzones 

who~e ... sizzling day~ 

have seized the tears 
= = = 

from worlds ablaze ... 

are sce~e~ with Cere~, 

lone~ a~d cra~ed, 

or fears of seers 
~ ~ 

who dream ... amazed. 

When does the S sound effect become aZ bass fiddle? Although it's im
possible to classify all the instances, here are two rules of thumb: 

1. When a finalS follows a voiced consonant (wins, sal~s) 

2. When a finalS is added to a word that ends with a vowel sound to form 
the possessive or the plural (pianos, Joe's) 

When in doubt. look up the pronunciation in a dictionarv. 
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tHE S SOUND EFFECT (cognate:Zbassfiddle) 

s 

The S sound effect is a light, soft, high
pitched sensation, like the gentle escape of 
steam from a radiator. It induces an inci
sive quality in words when it precedes 
other consonants. 

To feel the NRG of the S sound effect, 
play the Z bass fiddle; then turn off the 
voice, and continue in a quiet whisper. 
The unvoiced, gently whispered Z is a per-
fectS. 

Play this sound effect softly, sharply, steadily, and smoothly. If you con
centrate on keeping your upper and lower side teeth almost occluded and 
your tongue tip at the gum ridge, you will always produce a satisfactory S, 
whether the sound comes through a central tongue aperture or a slightly 
lateral one. You will feel a steady, keen sensation, too soft to be a whistle 

·but sharp (high-pitched) enough to feel a gentle, rising energy. Practically 
no breath or air comes through your lips when theSis properly executed. 6 

(Re-explore Experiment 13-"Exhalation Control"-in Chapter 3.) 
Note: Even though many do follow the "path of least resistance" by us

ing the tongue-to-lower-teeth position, this habit leads to lisps, superflu
ous breath, and jaw protrusion and tension. The only time I would 
recommend a tongue-to-lower-teeth position (other than for character 
trait development) is when therapeutic assistance and/or compensatory 
techniques are indicated. 

Play the sustained S sound effect in the following words while contin
uing to play the other consonant instruments: 

force basis entrance kiss monstrous incestuous 

moisture robustious que~tio~ dance bla~pheme emphasi~ 

Play the S sound effect (as well as the other instruments covered) in the 
following sentences: 

The usually blissful, pea~eful, picture~que atmo~phere, thi~ time seemed 

blu~terou~, mu~ty, and almo~t my~teriou~, bringing seriou~ que~tions to 

our lip~. 

6The S sound evokes many complaints when it is obtrusively loud, "slushy," inaudible, 
"whistled," or lisped. If produced as described above, the S will develop into a clear, 
sharp, yet delicate sound and provide a lovely tonal contrast to the melodic strings and 
woodwinds and the staccato drumbeats; it will also be perfect for personal, stage, or 
micron hone sneakinll or sinllinll. 
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At la~t, the expressfulness ~of his kiss dan~ed and pran~ed on her sensi

tive lip~. 

Now play the S sound effect, plus all other previously mentioned conso
nant instruments, in the following poem: 

Whi~tling cross the bli~tering pa~t, 

She wrestled7 

with a kiss. 

At last 

She danced with questions on her lips; 
== = =- = = 

Moisture 

gliste~ed so!tly, 

passed too clo~e ... 

a~dpsst! 

A mome~t o~ her fingertip~. 

THE B TYMPANI DRUMBEAT (cognate:Pbassdrum) 

The voiced tap of the B tympani, or kettle
drum, is played with a light spring-away 
action of the lips. To feel the NRG of this 
percussive consonant, close your lips 
gently together to achieve a feeling of 
cushiony softness; then let them spring 
lightly apart with a momentary vocal res
onance that stops with the end of the 
spring. The result will be a delicate but 
clearly voiced B drumbeat. 

Play this drumbeat as your lips spring 
apart. Do not, however, press your lips to-

B gether and explode the sound through 
built-up breath pressure; such an action will produce a forced, breathy 
noise and a tightness in your jaw and lip muscles. Instead, you should feel 
a gentle, voiced pulsation on your lips like a delicate, crisp tap-an energy, 
not an effort. 

Play this drumbeat along with the preceding consonant instruments 
in the following words: 

7The S sustention is optional before the liquid L consonant. Also, the t is silent inglis
tened and wrestled. 
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bribe hubbub 

gra~"'" Jabsence 

abdomen Ja~le 

I 
subur~ microbe 

I:>ro@y disrobe 

cobweb cobbler 

jo~ 

su~ject 

hobnob 

83 

Play this drumbeat (plus the other consonant instruments) in the follow-
ing sentences: 

Bubbling like a ba~e, and very much distur~ed, Bo~ grabbed at my out

stretched hand and sobbed. 

The o~durate but rehabilitated mo~ster o~viously bri~ed the ho~nobbing 

hobo out ofthe rub-a-du~ drumbeatingjo~. 

Now play the B tympani drumbeat in the following poem. Remember to 
connect the words to each other, and continue to play all the consonant in
struments you have discovered so far. 

The hubbub in the suburb 
~= 

was just a microbe ... in a cobweb, 
= = - - - -

compared 

to the hubbub of the hobnobs 
- = -

bobbing o!! the jo~, 

imbibing a!!d cavorting, 

a!!d proba~ly su~~cribing to si!!. 

THE P BASS DRUM DRUMBEAT (cognate:B tympani) 

p 

The whispered tap of the P bass drum is 
played with a light spring-away action of 
the lips. To feel the NRG of this percussive 
consonant, close your lips gently (as for 
the B tympani) and then let them spring 
lightly apart. In a whisper, the B tympani 
beat becomes a perfect, delicately popped 
unvoiced drumbeat. 

Play this drumbeat as your lips spring 
apart, and deliberately execute not a P, but 
what you feel to be a B tympani beat in a 
whisper, without the slightest puff of air. 
The properly executed P bass drum will 
never be explosive on microphone, nor 
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will it shoot an offensive spray of saliva at a nearby listener. You will feel a 
gentle pulsation on your lips like a delicate, crisp tap-an energy, not an 
effort. 

Play the P bass drum and the previously mentioned consonant instru
ments in the following words: 

tra_e sto_e clam_e e~ca_ee a~lee_e peri~co_ee 

ca_esi~e la_e~e o_etimum ca_etai~ ti_e-to_e shi_esha_ee 

stu~_e fli_e-flo_e sto_ega_e ga_ee lollipo_e stra_e 

Explore these sentences for the P percussion NRG: 

The little pu_e, in o_etimal ti_e-to_e sha_ee, esca_eed from the tra_e when it 

jum_eed quickly into the dee_e dark passageway. 

Asleep_at the perisco_ee, the usually shi_esha_ee ca_etain couldn't sto_e the 

ca _e sizing of his priceless shi E. 

Play the P bass drum in the following poem. Remember to connect the 
words to each other, and continue to play all the other consonants you 
have discovered. Remember also that this instrumentation explores per
cussive and syncopated speech skills; experiment with expressiveness, 
pauses, and a sense of body humor. Infuse the lines with real or imagined 
meaning. 

0 po_e toE poppy ploE, 

C~~ain ~of my shiE 
Capsize, flopsize, 

\.':::::__,= - = 

LaEsing i~to slee_e. 

U_e dow~ peri~coEe, 

StoE-stra_e the traE; 

my tilly-toE lillypoE 

poE-lipped pollyploE 

will pipple our e~caEe. 

T H E D T Y M PAN I D R U M B EAT (cognate: T snare drum) 

The voiced D tympani beat is played with a light spring-away action of the 
tongue. To feel the NRG of this percussive consonant, place your tongue 
on the upper gum ridge as you did to play the N violin; then, as the brief 
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vocal resonance comes through, let the 
tongue spring away to play the D drum
beat. 

Play this drumbeat as your tongue 
springs away from its soft cushiony con
tact with the upper gum ridge (avoid 
pressing your tongue hard against the 
palate). You will feel a gentle pulsation in 
your tongue. 

Feel the bouncing action of the D 
drumbeat when it occurs at the end of a 
word or before another consonant, and 
continue to play the other consonant in
struments that appear in playable posi
tions in the following words: 

woodman advertised handmade adverse 

livelihood 

sa~~piper 

conceived 

blended 

am~litu~e unsound u~~lanne~ - -
verbalized identified alarmed stockade 

Play the D tympani in the following sentences: 

Afrai~, col~, and fatigue~, we paddled~ in the dark, while the strong cur

rent pulle~ me an~ Fre~ closer to the dangerous rapids. 

The woo~man a~mitte.11Cthat he neede~ more han~ma~e win~wipers for 

the stockade, in Concord. - -

Now play the D drumbeat and other consonant instruments in this poem: 

The ma~ca~ woo~ma~ 

a~verti~e~, 

identified 

his livelihood: 

He me~de~ ha~~ma~e woo~ wi~~wiper~ ... 

a~d ina~verte~tly lo~t hi~ hea~. 

He said: 

Because of the life I've led, 
~~ ~~ -

a cad like me is sure to wed. 

It ii~sai~ I am~mo~ 
and a little bit odd, 
~ ~ -
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cause~! adl!i~to my qua~, 

and it make~ me so gla~ 

To think o! mysel!, as a mo~ rna~ 

quite rna~. 

THE T SNARE DRUM DRUMBEAT (cognate:D tympani) 

The light T tap of the snare drum is played 
with the same spring-away action of the 
tongue as the beat of the D tympani. To 
feel the NRG of this percussive consonant, 
place your tongue in the position for the D 
tympani and voicelessly spring away your 
tongue. With no vocal resonance, you will 
have formed the light, percussive tap of 
the T snare drum. 

Play this drumbeat with a light 
T spring-away action of the tongue (not 

with pressure against the palate) and with 
a light and airless whisper. You will feel a gentle pulsation in your tongue. 

A final D after an unvoiced consonant and silent E is also unvoiced; 
that is, it becomes aT, as in strappe4_. Play the T drumbeat (whispered D) 
in the following words. Continue to play the other consonant instruments 
as well. 

street net omr{ipote~~ habit rebate quarte~ 
- - - -

abutment depar~ incandescent inundate concrete gla~~e~ - - -

A~~wer:e ha~pi~ incitement Ba:eti~~ admit droppe~ -

Play the T snare drum and other consonant instruments in these 
sentences: 

Her tempera~e restrain~ would not affec~ her tac~ful trea~ment of the 

expectan~ candida~e, who talked~in quie~, reluctan/~tones regarding his 

violen~ pas~. 

The miffe~ customer blurted ou~, "This burn! roas! has no tas!e-take i! 

back pos!has!e." 

Play the T snare drum in this poem. Remember to connect the words to 
each other and to play all the other instruments! 
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0 omniprese:!!!• omnipote:!!! young terrori~!· 

titillating to exci!eme:!!! a!!~ parting crowds: 

I dreamed~ a quarte! o~ battere~ matador~, 

bra:!!dishing bel!buckle~ ye! wearing no habi!, 

ha~ cha~ed you dow!! the streets of A:!!!wer~

a:!!~~ne!-bar~e~ 

a!!~ we!-gar~e~ 

droppe~ you i:!!to a tin~ o~ we! co~cre!e, 

which wai~swee! ... 

ifnoi neat. 
= - -

THE G TYMPANI DRUMBEAT (cognate:Ktom-tom) 

G 

The deeper tympani drumbeat of the hard 
G is played delicately with the soft palate 
and the back of the tongue. This action is 
subtler and a little more difficult than the 
other percussive consonants for the many 
teeth gritters and jaw dampers. 

To feel the NRG of this percussive con
sonant, gently touch the back of your 
tongue to the soft palate. Rest the tip of 
your tongue at your lower front teeth. 
With your mouth half-open, let your 
tongue spring away from the soft palate as 
you voice the beat of the G tympani. 

Play the springing action of this drumbeat in the back of the oral cav
ity, without tightening, pressing, or pushing. You will feel a delicate, yet 
crisp tap and a gentle, voiced pulsation at the back of your tongue and at 
the soft palate. 

Play the G tympani drumbeat and other consonant instruments in the 
following words: 

dig beg fog fatigue league catalog 

sugge~! ignora!!! i:!!trigue pigme!!! Dogberry recogni~e~ 

straggler vaguely au~me!!! qua~mire zi~za~ synago~ue 

Play the G tympani in the following sentences along with the other play
abies; turn this exercise into an actor's experiment: 
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Zi~-zagging through the i~neous cragged precipice, we su~gested that the 

stragglers di~ through the fo~ till they reco~nize the way. 

The indi~nant witness was totally i~norant of the qua~mired intri~ue and 

struggled gallantly to be even va~uely co ~nizant of the pre~nant 

circumstances. 

Play the G drumbeat in this poem. Remember to connect the words to 
each other. Keep imaging. 

Vaguely, I recognize~ the ignora:ni straggler who dug his way 
- - = - - =- - - = 

zig~ zag 

through fog and quagmire, 
- =- -

I suggeste~ to him ... 
- = - = 

Augme!!! your ba~ 
an~ do not lag, 

= ..__. - -

nor straggle 

nor dig, 

nor zig 

nor zag 

through fog and mire of quag 
- =- ::= -

and minds thai sag. 
=- = - -

THE K T 0 M • T 0 M DRUMBEAT (cognate: G tympani) 

K 

A bit deeper than the other unvoiced per
cussion instruments but still crisp, the 
tom-tom click of the K, like its cognate 
drumbeat G, comes from the soft palate. 
To feel the NRG of this percussive conso
nant, place your tongue in the G position. 
The unvoiced whisper of the G drumbeat 
as the tongue springs away from the soft 
palate will produce the soft clicking beat 
of the K. 

Play this drumbeat on the spring
away action without any tightening, pressing, pushing, or forcing your 
breath. You will feel a delicate, yet crisp tap and a gentle implosive action 
created by the back of the tongue and the soft palate. 
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Play the K tom-tom and the previously mentioned consonant instru
ments in the following words: 

make plague pani~ shellac success unmask 

crack Cockney checkmate a~cessory monarch deje~te~ 

ache unigue eccentric crackpo! milkwood Antarctic 

Play the K drumbeat, plus any other playable consonant instruments, in 
these sentences; do it creatively: 

Stren~thened8 from his previous wea~ness, he a~cepted thetas~ to review 

his errati~ behavior and quickly as~ed to see the fra~tious, intra~ table, 

and indictable pi~ture. 

Jack Techle~ti~ was a unigue, blea~, e~centric chara~terwhose particu

lar technigue was to feign being wea~-minded, wea~-kneed, and 

deje~ted. 

Play the K tom-tom in this poem; remember to play the other consonants 
you have discovered as well: 

The panicke~ Cockney 

checkmated 

the deje~te~ monarch, 

who ached al thi.S success ... 
thought hi~self ~ a{tlfM;d 

- = - --

(knew himsel! shellacke~) 

and wondered most eccentric'ly: 
=- = - = ..._,- = -

If he couM take 
= - -

and break ... 

thi~ crackpo! Cockney 

with exile9 in Antarctica. 
/((f 

DOUBLE DRUMBEATS 

A characteristic of the percussion section of the consonant orchestra is the 
frequent doubling of drumbeats-the PT, the KT, the BD, and the GD
and a characteristic of slipshod speech is the frequent dropping of one or 

81n strengthened, the g is pronounced K and the preceding N becomes an NG. 
9Exile: pronounced "egzile." 
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both of the beats. Double drumbeats need not be difficult. Just feel the 
double tap-tap. But it is not enough just to imagine hearing both sounds, 
you must also sense each sound as a separate event; the two can be exe
cuted with surprising drumbeat agility. 

No matter how light or how gentle, if you feel the taps, your listener 
will hear them. Practice feeling the double drumbeats for the following 
consonant pairs, and continue to play the other consonant instruments: 

PT double drumbeat: 

a_e! we_e! a~ce_e! loo_e~~ ho_e~~ stopp~~ 

chipp~~ stam_e~~ e~ca_e~~ co!!c~_e! cla~_e~~ ada_e! 

KT double drumbeat: 

act effect inflict obstruct su~je~! enactment -
sack~d pick~~ wreck~d stack~d track~d dock~d 

jo~~~ rak~d book~d pee~~~ flak~d streak~d 

ED double drumbeat: 

stabb~d robb~d rob~d brib~d rubb~d sobb~d 

GD double drumbeat: 

Now explore these double-drumbeat sentences: 

Since his ho_ee~-for conce_e! was being bal~e~, bloc~e~, and stoppe~, he 

elected to a~! promptly and acce_e! productive employment elsewhere. 

She we_e!, gas_ee~ for breath, and clas_ee~ the loo_ee~ chain to her heart.· 

The shoc~e~ actor was docke~ part of his pay because he jo~e~, and 

wrecke~, the show's effect_upon the audience. 

The little boy sobbe~, rubbe~ his nose, and begge~ for help, while all the 

time his little dog wagge~ his tail furiously and begge~ ... to be hugge~. 

The drugge~ animal was accidentally stabbe~ in the abdomen while 

being dragge~ through the rugged, snagge~ timberland. 

Play all the double drumbeats and other consonant instruments in the fol
lowing poem; remember to connect the words to each other: 
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His home was wrecked, 
= = = --

Sacke~, ra!e~, a~~ blacke~ 

agai~. 

He'll a~ce:e_!, a~~ he'll adaE_!· 

Bu! he wept~ the~ ... 

Flogge~, stabbe~, stamp_e~, a~~ wracke~ 

He hop_e~, a~~ hugged~a dream, 

sobbe~ a~~ wep_!, 
character cleft, 

- --

bereft, 

and left. 

THE T H CLARINET (cognate: TH sound effect) 

TH 

The warm, vibrant sound of the voiced TH 
simulates the clarinet, a woodwind in
strument with a quality similar to the V 
cello. Although this sound is frequently 
overlooked or neglected by many people, 
when executed correctly, the TH clarinet 
is very easy to play. 

To feel the NRG of the TH clarinet, 
slip the rim of your tongue between your 
upper and lower teeth (perhaps even more 
than necessary at first), with the sides 
of your tongue filling the spaces be
tween your side teeth. Then sing, and feel 
the buzz or motor-purring vibration 
throughout the front rim of your tongue. 

Play this consonant instrument gently, without biting down on your 
tongue or forcing your breath. Do not practice the softer form with your 
tongue against or behind the upper teeth. When you are familiar with the 
strong form, the softening process will take place naturally and inevitably 
when the tempo or the informality of the speech situation calls for it. The 
TH clarinet feels like a tingling vibration on the rim of the tongue at and 
outside the teeth. 

Play the TH clarinet-and any other playable consonants-on various 
pitches in the following words: 
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~ 0 unsheathe soothe bathe loathe writhe 

~es seethed breathed breathes clothes loathsome 
(.= = 

withdraw10 withstand therewith truths tithe wreathed 

Explore these sentences creatively: 

I cannot breathe smoothly; I need to bathe, and soothe my wounds; I have 

writhed enough. 

As he tried to smoothe some painful truths, she seethed, lathered, and 

bathed him ... in loathsome looks. 

Now play the TH clarinet in this poem. Continue to connect words to each 
other, and play all the consonants you have discovered so far. 

"Foresoothe me, do!" 

the loathsome, snaggletoothe~ werewol~ proclaime~, 

as he seethed beneath the unsheathefi{ knife-
= = = - = 

tithes extracted 11 from his hide. - ~ 

"I canno! breathe smoothly for I ha~e too the~ four writhing worm~ 

... and have neefi{ to soothe my wounds." 
=- = - = = 

THE TH SOUND EFFECT (cognate:THclarinet) 

The thin, bellows-like friction stream of 
the TH sound effect is a dry and gentle 
whispered counterpart of the warm vibra
tions of its cognate, the TH clarinet. To 
feel the NRG of the TH sound effect, play 
the consonant as a clarinet, and then turn 
off the voice and continue in a whisper. 

TH 
Play this sound effect lightly and softly 

without forcing your breath, which would 
turn the thin whisper into an undesirably 

heavy, throttled hiss. You should feel a steady but almost airless sensation 
of the escaping breath stream. 

Play the TH sound effect as a light, thin whisper in the following 
words. Be particularly careful to play the consonants that occur immedi
ately before the TH. 

10Dictionary pronunciations include both a voiced and unvoiced TH for the words with
draw, withstand, therewith, and truths. 
11Extracted: pronounced "e~~tra~te~." 



CHAPTERs The Dynamics of Consonant NRC 93 

wreath earth teeth booth 

breathless months truth tenths ruthless si~~th~ (sixths) 

forthwith fifths wealth faithful brea~12 width 

Play the TH sound effect while exploring the following sentences: 

You have been ruthless, unfaithful, and uncouth, so spare me your breath

less, mythful truths. 

The width, length, and breadth of the earth would take thwarted months 

and months to traverse. 

Now play the TH sound effect and other playable consonants in this poem: 

The breathless mo~th~ mo~e slowly over earth 

as the fourt* threnody13 brings to truth 
= .._ = = 

the myths of time: =- = = 
Thwarte~ thoughts 

a~~ lo~ ~desire~ ... 
on the last long breath, of that siksth (sixth) year. 

= =- = = - -== 

THE Z H BASS 0 0 N (cognate: SH sound effect) 

ZH 

The deep rumbling of the ZH simulates 
the bassoon and adds voice to the hush of 
the SH (refer to the next section). Al
though this consonant has no alphabetic 
identification, it is a sound we use fre
quently. To feel the NRG of the ZH bas
soon, whisper the SH and add vocal 
resonance while keeping your teeth 
gently occluded. 

Play this consonant instrument 
vibrantly but without forcing breath into 
the sound. When the tonal vibration be
gins, all suggestion of the SH sound effect 
must vanish. You will feel the SH sound 

effect completely replaced by the deep rumbling vibrations of the ZH reso
nating against your teeth and at the tip of your tongue. 

12Breadth and width: the d in both words becomes at in preparation for the unvoiced 
TH; refer to the "Prepare and Link" section of Experiment Slater in this chapter. 
13Threnody: dirge, elegy, requiem, death march. 
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Play the tonal vibrations of the ZH bassoon in the following words, 
_with no hint of the "shushing" of the SH sound effect. 

gara~e bei~e colla~e gara~e~ corsa~e mira~e 

e!!toura~e badina~e mena~e rou~e Taj Mahal massa~e~ 

Play the ZH bassoon creatively in these sentences: 

The color photo on the gara~e door was no mira~e; it showed a beautiful 

young woman with natural rou~e color in her cheeks, dressed in a light 

bei~e wedding gown, and holding a gorgeous corsa~e to match the bei~e. 

The bei~e Taj Mahal gara~e housed a veritable entoura~e-a monta~e of 

antique rou~e cars. 

Play the ZH bassoon and other previously mentioned consonant instru
ments in this poem. Remember to connect words to each other easily. 

I massa~e~ my eye~ 

a~ the motley mena~e 

(my e!!toura~e) 

as~in~a mira~e .. . 

a dreamli~e colla~e .. . 

disappeare~ 

in a Taj Mahal. 
~ = 

I gara~e~ my camel a!!~ we!!! for a drin~. 

THE SH SOUND EFFECT (cognate: ZH bassoon) 

SH 

The distant windlike sound of the SH is 
the universal call for silence. To feel the 
NRG of the SH sound effect, bring your 
side teeth gently together in a natural bite 
and "shush" quietly. Your tongue will take 
its natural position during this action 
without any effort on your part. 

Play this sound effect softly, sharply, and smoothly. You will feel a 
high-pitched sound-effect sensation, almost like a gentle whistle, but there 
should be no rush of air. Check with the back of your hand to be sure that, 
aside from a barely discernable feeling of warmth, you feel no "air stream" 
at all. 
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Play the SH sound effect and any other playable consonants in the fol
lowing words: 

hush dish mesh push harsh flashligh! 

wishful Oshkosh clash harshly fishnet bashfully 
--

bashed brushed hash mishmash dishwasher cash regi~ter 

Play the SH sound effect in the following sentences, along with the other 
consonant instruments: 

Sh-Sh-Sh, hush child, there's no shame in being bashful or ticklish, so per

ish the thought; for "bashful" often grows into owlish wisdom, and "tick

lish" (which needs not be skittish) can easily turn to whimsical 

roguishness and lush laughter. 

In Oshkosh, a hush rushed through the marsh, and fish vanished in the 

harsh, enmeshed underbrush. 
= = 

Now play the SH sound effect in this poem. Remember to connect the 
words to each other and to explore your other consonants. Explore your 
inner imaging, your expressiveness, and your free-feeling pauses. 

Hush! 

You push too harshly. 

Never rush me ... 

Ahhh! wishful thinking, 

for even as you brush your hair 
.._ = = 

so feverishly ... 

each stroke, a clash-
- -

An~ye!, 

you push too harshly ... 

Hush! 

THE L SAXOPHONE (cognate:none) 

The L saxophone is a gentle, fluid instrument. Although it asserts itself 
somewhat more when it precedes a vowel than when it precedes a conso
nant, it is a beautiful, melodious sound that adds clarity and richness to 
consonant speech. To feel the NRG of the L saxophone, place the tip of 
your tongue on the upper front gum ridge and let the vocal resonance 
come through without applying any pressure. 
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L 

doll fall prevaQ 

film elm he!E --

go!~ fooled do! phi~~ 

Play this consonant instrument with a 
light touch-with as little of your tongue 
touching the gum ridge as possible. If you 
have difficulty with this position, place the 
whole rim of your tongue on the upper 
gum ridge (as for theN violin), and then 
loosen all of your tongue except for the tip 
at the front gum ridge. You will feel a 
gentle, vowel-like resonance, only slightly 
impeded by the tongue position. 

Lightly play the L saxophone and any 
other playable consonants in the follow
ing words: 

protoco! kneel conceal 
= = 

revolve willed delve 

sy!phli~e a~pha!! milk wood 
-

Explore the L saxophone in the following sentences. Remember to con
nect the words to each other. 

To prevail~in the fi!m wor!d, one must: (1) de!ve deeply into the rea!m of 

professiona! know-how, (2) nai! down some respectab!e protoco!, and, on 

the who!e, (3) not freely reveal~a!! persona! dreams. 

A mo!dy fi!m fully colored the go!den e!ms and mi!kwood trees, he!ping to 

concea! the squirre!s' lair. 

Now play your L saxophone in the following poem. Play the other conso
nants you have discovered, too! 

The sy!phli~e do!phi~ spring 

willed its way 
= ~ 

through the fi!my wo!~ ... 

A mi!ky thing, thi~ thing of~o!~

vei!e~ whimsy a~~ foo!e~ go!~· 

co~cea!ed _i~ slow, co!~· mour~fu!, 

li!te.d_times to come. 
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THE N G oBoE (cognate: none) 

The twangy, nasal tone of the NG simu
lates the oboe, an instrument sometimes 
said to have an oriental tonal quality. The 
NG is a single, sustained, vibrated nasal 
sound in which neither the N violin nor 
the G tympani drum-beat plays any part. 

NG 

To feel the NRG of the NG oboe, sing 
with the back of your tongue in contact 
with the soft palate and the tip gently 

touching the inside of your lower front teeth and gum ridge. Play this con
sonant instrument without effort or tension for a sustained nasal vibra
tion. You will feel a twangy, nasal resonance. 

The NG oboe is more complex than some of the other consonant in
struments. It must not, to begin with, be confused with theN violin fol
lowed by a G pronounced as a DG Chinese cymbal (see the following 
section) as in hinge. The substitution of theN for the NG in participle end
ings is a common error (such as do in' and feelin'), and there is often confu
sion about the correct use of the G or K drumbeat following the NG (as in 
stronger and tincture). Let's look at the various uses of the NG oboe and 
how it is affected by its relative position to other consonant instruments. 

Play the final NG oboe alone, with absolutely no suggestion of the 
drumbeat action as the tongue leaves the soft palate. Here, the NG is 
double-underlined to denote a nonpercussive consonant sound. 

hang belong strong 

seeing hitting being 

young sing 

batting reading 

tongue 

loving 

In words ending in nk, then by itself represents an NG oboe followed 
by a K drumbeat. Here, then is marked with the symbol ~ to signify that 
it stands for the NG oboe, not theN violin. 

in k flan k monk drun k honk brink 
9- 9- 9- 9- 9- 9-

The medial NG is the oboe alone (not followed by a G tympani beat) 
whenever the portion of the word containing the medial NG oboe is a 
word in itself that carries a meaning in common with the word as a whole. 

singing ping-pong dunghea;e springtime thing! hange~ 

Exceptions: In the comparative and superlative forms of the following 
words, the NG oboe (marked~) is followed by a G tap (marked with a sin
gle underline). 
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stronger strongest younger youngest Ion ger Ion gest 
9- 9- ~- 9- =)- ~- 9- 9- ~-

Play the medial NG as an oboe plus a G or K tap when the portion of 
the word containing the medial NG has no meaning of its own (maling
ering) or is a word but with no common meaning to the completed word 
(hung-er). In this category, many words spelled with ann carry the oboe 
resonance followed by a Korby the C, CH, Q, or G-variants of K. Note 
the markings. The K or G following the NG oboe is marked to remind you 
of its presence or that it should be played when preceding another 
consonant. 

anger En gland strength 14 malin gering tincture tangle 
9- 9- =- 9-~ 9- =- 9- 9-= 

bon go finger shrinking relinquish Inca anchorage 
9- 9- 9 = 9- = 9- 9 -

u!;~!e ca!;~erous su~ci!;~! deli!;9ue!!;! u!;~tuous defu!;~! 

Exceptions: In some nouns, especially proper nouns, the oboe is not fol
lowed by a tap. (The h in the following nouns is silent; if the h were 
sounded, the medial oboes would be underlined). 

Birmingham Washingto!!; Buckingham Nottingham gingham 

Play the oboe in the following words, and decide whether it is followed 
by a drumbeat. (The first two lines are marked to get you started.) Con
tinue to play the other consonant instruments. 

tangling linger English language strangle length 
9- = 9- 9- = 9- 9-= 9-~ 

kingly singles mingle wrongfu! hunger hanger 
9-= ~ 9-= 9-

gangs singer languish Long Island bringing warmonger 

jungle singsong stringier springing clangor elongate 

singular sanguine wringing triangular lengthy Congo 

Note that although singer and singsong carry no G drumbeat, singular and 
singles do; this is because the syllable "sing" in these cases has no meaning 
in common with the whole word. 

Play the NG oboe in the following sentences: 15 

He looked around and murmured, "If a word is an act, then Zan guage and 
=)-

tongues are actions. And which actions," he asked himself, "belong to 

wrongful hunger, or angry warmongers, or unctuous, sanctimonious, 
= =)- =)- =)- =)- =1-

cantan kerous wrongdoers?" 
=)- = 

141n as much as the TH in the word strength is unvoiced, the preceding G must also be 
unvoiced and therefore felt as the unvoiced K. 
15Catching and experiencing the unmarked playables in the sentence selections will pro
vide excellent training in sight-reading expertise. 
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The En glish language fascinatingly combines stren gth and singing ,- ,- ~ ,- ~ 

along with an intriguing~ assortment of tingling orchestral music within 

its sin gular tongue. ,- ~ 

Now play the NG oboe in the following poem. Play the other consonant in
struments as well, and remember to connect word to word. Watch for the 
special marking indicating that the NG oboe is followed by a drumbeat, 
and feel the drumbeat firmly. 16 

Strangle that hunger for kingly things 
,-~ - ,- ~ ~~ 

that linger ... - ,-
Sanguine. 
,~ = 

A tangled strength with wrongful anger, ,-= ~ ,-- = = = ,-
hanging,17 

shrinking young, and ,-= = =-

Unctuous. ,- ~ 

Make lan guishei{ tongues once loving 
- ,- ~ ~ = ~ =~ = 

agai~sing 

agai~ring. 

THE DG (DZH) CHINESE CYMBAL (cognate: CH crash cymbal) 

DZH 

The muted clang of a Chinese cymbal is 
simulated by the soft, sliding resonance of 
the DG-a combination of the D tympani 
drumbeat and the ZH bassoon into a sin
gle consonant sound. To feel the NRG of 
the DG Chinese cymbal, place your 
tongue on the upper gum ridge (as for the 
D drumbeat); then let the tip slip down
ward to let the ZH resonance come 
through (before the spring-away action 
that occurs at the end of the D drumbeat). 

Play this consonant instrument smoothly; do not let the whisper of the 
SH dull the ZH resonance at the end or let the sound dissipate into a 

16Normally in markings, we do not mark initial consonants in syllables (for example, 
stran-gle). However; an exception is made here in order to remind you to firmly feel the 
drumoeat which follows the NG in these special instances. 
17In hanging, the medial NG is not played because it precedes a vowel. 
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slushy sustentation of the ZH. The voiced DG Chinese cymbal must be 
played with a light, quick, energetic staccato treatment. You will feel a 
phonated, sliding, percussive sensation flowing from the hard palate into 

the gum ridge. 

Play the DG Chinese cymbal in these words, and feel the staccato 

resonance. 

edge ra~e Geor~e ima~e abridgme!!! 

lar~ely besie~e judgme!!;! e!!ga~eme!!! acknowledgme!!! 

e!!ga~e~ pledge~ bu!~e~ avera~e~ e!!coura~e~ 

Play the DG Chinese cymbal in these sentences: 

Geor~e ur~etCthe judge to acknowledge his pledge to discoura~e the 

young man's dangerous enga~ement. 

The sie~e enga~ed a lar~e segment of legionnaires who edged closer to the 

ledge near the bridge to better gauge an.f{~judge the enemy's advance. 

Play the DG Chinese cymbal again in this poem, along with all the other 
playable consonants covered thus far: 

Hi~ ra~e edge.f{~slowly 

a!!~ ima~e~ e!!ga~e~ hi~ mi!!~ ... 
A besieged judgment 

= - ..__. - =-

Pledged~amome!!!• wedged~a way, 

a!!~ ma~e a ledge to sta!!~ o!!, 

To nudge, a!! pai!! away. 

THE CH CRASH CYMBAL (cognate:DG Chinese cymbal) 

CH 

In the crisp clash of the CH crash cymbal, 
the voiced D and ZH of the DG Chinese 
cymbal become the whispered T drum
beat and SH sound effect blended into a 
single sound. To feel the NRG of the CH 
crash cymbal, place your tongue firmly on 
the upper gum ridge for the T drumbeat 
and crash through gently but sharply with 
the voiceless SH sound effect. 
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Play this consonant instrument crisply, with no sustention of the SH. 
The proper execution depends on a staccato action rather than breath and 
ends lightly, quickly, and energetically. You will feel a sharp, crisp, percus
sive sensation between the tip of your tongue and the gum ridge. 

Play the CH crash cymbal in the following words, and feel its crisp 
staccato. Remember that this instrument offers a percussive sound, not a 
sustained or breathy one. Above all, remember that the musical instrumen
tal experience is your self-instructing familiar event! 

etch march church catch bewitch 

witchcraft watchman patchwor~ matchmaker churchman 

matched fetched itched switched watched 

Play the CH crash cymbal in the sentences that follow: 

Mite~ watched his teacher as she touchingly reached out and cheerfully 

coached each little child in the church~outreach project. 

The church chaplain approached his charming visitors and greeted them 

with bewitchingly rich, chest-voice tones. 

Now play the crash cymbal and other playable consonants in this poem. 
Remember to connect the words to each other. 

A matchmaker itched, to catch a bewitching lady 
- -- - = 

for the watchman of the church ... 

Bu! witchcraf! e~tere~, a:2~ watche~, 

thepatchwork offate, 
- - = -

and le¥~the man~a,(~the church ... 

in the lurch. 

THE DZ TAMBOURINE (cognate:TShigh-hatcymbal) 

DZ 

The delicate percussive action of the DZ is 
like a single light tap on the tambourine. 
To feel its percussive NRG, press your 
tongue against the upper gum ridge for 
the D drumbeat and then glide the tip of 
your tongue down a bit as the vibrant Z 
comes through (just before the tongue's 
spring-away action). 
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Play the DZ in a light staccato fashion, ending quickly and energeti
cally without sustaining the Z. You will feel an instantaneous tiny buzz be
tween your tongue and the gum ridge. 

Play the DZ tambourine in the following words, and feel the staccato 
buzz. Where theN violin precedes the DZ tambourine, be doubly careful 
not to turn it into anN violin followed by a Z bass fiddle, as in Ben's in-
stead of be!!,ds and fi!!,e~ instead of fi!!,ds. = = 

bids deeds towards roads aids 

ends finds husbands commands swords 
- = -

fields holds builds scalds demands 

Now play it in the following sentences: 

All the fields, all the woods, all the forbidden roads~ and bends, winding 

towards the sacred lands~ of the religious group, were diligently searched. 

Good deeds, dear friends, and loving hands, are safeguards~in a child's 

development-a development that grows as it builds, and builds, as it 

grows. 

Carry the feeling of the DZ tambourine (and other playable consonants) 
over to this poem, and remember to connect the words into phrases. 

The sword's command 

e~ds husba~ds' rights 

... a~~ wrong~! 
Leaves all demands - ~-- -
I~ foreig~ ha~ds 

an~ sounds the marching song 
= ..._ =- = = 

That bends former friends 

towards bitter e~ds, 

Among the sa~ds-of time. 

THE TS HIGH-HAT CYMBAL (cognate:DZtambourine) 

The crisp whisper of the TS ends a number of words, like the after-beat 
or high-hat cymbal used in popular orchestras. To feel the percussive NRG 
of the TS high-hat cymbal, press your tongue against the upper gum ridge 
for the T drumbeat; then spring away crisply with a sharp, soft S sound 
effect. 



CHAPTERS The Dynamics of Consonant NRC 103 

Play the TS crisply, lightly, and ener
getically, with only the slightest staccato 
incisiveness on the S. You will feel the be
ginning of a percussive hiss, or crisp, 
cricket-like sound, between the tip of your 
tongue and your teeth. 

TS 

Play the TS high-hat cymbal in the 
following words, feeling its staccato in
cisiveness. The consonant NRG is a bit 
complicated when the high-hat cymbal 
comes after another consonant at the end 
of a word; be sure to feel the proper action
sensation of the K and P drumbeats, the 
S and F sound effects, and the N violin 
whenever they precede the final TS. 

bets hates limits debates casts artists 

contrasts effects gi~~ thefts lifts sifts 

ado,e~ ada,e~ attem,e~ exem,e~ acts scientists 

instincts precincts districts patie~~ entrants physici!~ 
-- ~-- ~--

Now continue with the following sentences: 

The strange play demanded the artist's capacity to portray horrible ac~, 

terrorist's tactics, plus a tyrant's madness to consistently convey the play

wright's message. 

She hates the contras~ ... and the argumen~ between scientis~ and art

is~, since both have distinctive gif~ ... and instinc~ to contribute. 

Play the TS high-hat cymbal in the following poem: 

Don't leave yourlast effects 
=- = =- --

a~ gifts ... 

They are thefts 

from one whose limits were hates 
= = = -

and co~sta~~debates ... 

whose cosmic scientist's instincts 
~ ~ - ~ ~- ~~ ~~-

tracking through the pa~~ 

of a~cie~! Pi~ ts a~~ Ke!~· 
drew welts; 
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Yet, still alive, casts ... sighs aside ... 
- .......... = =- -

atte~:e~ ... 
forgets events 

-... =-

onie sung on a hollow dru~ ... 

Time drifts

Rifts 

in a passio~ to come! 

THE H SOUND EFFECT (Cognate:none) 

H 

Like the barest whisper of wind, the H 
sound effect hints at the vowel to come. By 
itself, it sounds like the gentle sigh of an 
exhale. It is sounded as a consonant only 
when it precedes a vowel or the vowel-like 
consonants W or Y. Phonetically, it does 
not exist when it occurs at the end of a 
word or is followed by any other con-
sonant. 

To feel the NRG of the H sound effect, sigh almost inaudibly in a whis
per while forming the sound that follows with your lips. Play the H gently, 
Without force, pressure, or excess breath. You will feel nothing more than 
a slight release before the vowel, as in hero, hippy, high, hollow. 

Play the H sound effect in the following words, feeling the brief release 
gently and airlessly. Visualize the spellings as hw and hy: 

when hue which overwhelm whistle w~s - - - -

hewn what w~ipped w~isper heuristic humor 
- - -

whet while whisk whack w~elped human 
- - -

Play the H sound effect in the following sentences. The h 's are marked 
where they precede the voiced consonants W and Y, as in when (pro
nounced "hwen") and human (pronounced "hyuman"). The h is not 
marked, however, when it precedes a voiced vowel, as in heavy and who. 

Heavy overw~elming ~uman considerations w~isked and w~ipped 

through his mind, and he hesitatingly w~ispered the sensitive informa

tion, w~ile pretending to w~istle ~umorously. 
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In breathless wl_!ispers, our hopeless, helpless, wl_!eezing criminal had to 

answer all our hero's questions regarding wl_!y, w!!en, w!!ere, who, w!!ich, 

what. 

Play the H sound effect in this poem. Play your other consonants as well, 
and continue to connect words to each other. 

(!!we~) W!!e~ rough-!!ew~ you 
half-whistled into life, 

= -==-= = 

You gentle~ the hues (hyewz), 
= = .._, - = 

and whispere~ the clues, 
=- - = - = 

a~~ wl_!etted~eye~ 

in a whimsical disguise, 
.._, -= = = = 

Half-hints ... so rife ... 
= =- = 

half-hi~e your l_!ew. 

THE R TROMBONE (cognate: none) 

The strongly vibrating R trombone cre
ates a substantial, legitimate consonant 
sound when it precedes a vowel, but it cre
ates a danger as well: because of the na
ture of its articulation and placement, it 
tends to pull syllables and entire words 
backward into the throat whenever it ap
pears as a final consonant or before an-

R other consonant. The only protection is 
good structural and tonal energy in the 
preceding vowel. 

To feel the NRG of the R trombone, hug the inside of your upper back 
teeth or gums with the posterior under-edges of the tongue. Curl the tip of 
your tongue upward and slightly backward. Play the R trombone as fully 
as you like as long as you use sufficient facial energy to dilute the potential 
tension and enough tonal energy to draw the throaty sound forward so 
that you feel it vibrating on the hard palate. The strongly articulated Amer
ican R is essentially a confined vibration in the throat area that should be 
deemphasized whenever the sound is not absolutely necessary18 (as in 
burn, born, barn, beard, bared, toured) or when the R is the final sound (as 
in mother, fair, manner). 

18See Chapter 8, pp. 188-189. 
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Feel the R trombone in the following words and sentences cleanly and 
completely before a vowel, in a single word or at the beginning of another 
Word, or where a final R links with an initial vowel; the vowel will absorb 
the strong vibration as the lips maintain a forward direction. The R trom-
bone is marked in the sentences only. ' 

terrorist reread hierarchy terrestrial hurry warrior 

February19 rarefy library aristocrat barrier interior 

In Feb~ua~y va~ious cha!:acte~istically bu!:eauc~atic !:ep~esentatives dis

cussed the ve~y i~itable matte~ of ext!:aterrito!:ialism. 

~un ~ound and l"ound the ~oses, ~ace th~ough the st~eets and na~ows, 

and J"OUst the ~ed-~ibboned wa~io~s-my dea~ ~ahisa. 

Now play the R trombone in the following poem. Remember to connect 
words to each other and to play the other consonant instruments: 

Ro!!do~ writte!! rou!!~ my mi!!~· 
Roses rousted out of bed; 

= = - = ~ 

Torrid~torre!!ts in a hurry 

roar pronouncements neve/ read: 
== =- .._... -

I am sorry to remember ... 

draw a cross through memorie~, 

and render dead 

the words~u!!said, 

in ... rondos 

ringing 

round 

myhea~. 

When the R trombone appears before a pause or before another conso
nant, concentrate on applying optimal facial posture to the preceding 
vowel. In other words, in the precise positions where other consonant in
struments can be fully played, the R trombone should be somewhat under
played to avoid dragging the whole word into harsh throatiness. 

19
In the word February, the first r precedes the W consonant ("Febru~ary"; see the 

W-flute section later in this chapter). 
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bored form endured pure dour father 

barred farm endeared pier dear canard 

bird firm endorsed pare dare zephyr 

beard deferred entered pore door nature 

Now try that same feeling in this poem: 

Rolling more tha,£ naturally, 
= ~ 

I lo~e your form; a zephyr wi~~ ... 

endured of time, 
= - = = 

a poor martyr to frivolity; 

e~dor~e~, e~deare~ ... or possibly, 

a firm door barred, 
- -

a dear bird flown ... 

a mome~!-a!! my ow~. 

THE D.L AND T.L WOODBLOCKS (cognates) 

TL 
DL 

In executing the woodblock clicks dL and 
iL, the tongue adjusts adeptly to accom
modate these sound combinations (which 
are made at the same contact point) with
out losing the percussive NRG of the D 
and T drumbeat. To feel the NRG of the 
woodblock click, press your tongue into 
the drumbeat position on the upper gum 
ridge; then let the sides of your tongue 
bounce away with a click while the tongue 
tip remains in position for the sustained L 

that follows. Voiced, this action produces D•L; unvoiced, iL. The circular 
degree mark (0

) identifies the woodblock click. 

Play the percussive action with emphasis while getting to the L saxo
phone as quickly as possible; the woodblock click will substitute for the 
drumbeat automatically. To disengage the tongue between the drumbeat 
and the L saxophone in words like bottle or idle is not necessarily incor
rect if the emphasis remains on reaching the L and the vowel between is 
kept infinitesimally short.20 Properly executed woodblock clicks elimi-

20Words like idle and idol or metal and mettle are syllabified and pronounced the same 
way; they are all two-syllable words. The British tend to avoid the woodblock click 
by disengaging the tongue tip just enough to allow for a subtle vowel sound. Such disen-
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nate undesirable pronunciations for such words as little ("lil," "li'l," "lid
duhl," "littuhl," "liddoo") and may discourage the growing tendency of 
turning two-syllable words like paddling and bottling into three-syllable 
words. 

Play the D"L woodblock, and feel the quickness of the D click before the 
sustained L saxophone at the end of the following words: 

medd.le medal padd.le 

neelle cralle brid"le 

id.le idol 

wadlle codd.le 

hurlle 

pudlle 

In the following word list, where the n"L woodblock click is followed by 
another syllable (worldly), you will feel crisper, cleaner, and more com
plete clicks than in words where the woodblock click itself forms the end 
of the word (needle). Practice feeling the D click even when the L is not sus
tained because a vowel sound follows; the examples that follow should be 
pronounced as two-syllable words "pa-ddling," "la-dling," "cu-ddling." 

paddling ladling cudlling 

frienlless maullin ha!!;d.ling 

bo!lly mi!lly wor!d"ly 

bli!!;lly frie!!;dly ki!!;d.ly 

stradlling 

swi!!;lling 

co!lly 

bla!!;lly 

pudlling illing 

windlass ki!!;dling 

wi!lly ba!d"ly 

fo!!;lly toddler 

Now feel the unvoiced click of the TL woodblock in the same way. 

little 

evide!!;!'!Y 

perfe~{!y 
teetotciler 

outlet 

cattle 

sai!!;{!Y 

corre~{!y 
settling 

frontlet 

bottle Beatles 

su~ci~~.i!Y elega!!;i!Y 

dist!~~!!Y arde!!;i!Y 
settler listless 

dauntless restless 

settle 

e~a~{!y 
lately 

rattling 

fistless 

fatcil 

arroga!!;i!Y 

i!!;si~te!!;i!Y 
gau!!;i!e! 

ge!!;{!e~! 

Feel the D"L and TL woodblock clicks in the following two-word linkings: 

get "lost set "low hot "licks 

good "luck cold "look bad "lot 

short "letter 

Bud "Light 

Far too many individuals in communication, politics, and even the 
arts are currently pronouncing two-syllable words like cuddling and set
tling as three-syllable words; remember to visualize their syllabification as 

gagement registers as awkward in American speech, which almost always opts instead 
for the woodblock click. The use of the woodblock click helps maintain crisp articula
tory dexterity and prevents the careless tendency of turning two-syllable words (swin
dling and rattling) into three-syllable words ("swin-da-ling" and "rat-a-ling"). I should 
also posit that, along with the other consonant instruments, the appropriate use of 
woodblock clicks brings a unique contribution to the rhythmic content of the English 
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"cu-ddling" and "se-ttling." The blendlike percussive n"L and TL wood
blocks are the only consonants that are played while preceding a vowel. 

Explore the woodblock clicks in the following sentences (if you wish, 
add your own o marks): 

At the meeting, Mr. SpraQing proposed a daunQess campaign for the sur

vival of the "two-syllable structure" in words like settling and settler, swin

dling and swindler, gen!Jest and gen!!_er, and toddling and toddler before 

extinction sets in and maudlin becomes "mau-de-lin." 

ArdenQy cradling the little child, MyrQe ran the gaunQet of friendless, 

resQess, battling settlers. 

Play the woodblock clicks in the following two poems, as well as all the 
other playable consonants covered thus far: 

You are the idol of my cralle ... 

mi!lly maulli~, 
ye~, but~a!! the same, 

- wi!liY id.le -

in its ha~lling; 
so fo!!lly wor!lly ... 

a hurdle for yo~r name. 

The ge~{!e~! litt"Ie thing 

yougi~eme 

is a sai~{!you!Je!. 
You will ru~ the gau~!le!, 

sett1ing 
- 0 0 

... not~e~a~!_!y fatal 

... notolo~ely a!! the same. 

An interesting related variant of the woodblock-click principle applies 
to tn and dn combinations in which the action transfers the sensation to 
the nose. Examples include sudden, didn't, prudent and rotten, cotton, and 
button. I prefer, however; to hold the line (permitting a subtle neutral 
vowel between t-n and d-n) with words like curtain, certain, pardoned, pat
tern, modern, patent, and cordoned, where the positive challenge for the 
performer ought to be to develop such finely tuned drumbeats that the 
subtly elevated articulatory skill never draws special attention to itself re-
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We should all strive to train and develop the skills, talents, and disci
pline needed to save, maintain, and use a number of vocal life's colors, dy
namics, and qualities rather than watch them become extinct. 'A case in 
point: we might be uncomfortable putting the Y sound into words like 
blue and suit; but at the same time, we might be stimulated and reinforced 
by using they consonant in that suits ("syoots") me fine or your suitor 
("syooter") is unsuitable (unsyootable). If we continue to win some, while 
losing a few, we won't find ourselves going backwards-and our personal 
culture will continue progressing forward. 

THE W FLUTE (cognate: none) 

The W flute has a lovely hint of an 00, as 
in the word moon. It exists only in the 
brief space that connects the 00 sound 
with any other vowel. It cannot be sus
tained without reverting to an 00. Almost 
a vowel, the W flute is considered a conso
nant because the lip opening is so reduced 
that it impedes and confines the vowel 

W sound for an instant. As a phonetic conso-
nant sound, it is never the final sound and 

it is never followed by another consonant. 
To feel the NRG of theW flute, purse your lips to produce the smallest 

possible aperture. You will almost feel a tingle where the dry part of your 
lip becomes moist. Precede the following vowel with a tiny resonance. 

Play the flute lightly and quickly. Remember that the W exists only be
tween the 00 and the next vowel: 

00;}. (way) 

Feel the forward facial posture and then reduce the lip opening still fur
ther, to create the slightest impedance of the 00 as it moves to the follow
ing vowel sound. 

Practice feeling the smallest possible lip opening before the vowel 
(which is the only position in which W appears as a consonant) in the fol
lowing words. Continue to play the other consonant instruments. 

wind away wormwood wander wi~wam Wellingto~ 

Practice connecting the following words that end in the soun~s 00, V, 
and OW into the subsequent initial vowels with theW between as the link. 
You may visualize the link between the two words as the W-connective
or, the birth of a consonant. 



CHAPTERs The Dynamics of Consonant N RG 111 

The sentence and poem selections for the W flute will be combined with 
those for the Y French horn. 

THE Y FRENCH HORN (cognate:none) 

y 

The Y French horn is nothing more than 
the sustained "buzzy" sound of they as in 
young, yonder, or yes. Like the W flute, it 
exists only in the~ connecting space be
tween the vowel EE and whatever vowel 
follows. It should be buzzy enough to give 
you the vibrant feel or image of a French 
horn resonating in the mask of your face. 

In the process of articulating the Y 
French horn, the tongue crowds forward 
to impede and confine the vowel sound 
just enough to create consonant action. As 

a consonant sound, the Y French horn is never the final sound and it is 
never followed phonetically by another consonant. 

Feel the Y consonant action by moving swiftly into the following 
vowel after the slightest buzzy tonal action (as in reyunion). Play the Y 
French horn crisply and vibrantly and without forong the resonance. 
Remembering that the Y exists only between the buzzy Y and the next 
vowel: 

EE.LOO (you) 

You will feel the buzzy Y quickly cut off as it slides into the following 
vowel-and another consonant is born. 

Play the French horn in the following words: 

When the EE vowel, or one of the three diphthongs with the EE (AY, 
OY, and IY) ends a word that is followed by an initial vowel, as in the fol
lowing examples, the final EE creates a ¥-connective as it links smoothly 
without pause into the following word. This smooth link eliminates any 
tendency toward glottal (throaty) attacks on the second word's initial 
vowel-a healthy preventive to throat strain. 
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he_ti,!_!si~~ 

see.ti! 

annoy.to!!ly 

away .to!! 

obey.ta!! rule~ 

they.tattacke~ 

my.ta!bum 

goo~bye.ta!! 

to die_ti,!_! pea~e 

de~troy.te~'!\rything 

coy.tuttera,!_!~e 

ev'!\ry.ta!ternati~e 

Play the Y French horn and the W flute in the following sentences: 

Andrewj.nsisted that bel.ing oblivil.ous to the.tinclusion of a Win toiJ.nsist 

or a Yin we:tntend is as inacc.turate as ass .turning thel.exclusion of theY 

or Win pil.ano, bl.eautiful, un.tusu2,al, f.tew2,er, and eq2,ual. 

The worm s~uirmed and immedi.tately wandered away to wait for one 

more day with superil.or weather. 

Now play the Y French horn and the W flute in this poem. Remember to 
connect words to each other. 

Yonder lies the wormwoo~ tree, 
= = = -

beyon~ the yellow wishing well, =- = = 

away from wi~ter'~ maje~ty 

an~ the winding willow's sanctity. =- = = =-

A wi~some thing, thi~ thing beyo~~· 

a yearning thing o~ pa~! reprie!:e 

Yej ~someday thi,!_!k ~ o~ ye~terday 

an~ turn away from wormwood wand. =- ~ = = - =-

EXPERIMENT 4: IMPROVISATIONAL COMMUNICATION 

• Now that you have learned to play and experience all the instruments of 
the consonant orchestra in words and phrases, test your ability to communi
cate without verbal content or actual words, using only the music and sound 
effects of your orchestral instruments. Choose a partner and by p.pplying these 
"least common communicating denominators," improvise communication 
between the two of you. Use and experience any and all of the instruments 
with the involved intention to love, yearn, plead, demand, conspire, dominate, 
threaten, whine, and wheedle. Be incisive, warm, friendly, selfish, conniving. 
The wide range of melodic, percussive, and sound effect qualities in the conso
nants will give you ample material to work with. Employ inflections and into
nations (as you would in everyday speech) as you improvise. Don't hesitate to 
use the vowel-like qualities of theW flute and the Y French horn to widen the 
range of expressive possibilities. 
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Linking: Consonant NRC in Connected Speech 

EXPERIMENT 5: FEELING CONNECTED SPEECH 

• Say the word practice. Remember to play the K tom-tom before the T 

snare drum. 

• Now say black ~tie, playing the KandT exactly as you did in "practice." 

If you feel the double drumbeats in "black tie" the same as you felt them in 
practice (or tick-tock), you are beginning to link! 

Connected speech is essential for speaking in phrases and sentences. 
In fact, it is something you do almost all the time, without thinking about 
it. In your daily speech, you may notice that words and phrases are con
nected together as if you were speaking a long stream of sound, which just 
happens to be shaped by consonant energy. 

Be aware that what often happens in daily speech is the dropping of 
back-to-back consonants and final consonants. Such a tendency is unde
sirable and leads to untidy and unintelligible speech. But now that you 
can feel each consonant as a separate instrument, you can avoid this trap 
and, in the process, sharpen your speech with the rhythms, nuances, and 
dynamics of the consonants. In fact, if you preserve the integrity of the 
consonants, you can speak as quickly as you like and always be under
stood. The only time speaking quickly is a problem is when intelligibility 
is lost; in fact, rapid speech, done well, can be an exciting exercise for the 
actor and is often called for onstage or in television or radio. 

EXPERIMENT 6: VARIED SYLLABIFICATION 

• From the point of view of remedial-reading techniques and other 
speech-therapy practices-and from the point of view of clear articulation 
and esthetic speech qualities-I find it desirable to change the scheme of syl
labification so that every syllable, wherever possible, starts with a working or 
sounded consonant (as in Spanish). Thus, words like remarkable, characteris
tics, unusual, and Antarctic would be syllabified as re-mar-ka-ble, cha-rac-te
ris-tics, un-(y)u-su-(w)al, and An-tarc-tic. It works well in Spanish and-de
spite our allegiance to grammatical syntax-it works well in American En
glish too. 

• Practice the preceding hyphenated words with smooth utterance and le
gato connecting, and be aware of how each syllable is initiated by the energy 
and quality of a consonant. Try to divide the following words into syllables 
starting with consonants, and experience their articulation: indigenous, medi
tate, reminder, and etymological. 
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EXPERIMENT 7: SHIFTING CONSONANTS 

• As you explore the individual consonants, you may find that certain final 
consonants seem difficult to manage. When this happens, program yourself to 
shift that final consonant to the starting position of the next word. Practice 
first on these words: 

An-tarc-tic cha-rac-te-ris-tics sy-ner-gi~-ti~ 

• Pretend each syllable is a word. When you get a good rhythmic feel, ac
celerate your delivery until you reach an optimal speed without any consonant 
loss whatsoever. 

• Now program the following sentence in the same manner: 

For Steve there remained but one alternative. 

Reprogrammed, the sentence should read: 

For~Ste~vethe~remain~dbu~t(w)uyalternative. 

• Practice the reprogrammed sentence with smooth utterance, easy flow
ing rhythm, and legato connecting. Say it slowly at first, then pick up speed un
til it sounds perfectly natural. 

Does the reprogrammed sentence look strange? Of course! But in reality, 
each word in this sentence does not have a pause between it and the next one, 
as is suggested by written language. Each word is connected to the other. In 
fact, the only time the stream of sound is broken in speech is when we pause to 
think, breathe, change our thought, or to add punctuation, emphasis, or spe
cial interpretation; otherwise our objective, generally, is that of smooth utter
ance. The specific goals of this experiment are to (1) enhance clarity and 
precision without any sense of carefulness or affectation, (2) achieve an easier 
and more natural sound progression, and (3) minimize wear and tear on the 
throat and vocal folds even when speaking in large open spaces without 
amplification. 

As illustrated in Experiment 8, a final consonant should always be car
ried over, or linked, to the initial letter of the next word (except when pausing 
for the previously listed reasons). The exact technique depends on the let
ters involved, but linking can be broken down into three categories: "di
rect link," "play and link," and "prepare and link." Let's examine these one 
at a time. 

EXPERIMENT 8: LINKING 

DIRECT LINKING 

• Any final consonant can be linked directly to any vowel at the beginning 
of the next word. For example, far above can be thought of as farabove. But 
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since we cannot rewrite our entire scripts in this fashion, it is easier to remind 
ourselves by marking them (far above). Following are some practice phrases. 
The first few are marked for y~u; mark the rest for yourself. Remember to 
mark and play other consonants just as you normally would. 

1. grab~it 9. getout 17. drag along 

2. stop~up 10. leads~on 18. back away 

3. bad actor 11. runoff 19. massage it 

4. breathe~in 12. homeowner io. wash up 

5. that's~enough 13. giveaway 21. sail away 

6. birth~of~a nation 14. enough of it 22. overall 

7. arrange everything 15. because of it 23. strong executive 

8. catch on 16; missed out on it 24. this is it 

• With the taste of direct linking still fresh, re-experience the consonant 
poems earlier in the chapter. What changes in rhythms, emphasis, and phras
ing do you feel? 

All of these linking guidelines are indispensable for singing, especially for 
the complex story lyrics of Sondheim, Kahder and Ebb, and Gilbert and Sulli
van. Direct linking provides us with a tool to easily execute voiced consonants 
we often leave oilt like Z, D, DZ, TH, ZH, and V. 

PLAY AND LINK 

• Back-to-hack consonants that are formed at totally different contact 
points in the mouth can be played fully. For example, in the phrase black tie, 
the K tom-tom beat is formed by the back of the tongue springing away from 
the soft palate and the T snare-drum beat is formed by the tip of the tongue 
springing away from the gum ridge~ two totally different contact points-so 
the K can be fully played before the T is tapped. The same principle applies in 
love knot, where the V cello and the N violin are made in two different places 
in the mouth. You might write these phrases like "bla cktie" and "lo vknot," but 
this would not be realistic. instead, simply mark the consonants with a double 
underline for sustainable consonants and a single underline for percussive 
consonants, and add a linking curve to connect the words to each other. 

black tie lo!:~.J~no! 

• Explore marking, playing, and linking with the following phrases: 

1. sob sister 4. take time 
-- = 

7. stack pack 

2. keeE~thi~ 5. smooth surface _......... = 8. bigdeal 

3. stan~~back 9. can'tbe 6. wisdom tooth 
= =-
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10. what for 22. wash clean 34. canned goods 

11. big money 23. hill country 35. watch gently 

12. barrage balloon 24. night report 36. it's good 

13. don't you 25. predict weather 37. exciting game 

14. match cover 26. judge carefully 38. that's bad business 

15. gone forever 27. room temperature 39. word list 

16. that's mine 28. back with 40. dropkick in football 

17. told him 29. hot wind 41. red car 

18. leave soon 30. judge severely 42. mysterious witch 

19. staff party 31. those ships 43. dark neighborhood 

20. has been 32. this sheep 44. asknotwhy 

21. loose talk 33. last row 45. understand patience 

PREPARE AND LINK 

Some consonants are formed at the same or nearly the same contact point in 
the mouth. This is obviously true with identical consonants and cognates. For 
example, in the phrase hip pocket, the two p 's are identical; in the phrase hip 
bone, the p and b are cognates. In both instances, the contact point is the 
same, and you could not fully play both consonants without breaking the flow 
of the phrase with a tiny, artificial pause. Instead, you "prepare and implode" 
the first consonant-that is, your lips or tongue actively take the position for 
the first identical consonant or cognate-but only fully execute the second 
one. The preparation keeps the first consonant from being merely dropped. 

Two percussive sounds-the DG (DZH) Chinese cymbal and the CH 
(TSH) crash cymbal-are treated identically and as cognates of D and T be
cause their initial tongue placements are the same. For example, the phrase 
sad joke ("sad dzhoke") contains back-to-hack d's (identical pair), and the 
phrase bad chips ("bad tships") contains the cognates D and T. Here again, you 
would prepare and implode the first consonant and play the second. 

Finally, semirelated consonants are those made at nearly the same contact 
point in the mouth: 

1. D or T followed by SH, TH, S, Z, N (for example, bid this, but none, malt 
shake) 

2. B or P followed by M (for example, bribe money, trap mice) 

The interesting thing about the semirelated consonants is that they are only 
related when they occur in the above order. If you reverse them (SH followed 
by D-push down, for example) the relationship disappears, and they are sim
ply play-and-link opportunities. 

All examples of prepare and link are marked like this: 

hip bone 
~ = 
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The slash through the final consonant reminds you to prepare and implode it. 
The linking curve reminds you to link and feel the following consonant. (Re
fer to the box "Consonant-Marking Guide" for a complete list of consonant 
markings and their meanings.) The following examples include all three kinds 
of prepare-and-link opportunities. The first few are marked; do the rest 
yourself. 

Identical Cognate Semirelated 

1. stall'_ back 1. bri)S'~ai~ 1. stalS'_me 

2. helpyack 2. keep_back 2. help_me 

3. goo,d_dea! 3. ba.d time 
- = 

3. goo.d_news 

4. don:t'_talk 4. sil_down 4. tha/_seems good 

5. big guns 5. dog collar 5. good smoke 

6. stick close 6. dark gray 6. red zone 

7. even now 7. five friends 7. cute zebra 

8. some men 8. seems so 8. patent nonsense 

9. have vitality 9. bequeath theatres 9. mist shrouded 

10. life force 10. quoth thus 10. dead ship 

11. fence sags 11. not George 11. broad theme 

12. cloth thrown out 12. did change 12. asked them 

13. bad judge 13. this zone 13. did that 

14. not Charlie 14. hated tsetse fly 14. won't throw it 

TABLE 5-2 MISCELLANEOUS WORDS WITH VARYING 
DEGREES OF DIFFICULTY 

Explore all of the musical consonants in the following words, and play them with 
awareness and skill. If helpful, you may want to mark some of these words. 

first firsts patience tennis serendipity 
second seconds 
third thirds 
fourth fourths 
fifth fifths 
sixth sixths 
seventh sevenths 
eighth eighths 

patients tens etymological 
petitions tends ejectamenta 
entrance 
entrants 
thieves 
Thebes 
fines 

tense 
tents 
tenths 
whirls 
worlds 

synergistic 
extraterritorialism 
rather 
recalcitrance 
recapitulative 

Continued ... 
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TABLE 5-2 MISCELLANEOUS WORDS WITH VARYING 
DEGREES OF DIFFICULTY (Continued) 

ninth ninths finds whirly recapitulance 
tenth tenths Ben's worldly reconnoitered 
eleventh elevenths bends wouldst reconnaissance 
twelfth twelfths bashes couldst January 
thirteenth thirteenths batches shouldst February 
fourteenth fourteenths tracks wouldn't sanguineousness 
fifteenth fifteenths tracts couldn't satiate 
sixteenth sixteenths acts shouldn't characteristic 
seventeenth seventeenths axe didn't palimpsest 
eighteenth eighteenths asks hadn't Wednesday 
nineteenth nineteenths Rubicon liaison amanuensis 
twentieth twentieths rubicund sapient amateurism 

CONSONANT-MARKING GUIDE 

Single underline (tappe~)* 

Double underline (de!~e~) 

linking curve (buUn_a) 

linking curve plus slash 
( canno;( _dominate) 

connecting curve plus w 
(you~nsist) 

connective curve plus y (the.tearth) 

reverse slash (~neumonia, calm, 
daz8.d) 

percussion, tap the sound 

sustain the sound 

directly link a final consonant to an 
initial vowel 

related consonants; prepare and 
implode the first consonant but ex
ecute the second 

W-connective 

¥-connective 

nonsounded consonant or vowel 

These are suggestions only. Use whichever of these markings you need to 
learn to connect words and phrases in a smooth legato fashion. Turn to 
Table 5-2 for further marking and articulatory practice. 

*Remember that in the English language (unlike other languages), double letters with 
precisely the same sound or melody are pronounced as one single sound. For example, 
the doublet in letter is pronounced the same as the singlet ·in later. (In accept or success, 
however, the two c's are pronounced KS and only the initial c would be played: accent 
and success.) - -
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Exploring Consonant NRG 

• The first few lines of the following extract have been marked for con
sonant play and linking opportunities. Explore it by letting consonant en
ergy lead the way: move quickly to the consonant opportunities, linger on 
them if they are sustainable, tap them lightly if they are percussive, and 
connect words and phrases using the linking techniques you have 
learned. If you play your consonants fully, you will discover that you can
not give a tired, worn-out reading of this well-known piece. You may dis
cover new rhythms, dynamics, and nuances you never suspected were 
there. As you explore, your mind will call up images that give altered 
meaning and life to the words. Allow this to happen; let the images grow 
and reinforce each other. 

• If you are working with a partner, try to affect him or her with these 
images through the sounds in the words; if you are working alone, imag
ine you are speaking to someone or a group of people. Speak with poetic 
expressiveness! When it's prose, speak and feel it like poetry; when it's po
etry, speak and feel it like prose! 

But in a larger sense, we cannot' dedicate, we cannot conse-
- ........... == __.. - - = 

cra!e, we canno! hallow thi~ grou~~- The bra~e me~ living 

an~ dead, who struggled here, have consecrated it 
= - - -=- = = -

far ~abov~our poor power to add or detract. The world will little 

note, nor long remember what we say here, but it can never forget 

what they did here. It is for us, the living, rather, to be dedicated 

here to the unfinished work which they who fought here have thus 

far so nobly advanced. It is rather for us to be here dedicated to the 

great task remaining before us-that from these honored dead we 

take increased devotion, to that cause, for which they gave the last 

full measure of devotion; that we here highly resolve, that these 

dead shall not have died in vain; that this nation, under God, shall 

have a new birth of freedom, and that government of the people, 

by the people, and for the people, shall not perish from the earth. 

-From Abraham Lincoln's Gettysburg Address 

The following paragraph has a multitude of consonant combinations 
and linking opportunities. Work on it the following way: 

• Mark the text for consonant energy and linking. 
• Read through it slowly, and discover the images that come to you as 

you explore the consonants for mood, rhythm, and melody. 
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• Speed up your reading, play all the consonants, and use the images 
you have discovered to give your unique interpretation to this piece. 

• Choose a character, and perform the piece as that person, using all 
the consonant energy opportunities you have discovered to enhance that 
character's goal in giving this speech. Using consonant energy most par
ticularly, relate to your imagined listener-enlist, rattle, shake, incite, in
spire, motivate. Possible characters might include a reporter, a politician, 
a neighbor, a preacher, or a political activist. 

The old resident of the neighborhood bitterly condemned the char

acteristic tirades and unchristian behavior displayed by govern

ment, business, and police representatives. He asked why the city 

permits a situation that tends to reach the lower depths for tens of 

thousands of the city's inhabitants; why it adopts improvements 

for privileged groups, yet the long-promised urban renewal pro

gram, five-sixths curtailed and no longer ambitious, is still being 

blocked or ignored by bureaucratic policy and cowardly subter

fuge. Why, he asked, hadn't that materialized? He succinctly dis

missed the "goodwill" myths so sanctimoniously projected by local 

social scientists. We looked around the dilapidated, yet once pictur

esque neighborhood, destroyed by bullets, bottles of Molotov cock

tails, bricks, and fire-it is no mirage. The effects of the holocaust 

throughout the city's precincts are overwhelming; the destruction 

includes the length and breadth of the shopping districts. I want to 

try to understand this tragedy. Who controls the not-so-mysterious 

witchcraft that overnight turns into hospital patients those who 

yesterday stood for patience and reason? The indignant urban pop

ulation is as tense as a tightened fiddle string-nine-tenths of them 

would rather live in pup tents than in the rat-infested holes that 

pass for apartments in the city. 

BRIDGE 

By now it should be clear to you that consonants-far from being utilitar
ian, far from being the kind of thing that requires tedious drill work-are 
gloriously versatile and unique qualities of vocal sound that add richness 
and precision to speech and are enjoyable to create with and pleasurable 
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to experience. When any action is enjoyable and pleasurable, no matter 
how often you repeat it, it cannot possibly be tedious! Consonants are, 
then, relaxer-energizers for the voice when used with all their musicality. 

FEATURING THE Y FRENCH HORN 

• With a partner, begin an interchange using only the Y French horn 
as your method of communication. Rather than imitating specific words, 
express yourself with the vibrancy of the French horn. Entice your part
ner; lure, cajole, gently upbraid each other; dismiss, love, invite each 
other; but, in this experiment, do not hate or violate each other. 

• Explore what happens when you extend the French horn sound 
longer and longer. Don't be afraid to make it bigger. Schmaltz it up, have 
fun with it! Then try it intimately, searchingly, lovingly, crooningly. 

• Vary sustention: try a short, pulsing Y French horn several times in 
a row, and then alternate with longer, richer tones. 

Undoubtedly you will find that when sustained, the Y French horn be
comes a beautiful Y-tone, which carries directly into our work in tonal en
ergy. This tone balances lightly between the two worlds of consonant 
energy and our next chapter, "The Dynamics of Tonal Energy"-providing 
us with a fascinating bridge into "The Music of the Voice Itself." 



CHAPTER 6 

The Dynamics of Tonal NRG: 

The Music of the Voice Itself 

Tonal NRC and the Y-Buzz and+ Y-Buzz 

We ended the last chapter with an exploration of the consonant Y French 
horn. This instrument now becomes a link and a key to developing the 
music of the voice-tonal NRG. 

EXPERIMENT 1: HEARING WHAT YOU FEEL 

Let's do the tuning-fork experiment once again, 1 only this time program that 
sense memory into your brain. When you place the base of the tuning fork to 
your upper front teeth, know that the sensation you feel coursing through 
your teeth, nasal bone, and head is altogether an internal event. You are hear
ing what you feel rather than attempting to feel what you hear. 

EXPERIMENT 2: FEELING THE Y-BUZZ 

The tuning-fork experience should now be your familiar event for the French 
horn. 

• Do the French horn, and as you sustain the warm, rich, vibrating tone, 
think of the consonant Yin the words yonder, you, and yes (Y====yonder, 
Y====you, Y====yes). Sense the French horn tone as both consonant and 
vowel (EE). From now on, the French horn may be identified as the "Y-buzz"
and also serve as a familiar e~ent for your tonal NRG. Feel the Y-bu.zz naturally 
and easily in a speaking or chanting voice and on comfortably lower pitches. 
You should feel a buzz or vibration on the forward gum-ridge section of the 
hard palate and in the nasal bone, traveling toward the bridge of the nose and 
the connecting forehead. By exploring theY-buzz, you are helping to establish 

1See Experiment 2 in Chapter 2 (p. 17). 
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the vibratory foundation for bone-conducted tone in your singing and speak
ingvoice. 

• If you don't feel the buzz immediately, express or chant the word easy; 
do it easily and freely, lingering over both the first and second syllables: ea== 
==sy====y. Now go back to you, yonder; and yes, and sustain the Y-buzz 
(French horn); blend and feel it like the ea in easy, and at the same time, blend 
and feel it like the French horn consonant Y. In both instances you will be play
ing the same French horn, or Y-buzz. 

• Enjoy experiencing the Y-buzz on the following phrases, especially 
where you see the dot. (Sustain each dot in a chantlike manner.) 

Well, yes it's re'ally e'asy. 

The evening breeze fe'els free and easy. 

weepy fe'elings I squeezy pieces 

de'epest dre'ams pe'aceful sle'eping 

Either way you work the experiment, by now you should be producing 
a unity of two sounds: the Y French born and the BE sound as in easy, 2 In 
so doing, you have quite easily placed the tone where it vibrates best: at the 
front of the hard palate. You have proved, just like you did with the tuning 
fork experiment, that tonal vibrations can be felt as well as heard. 

Although we don't have conscious control of all the actions of sound 
waves, we can, through simple awareness, become more sensitive to the 
physical sensation of vocal vibrations and, through sensory recall, recre
ate good tone. The outstanding proof of this is that deaf students can be 
taught to feel the sensations of tonal energy and to control these sensa
tions and, therefore, to control the vocal sound waves without hearing. 
Tone-deaf students can also be taught to sing perfect chromatic scales by 
feeling the tones and ignoring the lack of ear support; they possess a sen
sory "third ear" of their own to register their -rewly found tonal experienc
ing. If these students, who must bypass the auditory mechanism, can 
learn to control their voiced tones solely by feeling them, then obviously 
the technique can be adopted by those with normal hearing, who will gain 
more sensitive power of concentration in the process. 

Be constantly aware that the sensations of tonal energy are an internal 
event-you must feel them, from beginning to end, within the body. The 
resonated vocal sounds that you first experience internally through bone 
conduction (not the breath) reach the outside world through air conduc-

21t may help to visualize the EE as the "yin" (or; perhaps, "feminine") dynamic and the 
Yas the "yang" (or "masculine") dynamic. These two opposites, when unified, produce 
a third force-that is, the Y:.buzz, which is a unity of the two opposites. 
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tion. The vibrating bony sections of the hard palate, teeth, mask, and head 
set up direct and sympathetic vibrations that amplify vocal sounds. You 
must avoid attempting to reach an audience, whether of one or thousands, 
by "throwing" your voice. To do so creates tension in the body-particu
larly the jaw-that eventually results in vocal strain. When your voice 
functions solely as an inner vibrating current, never pushed and never im
peded, you will experience it as a bone-conducted vibratory feeling that 
uses energy without abusing it-a feeling that stimulates, energizes, and 
relaxes, a feeling that transmits its bone-conducted vibrations to the far
thest rows and corners of the theatre or concert hall. 

THE RESONATING AREA 

Figure 6-1 The Bony 
Resonating Area of the Head 

In voice production, the bony 
resonating area functions like the 
kettle drum, which vibrates in 
every part whenever any part is 
tapped. 

Within our framework, tonal energy be
gins when the vocal sound waves contact 
the bony structures of the mask and set 
them vibrating. Every aCtion in voice pro
duction that takes place earlier-the vi
bration of the vocal folds and passage of 
sound waves by air conduction through 
the throat and mouth-is involuntary and 
is performed without conscious sensa
tion. The three major resonating areas for 
theY-buzz are ( 1) the hard palate at the up
per gum ridge. including the teeth, (2) the 
_nasal bone, including the cheekbones, and 
(3) the forehead, reaching into the cr~-

- nium. These three areas, however, must be 
considered a single solid mass of resonat
ing materials, like a brass gong or kettle 
(Figure 6-1); the entire mass vibrates 
whenever sound waves strike the hard 
palate and continue to course through the 
rest of the bony structure. The beginner 
may be aware of the energy at the hard 
palate, but the more experienced speaker 
or singer will already be accustomed to 
this feeling and may feel the more domi
nant vibrations in t.be nasal bone and fore
head (without losing the hard palate). 
Nevertheless, it is the instant distribution 
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Figure 6-2 The Forward Facial Posture for the Y..Buzz 
and +Y..Buzz 

of the tonal vibrations throughout the entire bony area that both the be
ginner and the professional must be aware of in order to self-use the tonal 
vibrations most effectively. . . . 

EXPERIMENT 3: EXECUTING THE Y-BUZZ WITH A 
FORWARD FACIAL POSTURE 

• Say "Shhhh," as if you were saying to a small child, "Shhhh, someone is 
sleeping." Put your index finger to your lips as a gesture of emphasis. Feel the 
forward facial posture of your cheek and lip muscles as you perform this 
sound. (Figure 6-2 illustrates the facial posture for theY-buzz and the+ Y-bl,lzz, 
discussed later in this chapter.) 

• Starting with the "Shhhh," sound the Y-buzz (Y French horn plus the 
vowel BE) firmly while performing the same facial action as for the "Shhhh,'~ 
only this time leave a slight space between your side teeth. 

• Experiment on various pitches, but remain in the lower third3 of your 
vocal range. One way to find your own very comfortable Y-buzz is to calmly, 
spontaneously, conversationally express a thoughtful Well Y====yes, i:q
flecting the Yin yes a bit; then repeat the inflected Y at the same pitch, sus
taining and intoning the Y====y(es) to feel the comfortable Y-buzz. This is 
the first basic experiment that explores both your speaking voice and y~ur 
singing voice. 

3Lower third: approximately the lowest seven to ten half-pitches of your vocal range. 
TheY-buzz is explored and developed only in the lower-third range because the genuine 
Y-buzz!EE vowel does not produce an authentic concentrated "mother tone" on the 
higher pitches. (Generally speaking, the increase in the number of Y-buzz pitches oc
curs by adding lower pitches.) 
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• The small space between your side teeth should be kept flexible enough 
to be comfortable-a tiny bit more space for a higher pitch and a tiny bit less 
space for some lower pitches. Try to feel this adjustment as a variable space 
cushion. 

• Feel the position of your tongue: the tip gently but firmly hugs the inside 
cutting edge of the lower teeth, and the posterior sides gently hug the upper 
back teeth. Be sure to concentrate on they in yes and the ea in easy at the very 
same time. 

As you experiment, you will find that with a forward facial posture you 
can sustain the Y with far better vocal placement and interesting tonal color. 
By contrast, executing the Y-buzz while smiling and showing your teeth usu
ally produces a somewhat flat, nasal, or pinched tone. 

Such tendency toward nasality is the primary reason Lessac training 
replaces the conventional mee, mee, mee with yee, yee, yee. The M. N. and 

_NG are totally nasal While there is nothing wrong with nasals as conso
nants (we have already seen that they add color and musicality to our 
speech), they are not ideal models for tone and vowel production. The en
tire voice should not be patterned after an intrinsically nasal sound that 
makes the vowels somewhat strident and unpleasant. Nasal resonance, 
yes! Nasality or denasality, no! 4 

Instead, we are using a nonnasal model-the sustained Y French 
horn-which, when produced properly, results in a vibratory sensation (a 
warm, rich buzz) on the front of the hard palate, including the gum ridge, 
and in the nasal bone. You cannot sustain a clear consonant Y without 
feeling these buzzy vibrations, which is why we call this the "Y-buzz." 

DEVELOPING THE Y-BUZZ 

Now that you can feel some vibration, or buzz, in the gum-ridge area of the 
hard palate and in the nasal bone, let's cultivate the feeling until you can 
sense it coursing throughout all the bone areas, including the forehead. 

Here are some reminders as you work on developing the Y:.buzz: 
• Explore the Y-buzz only in the lower third of your vocal range, and 

experience it as a bone-conducted sensation-not as a sound rumbling in 
your throat or propelled through your lips. Begin exploring the Y:.buzz on 
a comfortable speaking pitch of your normal vocal range. Choose your 
own pitch, not someone else's. 

4Nasal resonance: when the bone-conducted vowel or nonnasal consonant resonates 
without a change of quality when the nostrils are pressed firmly together. Nasality: 
when there is a change of quality upon pressing the nostrils together. Denasality: draw
ing of sounds to the back of the throat, away from the bones of the mouth, nose, and 
L--..-..t.....-.. ...... .-1 
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• There should be no pressure, squeezing, or pushing with the back of 
your tongue and no abrasiveness, breathiness or consonant-like noises
just a clear, clean, free-flowing tonal current of the Y-buzz sensation. The 
Y-buzz should feel extremely light in weight and volume and, at the same 
time, nicely dark and vibrant in color and energetic in motion. 5 

• You should not really be aware of using breath to produce the 
Y-buzz. Rather, think of it as sound taking the place of breath, or concen
trate on how the more you feel the sound vibes, the less breath you use. 
Feel the sensation as you subtly sharpen the buzz without actually moving 
to a higher pitch (some leading practitioners use the image of narrowing 
the iris of a camera or threading a needle with a smaller eye). 

• Maintain a keen Y-buzz sound fed by a clean EE and fueled by a 
truly comfortable French horn consonant and supported by a forward fa
cial posture (see Experiment 3). Feel the rich resonance moving upward 
through the upper gum ridge, hard palate, nasal bone, and forehead (if the 
EE vowel begins to distort, sound foreign, or feel squeezed, adjust your 
forward facial posture just enough to find the optimal balance between the 
rich vibrancy of theY-buzz and a true EE feel). 

• Posture counts! Keep the crown of your head high and the back of 
your neck long (don't lead with your chin). The front of your neck should 
be visible, but feel loose, free, and relaxed. You should be able to swivel 
your head easily from side to side while tasting and sustaining theY-buzz. 

• Check periodically for nasality by pressing your nostrils together 
with your thumb and forefinger. If· the Y-buzz is radiating properly 
through the gum ridge of the hard palate and the nasal bone, the sound 
will not change, but if it is even a bit nasal, the tone will change noticeably. 
(Don't use this test with words or sentences containing N. M. or NG; these 
consonants are purely nasal and can't be sounded with closed nostrils.) 

• Be carefree, not careful or careless. Being too careful will lead to a 
feeling of confinement, encourage apprehension, and destroy spontaneity. 
Carelessness or neglect, on the other hand, will diminish the purpose and 
understanding of this exercise. So work and sense intentionally and intel
ligently, but easily, uninhibitedly, and always with newly conceived 
imagery. 

• As you sustain the Y-buzz, continue to explore, improve, and refine 
the tonal and vibratory quality. Your training will be more rewarding if 
y{:)u try to improve, mold, or correct the tonal NRG while you are in the 
very act of exploring and experiencing it, rather than repeatedly stopping 
and starting (that is, you are living the event rather than technically struc-

5Light in weight and volume.· free from force and undue loudness. Dark in color.· full of 
rich warmth and quality. Energetic in motion: transmitting a steady "anti-gravity" flow 
of mask resonance through the bones and pores rather than through any facial orifice 
(opening). 
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turing it). Just imagine how counterproductive it would be for an actor to 
impatiently and stressfully snap out of character during a rehearsal be
cause of some minor slipup rather than use the slipup as a self-correction 
while staying in character. Kinesensic training teaches us that if you feel 
you're about to fall (vocally or bodily), make it a part of the song or dance, 
thus preserving the gracefulness, rhythm, and balance. 

The Y-buzz sensation is a protective device against strain and throati
ness; the forward posture of the facial muscles automatically relaxes the 
~·When produced without force, theY-buzz also helps-~ure bad voc;l 
habits like nasality, denasality, and breathiness. Moreover, it is success
fully used as therapy for vocal-fold nodes, cleft palate, stuttering, hysteri
cal aphonia, chronic hoarseness and chronic vocal fatigue, and for 
teaching the clinically deaf and the tone deaf. It is also an excellent warm
up and cool-down tool for strenuous vocal demands. 

The vibrations of the Y.buzz are so relaxing and refreshing that you 
will begin to anticipate, search for, and welcome them whenever you 
speak. The true test of your mastery of tonal energy will be your capacity 
to maintain contact with this tonal guide in moments of stress, anger, 
strain, overexuberance, passion, or extreme intensity. To the extent that 
you are able to maintain tonal control in your speech, you will be able to 
maintain your own equilibrium and reduce disturbing behavior. In this 
way, the control of the tonal focus in your speech and voice will help you to 
a better control of yourself -of your emotional experiencing. It is a disci
plined and therapeutic control, and it is an extremely discriminating and 
exhilarating one as well. 

Through kinesensic training, tonal NRG will mature into an internal 
built-in fail-safe control valve-when you feel it you cannot lose it! Al
though your emotions can function unimpededly without the voice, your 
"vocal experiencing system" is always in a one-to-one relationship with 
the "emotional experiencing system." If you lose "control of self" the first 
thing that will go is your healthy voice; ergo, you simply cannot become 
hysterical or lose control of self if you stay "organically tuned in" to your 
built-in tonal NRG control valve. 

EXPLORATION I: ADJUSTING THE PITCH 

ON THE Y-BUZZ 

• Practice the Y-buzz on the words weepy, heed, peace, squeeze, deep, and 
evening, using a progressively lower pitch for each word over a range of ap
proximately three to six half-pitches orwhateveryou feel are minimal interval 
changes. Be sure you stay within the upper gum-ridge area. 

• Practice sliding theY-buzz like a siren sound, first down and up, then up 
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As the pitch is lowered in both steps, an overall small reduction occurs: the 
buzz creeps somewhat closer to the upper teeth and seems to resonate an in
finitesimally smaller focus pocket6 at the gum ridge; the elliptical lip opening 
relaxes a bit and reduces slightly; and the side teeth come a bit closer together. 
Maintaining a rich, fresh buzz requires a progressively gentler treatment as 
the tonal action vibrates more delicately in the smaller area. As the pitch is 
raised, the process is reversed: the buzz expands to a slightly larger focus 
pocket on the gum ridge and hard palate, and the lip opening and space cush
ion between the side teeth enlarge slightly. Neither half-step change, however, 
should very perceptibly alter the outward appearance of your facial posture. If 
they relate to the tiniest half-step interval changes, up or down, then they are 
truly infinitesimal and might be visualized as being almost-but not quite
the same feel experience. You might even think of quarter-pitch interval 
changes rather than half-pitch intervals. 

EXPERIMENT 4: VIBRATING THEY-BUZZ 

Figure 6-3 Vibrating the 
Y..Buzz 

• Practice the Y-buzz while gently shak
ing one hand (Figure 6-3). 

• Observe how this action gently vi
brates the entire body and seems to bounce 
or pulsate the Y-buzz into the bones of the 
face; remember this feeling as a sense mem
ory and as a familiar event to be used for or
ganic instruction. 

• Continue the Y-buzz and reproduce 
this sense memory without shaking your 
hand. 

_ _§_l:!_~k!!!!D:'our muscles is a relaxing tech
nique that can help you achieve a liberated, 
moving tonal current and permit you to con
centrate .. on-ihe-form and ·aTrection-oTilie 
Y-buzz. Begi.ii"-~iih-one-ha:rid- in something 
like a gesture used in expressive speech; then 

use both hands as if you were shaking maracas. The shaking should be en
ergetic but gentle. Your muscles should move freely enough to permit your 
entire body to vibrate in a pleasurable and stimulating muscle-loosening exer
cise that relaxes and vitalizes the vocal pulsations at the same time. 

EXPLORATION II: Y-BUZZ WORD LIST 

• Practice the following words with emphasis on the Y-buzz sensation. In 
multisyllable words, the dot indicates theY-buzz. 

6Focus pocket: an adjustable (in size and shape) area on the hard palate and gum ridge 
that receives the concentrated tonal NRG or sound waves. 
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• Improvise simple phrases or short sentences using one or more of these 
words; maintain the proper facial form throughout. Note that nonaccented 
Y-buzz syllables are also dotted. Be sure to focus on voice development and 
tonal NRG now-not on normal diction. 

thieves deme"aned decree complete re"asonably 

wheel cre"eds deemphasize Ethan teale"aves 

seize pristine sheaf kingW deeply 

keyed conceiVed wre"ath 
. 

seemingly sync 

obscene meager lethal precincts pleased 

breathe Hebrew weep tincture merrily 

conge"al . 
pn"est 

. 
seizure smg easy 

sque"ezed plebe"Ian ether linger pique 

In normal conversation, the Y-buzz falls into two categories according to 
sustention or emphasis: 

1. 

2. 

EXPLORATION III: Y-BUZZ SENTENCES 

• Explore the following sentences out loud, and sustain every dotted 
vowel for two or three seconds. Sing the Y-buzzes-or chant or inflect them 
-while concentrating on voice training and tonal NRG. The first three sen
tences are marked; you do the rest. 

• When you are satisfied with the consistency and richness of the Y-buzz 
resonance, shorten the sustention until you can speak the sentences at a con
ventional communicating pace while continuing to feel the buzz. 

1. Ple"ase don't le"ave me; I ne"ed you. 

2. We ne"ed ste"am heat immediately. 

3. She scre"amed when her knee started to ble"ed. 

4. Leave me alone; I don't need this grief. 

5. Steve's friend was a real creep. 

6. What we really needed was some immediate and deep easy peacefulness. 

7. Deep green seas bring me feelings of serene relief. 

7For those of you who are uncomfortable using a Y..buzz in words like king, sync, tinc
ture, sing, and linger, disregard the Y..buzz and move on to the sustainable NG oboe. 
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8. We mean to keep these leading people free for this evening's meetings. 

9. The evening breeze seems to seep between the leaves of these trees and 

flees easily beneath the ceiling of stars. 

:pEVELOPING THE PLUS Y-BUZZ ( + Y-BUZZ) 

The words easy and lazy have two things in common: 

1. They both have a Y-buzz feel in the second syllable. 

2. Although the vowels in the first syllable of both words are different, 
they have a Y-buzz feel. The first syllable in easy is a pure Y-buzz tone; 
but the first syllable in lazy has an initial tiny impulse before slipping 
into the Y-buzz. 

Only the "+ Y-buzz" starts with that tiny ping, or gentle tonal impulse, to 
initiate the + Y-buzz mask resonance. Let's check this out by exploring the 
purely tonal aspects of the + Y-buzz. 

EXPERIMENT 5: FEELING THE+ Y-:JJUZZ 

• Execute a comfortable Y-buzz, starting in the lower pitches. 
• After feeling the quality and caliber of it, shift into the very next higher 

pitch. 
• After sustaining theY-buzz for several seconds, add a pulsating rhythm 

with the consonant Y: Yeee-Yeee-Yeee-Yeee. Accelerate the pulsating rhythm 
progressively until you're shaking and vibrating it into a sustaining, free
flowing vibrato. 8 

• Continue pulsating the Y but now, while saying or feeling the Yeee- Yeee
Yeee, think or image Yey. Feel the tiny ping of the Yey for a split second at the 
nasal bone and bridging into the forehead like a very slight quaver
Y====Yey====Yey===i=Yey-without breaking theY-buzz flow even for 
an instant. 

• Do the Y-buzz in short pulses. Repeat with the+ Y-buzz. 

You have undoubtedly discovered that you are producing the vowel sound 
BY, as in obey or fade, a diphthong combination of E plus E. Ordinarily, this 
diphthong should be accented on its first sound; however; to ensure the proper 
tonal quality, placement, and movement, our concentration will be on the sec
ond sound, which in our frame of reference is not the short i vowel as in this 
but the tonal Y.buzz vowel. The first sound, although very brief, is felt as a 

8Vibrato: a pulsating, vibrating singing tone that has a positive, freeing effect on the 
voice. 
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tonal impulse in the nasal bone and forehead and is accompanied by a for
ward lip protrusion and the smallest opening between the side teeth. It is noth
ing more than an infinitesimal tonal impulse feeding into theY-buzz; this first 
sound will be designated by a plus sign ( +) before the Y, and the diphthong will 
be called the "plus Y-buzz," or"+ Y-buzz." 

As with the Y-buzz, be carefree in practicing the+ Y-buzz. Correct and ad
just it on the sustention, which, as previously mentioned, is always on the sec
ond sound of the diphthong. Maintain optimal facial and body posture, and 
keep checking for nasality. Be fully aware that when sustaining the + Y-buzz, 
you are really playing and feeling a Y-buzz French horn. 

EXPLORATION IV: + Y-BUZZ WORD LIST 

As with the Y-buzz word list, do not practice the following words for precise 
diction, but hold each+ Y-buzz tonal resonance for at least three seconds. Re
member that it is the Y in the + Y-buzz that is sustained. 

play strayed stage naming safely 

danger embrace phase salable inmate 

portray traded escapade ungainly created 

famous ma"1med proclaim dedicate berate 

gazing range remaming nation satiate 

aid wail occasion debatable shapely 

vaguely framed belabored elated occupation 

crave cable failure caper strength9 

stram derided vaguely graceful lengthen 

Although the Y-buzz itself is not dotted in these word lists, feel free to 
sense them and explore them. 

EXPLORATION V: + Y-BUZZ SENTENCES 

• Read the following sentences out loud, and sustain every dotted vowel 
for two or three seconds; include as well the undotted Y-buzz vowels. 

• When you are satisfied with the consistency and richness of the+ Y-buzz 
resonance, shorten the sustention until you can speak the sentences at a nor
mal conversational pace while continuing to feel the buzz. 

1. They came very late; the"y also stayed very late. 

2. His sensations of rage were betrayed by his face. 

9Pronounced as "strayngkth"; for those who are uncomfortable using the+ Y-buzz in the 
words strength and length, move right on to the NG oboe-not theN violin. 
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3. It may ram today; in Spam it ramed yesterday, and it ra"med, and ramed, 

andramed. 

4. He was raving as if he were crazy; I was amazed. 

5. She lay awake, deep in grief, her aching heart betrayed and afra"Id. 

6. He complamed all day about the pam in his inflamed bram. 

7. He felt betrayed, ashamed, and painfully crazed with rage. 

EXPLORATION VI: Y-BUZZ AND + Y-BUZZ 
SENTENCES AND POEM 

• While reading the following sentences out loud, take time to taste a sus
tained, completely concentrated Y-buzz or + Y-buzz at each opportunity in a 
kind of slow-motion communication. Mark the Y-buzz and+ Y-buzz opportu
nities if you feel the need. 

• Speak each sentence two or three more times with different meanings, 
but still feel the concentrated Y-buzzes and+ Y-buzzes whether long or short. 
Be sure to sense the finaly syllables as Y-buzzes. 

1. Every baby needs to play each day. 

2. We hated to see Jean leave the game. 

3. She really craved fame but met with defeat despite her weeks of training. 

4. The heavy chains caused great pain to the aged, weakened slave. 

5. The heaving seas raised great green waves in the bay. 

6. Mr. Beeldray complained obsequiously in the face of defeat. 

7. The grave situation decreased the leader's faith in arbitration. 

8. Tracy maintained a brave demeanor even though in severe retreat. 

• Now recite the alphabet poem. Sing, intone, and ring out theY-buzz and 
+ Y-buzz opportunities as marked. 

a., s, c, a, ... e, £, g, 
li, i, j, I{, ... I, m, n, o, p, 
q, r, s, i, ... u and v, 
wandx,y, z. 

Y-BUZZ AND + Y-BUZZ CARRYOVER OPPORTUNITIES 

The following explorations are designed to encourage the carryover of 
concentrated Y-buzz and+ Y-buzz sensation to words, phrases, and senten
ces; everyday speech calls for ongoing tonal action with a generally non-
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concentrated focus-a dilute current pervading the palate, nasal bone, 
and forehead that resonates pleasantly, if diffusely, in the mask and oral 
cavity. 

EXPLORATION VII: THE Y-BUZZ TONAL CURRENT 

• Begin with a rich, vibrant, gently ringing Y-buzz and run it into the first 
word of the following phrases. Carry over as much tonal color and focus as 
possible throughout the rest of each phrase and return to theY-buzz tonal en
ergy on the last word. Make it believable; interpret and characterize each 
phrase with involvement and imagination. 

1. Y====y====y====Keep 6. Y====y====y====He7l 
cool, Mimi calm the·e 

2. Y:-===y====y====We'll 7. Y====y====y====Re'ad 
go see aloud, please 

3. Y====y====y====He 8. Y====y====y====She 
called me asked me 
4. Y====y====y====We're 9. Y====y====y====Grien 
odd people eyes, I see 

s. Y====y====y====These 
toys brOOk 

The sensation is like moving from a hot sun to semi-shade and back again, 
or, better still, like gliding swiftly in a strong current and then drifting 
smoothly and restfully into the outer edges of that current; but you must re
main within the general current. Finding yourself totally outside the free
flowing Y-buzz tonal current should then function as a positive awareness of 
<-omission and signal you to glide back into the current's flow. If the dilute reso
nance feels a bit nasal at first, check for nasality by pressing your nostrils t;_g,. 
~er. If there is no tonal change, what you feel is nasal resonance, not 
nasality. 

• Begin again with a rich, vibrant Y-buzz warm-up, and, staying with the 
Y-buzz tonal current, communicate the following lines with the intention to 
convince and to persuade. 

Y====y====y====This is the way to feel the focus ... 

Y====y====y====Feel the focus and keep it this way ... 

Y====y====y====Ifwe feel the focus and really keep it this way ... 

Y====y====y====We will always be able to feel an easy control over 

our speech and voice! 

• Now with a single Y-buzz preparation, impart the lines in a two- or 
three-sentence structure. Be actively aware of staying within the Y-buzz 
tonal current. 
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EXPLORATION VIII: READINGS 

• Explore the following selections with a maximum feeling of involve
ment, but do not let your involvement disturb, destroy, or pollute the Y.:.buzz 
sensation. On the contrary, concentrate on making the Y:.buzz current a stimu
lating channel to discover and express involvement and to add new vitality to 
your interpretation of each reading. As an actor, make it mean more by releas
ing more buzz, rather than by acting from the throat. 

• Remember to feel as much of the Y.:.buzz and yourforward facial posture 
as you can without distorting the recognizable pronunciation of the text. The 
Y.:.buzz and+ Y~buzz opportunities are marked in the first selection; feel free to 
mark the other selections. 

Displacing the se·eds of reason, 

The traitor screams with peals of hate; 

But for the patriot, there is relief of pam 

In fre.edom's sweet embrace. 

Pitiless waves, 

Scraping 'cross the heaving seas, 

Unsheathe the razor peaks 

Of scaly reefs, 

That wait beneath 

To reap the sails 

Of fools who dare 

To venture deep. 

Weeping moonbeam tears, 

The sea breathes deep 

As waves waste away the years 

Of waking sleep .. 

The irate bees 

Seemed just like fleas 

As they made their escape 

In two's and three's .. 

These men are sheep who nightly sleep in graves, 

But ne'er may stay, nor even dream; 

They daily wake ... each day three-quarters slain ... 

Too dazed to be, they only seem. 
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A gentle Y-buzz focus can enhance voice-over work and other microphone 
tasks by bringing forwardness, control, and balance to the voice and by 
allowing for more subtle shadings. Of course, microphone work is where 
crisp, clear nonforced consonants, free of breathiness, pay off particularly 
well. 

By now, you should be aware that in the conversational speech mode most 
vowels are noticeably longer in words ended or dominated by voiced conso
nants than in words ended or dominated by unvoiced consonants. For exam
ple theY-buzz in greed and the +Y-buzz in grade are felt longer than in greet and 
great; likewise the vowels in toast, agnostic, and acoustics are shorter and 
crisper than in dozed, diagnosed, and accused. When the body anticipates the 
unvoiced consonant, the vowel is shortened; conversely the extended vibra
tory phonation of the voiced consonant causes a tonal sustention. For native 
English speakers these differences in vowel length are usually part of uncon
scious, natural speech. For nonnative English speakers, however, this charac
teristic needs to be noted and recognized as a very special function of good 
consonant NRG dynamics. Nevertheless, in acting, you must know that these 
subtle, built-in dynamic differences are not unbreakable rules to fit so-called 
proper speech or good diction; you must feel free to alter the length of any 
vowel or word as needed for emphasis or for the emotional demands of the 
moment. 

Tonal NRC and the Call 

So far we have discussed tonal NRG that supports the lower third of the 
vocal range; that is, the Y-buzz and +Y-buzz. Further extension of tonal 
NRG is an important step in building and developing the voice before 
moving on to the nature and study of structural NRG and the music of the 
vowels. Let's keep in mind that the intended result of exploring theY-buzz 
and +Y-buzz sensations is to identify a vital, pleasant, rich, comfortable 
vocal quality in your speaking voice and speech personality as well as pre
paring for the "Call." 

EXPERIMENT 6: FEELING THE "CALL" 

To continue with our tonal NRG experiments for both the singing voice and 
the speaking voice, return to theY-buzz. 

• Sustain it. Pulsate it. Vibrate it. Sing it! 
• Perform the Y-buzz on different pitches. Make certain you consistently 

experience it: 

( 

- forward on the hard palate 
- moving into the top of the nasal bone and toward the forehead 
- constantly transmitting through the bony structures without con-

sciously sensing or directing theY-buzz out through the mouth or nose 
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, - while visualizing the Y French horn/Y-buzz as a yin-yang image com
'\ bining the "masculine" (yang) Y energy with the "feminine" (yin) EE 

sensation, both vibrating in concert 
• Progress up through the Y:.buzz pitches, and shift into the sixth, seventh, 

or eighth pitch on the + Y-buzz; become aware that the "plus" itself delicately 
and progressively takes on a more dominant role in support of the overall con
centrated tone. You will feel the need to allow more and more space between 
your side teeth until it is the fzrst part of the EY diphthong that ripens and 
makes its presence felt. You will sense a more stentorian (or powerful) sound 
as you begin to experience what we will now refer to as the "Call." Graphically, 
it would look like this: 

Yee,Yee,Yee""Yee=Yee=Yey=Yey=Ye==ey=Ye===ey=Ye====ey! 

So let us now delve into the nature and study ofthe Call as a major part 
of understanding the dynamics of tonal NRG, whether in the speaking or 
singing mode. The Call goes beyond the Y:..buzz and+ Y-buzz in tonal NRG 
and is designed to expand and develop range, pitch, volume, production, 
and quality of practically the entire speaking voice, most of the female 
singing voice, and approximately two-thirds of the male singing voice. 

While the Y:.buzz is explored with a reduced facial form and shape and 
with minimal space between the teeth, the Call technique requires a fuller 
forward facial posture, a more definite yawn feel, and, therefore, a wider 
space between the teeth. The Call is precisely that-a calling out-but it is 
a rounded, robust Call, a ringing Call, a rich Call, a singing Call; a freely lib
erated Call; it is a Call that always reveals involved, connected behavior. 

In practicing the Call sensations, the vowel sounds must be treated 
with considerable latitude-an approximation is all that is necessary. You 
may feel various shades and gradations of the vowel sound 00 or 0 or A W 
or AH during a "h'LLO" Call depending upon your pitch, and you may 
identify it as the 00 or 0 or A W or AH vowel, but it will certainly differ 
phonetically or phonemically from its sound in normal speech. 

The Call is always governed by a characteristic vibratory, ringing sen
sation-a fully concentrated tonal feeling-that expands the technical 
and emotional ranges of the voice; the subtler qualities of vowel articu
lation are secondary. In their mutually complementary ways, both the 
Y-buzz and the Call exercises are designed to explore the resonant quali
ties of your voice and put these qualities at the service of your singing 
voice, your speaking voice, your acting, and your everyday functioning. 

THE ORIGIN OF THE CALL 

In Hebrew, the word Kallliterally means "the voice." From biblical times 
to the oresent. callers throughout the world. both secular and religious. 
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have produced beautiful and exciting vocal tones, sometimes consciously, 
sometimes quite unaware. 

It is said that in the days when the Temple stood in Jerusalem, an offi
cial known as the caller, often the priest, would make early-morning an
nouncements in tones so hauntingly beautiful that women would pause 
in their morning chores to listen and, so it is reported, sometimes faint 
from sheer ecstasy. In later days, street vendors "called" their strawber
ries, watermelons, cockles 'nd mussels, and hot-cross buns in melodies 
that have inspired composers, serious and popular alike. The soldiers' call 
for "Wa-a-a-ater boy" that Kipling turned to poetry, the "All abo-o-oard" of 
the train conductor, the golfer's "Fo-o-ore," the traffic cop's "Pu-ull o-o
over," the engineer's "0-oka-a-ay, let'er go-o-o-o-o," the stage manager's 
"Pla-a-aces e-e-verybody-y-y," the lumberjack's "Ti-i-imbe-e-e-er," and your 
neighbor's hearty "Helloo-o the-ere" are all examples of Calls used today 
and every day. Out of necessity, the peddler and the newsboy often develop 
perfect Call techniques in order to call attention to themselves and their 
wares over the sounds of the city v.vithout harming their throats or ruining 
their voices. 

Explore a few Calls with an actor's curiosity, enthusiasm, and impro
vising. Stand up, cup one or both hands to your face, and joyfully sing out 
a Call on H'llo==== or Yah==== or Okay====. Enjoy your hearty 
Call improvisations. 

Conscious or not, in ritual or in everyday use, the genuine Call is never 
a strident scream, a hoarse yell, or a loud shout. The Call is an exhilarat
ing, resilient, resonant bone-tone. It is esthetic and flexible enough to form 
the basis of the opera singer's recitative10 (as well as approximately sixty 
percent of his or her singing) and efficient enough~ovide the actor's 
verbal accent and interpretive vocal emphasis. Th Cal is the bridge in 
!gnal produc · between the conversational speaking oice and the sing: 
ing voice; the Call · s also the heightened vocal quality necessary for highly 
emotional spee 

The Call (as well as the Y.buzz), experienced supportively by a subtle, 
skillful vibrato 11 is the basis for the singer's most artistic techniques in all 
but the upper-register male-covered tones. Practically the entire range of 
the female voice can be developed by the Call, but only the lower two
thirds of the male voice benefits specifically from this technique. The top 
third of the male voice, short of the two falsetto modes, is classified by 

10Recitative: speaking on pitch; a style of vocal music that falls somewhere between 
singing and speaking. 
11 Here, vibrato connotes a gently oscillating or pulsating influence for adding warmth 
and beauty to vocal tones or for expressing changes in emotional intensity-for better 
experiencing creative tonal NRG. It is most effective when singing sustained tones. 
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most teachers as the "covered" or "closed" tones; these covered tones are 
reinforced by what is referred to as the "soft-palate yawn" (see page SO for 
a detailed discussion), while the concentrated Call takes place in what can 
be referred to as the "open," or hard-palate, range and is assisted by the 
"hard-palate yawn." We will introduce and work with these yawns in our 
forthcoming experiments. 

THE CONTROL OF THE CALL 

To understand either the Y-buzz or the Call thoroughly, you must remem
ber that !_Qnal ~RG is the control of a vibratory current of sound in a state 
of constant movement, radiation, and transmission propagating in the 
hard palate and teeth, nasal bone, cheekbones, sinuses, forehead and cra
nium. Like a beam of light or a stream of water, the vocal sound current 
may be concentrated or diffused. The concentrated tone-the full Call, 
Y-buzz, and + Y-buzz-occurs mainly in formal delivery or when ad
dressing a large audience; the moderate Y-buzz and + Y-buzz are used in 
normal everyday communication; and the diffused or dilute tonal reso
nance occurs in informal conversation with friends and family. These var
ious tonal levels, however, are no more than variations on a single 
principle: Every vowel is a voiced tone incorporating the elements of 
pitch. tonal body, and guality, and every tone is felt as a vibration jn the. 
solid bony structures of mouth, face, and cranium. The feeling should be 
experienced as an organic, intrinsic, private sensation-private, that is, in 
the same way that a blush or a swallow or a stomach rumble is a private 
sensation. The only difference is that tonal NRG is a continuing intei:'in
volved awareness, intelligently utilized, and its basis is physical vibration 
and resonance rather than intellectual will or wishful thinking. 

In animated speech, the speaker with a well-focused voice often falls 
quite naturally into the use of the Call, particularly for the purpose of em
phasis, stress, or accent; in that sense, the Call is a part of natural speech. 
But generally speaking, in normally inflected, intimate or informal 
speech, the tonal focus of the voice is not felt as a compact, dark, concen
trated vibration, but as a somewhat lighter, more diluted, diffused reso" 
nance. The important points are that both the fully concentrated Call 
focus and the partly concentrated or diffused tonal resonance of everyday 
conversation (1) originate from the same Stradivarius instrument, (2) are 
activated by the same process, (3) move in the same direction, and (4) 
transmit from the same bony resonators. With good tonal NRG you can 
move easily and naturally from one pitch level and intensity to another 
and make use of any of the gradations in between. The concentrated Call 
focus guarantees healthy, flexible, fine-sounding diffused tones. 
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Figure 6-4 The Vocal Nozzle 

If you place your thumb on the hard 
palate and your four fingers around the 
bridge of your nose, touching your fore
head, you hold in the palm of your hand 
what might be called the "vocal nozzle," 
with your thumb representing the "base" 
or" entry point" of the vocal nozzle (Figure 
6-4). This entry point is your gum ridge 
and hard palate, where you first feel the 
bone-conducted resonance that vibrates 
through the rest of the vocal nozzle (nasal 
bone, cheekbones, sinuses, forehead, and 
cranium). Visualize this entry point as a 
pliable sound pocket, or flexible focus ·. 

pocket, that transmits its vibrations to resonate the bones of the face, 
Head, spine, and ribs. The vocal nozzle intensifies, controls, and transmits 
the sound stream, just as the nozzle of a water hose controls the water and 
narrows it into a concentrated stream of high kinetic energy or disperses 
it into a diluted fine spray (Figure 6-5). Without a nozzle, water from the 
hose splashes to the ground with no focus and no usable kinetic energy. 
Without use of the vocal nozzle, or bony structure, vocal tone splashes 
around, spreads, and therefore weakens or becomes a surge of uncontrol
lable and unpleasant tension and pressure. Vocal sound waves misdi
rected or forced to the pharynx, throat, or lips are comparable to water 
escaping through holes in the hose line, weakening the current at the 
nozzle. 

Figure 6-S A Comparison of the Vocal 
Nozzle to a Water Hose Nozzle 
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DEVELOPING THE CALL AND THE MAGIC OF THE YAWN 

EXPERIMENT 7: WORKING WITH THE SHORT AND 
SUSTAINED CALL 

• Take a position at one end of the largest room available to you. Cup one 
hand around your mouth and pretend to Call to someone some distance away; 
use the word Hello but abridge it to h'LLO. The LLO is really the part of the 
word that carries the tonal energy. Don't sustain the Call at first, but make it 
spontaneously short; it should feel exhilarating, free, and effortless. 

• Repeat the Call, but this time sustain it with a genuine hard-palate 
yawnlike feeling-an integral ingredient of the Call tone. The yawn produces 
a pleasant, flexible, energy:_giving sensation in the mouth cavity and cheek 
muscles and helps direct and urge the Call tone toward the bony structures of 
the palate, nose, cheekbones, forehead, and cranium. 

• Experiment freely with both the short and sustained Call over and over, 
making it cleaner, keener, and gentler each time. Sing it without any heaviness 
or throatiness. The tone should course easily and comfortably through the 
bony nozzle into the forehead as a singing and completely nonthroaty sensa
tion. Avoid the slightest suggestion of force or breathiness. Check periodically 
for escaping breath by holding the back of your hand close to your lips. 

Notice how the Call improves and is reinforced as you incorporate the 
yawn. The yawn has many virtues: 

1. It is therapeutic. It reminds the body to renew and freshen up the 
breath supply. 

2. It instinctively provides us with the most benevolent facial muscle 
flexibility and resilience. 

3. It creates the sensation of a higher ceiling for the hard (bony) palate 
and simultaneously raises the soft palate, thus expanding the pharyn
geaP2 space and creating the optimal space, size, and form for the vo
cal sound box. 

4. It liberates, enriches, and lends color, body, and warmth to the Call, 
and simultaneously provides a sense of power, strength, and elasticity. 

Just as almost all active body muscle functioning must incorporate the re
laxer ingredient of muscle yawning, so must every singing or speaking Call 
tone be synergized by the relaxing and energizing forward facial-vocal 

12 Pharyngeal: related to the throat area. 
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Figure 6-6 Facial (Body) 
Muscle-Yawn Posture 

Figure 6-7 Vocal (Call) Posture 

yawn. Refer to Figures 6-6 and 6-7, and note how the Call facial posture is 
identical with the muscle-yawn facial posture, particularly the cheek mus
cles' bilateral extension into the rounded lip muscle. Every Call needs to 
be integrated with the yawn sound, the yawn form, the yawn vitality-the 
very aura of the yawn experience. Tonal NRG in overall speech or singing 
should always experience the influence of the yawn NRG component; and 
conversational or confidential speech (as well as light lyrical singing) must 
at least be pervaded with the touch and taste of it. Let's keep in mind that 
all body and voice yawning is one of the human organism's most reflexive 
and instinctive therapies-one of the body's natural relaxer-energizers 
that provides stimulating, restful, and salutary exercise. 

When and if your yawn experimenting induces discomfort, pain, or 
rigidity, do check yourself for possible artificial, mechanical, or superim
posed substitutes in place of instinctive, organic yawning. You will need 
to find your familiar event to recapture natural and spontaneous yawn be-
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havior. Attempting to perceive such behavior through the intellect, verbal 
description, or simple memory will not work; it must be perceived 
through the senses-kinesensically. Good acting demands this. 

EXPERIMENT 8: "OH, IT FEELS SO GOOD" 

Experiment spontaneously with the hard-palate body yawn (see Figure 6-6). 
Add the vocals, and note how it expands and animates the entire body. Feel the 
forwardly extended C-curve body posture including the laterally expanded 
back, and allow a comfortable, sustained, concentrated bone-conducted tone 
to emerge buoyantly, resiliently. The effect is very much like an enthusiastic 
and exuberant calling out of "Oh, it feels so-o-o-o goo-oo-d," or "Go-o-o-o-od 
mo-o-o-o-o-orning" with a surprisingly rich resonance felt in the bony areas of 
the palate, nose, and forehead. This yawn-supported, concentrated tone is the 
body's natural hale-and-hearty creative Call, which could never be fully 
achieved without the dynamic Yawn ingredient. 

THE PITCH OF THE CALL 

If the Call is to feel right, the particular focus pocket on the hard palate 
must be realistically filled. As with the Y-buzz, the size of the focus pocket 
will change as the pitch changes. For lower pitches, the vibratory sensa
tions will concentrate progressively toward the gum ridge (which is al
ways part of the focus pocket); for higher pitches, the vibratory sensations 
will expand toward the sides and rear of the hard palate. But whether large 
or small, the focus pocket must be comfortably filled, not underloaded or 
overloaded, with vocal effort. The human voice must never be forcefully 
pushed into the mask of the face; nor should it be directed through the 
mouth. And, except for special character effects, the voice should never be 
permitted to seek refuge in the back of the throat. The vocal sound stream 
should, instead, flow freely as it resonates throughout the bony mask 
structure-not invading the mask but pervading it. 

If the pitch of the Call is lowered or raised a mere half- or quarter-step 
interval, the perception of the change, as in the Y-buzz, will be subtle and 
the reduction or increase of the focus pocket extremely slight. When you 
lower or raise the pitch by a larger interval, however, you will find that the 
tonal sensation adjusts more substantially. At the same time, although the 
facial posture remains comfortably . .fur_~~rQ_'I,Vi.th QR!.!.m.~L!?PE-_C:f_1?~1~~~!! 
the teeth, the reduction or increase of the focus pocket will influence a 
CO~R¥~_"Ql~ _ _fa;se-and-~ffect lip-si~~-;:;;:a_ vo~el change-." As-the pitch is 
lowered, the focus pocket on the hard palate will reduce in size toward the 
gum ridge and the vowels will move gradually from AH to 00; conversely, 



144 PART 2 Organically Cultivating the Body's Vocal NRC States 

Figure 6-8 The Changing Focus Pocket 

Viewed either left-to-right or right-to-left, the focus pocket and lip opening change in sync 
as the pitch is raised or lowered. 

as the pitch is raised, the focus pocket on the hard palate will expand lat
erally and posteriorly (without losing contact with the gum ridge) and the 
vowel will move concurrently from 00 to AH (Figure 6-8). 

Through all these changes, the Call itself retains the same tonal con
sistency and character. It remains essentially unchanged in tonal texture, 
quality, concentrated focus, stentorian brilliance, and relaxed energy. The 
sensation of a genuine Call experience is felt in a state of vibrating equilib
rium, constantly spinning through the hard palate, nasal bone, and forehead. 
With varying pitch, the only change is in the size of the focus pocket and 
the lip opening. As with our other action-sensations, even the deaf and 
tone-deaf can feel and control these changes. 

As you explore the Call, actively associate yourself with the sensation. 
Avoid standing aside as a casual (or even interested) observer-this would 
be tantamount to listening to yourself from the outside. Do not assume 
that "it" doesn't work-as if you were the innocent victim of "its" mis
placed force. The instrument is not on the outside, organically isolated
you are the instrument. The "it" is you! You must feel, be'aware, and learn 
to perceive new sensations and program these sensations into your mus
cles, your nerves, your bloodstream, and your computer brain. The prop
erly experienced Call energy never requires thrusting_the chin forward 
and up; rather, the crown of the head should ];>e_h_~lq}:!igh, and the front of 
tile neck and chin should be loose ~nd-fl;;-~ible. Especially remember to 
sense your yawn energy pervadiJig every Call or singing tone. 

EXPERIMENT 9: THE SHORT SPONTANEOUS CALL 

• Do several short h'LLO Calls. Do them spontaneously, as if you were ac
- ------- -1-- •• •- 1.-lf hl~~L- ~"''"' \l.,r" "ro11r nitrh Note how the 
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yawn produces a more comfortable feel in your concentrated Call tone as well 
as your forward facial posture. 

• Do the same short, staccato calls on braVO and oLEY (ole). Perform 
these words with the fullest enthusiasm and excitement, as if you were an 
actor onstage or a passionate member of the audience. 

• Now take the Calls up and down the scale on as many different pitches 
as you comfortably can. Note that in lower pitches, the Call instinctively ac
commodates a somewhat smaller rounded lip opening; in the higher pitches, 
the Call is inclined toward a somewhat larger rounded lip opening. 

• Explore the feel of sliding or gliding the Calls just the tiniest bit both up 
and down from the starting (or previous) pitch. 

Observe the effect of changing pitches on the focus pocket on the hard 
palate. Note also how at the lower pitches you move gently toward the gum 
ridge and at the higher pitches you expand the focus pocket from the gum 
ridge. Caution: Don't lose the gum-ridge area as the focus pocket expands; the 
gum ridge is always part of the hard-palate focus, as is the full forward facial 
posture. Note also that the EY in oLEY enjoys the same lip, focus-pocket, 
space between the side teeth, and facial posture as the VO in braVO; only the 
tongue does the easy moving back and forth. 

EXPERIMENT 10: CALL SUSTENTION 

Performing the Call as a series of tonal impulses or beats is excellent prepara
tion for the sustained Call on a single pitch. The experiment, written out, 
would be: 

h'LLO 

h'LL0-0 

h'LLO- 0-0 

h'LLO- 0-0-0 

h'LLO- 0- 0- 0- 0 

h 'LLO - 0- 0- 0- 0 - 0, and so on 
• Begin with a short Call. 
• Now do a second Call, linking another 0 on the same general pitch level 

but produced with an additional tonal impetus in a gentle but firm pulsation. 
• Continue exploring the Call, each time adding another 0 until you have 

linked as many as a dozen. Do not close the lip opening before each new im
pulse; vocalize a series of O's, not WO's. Without actually raising the pitch, 
speed up the impulses until they form a pulsating sustained vibrato. You 
should feel the sustained vibrato becoming cleaner, subtler, and resonating vi
brantly in the bone-conducting area. Essentially, this will also constitute a 
fine, clear singing tone. 

• In place of the h'LLO call, repeat the entire experiment with a Call on 
oLRY unRA RTT-l "nrlunTTT. 
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EXPERIMENT 11: MUSCLE VIBRATING 

• Explore the sustained h'LLO and unEARTH Calls while shaking your 
hands briskly but gently and loosely up and down (see Figure 6-3). Try it first 
with one hand poised in a speaking gesture, then with both hands as though 
shaking maracas in a rapid but gentle rhythm. 

• Observe how the loosening of the body, including the neck and face, en
courages the Call to pulsate into the bony resonating area. Remember this vi
brato as a sense memory, and program it into your brain. 

• Continue the Call, and after a bit of gentle hand shaking, continue the vi
brato effect without shaking your hands. 

• If the vibrato seems to get lost, feed it periodically by a gentle shake of 
one hand. 

Muscle shaking or vibrating is a natural and radiant way of inducing re
laxation and offsetting muscle stress, a tendency to be over-careful, or a re
gressing facial posture. When the body experiences the vibrating sensations, it 
lends itself to images of improvisation. Do the gentle muscle vibrating on as 
many different pitches in your Call focus range as possible until you can sus
tain them comfortably and retain the subtle vibrato without the support of 
conscious muscle shaking. 

EXPERIMENT 12: THE YODEL CALL 

• Do a sustained h'LLO Call. 
• While sustaining the 0 and maintaining the same pitch, shade into a 

suggestion of EY (h'LLO-EY-0-EY-0-EY-0-EY-0-EY) as though slowly pre
paring to perform a yodel. Do the experiment with agile tongue motion rather 
than lip motion, and gradually speed up the process until it approximates a 
true yodel effect. Caution: Avoid introducing the consonant W ( 0-WEY-0-
WEY-0-WEY-0), which would incorrectly induce lip movement (on the out
side) instead of proper tongue movement (on the inside). Remember the yawn 
support. Do the yodel Call on a number of different pitches. 

Observe that when the pitch stays the same, the facial posture, the focus 
pocket, and the lip opening also stay the same. Only the tongue will accommo
date the vowel change by moving back and forth rapidly from the 0 to the BY. 
As this experiment is done more rapidly, the Call will approximate a yodel 
effect. 

EXPERIMENT 13: VOWEL CHANGES 

• Start with a sustained h'LLO Call, and fuel it with ongoing yawn energy 
and_ayivjfied forward facial postme 

• Now repeat the h'LLO Call, and on the same breath and pitch add the 
a WAY, unTIL, and unEARTH Calls. Experience the hard-palate yawn in your 
Calls. On unEARTH, sustain the Call on the vowel preceding the R, not on the 
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R itself (unEA-EA-EA-EA-RTH). Note that in order to maintain genuine Call 
quality when changing pitch, you are prepared to coordinate modified vowel 
alterations caused by the subde size changes of the focus p9cket and rounded 
lip opening. Singers do this as a matter of course, and since Calling is truly 
singing, we are improving the singing voice while training and developing the 
speaking voice. 

• Repeat the same Call experience on it'sGOOD, ta'CARE ("take care"), 
aGAIN, andb'WAREY 

Treat the first syllable in aWAY, unTIL, unEARTH, it'sGOOD, ta'CARE, 
aGAIN, b'WARE the same as you did the h'LLO: almost throw away the first 
syllable and concentrate the Call NRG on the second syllable. Remember that 
the Call does not protect specific vowel sounds, and do keep the same flexible 
forward facial posture and lip opening for each different vowel, because 
you're working on the same pitch for the same Call effect. Do not let quality, 
texture, timbre, or tonal focus change. Accommodate the different vowels in 
your mind, but let the tonal NRG take the lead and maintain its own integrity. 
Where necessary, some slight tongue adjustment may take place, but essen
tially no change takes place in the facial structural form or lip-shape opening 
unless the pitch changes. 

EXPERIMENT 14: SIREN DRILL OR SLIDING CALL 

To perform this experiment, begin with shorter glissandos14 over a small part 
of your range; as you gain confidence and skill, increase the length of the glis
sando until you cover your entire Call range as if you were imitating a siren. 
During the siren experiment keep the Call in constant contact with the hard 
palate-something like a train keeping contact with the rails. Keep feeling the 
Call, and keep feeding the yawn! 

• Do a sustainedh'LLO Call. 
• Slide the Cail down in pitch, and feel the tonal NRG on the hard palate 

subdy and gradually reducing the tonal focus pocket toward the gum ridge 
area; at the same time, feel a gradual reduction in the lip opening and the re
sulting delicate change in vowel sound. Be aware that it is the very nature of 
the genuine Call to get progressively gender (quieter) as the pitch lowers with
out losing the tone's "ring" -and you must allow that to happen. 

• After the down-glide, slide the Call up in pitch; feel the tonal NRG,lip 
opening, and vowel change in reverse. Visualize the Call's tonal NRG being in
spired up and out through the hard palate and bones of the :mask, as though 
you were actually "breathing" your tonal vibrations upward through the vocal 
nozzle while putting a temporary hold on breath flow. 

13The apostrophe here indicates a deemphasized e (in beware) in preparation for the 
Call. 
14Glissando: a musical term meaning "slide" or "glide." 
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• Slide the Call in a series of short down- and up-glides. 
• Now siren, or slide, the Call on aWAY, unTIL, unEARTH, it'sGOOD, 

aGAIN, ta'CARE. 
As you slide the Call up or down, never for an instant let the concentrated 

vibrations leave the hard-palate pocket; doing so would spread the concen
trated Call into a dilute tone. At no time should you give attention to the vowel 
or permit it to determine the course of the siren glide; nevertheless, remain 
flexible enough to allow the vowel sound to change instinctively, naturally, and 
imperceptibly. While experimenting and exploring the sliding Call on h'LLO, 
aWAY, unEARTH, and unTIL and gliding as far down as is comfortable for 
you, visualize the h'LLO ending in 00; the aWAY, a rich Y:.buzz; the un
EARTH, in a German d; and the unTIL, in a French u. (If you are not familiar 
with German or French, put on an imagined German or French costume and 
"feel" yourself gliding down into a Y:.buzz with a foreign accent.) In the very 
lowest tones, then, the space between the teeth and the forward facial posture 
as a whole will be reduced to accommodate the very small focus pocket to the 
point where even unTIL and unEARTH come into "touching" and "tasting" 
contact with the Y:.buzz resonance and vibration (Figure 6-9). 

Keep in mind that throughout this experiment it is not important that the 
words retain normal pronunciation for several reasons: 

1. We are concerned with and put full priority on tone-control inspiration 
(breathing up the tonal vibrations through the bones in the facial mask), 
which naturally and physically controls and monitors optimal breath 
support. 

2. We are preoccupied here with voice building and tone quality. 

3. Vowels, even in the speech mode, when used dynamically in extreme or 
different pitches, are constantly subject to modification. 

4. The consonants are primarily responsible for intelligibility; when conso
nants are felt, even in Calling, word recognition is always present. 

EXPERIMENT 15: THE CALL ON CONSONANT R 

The intention of this experiment is to consolidate the Call sensation in the na
sal bone and forehead and to feel the reinforcement of the Call technique 
while being challenged by the R: To initiate the sustained Call, you should feel 
the posterior sides of your tongue contact your back side teeth for the R posi
tion; then, while still Calling, your tongue should disengage and permit the 
sound waves to flow freely through the hard palate, mask, and forehead, unen
cumbered by R intervention. 

• Do a sustained h'LLO Call on a medium pitch. 
• While sustaining the 0, move your tongue to the R position: the sides 

should touch the inside corners of the upper back teeth and the tip should curl 
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Figure 6-9 The Sliding Call 

These diagrams and sketches illustrate the biophysical corelationship of the pitch range 
(from a high pitch down to a sub-low pitch-theY-buzz range) with the size and shape of 
the lip opening, the space cushion between the side teeth, and the subtle vowel change 
during the Call. 
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up without weakening or diluting the Call sensation. Concentrate on directing 
a clear, strong R-colored Call vibration into the upper nasal bone and even 
more strongly into the forehead without thro~t participation. Let the hard
palate yawn support the experiment. 

• Alternate between R ·and 0, visualizing the word raw or roar, and con
centrate on retaining the intensified Call sensation: h'LL0-0-0-R-R-R-0-0-0-
R-R-R-R-O-O-O-R-R-R-R-O-O-O-R-R-R-R-0-0-0. Caution: Avoid reducing fa
cial form, shape, or size until the very end of the Call sustention, and be sure to 
maintain the yawn. 

• Repeat the preceding steps on the sustained Call a WAY. Incorporate the 
R while visualizing the word rare: aWAY-AY-AY-R-R-R-R-AY-AY-AY-R-R-R-R
AY-AY-AY-R-R-R-R-AY-AY-AY. Caution: Avoid reducing facial form, shape, or 
size until the very end of the Call sustention. Visualize and feel the yawn! 

• Repeat the preceding steps on the sustained Call b'LOW Incorporate 
the R while visualizing the word row: be-LOW-0-0-0-R-R-R-O-O-O-R-R-R
O-O-O-R-R-R-O-O-O-R-R-R-0-0-0. Caution: Avoid reducing facial form, 
shape, or size until the very end of the Call sustention. Remember the hard 
palate yawn! 

Because the consonantR is essentially a backward, throaty sound, this ex
periment can serve also to direct the R resonance toward the bony nozzle, par
ticularly the forehead area (more about theR in the next chapter). 

EXPLORATION IX: CALL PHRASES 

Visualize yourself in a field, in th~ desert, on the ocean, or on a city street call
ing to someone some distance away. 

• On a comfortable medium-high pitch, do a sustained Call on each word 
of the following phrases. Mix the yawn feel into your Call. Feel free to end the 
last Call word in each phrase with a slightly downward inflection, but avoid 
losing the concentrated Call quality in the process. 

• Repeat these phrases on several pitches, including the low ones. 

1. Those old boats don't float! 

2. You may go. 

3. Okay, let 'im go! 

4. All boats in! 

5. They came home! 

6. Ahoy there! 

7. They may take trains late today! 

8. Fill this kit with bills! 

9. Let Nell's friends rest well! 

10. Where were you? 

11. This is good! 
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12. Take 'm away! 

13. The good-looking cook took a good look. 

14. The dirty old grey boats will float again Thursday! 

Because the very lowest pitched Calls, quiet by their very nature, will help 
lay the foundation for a rich, intensive focus in everyday speech, they must not 
be neglected; the low to medium pitches in particular will help bring out the 
desired effects in emphasized and accented words and phrases. 

EXPLORATION X: IMPROVISATION IN 

COMMUNICATION THROUGH TONAL NRG 

The object of this exploration is to communicate with another person through 
pure sound; in this case, the concentrated vibrations of tonal NRG apply to all 
the vowels. 

• Select a partner, and sit facing him or her. 
• Conduct an animated discussion or debate, using no verbal content or 

actual words; your action is to communicate through all the concentrated res
onant variations of theY-buzz, +Y-buzz, and Call focus. Berate your partner, 
praise her, shrinkfrom him; exult with your partner; coax, tease, entice, shun, 
dismiss, inspire, defend, harangue, influence, warn, and so on. 

In tonal NRG, you can use all possible combinations of pure sound, from 
the lowest purring of the Y-buzz to the ringing brilliance of the full high Call. 
Use inflections with these tones exactly as you would with words. Use all the 
vowels, the whole range of your voice, and every level of intensity. Improvise 
without losing the tonal concentrate. 15 

EXPLORATION XI: THE ELECTIVE 

DISTINGUISHING CALL 

After you have developed a reasonably high degree of Call skill, work on this 
exploration using the sentence, "You just don't know what we've been 
through." Remember to avoid loudness; potency and brilliance, yes, but loud
ness, no. Be aware then, that low calls (not loud) can be employed in serious or 
vital conversation. 

• Practice this phrase while repeating the steps in Exploration 9, starting 
on a comfortably high pitch and moving down to low Calls. 

• Now select the words you care to emphasize and practice the phrase 
with a full Call only on these words. Be sure to communicate meaningfully on 
the Call emphasis. The rest of the sentence should be communicated in natu
ral, normal expressiveness. 

15ln our frame of reference, concentrate always means experiencing genuine Y-buzz, 
+Y-buzz, and Call tonal focus. 
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• Now practice the phrase with full Call on one word at a time, beginning 
with the first word (You), then the second (just), then the third (don't), and so 
on. The rest of the sentence, each time, is communicated with the usual effec
tive expressiveness. Each time the sentence takes on a different meaning and 
interpretation. 

• Now speak the sentence with strong Call emphasis on every word, and 
note the buildup of interpretive intensity and the high degree of personal 
involvement. 

• Now express the sentence as you wish, using your own interpretation 
and emphasis. 

EXPERIMENT 16: DILUTING THE CALL 

CONCENTRATION 

This experiment will familiarize you with good tonal NRG that does not con
stitute a Call but rather the dilute or diffused focus used in eighty to ninety 
percent of conversational speech and fifty to sixty percent of speech from the 
stage. 

• Begin with a h'LLO Call on a comfortable low-medium pitch. On the 
same breath and while holding on to the richest, most vibrant resonance in the 
.vocal nozzle. very gradually open your lips until you reach the AH vowel; then, 
on the same pitch and breath, gradually reduce the lip opening until you re
turn to your original Call tone. 

• Alternate between the low-medium Call and the AH vowel on the same 
pitch. Do it smoothly, gradually, energetically. 

• Repeat the preceding steps, starting with an unTIL Call that dilutes to 
the vowel A. (as in sad) and then returns to a strong unTIL Call supported by a 
vital yawning facial posture. 

• Repeat the preceding steps, starting with an unFURL Call that dilutes 
to the AH vowel and then returns to the unFURL Call. 

Note that you move from concentrated focus to dilute energy,_backtQG()n
centrat~d fQ_c;:q_s,Jh~D.-~gain tqdilt1te energy without once losing the focus OJ 
feel of the resonated current on the hard palate. Remember that the concen
trated caii focus and the diffused tones are opposite ends of the spectrum of 
tonal NRG, and they differ primarily in degree of density or concentration. 
During this experiment, you should be continuously aware of the complete 
tonal spread from the fully concentrated tone to the fully diluted tone and 
back again to the concentrated Call mode. 

EXPLORATION XII: THE ALPHABET POEM 

• Recite the alphabet poem in your most creatively expressive style, with 
all the romantic lyricism a Don Juan, Cyrano de Bergerac, or troubadour 
would put into reading poetry. Play all theY-buzz and+ Y-buzz effects in the al-
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phabet and carry them over into the Call refrain (or" chorus line") that follows 
each line. This refrain should be recited or sung as inventively and as imagina
tively as possible. Use all the Call variations for different effects, and play it as 
you feel it; the following poem format is only a suggestion. 

A,B ... C,D ... 

EY-0, EY-0, EY-0-0, EY-0 

E ... F ... G ... 

EY-0-0, EY-0, EY-0, EY-0 

H,l. .. J,K 

EY-0, EY-0, EY-0, EY-0 

L, M, N, 0-0-0-0, P 

EY-0-0-0 ... EY-0-0-0 

EY-0, EY-0, EY-0, EY-0 

Q ... R ... S ... T 

0-EY, 0-EY, 0-EY, EY-0 

UandV 

EY-0-0-0-0 ... EY-0-0-0-0 

EY-O,EY-0 

double U and X, Y ... Z 

EY-0-0-0, EY-Y, EY-Y0-0 ... 0-EY-Y-Y-0! 

The Q, U, W, and particularly the 0 lend themselves to perfect Call com
municating. Feel free to change the chorus lines as you wish; you may want to 
interpret the verse lines as intensified or poetic communication while singing 
out in varied fashion, emotion, or style on the chorus lines. 

EXPLORATION XIII: "ROLE" CALLS 

• Play each of the following roles with a clear, comfortable, sustained res
onant Call. Find your own pitch and your own motivation, and strive to experi
ence a full true Call on every word and syllable, if at all possible. 

Train conductor: All aboard-Tacoma ... Emporia ... Tusca-
homa ... Roanoke ... Daytonsburgh ... Bal-
timore ... Philadelphia ... Williamsburg 
... Buffalo ... Dover ... New Brunswick ... 
and all points north-A-a-a-all abo-o-o-o-o
o-a-rd! 

Street vendor: Apple ... Potato ... Jumbo Potatoes .. . 
Watermelon ... (Pronounced "Epaw . .. Poh-
tehtoh . .. Wawtahmelohn .. . ") 
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Ship's captain: Ahoy there Marco Polo. Can we help you? 

Construction worker: Okay, Joe ... let' er go-o-o-o-o-o-o-o! Okay, 
Bill ... take 'em away-ay-ay-ay-ay-ay! 

Ship's lookout: Ship ahoy! Four points off starboard bow! 

Drill sergeant: Company halt! About face! Present arms! 
Parade rest! 

Messenger at arms: (Over the PA system) Now hear this! ... Mar
low, Radioman third class ... Report to the 
brig-on the double! 

Fight announcer: Ladies and gentlemen ... presenting the fea-
ture bout of the evening ... in this corner, 
weighing in at two hundred and four 
pounds, from Puerto Rico, Antonio Morello! 

Newspaper hawker: Extra, extra (Pronounced "Wuxtra, wuxtra '1 
Read all about it-War Declared! Get your 
paper-wad'ya read? Extra, extra! 

Mother: (Calling to her children) Tracy, Erica, Laura, 
dinner's ready-last one home does the 
dishes. 

Outraged person: Don't you ever dare do that to me again! 

Foreman: Okay, down there, let's go! Get your big fat 
butts movin' and load that timber- keep 
'em rollin'! 

Fan: Hold that line! ... Hold that line! ... We 
want a touchdown! We want a touchdown! 

Stage manager: Places everybody! ... Let's go ... Places! 

• After you have developed and achieved cG on these lines, do 
them again and extend the experience with improvised words of your own 
choosing so that you can feel your own spontaneous use of the Call timbre. 

Maintain the tonal concentration on words like we and you in the ship's
captain Call. As you explore, shift from the full high-pitched Call to a medium 
pitch, to a low pitch, to a Y-buzz, and finally back to the high-pitched Call. By 
this time the yawn feel should be an instinctive familiar event and function as 
an organic instruction for the Call experience. 

EXPLORATION XIV: READING SELECTIONS 

• Read the following passages with imagination and freedom. On the 
words of your choice, use the most concentrated Call focus that is compatible 
with an intelligent and meaningful handling of the text. 
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No, my friends, that will never be the verdict of our people. This 

nation will always be able to legislate for its own people on every 

question without waiting for the aid or consent of any other nation 

on earth. 

If we be conquered, let men conquer us, and not these bastard Bret

ons, whom our fathers have in their own land beaten, bobbed, and 

thumped. Fight, gentlemen of England! Fight, bold yeomen!. Draw, 

archers, draw your arrows to the head! Spur your proud horses for

ward, and ride in blood. 

--From William Shakespeare, Henry V 

If you say just one more word, so help me, I'll destroy you! ... You 

get it through your head, we don't want you around here-we don't 

want you or your lousy favors-we want you to take off and stay 

the hell away! 

Don't be careful, and don't be careless. With what you know now, you can 
afford to be carefree. Use the Calls to reflect a meaning that comes from inside 
you, not from the sound of the word. 

EXPLORATION XV: THE CALL BECOMES SINGING 

• Call "water boy" as a short command. 
• Call "water boy" as a command, but sustain it longer; as if with earnest 

concern. 
• Call "water boy" as a command, and sustain it longer, as if with comfort

able and pleasant anticipation and therefore with greater melody. 
• Call "water boy" with the melody of a traditional folksong; improvise 

with it spontaneously. 

Singing is sustained speaking. Anytime you voice a well-executed Call and 
sustain it on various pitches, you are singing-you are making beautiful, ar
tistic tones. Of course, a professional singer needs more advanced training for 
the singing voice as well as study in related subjects, but with a well-controlled 
Call and Y:.buzz technique you can achieve many vocal effects and nuances 
with your singing voice that many trained singers find difficult. 
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EXPERIMENT 17: BEYOND THE CALL: 
INTO THE MALE UPPER REGISTER OF COVERED 
TONES AND THE SOFT-PALATE YAWN 

A few words regarding the term "registers": Although the human singing voice 
must be considered one single, noncompartmentalized musical instrument, 
singing teachers have traditionally used the term "vocal registers" when refer
ring to "chest tones," "head tones," "upper register," "middle register," "lower 
register," and so on. The male voice, for example, may be considered as span
ning three registers: the "chest voice" (or open voice Call tones), the "head 
voice" (or covered tones), and the "falsetto voice" (or soprano-sounding 
tones); while the female voice may be considered as spanning the "chest voice" 
(or contralto tones), the "head voice" (or soprano tones), and the "coloratura 
voice" (or ultrahigh pitches that seem to come from the pharynx and resonate 
in the cranial bone). Think of these registers as the different strings on a vio
lin-the violin being a single musical instrument that spans four tonal pitch 
and quality levels. The human voice can be broken down into three pitch and 
quality levels, or registers. In the male voice, the Call (hard-palate tones) 
covers the first register, then shifts or slides into the covered voice (shifts from 
the hard-palate tones and yawn to include the soft-palate tones and yawn), 
and then clicks or slides into the falsetto voice register, which can be produced 
either with hard-palate or soft-palate placement. In the female voice, the Call 
serves and supports both the chest and the head registers (as they shift and 
slide into and with each other) before clicking into the ultrahigh-pitched har
monic coloratura register. While not all sopranos (including lyric sopranos) 
develop the skills and use of the coloratura register and not all tenors (in
cluding lyric tenors) develop the skills and use of the falsetto register, those so
called registers do need to be considered and addressed. Singer-artists know, 
or should know, that the skills and use just mentioned demand that the human 
voice be creatively experienced as one single musical instrument sliding and 
shifting smoothly, esthetically, and beautifully across and through three vocal 
interval and quality spans. 

• Shifting or sliding from the Call tones into the male covered tones is not 
easy to describe on paper-one needs to see and hear the action to properly 
and effectively register the experience. However, I will do my best to present it 
here in as simple a manner as is possible: Let us return to the "magic of the 
yawn" (Experiment 8). Starting with a full-body muscle yawn plus a vocalized 
hard-palate yawn, and while maintaining a genuine yawn intensity and si
rening to some higher pitches, gradually spread the yawn action to cover the 
entire roof of the mouth including all of the soft palate and part of the phar
ynx. Did your face instinctively take on the expression of ecstasy often visible 
in Gospel singers? Did your voice naturally move into the highest pitches with 
impunity? If that is what happened, then you successfully and naturally 
shifted into your covered register and possibly into a soft-palate falsetto 
range. 
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• Now start with a middle pitch call on h'LLO and tune in your total 
awareness to the hard-palate yawn. Then gradually slide your call to several 
higher pitches while alerting yourself to the need and intent to smoothly and 
energetically spread that yawn tone to a larger area of the palate until it in
cludes and embraces the entire soft palate and uvula. 16 In this process, the Call 
modifies somewhat as it transforms itself into a covered tone quality that frels 
as if it extends and expands the entire palate but continues soaring brilliantly 
through the nose, forehead, and skull. 

• After thoroughly exploring the h'LLO Call, repeat the preceding steps 
with the Calls aWAY, unTIL, unEARTH, andb'WARE. ' 

As a singer, I can report to you that the physical training and development 
of the singing voice is really not as complicated as is training and developing 
the full-range speaking voice (how we use it creatively and how we apply it ar
tistically in our professional exploits is, of course, another consideration). Se
rious training of the singing voice is in its own way, however, a more patienc;e
driven, specifically detailed, and longer-term endeavor. 

EXPLORATION XVI: VENDOR'S CALLS-AN ACTO~'S 
EXPLORATION AND IMPROVISATION FOR MODERN 
TROUBADOURS 

Vendors have been calling, selling, singing, and even dancing through the 
ages, and (unless high tech devours this creativity) folklore and a love of his
tory will continue this tradition. Poets and composers have been enriched 
by this "people's lore,'' and festivals, Renaissance fairs, theatre games, actor:s; 
and singers keep it alive. The following "improv" is designed for modern trou
badours to explore creatively from old-fashioned vendor calling and old
fashioned song-and-dance folklore to contemporary song-and-dance folklqre. 

• It's sunrise, several vendors are setting up their merchandise carts while 
other vendors move their carts and wheelbarrows about. They're getting ready 
to sell! Their merchandise is first-rate! They feel great! They sell watermc:;lon, 
strawberries, old clothes, flowers, fresh fish, cockles 'n mussels, and so on. As 
one of the vendors, warm up your voice with various Calls-h'LLO, aWAY, un
TIL, unEARTH, it'sGOOD, braVO, oLEY, OK (OH-KEY). Utilize theY-buzz, 
+ Y-buzz, and sundry other melodic-rhythmic modes of expressivity. · 

• People are arriving and gathering, and the vendors are calling their 
wares. Your objective is to attract customers through your healthy, pleasur~ 
able clarion Calls-the best voices sell the most goods! · 

16Uvula: the small, fleshy conical lobe projecting downward from the middle of tQe 
soft palate. 
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"Wawtahmello-ohn-it's fresh, it's goo-ood, it's wo-onndah-fu-ul!" 

"Re-e-d Rose-e-s, Yellow-ow Roses, Blue Roses, Flowers Galo-o-ore!" 

"Flores para los Muertos! Flores para los Muerto-o-s!" 

"0-o-ld Clo-o-othes! Only the Rich have wo-orn them!" 

"Straw-awberry-eys! Delicious, delectable Straw-aw-berry-ey-eys!" 

"Cockles 'n mussels, alive, alive-0-0-0!" 

• It's been a great day for selling. You're almost sold out! Your Calls trans
form into humorous little tunes that instinctively become singing, rhythmic, 
short melodic Calls. You and the rest of the vendors are enjoying yourselves; 
your bodies are wafting and waving, weaving and beckoning! You really don't 
care if the last watermelon or strawberry or flower goes. Why not bring it 
home? Your singing takes on the fun and joy of spontaneous folk songs; it is 
folklore energy in progress-a folk song is born! 

• Why not add a step or two while you're singing and calling-but singing 
and calling in style, in verve, in mirth, in play, in popular creativity. Your 
whole body dances, sings, and calls with spirit, radiance, and heartiness; 
sometimes your body rhythms are percussive, sometimes smooth, sometimes 
syncopated. You repeat the short melodies and vary them each time. You all 
know what's happening. It's raw, old-fashioned troubadourish, personal cul
ture-spontaneous creativity that will someday inspire a modern poet, com
poser, director, or perlormer. 

Be aware that the Call is the common denominator in speech and singing, 
and that once learned, the vendor's Call leads into singing just as you will find 
in the next chapter that "the trinity of vocal NRGs" leads to the best speaking 
voice. 

BRIDGE 

By this time, the "yawn dynamic" should be functioning as an enduring 
and permanent "synergy" factor for all of your tonal NRG experiencing. I 
have been using terms like "body and faciaJ1 7 muscle yawn" (Figure 6-10) 
and "vocal (Call) yawn" (Figure 6-11) synonymously with "forward facial 
posture" (Figure 6-12). There is indeed an organic sibling relationship be
tween these three concepts, though one may be more instinctively familiar 
than the other for different individuals. The Yawn, having served us here 
as the primary "life support" for tonal NR<;J and the Call in particular, now 
serves as a direct bridge to the next chapter, "The Dynamics of Structural 

17The facial muscle yawn is part of the body muscle yawn. 
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NRG: The Music of the Vowels," where the yawn-energized, flexible forward 
facial posture becomes the prime factor in our study of vowels in our 
speech, our acting, and our everyday speaking personality. 

Figure 6-10 Body and 
Facial Muscle Yawn 

Figure 6-11 Vocal 
(Call) Yawn 

Figure 6-12 Forward 
Facial Posture 



CHAPTER 7 

The Dynamics of Structural NRC: 

The Music of the Vowels 

The bridge taking us from tonal NRG and landing us in structural NRG 
territory continues to be the forward facial yawn. Whether it relates to 
muscle yawning in body work (Figure 7-1 ), the hard-palate Call yawn (Fig
ure 7-2), or the forward facial posture in speech work (Figure 7-3), the 
yawn "structure" and substance constitute a valid and flexible support sys
tem for body, voice, and speech training. 

Structural NRG refers to the mold, shape, and size of the human voice 
and speech instrument and its sound-box structure. The first step in this 
chapter is to mold and shape the instrument; to establish the form and 
function of the oral cavity and to develop the optimal facial posture. The 
term structural NRG, or structural action, means three things: (1) the 
muscle activities in the oral cavity, cheeks, jaw, and lips that control the 
sound box; (2) the kinesthetic action of perceiving these muscle activities 

Figure 7-1 
Forward Muscle 

Yawn 

Figure7-2 
Call Yawn 

Figure7-3 
Forward Facial 
Posture with a 

"Reverse
Megaphone Shape" 
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and controlling them through sensory recall; and (3) the kinesensic appli
cation of these concepts to our communicating behavior and personality 
both onstage and offstage. 

The Structural NRG Discovery 

Common usage tells us that (1) when we open our mouth fully to say AH 
and then very slowly alter the sound until reaching the vowel 00, we auto
matically feel our teeth gradually coming together while the lips close and 
(2) by the time the lips reach their smallest opening, our oral cavity is also 
greatly reduced. This need not be the case. 

We all know that the larger the sound box, the fuller, richer, and 
warmer are the tone and quality emanating from the instrument-the 
child's violin, for example, sounds quite tinny when compared to the ma
ture violin; and the viola has a deeper tonal quality than the violin. Thus, 
it makes no sense to use an almost closed and crowded oral sound box in 
speech and voice. To do so only leads to poor vocal tone, skewed speech 
pronunciation, teeth gritting, and poor jaw functioning. If this cavity re
duction from the AH to 00 vowel were really necessary, the entire theory 
of structural action would be negated. But a simple experiment will dem
onstrate that you can and should maintain the cavity size unchanged 
while sounding all of the ensuing structural vowels-and that you can 
consistently maintain a sensible and optimal space capacity in the oral
vocal sound box. 

EXPERIMENT 1: FEELING THE REVERSE MEGAPHONE 

Before we start this experiment, please note that a slice of cork should never be 
used for pronunciation or diction practice; it is used in this experiment merely 
as a monitoring device to discover and be aware of spatial potential in the vo
cal sound box. 

• Place a slice of cork, 1
/4 inch thick and approximately 1 inch in diameter, 

between the upper and lower side teeth (not too far back) on either the right or 
left side of your mouth (Figure 7-4 ). 

• With a large lip opening, sound the vowel AH and gradually reduce the 
opening until you come to vowel 00. Concentrate on feeling the optimal ac
tion of the cheek and lip muscles that creates the spatial potential in the vocal 
sound box. You will find that it is not necessary to bite down on the cork. 

• Make the action easier by inducing a mild, comfortable yawn sensation 
in your cheek and lip muscles as you complete the experiment. 
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Figure 7-4 Insertion and Position of Cork 

You have probably discovered that you can move from the largest to the 
smallest lip opening while pronouncing an entire series of vowels (AH, 6, 
A W, 0, 00), without once reducing the space between your teeth and without 
reducing the overall oral cavity. You have probably also discovered that when 
you added the yawn energy, you almost reflexively assumed a facial-vocal pos
ture of a reverse-megaphone structural shape, with your lips representing the 
smaller end. I will be referring to the "inverted," or "reverse-megaphone" 
shape synonymously with "forward facial posture" and "forward call position" 
(Figure 7 -5). Experiment with a flexible forward facial posture and turn it into 
a future familiar event. 

Figure 7-5 Reverse-Megaphone 
Forward Facial Posture 

(a) Large mouth opening. (b) Small lip opening. 
Figure 7-6 Two-Finger 

Cushion of Space 
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• Now instead of using a cork, gently place the tips of your third and 
fourth fingers on the outside of one cheek between the side teeth, about 1/4 inch 
from your lips (Figure 7-6). 

• Remind yourself of the space potential available, and begin with a full, 
large mouth opening plus a relaxing and energizing yawn sensation. Reduce 
the lip opening gradually enough to recognize the series of vowels being 
formed as the size and shape of your lip opening changes while moving from 
AH to 00. Do this without biting down on your fingers. 

• Induce a yawn sensation in the cheek and lip muscles to help maintain 
a comfortable two-finger cushion of space. 

If you watch yourself in the mirror as you do this action, you will observe 
that the muscles within the triangular area of the cheeks-along with the 
yawn component-control the experiment. There are four muscles on either 
side or the face: one beginning at the nasal bone just under the eye, one start
ing from directly under the eye, and two originating at the cheekbone (Figure 
7 -7). All of these muscles converge just above the gum ridge and insert bilater
ally into the upper portion of the rounded lip muscle. When you extend or 
elongate these bilateral muscles and add a yawn-felt facial posture, you can 
easily maintain the maximum space within the oral cavity while reducing the 
rounded lips to their smallest opening. Be aware that the yawn feel is part of 
the natural familiar event to teach yourself the structural NRG facial posture. 
Observe, too, that if you visualize (1) a line from the cheekbone under the eye 
to the upper lip, (2) a small oval for the lip opening, and (3) a line from the 
l~wer lip to the jawbone, you have created an image of the inverted
megaphone shape. Use this image to achieve a positive facial posture while ex-
ploring structural NRG. · 

Figure 7-7 Converging Patches of Muscle That 
Help Form the Inverted-Megaphone Shape 
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In doing this experiment, avoid the conscious downward pulli . 
jaw or lacial muscles. Instead, emplo~' a behavioral image to exclu~~ of th~; 
plore the diagonal forward elasticity of the cheek and upper'"lip muse] elyeJt\ 
in coordination with a spacious and spirited natural yawn. You will ~:nergy, 
that the cheek muscles (see Figlll·e 7-7) cannot be fully extended (dia !~covet 
and forward) without optimal space between the side teeth and the; nally 
rent free lowcri ng of the jaw, hence the fascinating discovery that the ,?neur~ 
fed" extension or the maxillary 1 muscles automatically and instinctiverwn
vides a cause-and-effect freeing of the jaw; the cheek muscle (and the YprQ.. 
action is the "cause," and the equilibrated lowering of the mandible (~pa):l 
the answering "effect." This cause-and-effect exploring becomes the ~:w 18 

dl ... 'h fi. . YtO-war e Immatmg tJg tness, pressure, xatwn, or soreness m the throat . 
1. . . I l . . TMJ h ' 'Jaw or Ips; 1t ts a so extreme y Important m t erapy.- • 

The Structural Vowels 

In addition to the secondary benefits to be gained from structural-vowel 
exploration, its primary purpose in voice and speech work is the instinc
tive production of natural, proper vowels and the ongoing reinforcement 
of fine, creative vocal quality to empower all the vowels. 

The structural NRG vowels will be designated by numbers that corre
spond logically to the respective size of the lip opening (the lower the num
ber, the smaller the opening). A diphthong3 will be designated by a 
combination of symbols-mostly numerical symbols. As you form these 
vowels, experiment and explore with a full reverse-megaphone posture 
supported by the yawn feel and continue to visualize and accommodate a 
t\vo-finger space between vour teeth; keep the fleshy part of your lips cush
iony and "flipable." Discover the vm.vels in the structural NRG; don't antici
pate them. 

#100 

#1 00 ooze, crude 

FORM: The smallest rounded lip opening 
and a full forward facial posture with opti
mal space between the side teeth. 

FEEL: Softly protruding unpursed lips. 

Note: To produce this 00 vowel, reduce 
your lips for the #1 vowel and then reduce 
them still furthe1~ as if you were forming a 
W to complete the sound. 

'fl;faxi/larv: zygomatic and levator cheek muscles: the upperjaw. 
2TM.l: tcmporomandibularjoint. 
·'Diphthong: a vowel made up of two sounds; pronounced "dif{-thong." 
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#21 0 ode, boat (diphthong) 

FORM: A #2 lip opening continuing 
through a #1lip opening. 

FEEL: A full reverse-megaphone shape 
with a lip opening slightly smaller than #3 
and reducing further to a # 1 as you sound 
the vowel (this diphthong is referred to as 
"twenty-one" not "two-one"). 

ly, this lip opening would be called #2-a legitimate sound 
of foreign languages; but in American English, this vowel ends 

second #1 sound and therefore becomes a diphthong. (Some hold 
· 0 in OBEY is not a diphthong; I feel that electronic measuring de

;::u'''uLuuindicate the presence of a slight #1 vowel. Nevertheless, those 
they use the shortened 0 should continue doing so, accompa-

""'""''·'"'r by excellent structural facial posture.)4 

#3 A Wall, law 

FORM: A round lip opening midway in 
size between a #5 and a #1. 

FEEL: Optimal space between the teeth, 
complete cheek-muscle-yawn extension, 
and a lip opening just large enough to per
mit easy passage of the vertically posi
tioned thumb. 

#4 6 odd, yonder 

FORM: An oval lip opening subtly smaller 
than a #5 that assumes a somewhat rect
angular shape at the end of the vowel 
sound. 

FEEL: An optimal forward facial posture 
with a full inverted-megaphone shape. 

Note: Remember that the lip opening 
changes slightly from an oval to a slightly 
rectangular shape. 

~we certainly can be flexible regarding secondary endings of diphthongs; my first re
quirement, always, is to avoid even the faintest suggestion of distortion. However, my 
strongest priority is to actively use the trinity of vocal NRGs (t!J.ati~ consonant, tonal, 
and structural NRG); by doing so, not only distortion but fi1so laziness and neglect 
vanish. ' 
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#5AH 

#SlOW 

#6 A. 

#SAHfather 

FORM: The largest oval lip opening. 

FEEL: The most comfortable forward
feeling posture compatible with this open
ing. 

#51 OW ounce, down (diphthong) 

FORM: The largest lip opening (#5) mov
ing to the smallest lip opening (#1). 

FEEL: Full check and lip action for the 
largest lip opening and a rapid reduction 
to the smallest lip opening while main
taining a full inverted-megaphone shape. 

#6 A add, class, ask 

FORM: The #5 lip shape with the lips 
slightly widened to an elliptical shape. 

FEEL: The tongue tip pressed gently 
against the lower teeth as the tongue wid
ens a bit and the lips widen just enough to 
accommodate the widened tongue while 
maintaining a relaxed forward facial pos
ture. 

The preceding seven sounds are the basic structural-NRG vowels. 
There are two additional diphthongs that start with strong structural vow
els and finish with the mildest taste of the Y sound. 

#3y 01 

#3y OJ oil, toys (diphthong) 

FORM: The #3 vowel followed by a slight, 
gentle Y sensation. 

FEEL: The #3 lip opening followed by a 
short, slight resonance in the hard palate 
and nose as the sound ends with the mild
est taste of the Y-buzz; the #3 vowel is the 
dominant element. 
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#6y 1 isle, kind (diphthong) 

FORM: The #6 vowel followed by a soft, 
gentle Y feel. 

FEEL: The #6 tongue placement, with the 
tip pressing the lower teeth as the rest of 
the tongue widens laterally. 

Note: This may seem difficult at first, be-
#6y 1 cause this diphthong is often formed with 

the #5 vowel. But as you master the #6 
tongue position, you will find yourself using a subtly modified #6 vowel, 
which is substantially different from the #5 AH vowel. In this diphthong, 
the #6 vowel is the dominant element. 

The last structurally related vowel is the ~-derivative. As the name im
plies, the ~-derivative is a vowel that derives from th~nsonant R andre
tains part of the color and placement of the R. The relationship between 
vowel and consonant is a subtle one. The ~-derivative vow~l emerges when 
the firm contact between the undersides of the tongue and the insides of 
the upper teeth (the necessary tongue position for a legitimate consonant 
R) is loosened to the point where the trombone-like vibration of the R is 
weakened or lost and the resulting vowel sound moves freely through the 
mouth without friction-as in early, absurd, divert, worth, sir, journal, and 
myrtle. Although the ~-derivative vowel has many different spellings, its 
pronunciation is always the same and is always followed by the R itself. To 
form the ~-derivative, begin with a clear consonant R, as in read, and sus
tain it. Then form the full inverted-megaphone shape with the lip opening 
as close to the #3 vowel as possible. Continue the sound and think the R, 
but slip the tip of your tongue down to the inside of your lower teeth, 
which will loosen the tongue contact from the side teeth. You should now 
have the sound of the ~-derivative, which retains the #3 vowel's shape and 
form and might be considered a structural cousin to the #3 vowel. The 
slash through the R identifies the ~-derivative structural vowel. 

Jt #3r early, bird 

FORM: A consonant R with a disengaged 
tongue position plus the full #3 struc
tural vowel. 

FEEL: A full inverted-megaphone #3 lip 
opening, with a rounded, hollowed back 
of the tongue positioned close to the upper 
back teeth. 
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Exploring Structural NRC 

As you work through the following experiments, lightly place your third 
and fourth fingers on the outside of your cheek and between the side teeth 
to ensure the maintenance of optimal space. With the possible exception 
of the W flute, do not attempt to impose the full facial posture on conso
nants. In the following word lists and sentences, test each word with opti
mallip and facial posture. 

EXPERIMENT 2: WOO ... WOE ... WAR ... 
WAH ... WOW 

This is an experiment to develop flexible lip movement while maintaining the 
full inverted-megaphone posture; theW flute, due to its particular vowel-like 
character, is the only consonant that can exercise the lip muscle in this 
manner. 

• Prepare for the experiment by forming the yawnful facial posture with 
the lips in the #1 position. 

• Keep a two-finger space between your side teeth. If necessary, use a cork, 
but use it in this experiment only, because no consonant sound is involved. 

• Repeat each of the words-woo, woe, war; wah, wow-at least ten times 
in unbroken rhythm; then again as spontaneously as possible. 

In repeating woo, woe, or wow, make certain that each final #llip position 
becomes the beginning of the very next W Work with this basic experiment 
until you feel reasonably comfortable. Make certain your jaw does not jiggle 
up and down; know that if your cheek muscles are energized by the forward 
yawn your jaw will not tire, lock, or tighten. 

EXPERIMENT 3: WORD LISTS 
FOR STRUCTURAL PERCEPTION 

Consider the word lists in the pages that follow as body movement training in 
facial flexibility and facility, not as diction or pronunciation exercises. The 
structural vowels, which are italicized (for both the monosyllable and multi
syllable words), take the full inverted-megaphone facial posture. Naturally, 
you will always reduce the space between your side teeth to comfortably ac
commodate consonants and unstressed syllables. 

• Using the full inverted-megaphone shape, experiment with each col
umn of words from top to bottom. 

• Then, with deliberate tempo and inflection, experience the words across 
the pages, from #l to #6y. Note the gradual enlargement of the lip opening 
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while the rest of the megaphone shape remains the same. In working across 
the pages, you might pause after the first five smaller lip-opening vowels, take 
a breath, and then do the second five larger lip-opening vowels. Of course, do
ing them all confidently and vitally in one breath is an excellent creative 
breathing exploration. 

• In the Additional Exploration of NRG Vowels, Diphthongs, and the 
}(-Derivative Vowel list you may explore the four different groupings separately. 

• Be aware that while you use your jaw flexibly to accommodate conso
nants, it will always, in this experiment, retain optimal space between the side 
teeth to undistortedly fully accommodate all the vowels. 

Note: Every now and then (especially in the sentences in the subsequent 
explorations and particularly if you are a nonnati.fe English speaker) doubt 
may arise as to an acceptable pronunciation. Is try~ first syllable in value a #5? 
a #6? a #4? or a #3? Is the first syllable in murky a #1? an~? The simple but 
very effective answer is to formally and specifically test each and every one of 
the preceding vowels with optimal structural NRG. The one that sounds best 
to you will be, in all probability, the proper one, because the well-formed 
"wrong" structural vowel will certainly stand out as exaggerated. So do your 
own testing-and your own choosing. 

Remember to maintain the full forward facial posture throughout the 
sounding of the vowel, even when your voice inflects up or down and even at 
the moment you terminate the vowel. This is particularly important while 
working with# 1, #21, and #51. In pronouncing the #51 vowel, do not fall into 
the common trap of sounding a #61; the #6 is not as far forward as the #5, and 
if used in the #51 diphthong, it usually flattens and nasalizes this otherwise 
bright sound and is therefore not preferred. 

In multisyllabic words, the structural vowel is italicized, but be sure you 
maintain the constant forward posture throughout all syllables. And by the 
way, keep the inverted-megaphone shape even during the silent pause as you 
move from word to word. In fact, a slight space cushion between your side 
teeth (with the face seemingly ready to hum a quiet, gentle, low-pitched 
Y-buzz) not only helps keep the jaw loose and free, but is an excellent neutral 
position for the face at rest as well as an important part of dental therapy, espe
cially when it relates to teeth gritting and other TMJ conditions. 

EXPLORATION 1: STRUCTURAL PERCEPTION DRILL 

The following sentences involve primarily structural NRG words. In the first 
four sentences, the structural vowels are italicized and given their numerical 
symbols. For additional practice, assign the correct number to each structural 
vowel in the remaining sentences. To do this properly, do not rely on the boxed 
word lists or on memory; prove each one physically. Do not anticipate-dis
cover the vowels through a full forward facial posture.* 

*This Exploration continues on page 174. 
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WORDS CONTAINING STRUCTURAL NRG VOWELS* 

#1 #21 #3 #3y #R(3r)* 

you old all ointment earn 

woo woe walk boys nurse 

cool coal call coil curse 

humor low lords joint bird 

beautiful don't fawn choice worse 

moon moan mourn moist murky 

new stones caught joyful heard 

cruel moment bought employ furry 

doom dome dorm doily dirndl 

move explode drawers destroy murder 

two over com moisture convert 

news nose gnaws noisy nervous 

neutral spoke mortal avoid bum 

who noble calling poison Myrtle 

These ten structural NRG vowels and diphthongs are so called because they 
are distinguished by the fact that they are produced perfectly with full for-
ward facial posture; all the other vowels and all consonants also benefit 

*Please remember that theR-derivative vowel can be done with a full reverse-megaphone 
shape using a lip opening like a #3 vowel. The R-derivative vowel is related to the struct-
ural category through its form and shape; it is related to the R consonant through its 
sound. 
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#4 #5 #51 #6 #6y 

odd alms ounce add I'd 

God arm crown ask tied 

column Carl cowl canned kind 

colossus large bow hand times 

blocks card hours demand why 

monster Marne mount man mine 

holiday darling house cat wild 

follow hard proud ransack fly 
... ------

domino dam down Dan delight 

watch sharp wow lad enquire 

what farther thou last lie 

nostril gnarl now nasty Nile 

want father mouse fashion sky 

sorrow barred devour after mind 

from maintaining an optimal forward facial posture. These structural NRG 
vowels are categorized by pronunciation choices compatible with good,cur-
rent usage. If your usage differs, simply give your own vowel choice full 
structural NRG. 
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ADDITIONAL EXPLORATION OF STRUCTURAL NRG VOWELS, 
DIPHTHONGS, AND THE It-DERIVATIVE VOWEL 

#1 #Yl* #3 #3y #lt(3r) 

coot cute all oil earl 

do duty bored boiled bird 

doom duel call coil curl 

food feud fall foil furl 

noodle neutral quart quoit quirk 

mood value jaunt joint adjourned 

noose news lawn loin learn 

recoup cupid maw moist murder 

stoop stupid mourn Des Moines Myrna 

cool cue paused poised pursed 

do due vault avoid averred 

noon pneumonia export exploit expert 

moot mute com coined kemal 

loot lute Chaucer choicer chirped 

stool steward nausea noisier nursing 

coupon cupula dawn doily dirndl 

*When the #1 structural vowel is spelled with the letters u, ~' eu, ew_, ieu, it is usually 
preceded by a Y sound; we will refer to this combination as Yl. 
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#5 #51 #6 #6y 

are ours Al aisle 

arms ounces add I'd 

bargain bound mass mice 

darling house flatter flighty 

dam coward fantastic finite 

garden foul jab jibe 

heart frown land lined 

park flower pallid eyelid 

father mouse value violin 

farther crowd lack like 

pardon lousy crass cries 

march loud fad confide 

star noun Chad chide 

starving pout nasty nicety 

barred devouring Delancey delightful 

hard proud canned kind 
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(Exploration I, continued from page 169) 
• Explore each sentence with an optimal inverted-megaphone posture. 

To accommodate and justify full facial posture, be a bit more emphatic and 
pay close attention to your delivery of these sentences; personal involvement, 
intensity, and expressiveness are essential here-as well as during prere
hearsal exploring. 

• Once you have gained facility in speaking the sentences comfortably 
and confidently with the formal megaphone shape, repeat them a bit more rap
idly, but retain your facial-posture elasticity. 

• For effective normal speech, experiment speaking the sentences more 
rapidly with a slight easing of the full megaphone form. 

• For confidential, intimate speech, further reduce the reverse
megaphone size without destroying its basic shape. If your lips and cheek 
muscles retract tightly backward, you will have lost your desirable facial 
posture. 

Note: Smiling, laughing, humming, or crooning do not involve fixed, re
gressive facial muscular activity; these relaxer-energizers engage a "spirit" en
ergy in and around the eyes that flexibly lights up and radiates all the nerves 
and muscles of the face. As such, they cannot possibly be considered as back
ward aCtions. 

1 h 21' 6 3 3 6 I , 4 21 3 3Y 3 , 
. T e old and forlorn traveler foolishly folio wed the four nozsy small chil-

d .3 6 I 3 5. 33 3 
ren across the last two strongly guarded, war-torn borders. 

2 Pl. d21 ' ak 13 d' 311 4 h21 h21 . ease on t m e ong tstance ca son t ose p ones. 

3. JJ~ R6bert's pJiverful chakffeur sc~lded the shrAvd Pdul fJnes. 
4 

4. On Ttksday mJrning's cJllbdard, the sttldents sJw the f6nJ.Wing n~tice: 
.,~,21 3 21 3 5 3 I 4 21 6 I 
No more roles or parts for tomorrow afternoon." 

5. Howard, who fancied himself a coward, was astonished at being chosen to 

try his doubtful prowess in the round-by-round bout against his powerful 

and monster-like opponent. 

6. Joe Scott and Paul Pasternak always moved forward far too slowly and 

cautiously. 

7. The large round ball bounced over the huge stone barrier into Jackson's 

cool, beautiful garden. 

8. Martha and Margrit walked arm in arm to the charming park not far from 

their father's house. 

9. The awfully noisy, awkward lawyer ought to be taught to draw. 

10. The erratic band manager was shocked, frantic, and angered at the master

fully planned pamphlet which automatically attacked the amateur stand

ing of the fascinating and talented young actress, barring her from acting 

the important part in the show. 
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EXPLORATION II: #3y AND #6y SENTENCES 

• Remember in the following sentences that the initial sound in the 
vowel is the dominant one. Emphasize the full inverted-megaphone shape 
with the #3 or #6 opening and sense just the barest suggestion of the Y as the 
second sound. Whenever a consonant follows, it should be voiced almost si
multaneously with the mild Y sound to avoid a second syllable: oil not oi-yul, 
style not sta-yul, child not cha-yuld, mind not ma-yund. There are a few ex
ceptions, such as royal and loyal, which are two-syllable words. The #3y and 
#6y vowels have been marked in the first sentence of each set. You mark the 
rest. 

1. Dr. nJYle from Des MJines carefully vJided the FrJ~dian opinion as he 

adrJitly depl6_Yed the Jily Jintment for the bJY's thyrJid gJiter. 

2. The unemployed oyster pickers, devoid of choice during the embroiled 

negotiations, noiselessly and fearlessly deployed their boys, while the so 

called envoy loitered about, voicing his annoyance at these boisterous 

exploits. 

3. Roy filled his small warehouse with all sorts of peculiar items-there were 

alloy metals, toy quoits, hoisting tackle, pictures of asteroids and a war

time royal convoy, wire coils, old coins, embroidered doilies, stacks of 

unused invoices, cans of soy sauce, and what not! 

Q, u u \u . u 
1. The excmng arnval at the hezght of the m,~ghty moun tam made our fmal 

6Y 6~ 6Y 6Y • 6Y', 
nzght hzKe a delzghtfully enterpnsmg asszg~ent. 

2. The tired dog, wide-eyed and frightened, cried \uietly while frantically try

ing to find his blind master. 

3. The high-altitude final trial flight was made in a light Atlas nose cone, 

which skyrocketed the test pilot and five highly nervous scientists nine 

miles high into the ionosphere. 

EXPLORATION III: It-DERIVATIVE SENTENCES 

In the following ~-derivative sentences, remember to use a full forward facial 
posture, with your lips forming a #3 structural-vowel position. The r that fol
lows each ~-derivative vowel should be pronounced lightly and gently. 

1. The blirly clirly-haired cl~rk blirst into an unrehlarsed fl'lrtation in order 

d . R h d R • d . f R . LR d R to !Vert t e etermme attentiOn o a certam tuzr person. 

2. The dirty worm squirmed nervously and furtively when the early bird 

returned. 
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3. The pert nurse had the nerve to flirt with the perturbed surgeon. 

4. The sum of thirty dollars spurred the surly clerk on to finish the irksome 

work for the foreign firm by the third day. 

Exploring Tonal NRC and Structural NRC Combined 

EXPERIMENT 4: CARRYING OVER BOTH TONAL 

AND STRUCTURAL NRGS 

In the previous chapter, we explored the feel of carrying over tonal NRG to the 
speaking voice. Here we add to that awareness the kinesthetic perception of 
structural NRG relating primarily to vowel formation. We are moving pro
gressively to the overall apprehension that our speech and our speaking voice 
should always be fueled, fed, and supported by an emotivated trinity of NRG 
qualities: consonant NRG, tonal NRG, and structural NRG. 

• Begin with a rich, vibrant Y-buzz supported by forward, open, cush
iony lips. 

• Extend from the Y.:.buzz as smoothly as possible into each of the follow
ing structural vowels, carrying over as much of the tonal color and tonal NRG 
as possible without permitting the sound to become throaty. 

• Next explore the following phrases, carrying over both the tonal and 
structural NRGs. Return to the Y:.buzz feel on the first word, structural NRG 
feel on the second word, and a tonal carryover on the final word. 

Y====================OO 
Y====================O 
Y====================AW 
Y====================OI 
Y====================O 
Y====================AH 
Y====================OW 
Y====================A 
Y====================I 
Y====================~ 

(#1) 

(#21) 

(#3) 

(#3y) 

(#4) 

(#5) 

(#51) 

(#6) 

(#6y) 

(#3r) 

Keep cool, Mimi. 

We'll go see. 

He called me. 

These toys break. 

We're odd people. 

He'll calm thee. 

Read aloud, please. 

He asked me. 

Green eyes I see. 

She learned Greek. 

Explore these phrases with genuine personal involvement, as if they were 
significant, emphatic lines in a role you were rehearsing. 
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EXPLORATION IV: STRUCTURAL NRG, 
Y-BUZZ, AND + Y-BUZZ TONAL NRG COMBINED 

• The following sentences are designed for experiencing the flexible use of 
the optimal and minimal megaphone. Optimal structural NRG guides the 
form of even the minimum megaphone shape, and the concentrated tone of 
theY-buzz and +Y-buzz carries rich tone over to the structural NRG vowels. 
Feel free to employ emotivated involvement or attitude whenever the fancy 
strikes you for deeper intensity or subtext through applied tonal and/or struc
turalNRG. 

1. Dean always means to phone before leaving the office. 

2. Oh, what a noble mind is here o' erthrown. 

3. A mean crowd streamed toward the arena. 

4. Both babies were sleeping calmly and quietly. 

5. Oh, pardon me, thou bleeding piece of earth. 

6. He needs to be able to see every application. 

7. We ask you once again: Please don't make long distance calls on these 

phones. 

8. I prithee, grieve to make me merry, York. 
,------/ 

9. And I to make thee mad, do mock thee thus. / 
I 

10. Thou would'st be fee'd, I see, to make me sport.\ 

11. Oh, what a rogue and peasant slave am I. 

12. All the world's a stage, and all the men and women merely players. 

EXPLORATION V: READING SELECTIONS 

• In exploring the following selections, remember to use the full forward 
facial posture, not only on structural vowels but on all other vowels without 
allowing any distortion. Also remember that the inverted-megaphone shape 
may vary in size or degree from word to word but never in basic shape. Even 
during pauses, experience the yawn energy, the law of forward direction, and 
maintain an appreciative awareness of tonal and consonant NRG as you ex
plore these readings. The arcs above the vowels in the first selection represent 
structural NRG opportunities. Mark the remaining selections! 

1 found the raucous and persistent honking of the automobile 

horn frustratingly annoying and wandered down the road to inves

tigate the disturbing noise and, if necessary, to communicate my 
feelings to the motorist-! was positively in a mood to be rude. 
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The autumn leaves in bold golds and deep, dark reds were falling 

profusely all around me. Each leaf floated slowly, flakelike toward 

the earth, after which it nestled down as though, with a self

satisfied sigh, it had happily fulfilled its assigned task and was now, 

without resentment, waiting for its new cycle of absorption and 

rebirth. Standing right in the middle of this glorious, joyful pro

cess, I felt myself in intimate communion with the holiest of all 

forces-life-giving nature at work. 

Fourscore and seven years ago our fathers brought forth on 

this continent, a new nation, conceived in liberty, and dedicated 

to the proposition that all men [and all women] are created 

equal. 

Now we are engaged in a great civil war, testing whether that 

nation, or any nation so conceived and so dedicated, can long 

endure. We are met on a great battlefield of that war. We have come 

to dedicate a portion of that field, as a final resting-place for those 

who here gave their lives that that nation might live. It is altogether 

fitting and proper that we should do this. 

But, in a larger sense, we cannot dedicate-we cannot conse

crate-we cannot hallow-this ground. The brave men, living and 

dead, who struggled here, have consecrated it, far above our poor 

power to add or detract. The world will little note, nor long remem

ber what we say here, but it can never forget what they did here. It 

is for us, the living, rather, to be dedicated here to the unfinished 

work which they who fought here have thus far so nobly advanced. 

It is rather for us to be here dedicated to the great task remaining 

before us-that from these honored dead we take increased devo

tion to that cause for which they gave the last full measure of devo

tion-that we here highly resolve that these dead shall not have 

died in vain-that this nation, under God, shall have a new birth of 

freedom-and that government of the people, by the people, for 

the people, shall not perish from the earth. 

--From Abraham Lincoln's Gettysburg Address 
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A good sound body, which does not disturb the equilibrium in 

man, is a divine gift ... but it is not impossible to conquer a bad 

constitution by training. Oh, God, Thou hast formed the body of 

man with infinite wisdom and goodness. Thou hast united in him 

innumerable forces incessantly at work like so many instruments, 

so as to preserve in its entirety this beautiful house containing his 

immortal soul, and these forces act with all the order, concord, 

and harmony imaginable. If weakne~s or violent passion disturb 

this harmony, these forces act against one another ... then Thou 

sendest Thy messengers, the diseases, which announce the 

approach of danger, and bid man prepare to overcome them. 

--Maimonides 

The flowering moments of the mind drop half of their petals in our 

speech. Talking is one of the truly fine arts .... And its fluent har

monies may be spoiled by the intrusion of a single harsh note. 

--Oliver Wendell Holmes 

The sky was cool and stormy black, and the newly sprouted sap

lings rocked from their not yet strengthened roots. The young men 

in the village were iri a pantomime of frenzied action, preparing 

for the tumultuous grand festival of the year. The farmers, imbued 

with the spirit of tradition, set aside their farming implements. All 

was in readiness; a sentinel-like atmosphere endured throughout. 

The participants eagerly scanned the huge tracts of verdant sod, 

mist-shrouded and heavily pregnant. Trees in the distant forest pla

cated the heavens, rising with inexorable strength to protect the vir

gin fragility of this season's magic. Then the music came. 

EXPLORATION VI: A PERSONAL PROJECT 

You should use full or partial structural NRG at all times, whether in re
hearsal, while doing improvisations, or in casual conversation. You should, in 
fact, be in permanent salutary and creative training. As an aid to such con
stant living practice, work on the following exploration: 
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• Select an editorial or a controversial news story from any newspaper, 
periodical, or text. 

• Prepare it by numbering the structural vowels, wherever necessary; in 
later assignments, merely mark some of them with the half-moon arc, as illus
trated in the preceding exploration. In still later assignments, simply sight
read them. 

• Now experiment by reading your selection aloud, very slowly at first, 
with the fullest structural form. Always keep in mind the content of the mate
rial you are reading. 

• As you improve, read the selection more rapidly, with normal, smooth 
utterance, while still holding on to the inverted-megaphone shape, if not the 
full size. Incorporate your intention and your objective into the action; be 
truly involved, determined, and purposeful. 

• After several readings, speak extemporaneously on the subject of the ed
itorial or story. Assume the character of a serious protagonist or antagonist of 
the views expressed; then take as many other views as possible to make the as
signment an exciting one. Always remember to combine your involvement in 
the subject with structural NRG and vocal life. 

The objective in this exploration is: (1) to maintain and carry over the 
structural posture to spontaneously rapid, or intense and involved, or normal 
conversational speech; (2) to improvise, characterize, and create at the same 
time you occupy yourself with your basic training; and (3) to explore the natu
ral and easy application of structural NRG in all sorts of speech situations. If 
you do this, you will experience, reinforce, and apply creatively, all at the same 
time, functional, vital, and believable behavior. 

EXPLORATION VII: IMPROVISATION IN 
COMMUNICATION THROUGH STRUCTURAL NRG 

The objective of this exploration is to communicate with another person 
through pure sound-in this case, the sounds of the structural vowels. 

• Select a partner and sit facing him or her. 
• Conduct a discussion using no actual words but communicating vari

ous objectives, emotions, and feelings through the structural vowels. Attempt 
to influence, persuade, advise, cajole, attack, or entreat your partner using all 
the possible melodies and inflections of structural action. Communicate a 
purpose, an idea, or a state of being. Tell a lyric story with the melodies of the 
structural vowels. 

Do not let yourself get into a rut; use all the vowels, the full gamut of struc
tural NRG. You may use any pitch, any intensity, any characterization as long 
as the inverted-megaphone shape is not destroyed or sacrificed; the shape can 
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be varied in degree from the full forward stretch to the most reduced facial 
posture, but it should still be outwardly recognizable and inwardly felt as the 
inverted megaphone-as healthy and attractive facial posture. 

Exploring with All Three Vocal NRC Skills 

EXPLORATION VIII: FINDING YOUR FRESHER, 
RICHER, OUTGOING SPEAKING VOICE-STARTING 

WITH THE CALL! 

This exploration is a comprehensive experience of the three vocal NRGs in 
which each vocal NRG is highlighted without leaving the other two behind. 
This exploration can be done with any textual material, but it is best to vary the 
material daily to avoid setting patterns. If you want to use material from a play 
in rehearsal, start the first step at different points in the selection. This trinity 
exploration is an excellent and complete tune-up for the voice; it is a superb 
daily conditioner and developer if you keep doing it until your progressively 
growing skills permit you to start ona_§ubstantially high Call pitch. 

·~. 
• Begin with a new piece of prose material. With an emphasis on tonal 

NRG, begin communicating with a fully concentrated, sustained call on each 
syllable at your most comfortable high pitch. 

• Use added sustention as needed for interpretive emphasis and sense. 
Take whatever time you need to preserve intelligibility by comfortably, delib
erately articulating all consonants and then yawning into full space for the 
next vowel Call. Don't lose the yawn feeling! 

• At the end of each four- or five-word group, slide your Call into the next 
lower focus-pocket; breathe, and continue at the new pitch. 

• As the Calls reach smaller focus-pockets close to your upper gum ridge, 
gently reduce the space between your side teeth on the next two or three 
pitches to move gradually but smoothly into the + Y-buzz and Y-buzz area, 
while continuing to maintain concentrated tones. You may want to roll some 
of your Rs to keep your voice forward. 

• After chanting along in concentrated tone on the second or third pitch 
into your+ Y-buzz or Y-buzz area, shorten the sustention and gradually add in
flection without losing tonal concentration; by doing this, you will create your 
personal "tonal dialect" with a broguelike quality. Use a generous, flexible, 
Y-buzz-like facial posture; be carefree-not careful. Use consonant NRG to 
ensure continued intelligibility, and roll most of your Rs to keep your voice 
prominently forward. Be believable. 

• Shift gradually and deliberately from tonal NRG toward a full but flex
ible use of structural-NR G facial posture to produce fully resonant and rich di
lute vocal tones with completely undistorted speech. To consolidate the tonal 
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and structural NRGs, enjoy this mode of communication for three or four sen
tences before moving on to the next step. 

• Gradually increase the speech tempo to a quieter, conversational mode 
(Y-buzz-like focus) in a reduced but still well-formed reverse-megaphone fa
cial posture; consonant NRG should "lead," but you should still feel an optimal 
degree of rich, dark tonal action in your palate, mask, nasal bone, and fore
head. This is your personal and professional speaking voice. Use it freely and 
enthusiastically in any dynamic, outgoing, or emotional communication; use 
it spontaneously in any or all communicating activity. 

Up to the fifth step of this exploration, ignore the vowel sounds in favor of 
making free concentrated calls-few vowels that are compatible with (high) 
full Calls are also compatible with the conversational speech situation-and 
concentrate on sustaining the stressed syllables, on phrasing, and particularly 
on clear-cut consonant action to make the words completely recognizable and 
intelligible. If your worqs are understood despite the Call treatment of the 
vowels, you can be satisfied for the time being that your consonant NRG is ad
equate and that you are preserving the meaning of the text. The use of a rolled 
R, especially on the low pitches, will help maintain a good Call focus and make 
your consonant NRG more lively. By the fifth and sixth steps, you will be em
ploying full structural NRG plus the strongest carryover of tonal NRG that 
will permit normal, undistorted vowel pronunciation and speech quality. You 
will also have gained by this time new and permanent awareness in the use of 
forward-facial-posture energy. 

As a matter of clarification, let me differentiate the terms "Y-buzz," 
"+Y-buzz-like focus," "low Call," and "dilute tone." The first and second terms 
are used to represent the most concentrated focus in the Y-buzz and + Y-buzz 
range with only a small space between the side teeth; the third term denotes 
the much more concentrated Call focus on a low pitch but with good yawn
fashioned facial posture and an optimal space between the side teeth; and the 
fourth term refers to a nonconcentra ted vocal focus with the variable use of fa
cial posture. Anytime the Call or Y-buzz spreads or lightens in texture, it be
comes a dilute tone. 

EXPLORATION IX: FINDING YOUR FRESHER, RICHER 
CONVERSATIONAL VOICE-STARTING WITH THE 
Y-BUZZ 

• Start with a rich, resonant Y-buzz on "It's easy; it's really easy" or "The 
evening breeze seems to seep" or "ABC DE F G," then continue with any read
ing selection. 

• Negotiate a gradual transfer to a low-pitched, intimate conversational 
mode. Use a somewhat intensified consonant NRG plus a gently diffused, yet 
warmly pervasive rich tonal resonance. 

• Continue in a progressively quieter conversational mode while 
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smoothly diluting the vocal tones into a soft whisper. Use "spark-like" conso
nants only, and avoid any feeling of throaty air pressure. 

• Subtly but gently return to feeling "tone," and build into a rich, warm 
resonant voice and speech that freely utilizes the Y-buzz and +Y-buzz tonal 
NRG. This is your private, intimate, conversational, everyday speaking voice. 

BRIDGE 

The last two explorations will help feed and fuel your speaking voice by ex
amining the full gamut and spectrum of your communicating vocal life 
both onstage and offstage. But o[e more area needs to be experimented 
with to fully explore the funda~ntals of the voice-speech discipline be
fore moving on to applied creativg exploring and discovering. 

Our training so far has guided us to the point of revealing our natural 
optimal speaking voices and heightened, creative speech skills-we have 
called, we have sung, we've made music with our consonants, we've tasted 
delightful articulatory skills and rhythms, and we've learned how to natu
rally and physically form those rounded "pear-shaped" vowels. The struc
tural and tonal vowels we have covered thus far generally carry emphasis, 
are usually found in fully stressed or semistressed syllables, and are classi
fied as "strong forms." Conversely, a number of vowels are commonly iden
tified as "weak forms." I don't care for the term "weak forms" or "weak 
vowels"; there's nothing weak about the vowel sounds in the words 
"should," "America," "did," or "begin." Instead, I will refer to these vowels 
as the "neutral vowels." 

The neutral vowels occur in our speech at least sixty to sixty-five per
cent of the time. They may play a less colorful part in our speech than the 
consonants or the so-called strong vowels or strong forms, but without 
them, our speech would fall apart. The R-derivative structural vowel pro
vides an interesting example of both strong and soft "vowel value": words 
like murmur, further, and nurture carry strong R -derivative forms in the 
first syllable and soft, unaccented forms in the second syllable; words like 
zephyr, mother, actor, fakir, and dollar likewise carry an unstressed neutral 
.R-derivative in the second syllable. 

So with this peek at the neutrals, let us move on to the next chapter
"The Four Neutrals"-where a few fresh concepts and new theories await 
us. Have some challenging fun with them. 



CHAPTER 8 

The Four Neutrals: Exploring the 

Musical Feel of Staccato and 

Syncopation in Speech 

Without the neutral vowels, we would not have smooth utterance nor 
would we have much intimate communication! 

Classifying the Four Neutrals 

Conventional and traditional practice highlights one neutral vowel, the 
"schwa"; this vowel is pronounced "uh" and is written phonetically g (In
ternational Phonetic Alphabet, or IPA; for a comparison of phonetic sym
bols used by the IPA, Websters International Dictionary, and this text, see 
Appendix A). It occurs in such words as "America," "alone," "molar," and 
"mother." The schwa makes a short gruntlike staccato sound and is gener
ally a faint, often indistinct unaccented sound; it is, in truth, a "neutral 
vowel" and is often used in "familiar forms" (so-called weak forms). 

Lessac training, however, postulates that there are four neutrals (four 
schwas, so to speak), as heard in the words "took," "tick," "tech," and 
"tuck." These vowels may be described as representing the shortest dis
tance between two consonants. Because the "neutrals" occur approxi
mately sixty-five percent of the time in formal communication and much 
more often in informal conversation, they require serious consideration 
and attention. My designation for the neutrals will be: N 1 as in "took," N2 

as in "tick," N 3 as in "tech," and N4 as in "tuck."1 In the IPA, the N 4 is repre
sented by two different symbols: the catchall schwa (g) for the first syllable 
of "above" and the circumflex ("') for the vowel sound in the second sylla
ble. In Lessac training, both of these neutral sounds are identified as N4

, 

the only difference being that the second syllable is stressed and the first 
is not. 

1These designations are referred to as "neutral-one" rather than "en-one," and so on. 

184 
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EXPERIMENT 1: FEELING THE RHYTHM 
OF THE NEUTRALS 

Visualize this at first as a consonant ex~eriment; simply play the drumbeats, 
and feel the neutral vowel as the shortes\ possible voiced linkage between the 
two consonants: \ 

N1: t-k NZ: t-k N3: t-k N4
: t-k 

f e u. 

• Play these drumbeats or tympani beats in a series of four quick taps, 
with a feeling of syncopated rhythm, very much like a quick brisk 4/4 tune
put- pit -pet -putt -put -pit -pet -putt-and repeat them briskly and clearly 
about three times in rhythmic fashion. 

• Let your whole body respond to a rhythmic staccato or syncopated 
"sparky" feel inside you. Note the different spellings for the following neutrals, 
and don't worry if some of the examples aren't real words. Remember ( 1) that 
the sensation is feeling the neutral as the shortest distance between two conso
nants and (2) to move with smart dispatch from the first to the second conso
nant. Practice the words vertically, and repeat each group at least twice. Feel 
their musical, staccato tempos and rhythms. 

N 1 (o-o): put look took full could po-odle hook 

fV2 (l): pit live tick fill kid piddle hick 

N 3 (e): pet lev tech fell ked peddle heck 

N4 (ii.): putt love tuck fuhl cud puddle huck 

Nt: joost pull rook stood good goody pushy booker 

fVZ: gist pill rick still did giddy pretty bicker 

N3: jest pell wreck stead dead ready petty becker 

N4: just puhl ruckus stud dud ruddy putty bucker 

EXPERIMENT 2: FEELING THE TONAL 
AND NEUTRAL MELODIES COMBINED 

Have fun with the following sentence. It has only one strong vowel-see if you 
can find it! 

The dedicated Mexica~ youngster bitterly co~dernned the souther~ Feder

alist gover!!rne~t's persi~te~~e." 

Except for the third syllable in the word dedicated, all the other vowels are neu
trals, even in the word persistence, where the first syllable sterns from the soft, 
unaccented 1-. derivative form. 
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• When experimenting with this sentence, play and feel the consonant
tonal melody and unvoiced sound effects. (Note: Not every playable consonant 
is underlined. If you are so inclined, search them out and play them, too.) 

• Experiment some more, and experience the delicate staccato and syn
copated effects; this time be sure you explore with meaningful emphases, 
involvement, and conviction-rehearse it as if it were an actor's exploration. 

Further explanation for the classification of the four neutrals follows: 

1. They are formed with a neutral facial posture; that is, they use the 
reverse-megaphone shape reduced to a minimum, as is used for the 
Y-buzz vowels and for informal or intimate conversation. 

2. The neutral vowels almost always move between and to the conso
nants with brisk dispatch; with practice, such a syllable becomes thor
oughly "neutralized" and feels more like a consonant exploration than 
a vowel exploration. 

3. Although a stressed neutral syllable or word, such as bush, bit, meant, 
or stuck, always calls for its specific neutral vowel sound, these vowels, 
when unstressed, are so phonetically inconsequential that they are in
terchangeable and often unidentifiable when heard, which further 
neutralizes the quality and quantity of the vowel (consider, for exam
ple, the last syllable in "government," "quintessence," "people"). 2 

4. Neutrals may be thought of as short, familiar, or common forms that 
at one time were more closely related to "parent vowels" with much 
stronger phonetic coloring: thus the N 1 in full might have been related 
to the #1 vowel in fool; the N 2 in fill, to the Y..buzz in feel; the N 3 in 
wren, to the #6 vowel in ran; and the N 4 in come, to the #5 vowel in 
calm (or the N4 in bump, to the #4 vowel in bomb or the #5 vowel in 
balm). This relationship can be seen easily in different versions of the 
same root word, as in "con' vent" and "con'vention." 

In pronouncing the neutral vowels, it is never an error to shorten 
them, but it is an error to expand them until they begin to sound like the 
parent vowels. Being aware of this concept is particularly beneficial for 
nonnative English speakers, as well as for all of us. To achieve cleaner ar
ticulation, we must remember always to treat these short staccato sounds 
as the shortest possible distance between any two consonants. This prin-

2We do not question the use and significance of syllabic consonants in words like 
rhythm, people, able, and label; but if we do consider them as two-syllable words, and if 
we accept the fact that every syllable must at least imply a vowel, then, technically 
speaking, a very subtle, soft neutral might be visualized, with the vocal NRGs (espe
cially consonant NRG) doing the rest. 
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ciple will contribute not only to vowel facility and skillful consonant ar
ticulation but also to the naturalness and fluency of our speech, to the 
principle of liaison in speech, 3 and to rhythmic variety and contrasts. 

As already suggested, the neutrals appear--in stressed, semistressed 
(secondary stress), and unstressed syllables; they~lso occur in many con
tractions: she w'z right, river ~v mud, lookj th'~book. If, for special empha
sis, we used the strong forms, these phrases would read she was right, river 
of mud, look at the book. 

EXPERIMENT 3: SYLLABIC STRESS 
AND THE NEUTRALS 

There are varying degrees and combinations of syllabic stress: 

• Except for the familiar forms (discussed in the following section), there 
is the normal stress of monosyllabic words. Feel yourself moving with deliber
ate dispatch (not indecent haste) to the final consonant of the following words: 

wood dull till spell fun junk click dunk 

• Some words have one stressed syllable and one or more unstressed syl
lables; experiment with: 

gov'ern-ment ex'it in-dic'a-tive de-lec'ta-ble quin-tes'sence 

• Some words have more than one stressed syllable-a primary and a sec
ondary stress-along with one or more unstressed syllables; experiment with: 

con,fla-gra'tion in,con-sis'tent et,ce'te-ra mul,ti-di'sci-plined 

• There are double words that carry equal stress on both syllables; experi
mentwith: 

love nest tough luck kid stuff nest egg Good Book pit bull set up 

Every one of the preceding syllables can and should be considered as a 
neutral. (Of course, as already indicated, when there is very special emphasis, 
the "familiar vowel" may, and will, return to the "strong form." Compare "have 
'n apple" (normal use) with "have an apple" (strong emphasis), meaning "just 
one, and one only.") It seems that the whole question of comparative and rela
tive stress of the neutrals is itself overstressed. If a neutral syllable or word re
quires additional strength or emphasis for whatever reason, it will achieve this 
quite naturally through tonal, consonant, and structural NRG expressiveness. 

3 Principle ofliaison in speech: The interconnectedness, confluence, and intercommuni
cation dynamics of speech and the very bonding between speech/voice and people (or 
human beings). 
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No matter which neutral you may choose to use in unstressed sylla
bles, if you move with dispatch to the following consonant, it will be un
identifiable but perfectly acceptable. The point is that with skillful use of 
consonant action in the unstressed or familiar forms, concern over the 
choice of neutral is unnecessary: use the one that comes naturally. In some 
instances, one vowel or another may seem an equally practical choice: the 
lettere in the unstressed re- prefix, as in repeat, is preferably N2 (as in rid); 
the -ess suffix in duchess may take N3 (as in pet) but will also take N2 (as in 
pit). In other cases, such as the suffixes -lion, -ment, and -ful, a particular 
choice does not seem very essential. 

NEUTRAL VOWELS IN FAMILIAR FORMS 

A distinctive feature of spoken English is the use of many common words 
in either a strong form or one or more familiar forms, depending upon the 
amount of emphasis or lack of emphasis. The familiar forms occur, of 
course, only in unstressed positions in sentences. The words most com
monly softened in informal speech are the connecting words that link 
nouns, adjectives, verbs, and adverbs into meaningful sentences: articles 
such as an, the; prepositions such as at, for, of; conjunctions such as and, 
or, but; and pronouns such as them, him. Likewise contractions, such as 
they're, we're, you'd, I'm, he's, she'll are also softened familiar forms, and a 
few verbs and other parts of speech may sometimes be softened as well. 

Although the N4 will substitute for the strong vowel in most of the fa
miliar forms, the other neutrals are sometimes used as well. Where the 
softening process seems to eliminate the vowel altogether, the very short
estN1 is still present (as in leave 'm). Note that the designation of a specific 
neutral is unnecessary because they are actually interchangeable (see Ex
periment 3). 

UNSTRESSED ,It-DERIVATIVE ENDINGS 

As already indicated, there are certain unstressed final syllables ending 
phonetically in R that always takes an indefinite neutral vowel. These 
R-influenced orR-derivative vowel endings include ar, er, or, ur, ure, ir, and 
yr: Caesar, dollar; mother, feather; doctor, honor; murmur, femur; pleasure, 
seizure; fakir, elixir; and satyr, zephyr. Some people choose not to voice the 
ever-present final Rs in pronouncing these words, but there is no convinc
ing reason to drop them as long as sufficient structural and tonal NRG is 
used to soften or dilute them and keep them out of the throat. 

Note: Most of these neutral endings may be identified as N 4 or schwas, 
with a sprinkling of N 1

, N2, and even N3, depending entirely upon your in-
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clination and communicating situation. What is entirely clear, though, is 
that the unstressed, soft, and familiar ~-derivative endings are corre
spondingly synonymous with neutral vowels that precede a final R consq
nant. The soft, unstressed~ vowel is, of course, the offspring of the strong, 
definitive, structurally formed ~-derivative parent vowel; and here top, 
this parent~ vowel always precedes the R consonant, as in "murmur," 
"perturbed," and "squirmed." 

We already know that the American R is a throat-oriented consonant, 
and when it follows a vowel and precedes a consonant, it tends to pull tpe 
vowel and the word toward the pharynx. Still, we don't really want to erase 
the R or lose its rightful place in our speech; in fact any time the consonant 
R follows a vowel and precedes a consonant, you may sound the conso
nant R as strongly as you like if, in the rest of the word, you use good struc
tural and tonal NRG and avoid nasality, throatiness, pressed or pinched 
lips, and a tight jaw. I urge deemphasis of the R primarily to (1) reduce 
tongue-throat-jaw tension, (2) prevent the minimization of the vocal 
sound box, and (3) enhance the quality of intelligibility. No American, re
gardless of geography, needs to eliminate the R (preceding consonants 
and pauses) if he or she observes genuine tonal, consonant, structural 
NRG in the act of speaking or singing (for a review of the R consonant, see 
Chapter 5, "R-Trombone"). -

EXPERIMENT 4: ELIMINATING THE THRUATINESS 

OF THE R CONSONANT ) 

• First, test the Rs in the following words negatively; that is, with exagger
ated emphasis, moving quickly to the R consonant and almost bypassing the 
vowel. Send the entire word into your throat (feel how there is practically no 
space between your side teeth), and make careful note of the fixed, closed jaw 
joint and relatively tight jaw muscles. 

firm form farm lord short fertile curses 

• Now perform these words with special emphasis on the structural vow
els-with practically noR consonant. Think of the British pronunciation here. 

,R 3 5 3 3 It • It ttrm form farm lord short fertile curses 

• Finally, test the ~s positively. Feel the vowels to suit your contentment, 
and really feel them structurally; then add a very definite but softened R, and 
apply it as the spirit moves you. 

firm form farm lord short fertile curses 

Note: Keep in mind that too strong an R or moving to the R too quickly 
will drag the preceding vowel (and often the entire word) into throatiness. 
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Cultivating the Four Neutrals 

EX~ERIMENT 5: NEUTRAL WORDS 

• In the following word groupings, the multisyllable words are marked 
for primary and secondary stress. Work on each grouping both horizontally 
and vertically. 

N1 (used in stressed syllables of many words spelled with u, oo, o, and 
auld-in which the l is silent) 

bush bu'tcherA 

bull pul'pit 

full cu'shion 

foot stood could 

good wo'man would 

look wolves should 

N2 (used in stressed syllables of many words spelled with i andy and 
sometimes u and ui) 

crib bridge in,di-vi' du-al built bu's\ness myth 

live sick in'te-gral guild bu'sy sy'ner-gy 

lift kiss in'fi-nite build mys'ter-y i-dy'llic 

hill be-gin' con-vince' buil'ding sym'pa-thy phy'si-cist 

N 3 (used in the stressed syllables of many words spelled withe, a, ea, u, ie 
and sometimes ei, ae, eo, ai) 

bed bes'tial en-dea'vor ce'me-te,ry aes-the'tic 

left dead health moun'tain leo'pard 

stem breath a'ny mi,li-ta'ri-ly bu'ry 

ve'ry mea'sure ma'ny said friend 

col-lect' deaf sec're-ta,ry says hei'fer 

N 4 (used in the stressed syllables of many words spelled with u, o, and ou 
and sometimes oe and oo) 

buzz judge much un'cle hun'gry suc-cumb' do'zen 

once o'ther a-bove' slo'ven-ly co'lor no'thing does 

tough young e-nough' sou'thern coun'try cou'ple blood 

Note: Nonnative speakers whose pronunciation of these neutrals is still 
influenced by the parent vowels will more easily acquire the American idiom 

4
Certain word hyphenation (such as bu-tcher) may strike you as somewhat peculiar; 

however, from the standpoint of clear articulation, advanced remedial reading tech
niques, and esthetic speech qualities, it is desirable wherever possible to start every syl
lable with a sounded consonant (see Chapter 5, Experiment 6 for further discussion). 
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if they remember to color N 1 and N 4 with one another and N 2 and N 3 with one 
another; practice this not only in the preceding word lists but also in the sen
tences of the following exploration. 

EXPLORATION I: NEUTRAL SENTENCES 

• The first sentence in each group is marked for your edification; feel free 
to mark the other sentences. 

• The specific neutral vowel to be explored is identified by a capital N and 
all other neutrals by a lowercase n. Remember to explore these neutrals as the 
shortest distance between two consonants. (After experimenting once or twice, 
you will have no need for the markings-you will automatically feel the rhyth
mic staccato and syncopation and crisp, clear, "sparklike" consonants.) 

N 1 (o~o) 

The goNod-loNoking coNok toNok a goNod ld'ok at the blitcher With the crd'oked 

foNot, who stoNod near the woNoden p~lplt, his hand on the GJ'od BoNok, his 

face f'lill of S~gary loNoks. 

The rookie crook, who forsook the cook he mistook for a "bull," couldn't 

pull the bullet out of his foot with the rusty hook, so he took the cushion 

from the wooden nook and pushed it~ear his foot. 

\ -
Do not thinkoftheN1 vowel sound as f short#l structural vowel (00) but 

as a very shorto~o-the shortest distance)Jetween two consonants. 

N2 (i) 

M~ster Srn~th and h~s s~x ass~stants d~dn't flfu~sh their Jts~t ~n th~s c~ty t~ll 

after weeks of sp~r~ted and ~nd~gnant qu~bbling w~th M~ster Mfif!lg~. 

The written permit admitted him to the political ritual in spite of the indig

nant prison administrator. 

Despite her timidity and morbidity, she impressed me with her intrepidity, 

her natural dignity, and thought rapidity; yet Bill was dismayed at her fri

gidity and seeming inability to smile. 

Do not think of the N 2 vowel sound as a short EE but as a short l-the 
shortest distance between two consonants. 

N3 (e) 

Thn N bN dN£C1.! n N nf hn N n N bNll" d hN Nl d every est an euicient men o t e regiment e Ie t erose ves towar 

h Nd nf hn N n n d N . N d f n thn bN n l t e e ge o t e precipice an were gettmg rea y to rustrate e estia 
Nffn nf h N n e orts o t e enemy. 
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Tell Dennis to let Emma's best friends enjoy themselves whenever they 

come, even if they raise merry hell. 

Fred Perry sent his secretary to collect the September rent from the rest

less and ever-murmuring tenants. 

Do not permit the N 3 vowel to sound like a short #6 structural vowel (A) 
but as a very short (e)-the shortest distance between two consonants. 

N4 (u) 
N. N NNNn NN NNJI! n NN N Aside from the customary stuff about the pubnc good, the tough young 

N hN N N N n. n d h n d d h JdN NbN hN JN n J sout erner once again stoo ea an s ou ers a ove t e s oven y 
NIT~) N I. Nd 
OlTICia JU ge. 

Once nothing but hungry destruction succeeded, the blood of dozens of 

other countries was the unutterable by-product. 

The N4 is the most frequently occurring neutral sound; do not permit it to 
sound like a short #5 structural vowel (AH) but rather as a very short u (this is 
particularly important for nonnative English speakers)-the shortest dis
tance between two consonants. 

The Neutral Diphthongs 

There are four diphthongs that include neutral vowel sounds. N 1
, N 2 , and 

N3 each provide the first sound for the first three diphthongs, and the #3 
structural vowel (A W) begins the fourth. The second sound is always N4 

and is indicated by a lowercase n. Thus, we have N 1n, as in poor; N2n, as 
in peer; N 3n, as in pear; and 3n, as in pour. 

These diphthongs (referred to as "neutral-one-neutral" rather than 
"en-one-en" and so on) are always followed by an R, which is always pro
nounced distinctly when it leads directly into another word or syllable 
that starts with a vowel; otherwise, it should be somewhat deemphasized. 
The danger in pronouncing these neutral diphthongs with a very strong R 
is that in reaching for the R, there is an infinitesimal break that tends to 
split the vowel sound into two syllables: poor becomes poo-wer, peer be
comes pee-yer, pear becomes pay-yer, and pour becomes poh-wer. 

EXPERIMENT 6: DIPHTHONG WORD LISTS 

• Work on the following groupings vertically and rhythmically. Remem
ber to pay close attention to deemphasizing the R while performing the 
words. 
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N 1n: poor tour cure lure pure 

N2n: peer tear clear leer cheer 

N3n: pear tear care lair chair 

3n: pour tore core lore chore 

N 1n: manure dour boor Ruhr sure 

Nln: near dear bier rear sheer 

N3n: ne'er dare bare rare share 

3n: more door boar roar shore 

Note: Pronounce words like cure, pure, endure, during, manure, and lure 
as if a consonant Y followed the initial cons9nan) of the stressed syllable: ky
ure, pyure, endyure, dyuring, manyure, lyure' (the last four are considered by 
some as optional pronunciations). The 3n is designated as a diphthong since 
it ends with an R. Were the R followed by an unvoiced consonant (as in import 
and porch) the vowel would shift to the #3 structural vowel (A W). 

EXPLORATION II: DIPHTHONG SENTENCES 

• Do not read the following sentences rapidly or carelessly. Rather; con
centrate on speaking them deliberately and in character, with behavioral in
flections, intonations, and pauses. 

N 1n 

DNn. h d .Nn h bNn full INn d' unng t e soup u JOUr course, t e two oors were success y ure Into 

taking the tt;U.r through the Rtl'hr Valley after being reasstlred regarding 

th Nn d . e poor accommo ations. 

Nln 

Th • Nn k Nn d b • Nnrful...Nn fh' bNn d • k' e Sincere spea er appeare to e m tea rear o IS eer- nn mg 

hNn b b hNn l k h Nn . .Nn d INn hNn earers, ut y s eer uc t e seanng Jeers turne to c ear c eers. 

N 3n 

M~ry handled the v~'rious w~res at the F1'ir with great c~re while her 
Nn Nn Nn 
Airedale was perched precariously on the starrcase. 

3n 

D . h 3n 3n d 3n l I k d th 3n . 3n . unng t e war, more an more peop e oo e up at e roanng, soanng 
Nn I • h h • h' k' b k h 3n 3n Nn arrp anes wit appre ens10n, t m mg ac to t e scores or more years 

ago when they had thrilled to the same sight. 
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Note: Words like various and precarious are pronounced by some with the 
#6 structural vowel (A). If that happens to be your preference, then, of course, 
the N 3n ceases to be a neutral diphthong. 

Once you are at ease with and can easily identify the neutrals and the neu
tral diphthongs, you will not need any of the numerical symbols in your 
"marking reminders"; instead, you can shorten your markings toN or Nn. 

EXPLORATION III: THE FREQUENCY OF NEUTRALS 

IN GENERAL SPEECH 

• The following paragraph shows how often the neutrals occur in general 
communication. Explore it, and compare the proportion of neutrals to 
nonneutrals. 

Wouldn't it be a wonderful experiment if this intrinsically physical 

but nonlistening method could be initiated in six or seven differ

ent sections of this country. It would appear inevitable that with 

one year's training, the students-the Texans, the Midwesterners, 

the Californians, the Southerners, the Alaskans, the New York

ers-when getting together, would recognize upon this confronta

tion, an intrinsic similarity and effectiveness in the form and 

facility of their speech and voice functioning, yet each group 

would retain its own particular local, indigenous charms. Every

one involved in this experiment, bringing with him or her different 

opinions and interests as well as conditioning, would nevertheless 

find it significantly more comfortable and pleasurable to engage 

successfully in the kind of serious intercommunication that could 

lead to a better, more fulfilling common understanding. 5 

EXPERIMENT 7: STRONG AND FAMILIAR FORMS 

OF THE It-DERIVATIVE VOWEL 

• The following words contain both the strong and familiar forms of the 
~-derivative vowel. As you say each word, experience the difference between 
the full forward facial posture of the strong ~-derivative in the stressed (first) 
syllable and the minimal facial posture and "softened" (almost neutral) sound 

5The count is eighty percent neutrals and 20 percent nonneutrals. Did your figures 
match these? 
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of the ~-derivative in the unstressed (second or third) syllable. In both cases, 
use as much of the R consonant as you wish, but remember that too much R 
will drag the preceding vowel into throatiness. 

w~rker 
f&ther 

I( 
cursor 

cth-tier 

st~rner 
mlh-kier 

It 
nurture 

w~rthier 
blh-ner 

et-lier 

frrmer 

w~rshipper-6 

EXPERIMENT 8: FAMILIAR SOFT FORMS 

• Both the strong vowel form used in primary stress and the neutrals used 
in the familiar form are shown in the following table. Practice both forms and 
note the effect of each on meaning and naturalness. 

Word Strong Form Familiar Form Familiar Form Phrases 

an #6 N4 Have 'n apple 

the Y-buzz/N4 JV2 before a vowel Cover th'~earth 

N4 before a consonant Cover th' world 

at #6 JV2orN4 Look 't th' book 

for #3 N4 i dm it fuh fun 

I diJit f'r Emma 

from #4 N4 lcomefr'm 

of #4 N4 river'vmud 

on #4 N4 depending 'n the weather 

to #i N 1 orN4 I intend t' go 

are #5 N4 The boys'r in 

The boys uh' there 

was #4 N 1 orN4 Hew'zright 

were }f. -derivative N4 They wuh' very kind 

They wuhr~ in 

have #6 N4 What've y' done? 

has #6 N 4 orJVl This's been proved 

do #1 N 4 orN1 How d' y' do it? 

shall #6 N 4 orN1 How sh'll it be? 

will JV2 JV2, N4, or N 1 The church'll be full 

can #6 JV2 orN4 Hec'ngo 

6Worship, with an J( in the first syUable, is often pronounced incorrectly as warship, 
which starts with a #3 structural vowel (A W); except for the word Colonel, the only 
/(-derivatives speUed with o are preceded by a w (worm, work, word, worse, worst). 
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and #6 N1,N2, orN4 You~'nl 

You~'ndl 

them N3 N4 Look'tth'm 

him N2 N4 Look't'm 

her ,R-derivative N4 Takeitto'ur 

Nonnative English speakers should not practice the familiar form inde
pendently. They must experience the etymological process of phonetic change 
while doing it and should therefore start with the strong form in these 
phrases, with the idea of constantly accelerating the speed of pronunciation 
while at the same time deemphasizing volume and stress. It is this smooth
uttering speed and deemphasis that automatically and physically fashions the 
natural and perfectly acceptable familiar form used in everyday business, so
cial, and colloquial communication. Such sensory experience provides non
native English speakers with the kinesensic pathway to intrinsically feel the 
evolving maturation of the familiar event leading to organic instruction. It is, 
generally speaking, something all of us need to experience, sooner or later, as 
part of our "neuroscience" training in the "ecology of the human organism." 

A Summary of the Tonal, Structural, 
and Neutral Vowels 

You have now covered all of the English vowels-tonal, structural and 
neutral, representing the solo instrument that is supported by the conso
nant orchestra-and have learned to form them with kinesensory aware
ness. They fall into six specific categories: 

1. The structural vowels (based on optimal structural NRG) 
# 1 as in ooze, you, and smooth 
#3 as in all, norm, and laud 
#4 as in odd, bond, and doll 
#5 as in alms, gnarl, and father 
#6 as in add, nasty, and back 
#R as in worm, early, and urn (this is the R-derivative structur
ally formed vowel based on a diffused R vibration with the front 
of the tongue disengaged plus a solid #3 structural lip opening) 

2. The structural diphthongs 
#21 as in ode, no, foam, and throw 
#51 as in ounce, now, and outhouse 
#3y as in boil and boy 
#6y as in wild, aisle, and why 
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3. The tonal vowel (based on theY-buzz) 
Y-buzz as in easy, seethe, yeast, and evening 

4. The tonal diphthong (based on the+ Y-buzz) 
+ Y-buzz as in aim, made, bay, and reign 

5. The neutral vowels (schwas) (based on neutral facial posture and short 
staccato sounds [ v i e g or "] [I.P.A.]) 

N' as in took 
N 2 as in tick 
N 3 as in tech 
N 4 as in tuck 

6. The neutral diphthongs 
N 1 n as in poor, tour, and sure 
N 2n as in peer, pier, and mere 
N 3n as in pear, pare, and pair 
3n as in pour, fore, and door 

EXPLORATION IV: TRINITY VOCAL NRG READINGS 

INCLUDING THE NEUTRALS 

In the selections that follow, all the vowels produced by structural and tonal 
NRG are indicated by their appropriate symbols in the first line or so.7 The 
neutrals are not numbered but indicated simply as N or Nn. The~ represents 
the ~-derivative vowel. After probing and exploring the vocal NRGs and expe
riencing what they reveal, copy these selections and look through them for 
your playable, affective, responsive opportunities (and, if so inclined, notate 
them, including, if needed, the consonant NRG markings). Then with your 
perception and awareness at high pitch, turn these readings into an actor's ex
ploration and discovery process, with the intention to be involved, honest, and 
perhaps even outrageously believable. 

I N •1- N • h- - - • NfN N h•N N dL- N, -bN appea to any w 1te man to say 1 ever e entere ogan s ca m 

h N • - dh• • LN - • NfN N h• • -ld- d !.l.Nd ungry, an e gave u1m not meat; 1 ever e came co an n<:U\.e , 

and he clothed Ji)lm not. During the course of the last long and 

bloody war Logan remained idle in his cabin, an advocate for 

peace. Such was my love for the whites that my countrymen 

pointed at me as they passed, and said: "Logan is the friend of 

white men." I had even thought to have lived with you, but for the 

injuries of one man, Colonel Cresap, who last spring, in cold blood 

7The horizontal arc ( ~) designates structural vowels; the heavy dot ( • ) designates 
tonal vowels. 
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and unprovoked, murdered all the relations of Logan, not sparing 

even my women and children. There runs not a drop of my blood 

in the veins of any living creature. 

This called on me for revenge. I have sought it. I have killed 

many. I have glutted my vengeance. For my country, I rejoice at the 

beams of peace. But do not think that mine is the joy of fear. Logan 

never felt fear. Logan will not turn on his heel to save his life. Who 

is there to mourn for Logan? Not one! 

-Logan 

i jom w~th you most cord~Rlly~n r~jotcing at th~ r~t&n ~f peace. i 
hope 1ft w~ll be lasting and that mankind w~ll at length, as they call 

th~rris~lves reas~n~bl~ ci-e"atures, have reason enough to settle 

their differences without cutting throats; for in my opinion, there 

never was a good war or a bad peace. What past additions to the 

conveniences and comforts of life might mankind have acquired, 

if the money spent in wars had been employed in works of utility! 

What an extension of agriculture, even to the tops of the moun

tains; what rivers rendered navigable, or joined by canals; what 

bridges, aqueducts, new roads, and other public works, edifices 

and improvements, rendering England a complete paradise, might 

not have been obtained by spending those millions in doing good, 

which in the last war have been spent in doing mischief-in bring

ing misery into thousands of families, and destroying the lives of 

many working people who might have performed the useful 

labors. 

--Benjamin Franklin 

ThN~ N ~ NfhNNNb.Nl~N ~ •• "h ~ ~d e cornerstone o t e repu nc tes m our treatmg eac man an 

w~m~n as w~rthy hfun~n beings, paying no heed to their creed, 

birthplace or occupation, asking not whether they are rich or poor, 

whether they labor with head or hand; asking only whether they 



CHAPTERs The Four Neutrals: Exploring the Musical Feel 199 

act decently and honorably in the various relations of their lives, 

whether they behave well to their family, to their neighbors, to the 

state. 

BRIDGE 

At this point in the book, you will proceed fro~\ the organic cultivation of 
your body's vocal NRGs to the reaping, discov'Fring, exploring, and ex
ploiting of your creative vocal life. In Part 3, yoti will learn to vitally, artis
tically, and personally forge for yourself the holistic trinity of vocal life, 
physical life, and emotional life. 





pART THREE 

Reaping What We Sow 

No action stands alone. It comes from some
where as an expression of something; it creates 
an answering action and becomes, along with 
that response, a part of something else. A beauti
ful voice remains a sound; articulated speech, a 
rhythm-until you put them to use. Through 
mastering the trinity of voca~ NRGs, you have 
experienced the vital qua}ities of vocal life as 
integral parts ofyour own individuality, as an 
extension of yourself, deeply rooted in yourself. 
You have learned use and skills, and all that 
remains is to extend those skills into your tal
ents; your talents, into artistry; and artistry, 
into virtuosity. 

In the four chapters of Part 3, we will con
sider the deeply searching role of voice and 
speech in the communicating personality. 
Although this textbook is directed primarily to 
the actor/performer, it does not bypass the inter
ests of other readers. Acting is basically commu
nication, and the instruments of the actor, 
properly used, are as essential offstage as they 
are onstage. Whatever the type of stage space or 
platform, we are all performers, and we are all 
interested in creative achievement. 

Today, there is dangerous deterioration in 
the caliber of our speech and voice capabilities. 
We are losing the music, the poetry, and the 
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spirit in our vocal, physical, and emotional life. 
Like rhythm and balance, our body-whole des
perately needs poetry, music, and spirit to main
tain harmonious, meaningful, exciting 
existence. Because poetry is an exciting way to 
introduce music and spirit into the spoken 
word and into experiencing vocal expressive
ness, we will cultivate and utilize this artistic 
medium to explore and exploit our creative 
vocal life. 

The earliest theatre, and some of the finest 
and most universally popular theatre, in its own 
time (circa the seventeenth, eighteenth, and 
early-nineteenth centuries), was largely a the
atre of poets. Because it was so popular, we can 
assume that most of the audience did not con
sider a physical, imagistic, emotional use of lan
guage to be over its head; from that, we might at 
least wonder if they did not, to some degree, use 
language in the same way themselves ... and 
whether the right- and left-brain hemispheres 
were not in greater balance then than perhaps 
in our own super high tech existence. 

Even as late as the nineteenth century, the 
works of poets like Elizabeth Barrett Browning, 
Lord Byron, William Wordsworth, and others 
were best-sellers. These poets made fortunes or 
became household names from poetry alone. 
Thus, the creative use of language has not 
always been an esoteric art. 



cHAPTER 9 

Exploring Creative Vocal Life: 

General Exploring and Discovering 

Creative vocal life is our guard against the esoteric and our guide into the 
wonderland of poetry and elevated prose. Vocal life cannot stand alone; it 
is integrally ensembled with physical life, el-notionallife, and spiritual life~ 
These entities organically synergize each other so that the combined 
whole is always fresh, unique, intriguingly creative, and infinitely diverse 
in its body, voice, and speech communication, transmission, and intelli
gence gathering. 

Speech and voice training is body training, and body training is lan
guage/communication training. The eyes, the vocal tones, the face, the 
gestures, the body-whole certainly divulge and transmit more meaning, 
interpretation, information, and intelligence than do words and senten
ces. Thus, "creative vocal life" is much more than verbal vocal life. Creative 
vocal life includes all the other vital "life NRGs" within the inner human 
body environment. 

This textbook hasn't devoted much space to a profound study of the 
body and its intrinsic wisdom, but here, in our beginning chapter on cre
ative vocal life, we will begin wit~an emphasis on "body support." Withiri 
our frame of reference, nonvocal ~sicallife involves a "self-use" sens~ 
ing of the neurological and emotional experiencing systems-the use 
of the eyes, face, smile, gestures, body rhythm, body balance, and body 
humor (you can probably add to this list from your own experience). 
Body support for creative vocal life implies a perception and awareness of 
what it is that "turns you on" and "tunes you in" when you feel the r~ality 
of weightlessness, floating, or smooth-flowing currents inside your body; 
or when your body experiences "inner sparks," humor-sensing, electric"'
ity, or childlike eagerness; or when your muscle-yawning strength and 
:Power, your ecstasy, or your inrier vivid intensity pervades and courses 
through your body. From what you have already learned in earlier chap
ters about breathing, body postures, the dynamics of relaxation, relaxer;~ 
energizers, and the art of resting (and, perhaps, some familiarity with 
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my text Body Wisdom: The Use and Training of the Human Body), you 
should be ready to engage the creative process of "general exploring and 
discovery." 

Discovering Your Inner Environment 

EXPERIMENT 1: EXPERIENCING CREATIVE VOCAL 
LIFE THROUGH BUOYANCY NRG 1 

• Select one of the short exploration selections that appear later in this 
chapter, familiarize yourself with your selection, and keep it ready. 

• Warm up with the Y-buzz and + Y-buzz; feel the buzzes humming 
warmly and gently inside you. Close your eyes and feel the buzz radiating 
within you from your head and face down to your toes. Hum on the violin, vi
ola, oboe, and viola and violin combined. Feel yourself "filling up your tank" 
and "warming up your motor" with your humming. 

• Find a blindfold. 2 

• Shift your body into a wafting mode, and get as close to a floating, buoy. 
ant body expressiveness as you can. 

• Waft down to a sitting, lying, or kneeling position on a mat or carpeted 
floor, put on your blindfold, and remember your poetic text. Begin a smooth
flowing body motion, such as swaying and weaving, wafting and waving and 
slightly rolling; feel like a sailboat on calm, smooth, undulating waters. 

• Whenever the spirit moves you, let the lines of your poetic text come 
sailing through on that sailboat-invest the words with this inner body mo
tion, rhythm, and calm gentle legato energy. Experience the difference be
tween a rising float (balloon), an even, level float (sailboat); and a settling-down 
float (leaf drifting to the earth). 

• Repeat this experience-the first time in a sailboat, the second time in a 
gondola, and the third time perhaps on a magic carpet -so that each time your 
text reveals a different experience. 

If vocal life is to be an organic experience, you must feel it. You must feel 
it as an activity within yourself, and you must feel an involvement in this 
activity. 

1 For all body expressiveness such as buoyancy, potency, and radiancy NRGs, refer to my 
book Body Wisdom: The Use and Training of the Human Body (1981; distributed by Po· 
mona College Department of Theatre and Dance, Claremont, CA). 
2Please note that closing your eyes is not a substitute for using a blindfold in these gen· 
eral creative explorations. Although closing your eyes certainly turns you inward to see 
and feel your vast kaleidoscopic inner space, the blindfold tends to release and liberate 
you to fly through that misty, multivaried inner atmosphere-to wander innocently 
and outrageously through your inner wilderness. 
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EXPERIMENT 2: EXPERIENCING CREATIVE VOCAL 
LIFE THROUGH POTENCY NRG 

You're still blindfolded and on the mat or carpeted floor: 
• Your body has shifted into a state of potency NRG; you feel invigorated 

and strengthened. Experience the muscle yawning of a cat . 
• Feel a powerful body expansion. You want to stretch your muscles, but 

you yawn them instead. It is positively exhilarating. It is sheer physical 
ecstasy! 

• In the midst of this catlike muscle-yawning power, release the lines of 
your text. Do it three times, using three different styles or interpretations-as 
a cat waking up on a warm window sill, as a giant balloon floating heavenward 
in a parade, or as if you were walking underwater or against a powerful but 
"pleasure-feeling" warm wind. / 

Each time you release the lines ofrourtext, be sure to retain and maintain 
the vigor, quality, and vivid expressireness of your varied vocal- and body-
support NRGs. \ 

i 

EXPERIMENT 3: EXPERIENCING CREATIVE VOCAL 
LIFE THROUGH RADIANCY NRG 

You're still blindfolded and on the mat or carpeted floor: 
• Your body feels alive with a brilliant radiancy, an inner vibrato, a stac

cato syncopation. It might feel like little sparks are darting throughout your 
body; like an internal jitterbug dance; like a humor-sensing "Charlie-Chaplin 
feel." Or it might feel like an enthusiastic trembling, a quivering childlike ea
gerness, or a cold shivering. 

• While maintaining this body-radiancy, let the lines of your text crackle, 
vibrate, and sparkle through to reflect how your body feels inside. 

• As you explore the experiment another two or three times, be sure to 
vary the nerve-tingling or humor-sensing or innocent, gleeful, childlike expec
tation or vibratory sparks in your body support. Make sure you feel this body
support NRG before, during, and after the release of text. 

Don't listen to yourself-just do it! Don't be concerned with the "outside" 
at this time; your ears and eyes are responding to your vast and almost myste
rious inner space. It is pure "self-to-self" behavior, not "self-to-other" at this 
point. Besides, your ear is never a reliable judge unless you are listening and 
responding to outside cues, signals, or happenings. So visualize, look, hear, 
taste, and touch only within your inside environment. Your blindfold will 
help you ignore, for the present, any cues that might be coming from the out
side environment. 

"Vocal life" cannot be worn like a cloak, to be put on or taken off as the 
whim strikes you. As part ofthe higher or deeper trinity (physical life, vocal 
life, and emotional life), it is as much an inner energy as is emotion; it is as 
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much a function of the body as is gesture. If vocal life is to be an organic ex
perience, you must feel it as a truly private and intimate personal involve
ment-you must feel your inner NRGs instinctively, spontaneously. Think 
of this organic experience as "inner sight-reading" and "intuitive image
feeding" -a sort of" organic improvising." I call it" experiencing the feel in 
order to feel the experience"; it must not involve any preparation or previous 
contemplation. You must feel it as a spontaneous, instinctive activity within 
yourself; it is a bioneural response to your involvement in this activity. 

EXPLORATION 1: EXPLORING THE VOCAL NRGs 

THROUGH BODY-SUPPORT NRG 

Remain blindfolded and on the mat or carpeted floor. With your selected text: 
• Choose any one or a combination of body-support NRGs from the three 

preceding experiments, but be quite clear about which body NRG (or combi
nation) you've chosen. 

• Think back to the vocal NRG states and decide which one you're in
clined to start with. Is it consonantNRG? tonal NRG? structural NRG? No de
tailed or concentrated treatment of the vocal NRG-just a "taste," just a 
"seasoning" of it, just enough to feel a "direction" with it? 

• Establish your body-support environment. Live and move in that cli
mate for a minute or two, and enjoy your body behavior in that environment. 

• Rather than letting your text simply release itself, this time send and 
communicate a message. 

• Do this at least three times, but each time be sure to change the climate 
of your body support so that you evoke different communicating experiences. 

• Do the same text with each vocal NRG, accompanied and shadowed by a 
different body-support NRG, and feel the added taste and essence of each vo
calNRG. 

• Now use any body support, and accommodate all the vocal NRGs as the 
spirit moves you. Use the vocal NRGs as a trinity-NRG experience-as if the 
consonant, tonal, and structural NRGs were moving and functioning arm in 
arm. Experience this application three different times in the three different 
body environments. Don't be at all concerned about "doing it right"; every ex
ploration done as genuinely as possible will be valuable and informative and 
will increase your skills, your imagination, and your unique creativity. 

Give yourself the joy of discovery. It is indeed both a labor of love and a 
love of labor! 

Short Selections for General Exploration 

Away! I do condemn mine ears that have 

So long attended thee. 

-From William Shakespeare, Cymbeline 
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0, mother, mother! 

What have you done? Behold, the heavens do ope, 

The gods look down and this unnatural scene 

They laugh at. 

-From William Shakespeare, Coriolanus 

\ 
Now entertain conjecture of ~ime 
When creeping murmur and tll:e poring dark 

Fills the wide vessel of the universe. 

-From William Shakespeare, Henry V 

Let husbands know 

Their wives have sense like them. They see and smell 

And have their palates both for sweet and sour, 

As husbands have. 

-From William Shakespeare, Othello 

What fire is in my ears? Can this be true? 

Stand I condemned for pride and scorn so much? 

-From William Shakespeare, Much Ado About Nothing 

I, an itching palm! 

You know that you are Brutus that speak this 

Or, by the gods, this speech were else your last. 

-From William Shakespeare,Julius Caesar 

Do not think so; you shall not find it so: 

And God forgive them that so much have sway' d 

Your majesty's good thoughts away from me! 

-From William Shakespeare, Henry IV 

Come, woo me, woo me; for now I am in a holiday humor ... 

-From William Shakespeare, As You Like It 

Why do you say that you kissed the earth on which I walked? 

I ought to be killed. I am so tired. 

-From Anton Chekov, Sea Gull 
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All right, let's talk. Let's talk about my radiant and beautiful 

life. Well, where shall we begin? 

-From Anton Chekov, Sea Gull 

When I think of my calling, I'm no longer afraid of life. 

-From Anton Chekov, Sea Gull 

Make a joyful noise unto God, all ye lands: 

Sing forth the honour of his name: make his praise glorious. 

-From the Bible 

We are such stuff 

As dreams are made on; and our little life 

Is rounded with a sleep. 

-From William Shakespeare, The Tempest 

I'm sure if we peeked into your past, 

You'd be caught with your robes askew a few times. 

-From Jack Richardson, The Prodigal 

You're a beautiful furry wildcat, that's what you are! 

-From Anton Chekov, Uncle Vanya 

Ay, but to die and go we know not where; 

To lie in cold obstruction and to rot. 

-From William Shakespeare, 
A1easureforA1easure 

My smooth words built a circle of sharp stakes 

That even that great beast could not leap over. 

-From Robert Bly, The House of Atreus 

Woe to the hand that shed this costly blood! 

-From William Shakespeare, Julius Caesar 

Discovering Your Unique Interpretation and Artistry 

During the next stage of the general exploration process, you will be work
ing with your vocal NRGs more definitively, with more imagery. You'll be 
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more interinvolved with the different qualitiis of each NRG state, which 
should lead to deeper sensing, perceiving, an~ responding. You will learn 
to "taste" the "sound-feel" of the words with m~e relish and to "touch" the 
music of the consonants more evocatively. "' 

You are becoming more intimately involved with the physical behav
ior of vocal life; you now have something to "chew on." You're now en
joying the "verbal wine" as it goes down and responding to the exciting 
music and rhythms more provocatively. However, don't just look and feel 
for the vocal rhythms, effects, and power; don't experience sound imitat
ing emotion-instead, experience sound inspiring and creating emotion! 

EXPLORATION II: EXPLORING YOUR VOCAL NRGs 
TO REVEAL INNER IMAGES 

• Select a four-line poetic text, and become familiar with it. 
• With your blindfold in place and yourself on a mat or carpeted floor, 

warm up with the Y:.buzz, +Y-buzz, and gentle Calling . 
• Select your body-support NRG, and work with it. Is it the floating sup

port? Is it the powerful muscle-yawn support? Is it the sparklike, humor
sensing, or childlike-eagerness body support? 

• Decide on which vocal NRG to use, and feel that you are indeed leading 
and steering with that same vocal NRG to discover, reveal, and release your in
ner images-your "subtext" tones, sensations, and emotions. Explore this 
three times, each time using a different body-support NRG. 

• Now, with your blindfold still on, do the same for the other two vocal 
NRGs-each leading with its own NRG mode and quality, each with its own 
style, character, and spirit. Explore each vocal NRG three times, using a differ
ent body-support NRG each time. Do not be bound by the context of your mate
rial if a particular NRG state evokes an unexpected emotion or interpretation, 
and it surely will; welcome it as new discovery or as a possible subtext re
source. With your blindfold on, these general explorations are "self-to-self" 
events-that is, "self" to your own inner universe. 

You need not mark or specifically search for all the individual structural, 
consonant, or tonal vocal opportunities, but you do want to lead and be physi
cally, vocally, and emotionally affected by the particular vocal and body-support 
NRGs being used. 

EXPLORATION III: ADVANCED EXPLORING OF YOUR 
VOCAL NRGs TO CREATE YOUR UNIQUE ARTISTRY 

• Now that you have explored the individual vocal NRGs for various im
ages, subtexts, and effects, remove your blindfold, stand up if you wish, and do 
a freewheeling exploration using any or all of the vocal NRGs and any or all of 
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the body-support NRGs with the fullest freedom, spontaneity, and imagery. 
You're on your own! Lead with whichever vocal NRG suits you at the moment. 
The only proviso is to always stay connected viscerally, instinctively, af
fectively, and provocatively with a leading vocal NRG and to never lose engage
ment with the other two vocal NRGs. With your blindfold off, you are now 
exploring "self-to-other"-that is, "self" to the outside world. 

• Now, explore through the combined NRG qualities your own interpreta
tion, your own choices, carrying your own creative imagery and artistry. Sup
ported by the two NRG trinities (vocal and body) you are now exploring text 
and probing choices in anticipation of the rehearsal experience; you are now 
ready to link prerehearsal creative exploring to formal-rehearsal testing and 
applying. 

Additional Selections for General Exploration 

Following are three- to six-line suggested selections for you to explore and 
discover; but don't hesitate to find your own! Keep in mind that if you 
explore the text freely with your voice and your body, without fear of 
appearing silly or wrong, the result, hopefully, will sometimes be unortho
dox, sometimes even a little eccentric, but you will find in these experi
ments unexpected meanings and interpretations. You will be exploring 
the full potentialities of your body-voice and acquiring a physical sense
memory of range that you can utilize to its fullest capacity. 

You must use each energy with a complete awareness of and a com
plete involvement in the emotional nuances created by the sound. Never 
use your voice by rote: let it be part of the searching process-a search for 
sounds, moods, rhythms, emotions, and meanings; a search for new be
havioral sensations, and the facile diffusion of old patterns. Be very sensi
tive to even the slightest suspicion of repetition or of following any kind of 
pattern, for that will immediately destroy your original and unique 
creativity. 

Enjoy these explorations! Don't shy away from the outrageous or lose 
your curiosity regarding them. At the same time, never distort or regiment 
them into preconceived or habit-patterned, imitative, mechanistic exercises; 
these are actor's explorations in search of unrevealed subtext, yet "un
born" inner images, and brand new discoveries. The search requires a con
stant connection with your innocent curiosity and your healthy, 
vulnerable imagination and innovative originality. Surprise, excitement, 
and unanticipated energy surges with them. 

I cannot tell what you and other men 

Think of this life; but, for my single self, 
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I had as lief not be, a.S live to be 

In awe of such a thing as I myself. 

-From William Shakespeare, Julius Caesar 

What! Were you snarling all before I came, 

Ready to catch each other by the throat, 

And turn you all your hatred now ori me? 

-From Williarri Shakespeare, Richard Ill 

Wherefore rejoice? What conquest brings he home? 

What tributaries follow him to Rome 

To grace in captive bonds his chariot-wheels? 

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

Knew you not Pompey? 

__;_Frorri William Shakespeare, Julius Caesar 

Why give you me this shame? 

Think yoti I can a resolution fetch 

From flow'ry tenderness? Ifl must die, 

I will encounter darkness as a bride, 

And hug it in my arms. 

-From William Shakespeare, Measure for 
Measure 

A wicked day, and not a holy day! 

What hath this day deserv'd? What hath it done 

That it in golden letters should be set 

Among the high tides in the calendar? 

-From William Shakespeare, King John 

I spoke so many empty words 

Words of love and my heart a cinder of hate. 

Now I throw them all to the ground and think no shame on it. 

The gods know how long this was in coming, 

How many times he earned his due. 

-From Robert Bly, The House of Atreus 

0, sir! you are old: 

Nature in you stands on the very verge 
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Of her confine; you should be rul' d and led 

By some discretion that discerns your state 

Better than yourself. 

-From William Shakespeare, King Lear 

I acted badly. 

Didn't know what to do with my hands, 

how to stand on the stage, 

how to control my voice. 

You've no idea what it feels like 

to know that you are acting badly. 

-From Anton Chekov, Sea Gull 

What! dost thou turn away and hide thy face? 

I am no loathsome leper; look on me. 

What! art thou, like the adder, waxen deaf? 

Be poisonous too and kill thy forlorn queen. 

-From William Shakespeare, Henry VI, Part 2 

What are they dragging through the streets 

They carry stakes but what's impaled on those stakes 

Why do they hop what are they dancing for 

Why are they racked with laughter 

-From Peter Weiss, Marat-Sade 

You, yourself 

Are much condemn'd to have an itching palm; 

To sell and mart your offices for gold 

To underservers. 

-From William Shakespeare, Julius Caesar 

Fond? were you fond? 

Oh, if only I'd been fond, 

and not lost, 

not damned, 

past saving in love. 

-From N.C. Hunter; 
A Day by the Sea 
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Sir, 

I am about to weep; but, thinking that 

We are a queen, or long have dream'd so, certain 

The daughter of a king, my drops of tears 

I'll turn to sparks of fire. 

-From William Shakespeare, Henry VIII 

Do you know what it is that makes people grow older than their years? 

It's not hard work, 

it's not even failure. 

It's shame, disgust with one's self, living vulgarly-

-From N.C. Hunter, A Day by the Sea 

Go; speak not to me; even now be gone. 

0! go not yet. Even thus two friends condemn' d 

Embrace and kiss, and take ten thousand leaves, 

Loather a hundred times to part than die. 

Yet now farewell; and farewell life with thee! 

-From William Shakespeare, Henry IV, Part 2 

You have found your path; 

you know which way you are going. 

But I'm still whirled about in a maze of dreams and images, 

not knowing what it is all about and who wants it. 

I have no faith, and I do not know what my calling is. 

-From Anton Chekov, Sea Gull 

A widow cries; be husband to me, heavens! 

Let not the hours of this ungodly day 

Wear out the day in peace; but, ere sunset, 

Set armed discord 'twixt these perjur'd kings! 

Hear me! Hear me! 

-From William Shakespeare, K~ng John 

You're shaking as if you were cold! 

It's all right little orphan. 

God is merciful. 
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A hot drink and you'll be all right. 

Don't take it to heart so, little orphan. 

-From An top. Chekov, Uncle Vanya 

I have a dream that one day every valley shall be exalted, every hill 

and mountain shall be made low, the rough places shall be made 

plain, and the crooked places shall be made straight and the glory 

of the Lord will])e revealed and all flesh shall see it together. This 

is our hope. This is the faith that I go back to the South with. 

With this faittt we will be able to hew out of the mountain of 

despair a stone of hope. With this faith we will be able to transform 

the jangling discords of our nation into a beautiful symphony of 

brotherhood. 

-From Martin Luther King's speech in Washington, D.C., 
August 2 7, 1963 

This exploration process applies to any and all texts, whether classical or 
contemporary, comedy, farce, or tragedy. Feel free to add your own 
choices to these selections and to those in the next chapter. If you are 
working on a particular play, select some part of the text anc!. explore with 
that-at least experimentally. 

BRIDGE 

Our general exploration of creative vocal life is a logical bridge to and nat
ural preparation for the more finite skills of specific exploration in Chap
ter 10. Go to it! 



CHAPTER 10 

Exploring Creative Vocal Life: 

Specific Exploring and Discovering 

Enhancing Your Newfound Skills and Creativity in the 
Advanced Exploration Process 

When you were working with consonant NRG in Chapter 5, you learned 
that sustainable consonant instruments are marked with a double under
score and percussive consonant instruments with a single underscore. In 
Chapter 6, you learned that the tonal vowel is identified by a Y or a heavy 
dot (•); please note in the following experiment that the dot is also used to 
designate Call words or syllables. And in Chapter 7, you saw that the struc
tural vowel is marked with a horizontal arc (,.... ). 

stone stoned stone 

These symbols 1 distinguish the special consonant, tonal, and structural 
opportunities for specifically playing and feeling these vocal NRGs with 
particular emphasis, inflection, stress, accent, intonation, rhythm, sus
tention, and so on. They also signal opportunities for unique (rather than 
familiar) vocal and body expressiveness-for risk taking, for intrinsic im
age gestation, and for image creation. In vocal life, such opportunities 
should not be overlooked or neglected. Even when several actors explore 
the same material, they each produce unique experiences. Although you 
may not be aware of it, it is your personal life experience, your creativity, 
your musical facility, and your emotional flexibility that take advantage of 
these "opportunity dynamics." To illustrate, the following line has been 
marked three times, each time distinguishing a different vocal NRG. 

1These diacritical scoring symbols work best for this textbook; however, if other mark
ings are more suited to your personal purpose and preference, please feel free to use 
them. 

215 
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Identifying Consonant NRC 

Take a!! my dream! bu! how dare you touch my sou!. 

Identifying Structural NRC 

Take all my dreams but how dare you touch my soul. 

Identifying Tonal NRC 

Take all my dre'ams but how dare you touch my so'ul. 

EXPERIMENT 1: EXPLORING THE VOCAL NRGs 

INDIVIDUALLY AND COMBINED 

Let's explore the vocal NRG opportunities in the following extract from 
Shakespeare's Richard II. 

• First, explore the consonant NRG opportunities in the following lines. 
Remember that the consonant instruments are playable when ( 1) they are the 
final sound of a word, (2) they precede another consonant, and (3) they pre
cede a pause.2 Notice that some words are linked ("are amazed" and 
"thought~ ourself"). Although you are exploring with only one ~ocal NRG at a 
time, do not neglect sensing your body NRG, as well as the other two vocal 
NRGs. 

We are amazed; and thus long have we stood 
- =- = = = = -

To watch the fearfu! be!!ding of thy knee, 

Because we thought ourself thy lawful king: 
= ......... == == = 

A!!d i! we be, how dare thy joints forget 

To pay their awful duty to our presence? 
- = == 

If we be not, show us the hand of God 
= - ..__.... = = 

That hath di~miss'd u~ from~our stewardshiE_; 

• Next explore tonal NRG in the same lines. The tonal NRG opportunities 
stem from the Call words h'LLO, a WAY, unTIL, unEARTH, it's GOOD, aGAIN, 
b'WARE. The Call andY-buzz opportunities are marked with a dot; theY be
neath the word is to remind you of its low-pitched tonal NRG. The Call on 
b'WARE (as in "dare") gets excellent tonal NRG on the higher pitches. 

We are amazed; and thus long have we sto'od 
y y 

To watch the fearful bending of thy kne'e, 
y 

2Not every single vocal opportunity has been marked; prepositions, articles, and con
junctions are often passed over to avoid artificiality, unless they are invested with spe
cial meaning or effect. As you begin your specific exploring and discovering, please 
remember that none of the markings are intended as suggested interpretations but 
rather as freewheeling, unanticipated, risk-taking exploration. 
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Beca"use we tho"ught ourself thy lawfUl king: y y 

And if w~ b~, how dare thy joints forget 

To pay their awfUl duty to our presence? 

if w~ b~ not, show us the hand of God 

That hath dismiss' d us from our stewardship; 

• Now explore the lines for structural NRG opportunities. Remember to 
maintain a strong inverted-megaphone shape when voicing the structural 
vowels. 

We are amazed; and thus long have we stood 

To watch the fearful bending of thy knee, 

Because we thought oillself thy lawful king: 

And if we be, how dare thy jomts forget 

To pay their awful diity to OUr presence? 

If we be not, show us the hand of God 

That hath dismiss' d us from oUr stewardship; 

• Finally, experience the vocal trinity in these lines. Make any choices you 
wish, but always maintain a trinity of consonant, tonal, and structural NRG. 
Be sure that one of the vocal NRGs "leads," with the other two following right 
at the "leader's" heels (see Explorations I, II, and III later in this chapter). Feel 
free to mix these choices at any time. Consider this version as a "self-to
other" exploration. 

We are amazed; and thus long have we stood 

To watch the fearful bending of thy knee, 

Because we thought ourself thy lawful king: 

And if we be, how dare thy joints forget 

To pay their awful duty to our presence? 

If we be not, show us the hand of God 

That hath dismiss' d us from our stewardship; 

EXPERIMENT 2: DEVELOPING A FACILITY FOR SIGHT
READING VOCAL OPPORTUNITIES 

• Study the symbols used in Experiment 1. 
• Use these symbols as notations for your own spontaneous, virginal, cre

ative opportunities. Practice by marking some of the selections in Chapter 9. 
• Choose any of the three- to six-line selections from Chapter 9, make four 
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copies of the selection, and work on developing a facility for spontaneously 
sight -reading vocal NRG opportunities. Start with any vocal NRG (my sugges
tion is to start with consonants), and don't forget your body-support NRG! 

EXPLORATION 1: COMMUNICATE THROUGH THE 
CONSONANTS (CONSONANT NRG) 

When consonant NRG leads, tonal and structural NRGs follow. Picture a parent 
crossing the street leading her two children by the hand-never letting go! The 
vocal NRGs as a trinity always support each other and synergize each other. 

When consonant NRG leads, tonal action is confined primarily to the 
range of the Y-buzz focus, but the spectrum can include gentle whispering, 
rich diluted tonal resonance, and even some occasional concentrated tone on 
a low pitch. The consonants naturally minimize structural NRG, especially 
when they provoke an ominous, conspiratorial expression, but an optimal 
form and facial posture should nevertheless always be maintained as part of 
the trinity dynamics. 

• If you have not already done so, begin by reading the selection you chose 
in Experiment 2 for literal meaning, but don't let this meaning become the 
guide to your vocal exploration. Simply use it as a springboard. 

• Experiment with the material primarily to get the consonant feel and to 
sense where the real opportunities lie; while doing this, you will be familiariz
ing yourself with the text without memorizing it mechanically. Mark the con
sonant symbols wherever you feel it is necessary to do so. A reminder or two is 
always helpful, but please remember that "playing" the consonants so as to sat
urate the word with unplanned, unfamiliar, yet honest behavior is the "actor's 
adventure" you are reaching for. You should be in constant search of that ad
venture: you are wandering through a wilderness of feelings, sensations, and 

Structural~--~~~:;- ~V Tonal 

\~/ 
Consonant 

NRG 
Leading 
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perceptions, yet you remain constantly alert, constantly inquisitive, con
stantly in a flight of fancy. 

• Taste, touch, and smell the consonant opportunities, but don't listen to 
them. Just feel them with your nerves, your guts, your spirit, your heartbeat. 
Don't concentrate on particular word meanings; let your feeling of the NRGs 
provide you with unexpected subtext meanings. 

• Do the exploration three or four times-each time with a different 
"menu," a different venue, a different body-support NRG! 

Remember that when you are wandering through wilderness you are 
picking up all sorts of strange things you may never have imagined, tasted, 
touched, seen, or heard before; but they are, nevertheless, unique, curious, 
quaint, powerful, mysterious, or delightful. All these sensations will sponta
neously occur to you through the playing, caressing, or reaching out to the 
available opportunities. 

You will find yourself experimenting with new kinds of rhythms, tempos, 
and melody-an interplay between the dynamic tempos tapped out by the per
cussive consonants, the sustained legato of the melodic consonants, and the 
clear, cutting sibilance provided by the sound-effect consonants. You can expe
rience an intimate intensity, a quiet excitement, a subdued persuasivenes~. A 
light, tripping, percussive use of consonant NRG can also lead your vocal char
acterization to an impish, mischievous lyricism. You can find quick comic 
rhythms, whispered conspiracies, light social insincerities, as well as crisp in
cisiveness, cynicism, and anger as you begin to cut and bite with the conso
nants. But most importantly, if you play and fully exploit the consonants, you 
will find your own inspirations-you will find in the random results many po
tential subtleties of characterization spanning the range from sudden whimsy 
to tragic bitterness. Your own emotional experiencing system will be chal
lenged to uniquely and virginally fuel and feed your consonant NRG's vocal life. 

EXPLORATION II: COMMUNICATE THROUGH THE 
VOWELS (STRUCTURAL NRG) 

When structural NRG leads, you must also feel the resonant sensation of tonal 
NRG in its diffused, dilute form. Welcome the occasional Call essence that 
drops in periodically during emphatic accents on such vowels as # 1 and #21 
and the Y-buzz and+ Y-buzz. Remember that although the esthetic role of the 
consonants is played down in this exploration, good consonant NRG is always 
necessary for intelligibility. 

• Now do essentially the same thing with structural NRG as you did with 
consonant NRG in the preceding exploration. Use the same text, but explore a 
different wilderness. 

• Mark the text, and explore it with structural NRG leading but with the 
vocal trinity alive. 

You may experience all of the following qualities: With the full in
verted megaphone, you may find yourself singing on the vowels, experi-



220 PART 3 Reaping What We Sow 

Consonant\{--i~::- ~p Tonal 

\~/ 
Structural 

NRG 
Leading 

encing all their poetry, intonations, colors, and inflections. At the same 
time the use of the dilute or diffused tonal NRG might produce feelings of 
quiet confidence and projection, gregariousness, expulsive emphasis, a 
warm enthusiasm, a rounded, gentle passion quietly but firmly contained. 
With continued exploration, you will find a much more colorful "palette" 
than mere words can describe. Vowels shaped by facial posture can be ge
nial and sympathetic in sound-like speaking to a child-and can also be 
outgoing enough for the special lyric qualities of certain kinds of poetry 
and storytelling. You may experience a reminiscent quality-like the 
communication of memories. The use of structural NRG can induce a 
warm, relaxed feeling. The colors it evokes might be soft, warm, or even 
rich pastels. The tempo may be fluid and slow since structural vowels are 
often played with more sustention and fuller emphasis. When used 
alone-without consonant NRG to stir it up and without tonal NRG to 
carry it off on flights of excitement and potency-structural NRG turns 
into expository or declamatory speech, which may sometimes seem a bit 
conservative or formal, but it can also soar on wings of spoken song or po
etic fancy. 

• Do this exploration three or four times, each time using a different 
menu, a different venue. Don't forget your body-support NRG throughout, 
and keep the "fueling and feeding" faucet open and always running. 

EXPLORATION III: COMMUNICATE THROUGH THE 
CALL FOCUS (TONAL NRG) 

When tonal NRG leads, structural NRG is so much a part of the form for the 
Call focus that you cannot leave it behind. Because the full Call opportunities 
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tend to modify and even distort the vowels, you will need good consonant 
NRG to maintain intelligibility. The very nature of the Call puts distance b('!
tween the speaker and the listener-if not distance in space, then a distance in 
station or attitude. 

• Focus now on the sometimes bold and vigorous, the sometimes 
"healthy-angered," and the sometimes firmly gentle tonal NRG leading the vo
cal trinity. 

• Prepare your body-support climate and environment. 
• Is your exploration turning you into a gypsy? a troubadour? an adven

turer? a cynic? a risk taker? Are you outrageous? aggressive? passionate? ec
static? Be an honest, liberated actor while going through the same regime as 
used in the two preceding explorations-mark, sight-read, then do! 

• Remember to involve yourself and immerse yourself in genuine, won
derful Call-focus NRG-but remember also to avoid reaching for the highest 
pitches in your vocal range, or the loudest. 

• Do this exploration three or four times-each time using a different 
menu, different venue, different climate, different body-support NRG, so as 
to discover and reveal different personalities and different attitudes and 
emotion. 

The Call is explosive speech; it is enthusiastic, exhilarating-the voice of 
command. Be" on the offensive" with a full range of volume and pitch for exu
berance, anger, hysteria, or passion. You can roar and shout; you can laugh; 
you can cry. You may feel a wild Dionysian freedom surging through you as 
well as through the words; you may feel rising despair, a mournful keening. 
The Call focus is also diverse: There is a definitive emphasis and confident se
curity in the calmer; more cultivated Call, especially in the low and middl~~ 
pitch range, along with the sharply concentrated Y-buzz and+ Y-buzz. There is 
mystery, too, in the quiet Call, which can be gentle, loving, light, high,- or 
ghostlike: it searches. auestions. reaches out. Concentrated tonal NRG brings 
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out the greatest strength and the greatest tonal variety and contrast. It 
stretches sound and focuses it; at the same time, it contributes to the feeling of 
great energy as well as dynamic relaxation. 

EXPLORATION IV: COMMUNICATE THROUGH THE 
VOCAL TRINITY 

• Communicate and perform with your own unencumbered, undirected 
indulgently personal trinity exploration-with full options! Explore the trin~ 
ity to reveal your own interpretations-your own physical, emotional, and vo
cal expressiveness. (This exploration is, of course, a "self-to-other" event.) 

• Do not mark, read, or repeat your selected text; however, do continue to 
search, question, wonder, probe, but not yet to finally mold, form, or choose. 
During the first or second excursion through this trinity event, you will find 
yourself wandering at random down the paths of the three NRGs; they will in
tersect and lead you back to each other. As you become totally involved with 
the moment-to-moment reality, let the NRG you intuitively feel do the leading; 
let the interpretation and the use of the NRGs remain free and unstructured; 
let yourself wander-with awareness-through wilderness to find new in
sights as you go; let your vocal life both inspire and express your emotional 
life. Go with the physical flow! Always lead with a physical sensation or action, 
wht;!her it be with your eyes, your head, your gestures, your breath, your sen
~ual rhythm, your vocal tone, your body movement. Be aware that your 
healthy body organism is in a constant state of gentle turbulence and mo
tion-which I refer to as body spirit! After experiencing your third or fourth 
trinity event, you will know you're becoming eminently ready, willing, and ea
ger to bring what you now have to rehearsal, to the director, to the play! 

· By now, your three exploratory interpretations of the individual vocal 
NRGs should have shown you the infinite possibilities of vocal life and the in
div~dual colors and dimensions given the words by each of the NRGs. By put
ting them all together, you can see how the complexity of the character grows . 

. As you gain confidence with these explorations, you will realize how the 
trinity of NRGs is a totality-one energy easily leading into or blending with 
another. When tonal NRG leads, the structural form is also constant; when 
structural NRG leads, many accented syllables fall into natural Call focus for 
emphasis; and consonant NRG plays in and out between the other NRGs, add
ing percussion and melody, color and vitality, rhythm and intelligibility. This 
is the time for exploring still greater variations and uncovering still more 
ideas; it is a step toward fashioning your choices as an actor and providing the 
materials with which the director, too, can create. 

Take a risk! Perhaps the most devastating thing that can be said about an 
actor is, "he never took a risk." If you never take a risk, if you never violate the 
rules of taste, order, or form, you will never truly investigate the range of pos
sibil!ties within a role or, more importantly, within yourself. The new, the ex
citing, and the true often lie outside the accepted boundaries. 
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Searching for Opposites 

As you let your vocal life freely explore the text and your own emotional 
life, many different sides of a character, many unexpected glimpses into 
his or her depths, will begin to evolve. You may find cruelty in Hamlet and 
kindness in lago, petulance in Juliet and beauty in Mistress Quickly. Don't 
look for reinforcement of emotion that seems implicit in the text. Instead, 
look for possible contradictions: the quick comic rhythm where the mean
ing is sinister or the tone of caress is an expression of hatred. A search for 
opposites can uncover and help create subtle nuances that will escape the 
actor who approaches the text directly. If you cannot quite find the precise 
quality of a word or speech or scene, try the opposite of what you think 
that quality is. Work on this opposite, and then return to the original qual
ity, which may surprise you as being more appropriate than you first 
thought. Sometimes you may even come upon a quality you had never 
thought to look for. Moreover, when opposites seem equally valid, you will 
gain a better grasp of a character's real contradictions. 

The search for opposites is particularly adapted to breaking precon
ceived patterns. If in reading a strongly rhythmic text, such as Elizabe
than blank verse, you find it difficult to free yourself from the internal 
rhythm of the meter, you might try an opposing rhythm. If the accent is on 
the second beat, explore the effects of accenting every third beat or every 
first beat. Play with it like a musician exploring the quality of a fox-trot 
melody by experimenting with it as a waltz or rhumba. One energy can 
also break the emotional pattern of another: try suppressing the intense 
emotion of a Call with sharp consonant NRG or taming the Call with a 
more confident surfacing of structural NRG. 

Uncovering the Subtext 

By alternating the same speech repeatedly with consonant, structural, or 
tonal NRG-thereby creating different psychological atmospheres, 
moods, vocal music, and inner imaging each time-you can illuminate 
the subtext of the lines, the subconscious of the character, and even possi
bly your own subconscious. As you explore all the possible ways of ex
pressing something, you are at the same time becoming more acutely 
aware of all the possible ways of feeling. Now, when you synthesize the en
ergies and put together the insights you have gotten from each explora
tion, you can create original, valid total characterizations that contain the 
complexity and the inevitability of life on a larger scale. 

Exploring the text of a role with each of the vocal NRGs is not just an 
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early training exercise; it can be a useful approach throughout an actor's 
career. With experience, you will learn to shortcut some steps mentally, 
but this basic use of the NRGs with true involvement will always uncover 
unsuspected truths. Not only is it useful for getting a thorough grounding 
in a role early in rehearsal, but a quick return to it now and then can break 
undesirable patterns that may accumulate in rehearsal or performance. It 
may add new insights and restore vitality when your playing has gone 
stale through custom-although custom should never have that effect if 
you maintain your involvement with the two trinities: structural-tonal
consonant NRG and vocal-physical-emotional Life. 

Don't Listen to Yourself-Don't Intellectualize! 

You have already been cautioned against listening to yourself-against 
using the ear as a guide to your own tonal quality-but neither can you 
create an organic vocal life by thinking the sound first. Indeed, listening 
and thinking deemphasize the true role of vocal life and can even block 
out a genuine, productive vocal life altogether. If real vocal life is to 
emerge, it must grow out of the moment, the result of your intrinsic feeling of 
the action. Vocal life acts in synergy with emotional life and physical life, 
and each of the NRG states enhances the others to create a single sponta
neous gestalt effect made up of a lot of smaller gestalt effects. 

The perceptual insight into vocal life involves the added perception 
and control of emotional and physical behavior. When vocal life takes its 
proper place in this trinity, it both expresses and helps to create emotional 
life; it becomes a discriminating force that explores the possibilities and 
determines the degree and quality of an actor's emotional life onstage. 
Just as you can be moved emotionally by a piece of music, so can you find 
new feelings, new images, and new meanings in the dynamics of your own 
voice and speech as you experience the music and the life of the conso
nants, the vowels, and the bone-conducted tonal resonance. 

EXPLORATION V: PROBING AND PLUMBING 

THE DEPTHS OF ADVANCED EXPLORATION 

• With what you've learned so far, explore the selections in the following 
section and let the sensations you experience lead you where they will, remem
bering always to stay with them, to be aware, to be involved. Reexperience 
each rendition several times, to explore all the parameters and all the poten-
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tials and exploit all the variations of each energy, including the nonvocal 
bodyNRGs. 

• Concentrate on letting an understanding of the text grow out of your vo
cal life rather than letting your tonal quality be predetermined by an intellec
tually perceived meaning in the text. Only through the internal experience of 
vocal life probing emotional life, can you, the actor, hope to perceive such 
meaning for yourself and externalize it for the audience . 

• Explore some or all of the following selections regardless of the role's 
gender. Then find your own roles, and apply the explorations to them to your 
satisfaction-and to your excitation. These explorations are veritable adven
tures-sometimes risky, sometimes daring, sometimes outrageous. But isn't 
that what acting is all about? So just do it, and enjoy the "happening." 

Suggested Selections for Specific Exploration 

RICHARD: 

We are amazed; and thus long have we stood 

To watch the fearful bending of thy knee, 

Because we thought ourself thy lawful king: 

And if we be, how dare thy joints forget 

To pay their awful duty to our presence? 

If we be not, show us the hand of God 

That hath dismiss' d us from our stewardship; 

For well we know, no hand of blood and bone 

Can gripe the sacred handle of our sceptre, 

Unless he do profane, steal, or usurp. 

And though you think that all, as you have done, 

Have torn their souls by turning them from us, 

And we are barren and bereft of friends; 

Yet know, my master, God omnipotent, 

Is mustering in his clouds on our behalf, 

Armies of pestilence, and they shall strike 

Your children yet unborn and unbegot, 

That lift your vassal hands against my head, 

And threat the glory of my precious crown. 

Tell Bolingbroke-for yond methinks he stands

That every stride he makes upon my land 
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Is dangerous treason: he is come to open 

The purple testament of bleeding war; 

But ere the crown he looks for live in peace, 

Ten thousand bloody crowns of mothers' sons 

Shall ill become the flower of England's face, 

Change the complexion of her maid-pale peace 

To scarlet indignation, and bedew 

Her pastures' grass with faithful English blood. 

-From William Shakespeare, Richard II (act 3, scene 2) 

OPHELIA: 

0, what a noble mind is here o'erthrown! 

The courtier's, soldier's, scholar's, eye, tongue, sword; 

The expectancy and rose of the fair state, 

The glass of fashion, and the mould of form, 

The observ'd of all observers quite, quite down! 

And I of ladies most deject and wretched, 

That suck' d the honey of his music' d vows; 

Now see that noble and most sovereign reason, 

Like sweet bells jangled, out of tune and harsh, 

That unmatch' d form and feature of blown youth, 

Blasted with ecstasy: 0, woe is me, 

To have seen what I have seen, see what I see! 

--From William Shakespeare, Hamlet (act 3, scene 1) 

HAMLET: 

Oh, what a rogue and peasant slave am I! 

Is it not monstrous that this player here, 

But in a fiction, in a dream of passion, 

Could force his soul so to his own conceit 

That from her working all his visage wann' d; 

Tears in his eyes, distraction in's aspect, 

A broken voice, and his whole function suiting 

With forms to his conceit? And all for nothing! 

For Hecuba? 

What's Hecuba to him or he to Hecuba 
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That he should weep for her? What would he do, 

Had he the motive and the cue for passion 

That I have? He would drown the stage with tears, 

And cleave the general ear with horrid speech; 

Make mad the guilty and appall the free; 

Co~found the ignorant, and amaze, indeed, 

The very faculties of eyes and ears. 

Yeti, 

A dull and muddy-mettled rascal, peak, 

Like John-a-dreams, unpregnant of my cause, 

Andean say nothing ... 

-From William Shakespeare, Hamlet (act 2, scene 2) 

VIOLA: 

(I would) 

Make me a willow cabin at your gate, 

And call upon my soul within the house; 

Write loyal cantons of contemned love, 

And sing them loud, even in the dead of night; 

Halloo your name to the reverberate hills, 

And make the babbling gossip of the air 

Cry out Olivia! 0, you should not rest 

Between the elements of air and earth, 

But you should pity me. 

-From William Shakespeare, Twelfth Night 
(act 1, scene 5) 

His sneezings flash forth light, 

And his eyes glow like the eyelids of the morning. 

Out pf his mouth go burning lamps, 

And sparks of fire leap out. 

Out of his nostrils goeth smoke, 

As out of a seething pot or caldron. 

His breath kindleth coals, 

And a flame goeth out of his mouth. 

In his neck remaineth strength, 
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And terror danceth before him. 

The flakes of his flesh are joined together: 

They are firm in themselves; they cannot be moved. 

His heart is as firm as a stone; 

Yea, as hard as a piece of the nether millstone. 

-From the Bible, Book of Job 

Beside you prone, 

my naked skin finds 

fault in touching. 

Yetitisyou 

who draws away. 

The tacit fact is: 

the awful fear of losing 

is not enough to cause 

a fleeting love 

to stay. 

-From Maya Angelou, 
"Prelude to a Parting" 

There is sweet music here that softer falls than 

petals from blown roses on the grass, 

Or night-dews on still waters between walls of 

shadowy granite, in a gleaming pass; 

Music that gentler on the spirit lies, than tir'd 

eyelids upon tir'd eyes; 

Music that brings sweet sleep down from the 

blissful skies. 

Here are cool mosses deep, 

And thro' the moss the ivies creep, 

And in the stream the long-leaved flowers weep, 

And from the craggy ledge the poppy hangs in sleep. 

-From Alfred, Lord Tennyson, Choric Song I 

OTHELLO: 

It is the cause, it is the cause, my soul; 

Let me not name it to you, you chaste stars! 
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It is the cause. Yet I'll not shed her blood, 

Nor scar that whiter skin of hers than snow, 

And smooth as monumental alabaster. 

Yet she must die, else she'll betray more men. 

Put out the light, and then put out the light: 

If I quench thee, thou flaming minister, 

I can again thy former light restore, 

Should I repent me; but once put out thy light, 

Thou cunning'st pattern of excelling nature, 

I know not where is that Promethean heat 

That can thy light relume. When I have pluck'd the rose, 

I cannot give it vital growth again, 

It needs must wither: I'll smell it on the tree. 

0 balmy breath, that dost almost persuade 

Justice to break her sword! One more, one more

Be thus when thou art dead, and I will kill thee 

And love thee after. One more, and this the last: 

So sweet was ne'er so fatal. I must weep, 

But they are cruel tears: this sorrow's heavenly; 

It strikes where it doth love. - She wakes. 

-From William Shakespeare, Othello (act 5, scene 2) 

ANTONY: 

0! pardon me, thou bleeding piece of earth, 

That I arh meek and gentle with these butchers; 

Thou art the ruins of the noblest man 

That ever lived in the tide of times. 

Woe to the hand that shed this costly blood! 

Over thy wounds now do I prophesy-

Which like dumb mouths do ope their ruby lips 

To beg the voice and utterance of my tongue

A curse shall light upon the limbs of men; 

Domestic fury and fierce civil strife 

'Shall cumber all the parts of Italy; 

Blood and destruction shall be so in use, 

And dreadful objects so familiar, 
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That mothers shall but smile when they behold 

Their infants quarter' d with the hands of war; 

All pity chok' d with custom of fell deeds: 

And Caesar's spirit, ranging for revenge, 

With Ate by his side come hot from hell, 

Shall in these confines with a monarch's voice 

Cry Havoc, and let slip the dogs of war; 

That this foul deed shall smell above the earth 

With carrion men, groaning for burial. 

-Froni William Shakespeare, Julius Caesar 
(act 3, scene 1) 

LADY MACBETH: 

The raven himself is hoarse 

That croaks the fatal entrance of Duncan 

Under my battlements. Come, you spirits 

That tend on mortal thoughts, unsex me here, 

And fill me from the crown to the toe top-full 

Of direst cruelty. Make thick my blood; 

Stop up th' access and passage to remorse, 

That no compunctious visitings of nature 

Shake my fell purpose nor keep peace between 

Th' effect and it. Come to my woman's breasts 

And take my milk for gall, you murd'ring ministers, 

Wherever in your sightless substances 

You wait on nature's mischief. Come, thick night, 

And pall thee in the dunnest smoke of hell, 

That my keen knife see not the wound it makes, 

Nor heaven peep through the blanket of the dark 

To cry 'hold, hold! 

--From William Shakespeare, Macbeth (act 1, scene 5) 

RICHARD: 

Not all the water in the rough rude sea 

Can wash the balm off from an anointed king; 

The breath of worldly men cannot depose 
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The deputy elected by the Lord: 

For every man that Bolingbroke hath press'd 

To lift shrewd steel against our golden crown 

God for his Richard hath in heavenly pay 

A glorious angel: then, if angels fight, 

Weak men must fall, for heaven still guards the right. 

-From William Shakespeare, Richard II (act 3, scene 2) 

QUEEN MARGARET: 

Alas, poor York! but that I hate thee deadly, 

I should lament thy miserable state. 

I prithee, grieve to make me merry, York. 

What, hath thy fiery heart so parch' d thine entrails 

That not a tear can fall for Rutland's death? 

Why art thou patient man? thou should'st be mad; 

And I, to make thee mad, do mock thee thus. 

Stamp, rave, and fret, that I may sing and dance. 

Thou wouldst be fee'd,3 I see, to make me sport; 

York cannot speak unless he wears a crown-

A crown for York!-and lords, bow low to him. 

Hold you his hands whilst I do set it on. 

HENRYV: 

-From William Shakespeare, Henry VI, Part 3 
(act 1, scene 4) 

Once more unto the breach, dear friends, once more; 

Or close the wall up with our English dead! 

In peace there's nothing so becomes a man 

As modest stillness and humility: 

But when the blast of war blows in our ears, 

Then imitate the action of the tiger; 

Stiffen the sinews, summon up the blood, 

Disguise fair nature with hard-favor'd rage; 

Now set the teeth and stretch the nostril wide; 
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Hold hard the breath and bend up every spirit 

To his full height! 

On, on, you noblest English, 

Whose blood is fet from fathers of war-proof! 

Be copy now to men of grosser blood, 

And teach them how to war! And you, good yeomen, 

Whose limbs were made in England, show us here 

The mettle of your pasture; let us swear 

That you are worth your breeding, which I doubt not; 

For there is none of you so mean and base, 

That hath not noble lustre in your eyes. 

I see you stand like greyhounds in the slips, 

Straining upon the start. The game's afoot: 

Follow your spirit, and upon this charge 

Cry "God for Harry, England, and St. George!" 

-From William Shakespeare, Henry V {act 3, scene 1) 

GONERIL: 

This admiration, sir, is much o' the savour 

Of other your new pranks. I do beseech 

You understand my purposes aright; 

As you are old and reverent, should be wise. 

Here do you keep a hundred knights and squires, 

Men so disorder' d, so debosh' d and bold, 

That this our court, infected with their manners, 

Shows like a riotous inn: epicurism and lust 

Make it more like a tavern or brothel 

Than a great palace. The shame itself doth speak 

For instant remedy; be thou desir' d 

By her, that else will take the thing she begs, 

A little to disquantity your train, 

And the remainder that shall still depend, 

To be such men as may besort your age, 

That know themselves and you. 

-From William Shakespeare, King Lear {act 1, scene 4) 
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OTHELLO: 

Soft you; a word or two before you go. 

I have done the state some service, and they know't; 

No more of that. I pray you, in your letters, 

When you shall these unlucky deeds relate, 

Speak of me as I am; nothing extenuate, 

Nor set down aught in malice: then must you speak 

Of one that loved not wisely but too well; 

Of one not easily jealous, but being wrought, 

Perplex'd in the extreme; of one whose hand, 

Like the base Indian, threw a pearl away 

Richer than all his tribe; of one whose subdu' d eyes, 

Albeit unused to the melting mood, 

Drop tears as fast as the Arabian trees 

Their medicinal gum. Set you down this; 

And say besides, that in Aleppo once, 

Where a malignant and a turban' d Turk 

Beat a Venetian and traduced the state, 

I took by the throat the circumcised dog, 

And smote him, thus ... [stabs himself and falls on Desdemona] 

I kiss'd thee ere I kill'd thee; no way but this, 

Killing myself, to die upon a kiss. 

-From William Shakespeare, Othello (act 5, scene 2) 

CLEOPATRA: 

Sir, I will eat no meat, I'll not drink, sir; 

If idle talk will once be necessary, 

I'll not sleep neither. This mortal house I'll ruin, 

Do Caesar what he can. Know, sir, that I 

Will not wait pinion'd at your master's court, 

Nor once be chastis' d with the sober eye 

Of dull Octavia. Shall they hoist me up 

And show me to the shouting varletry 

Of censuring Rome? Rather a ditch in Egypt 

Be gentle grave unto me! rather, on Nil us' mud 

Lay me stark naked, and let the water-flies 
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Blow me into abhorring! rather make 

My country's high pyramides my gibbet, 

And hang me up in chains. 

-From William Shakespeare, Antony and Cleopatra 
(act 5, scene 2) 

LEONTES: 

Is whispering nothing? 

Is leaning cheek to cheek? is meeting noses? 

Kissing with inside lip? stopping the career 

Of laughter with a sigh?- a note infallible 

Of breaking honesty-horsing foot on foot? 

Skulking in corners? wishing clocks more swift? 

Hours, minutes? noon, midnight? and all eyes 

Blind with the pin and web but theirs, theirs only, 

That would unseen be wicked? is this nothing? 

Why, then the world and all that's in't is nothing; 

The covering sky is nothing; Bohemia nothing; 

My wife is nothing; nor nothing have these nothings, 

If this be nothing. 

-From William Shakespeare, The Winters Tale 
(act 1, scene 2) 

HERMIONE: 

Sir, spare your threats: 

The bug which you would fright me with I seek. 

To me can life be no commodity: 

The crown and comfort of my life, your favour 

I do give lost; for I do feel it gone, 

But know not how it went. My second joy 

And first-fruits of my body, from his presence 

I am barr'd, like one infectious. My third comfort, 

Starr' d most unluckily, is from my breast 

The innocent milk in it most innocent mouth, 

Hal' d out to murder: myself on every post 

Proclaim' d a strumpet; with immodest hatred 

The child-bed privilege denied, which 'longs 
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To women of all fashion; lastly, hurried 

Here to this place, i' the open air, before 

I have got strength of limit. Now, my liege, 

Tell me what blessings I have here alive, 

That I should fear to die? Therefore, proceed. 

But yet hear this; mistake me not; no life, 

I prize it not a straw, but for mine honour, 

Which I would free, if I shall be condeinn' d 

Upon surmises, all proofs sleeping else 

But what your jealousies awake; I tell you 

'Tis rigour and not law. Your honours all, 

I do refer me to the oracle: 

Apollo be my judge! 

-From William Shakespeare, The Winters Tale 
(act 3, scene 1) 

CONSTANCE: 

And, father cardinal, I have heard you say 

That we shall see and know our friends in heaven. 

If that be true, I shall see my boy again; 

For since the birth of Cain, the first male child, 

To him that did but yesterday suspire, 

There was not such a gracious creature born. 

But now will canker-sorrow eat my bud 

And chase the native beauty from his cheek, 

And he will look as hollow as a ghost, 

As dim and meagre as an ague's fit, 

And so he'll die; and, rising so again, 

When I shall meet him in the court of heaven 

I shall not know him: therefore never, never 

Must I behold my pretty Arthur more. 

(Say you I am too fond of grief?) 

Grief fills the room up of my absent child, 

Lies in his bed, walks up and down with me, 

Puts on his pretty looks, repeats his words, 
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Remembers me of all his gracious parts, 

Stuffs out his vacant garments with his form: 

Then have I reason to be fond of grief? 

Fare you well: had you such a loss as I, 

I could give better comfort than you do. 

I will not keep this form upon my head 

When there is such disorder in my wit. 

0 Lord! my boy, my Arthur, my fair son! 

My life, my joy, my food, my all the world! 

My widow-comfort, and my sorrows' cure! 

-From William Shakespeare, King John (act 3, scene 4) 

EXPLORATION VI: SCENE WORK 

Exploring with a partner a scene in which you both have dialogue is the natu
ral extension of specific vocal-life exploration and the bridge to your creative 
vocallife~onstage. 

• Choose a scene (or use the suggested scene that follows this explora
tion), read it through for content, and mark it for your three specific vocal 
NRGs. At this point, remain open to all interpretations of the text, just as in 
the previous explorations. 

• With blindfolds on, try a few general explorations with your partner. 
Remember to select your body-support NRG, and work with it. Allow some 
time to explore your body environment before beginning the text explora
tion. Then select the vocal NRG you will lead with, and begin to explore; dis
cover, reveal, release your inner images, your subtext overtones, sensations, 
and emotions. 

Remember that the use of blindfolds tends to intensify the inner experi
ence; you will find that your sense of hearing is more acute. You will have to 
listen to your partner to stay in contact; however, don't listen to yourself! Stay 
in contact with your internal wilderness, and search for and discover sounds, 
moods, rhythms, meanings, and new behavioral sensations. You will be lis
tening and hearing on the outside while feeling intuitively and sensing har
monically on the inside-a giant step in the direction of synthesizing, 
synergizing, and synesthizing4 left- and right-brain dynamics. 

While listening to your partner, feel free to react in your body-support 
NRG to whatever you hear. A certain tone may cause you to shrink away; a 
particular sound may draw you to your partner. You may be startled to dis-

4 Synesthizing: Comes from the word esthesia, which means rudimentary and primitive 
sensation; ergo, synesthesia means putting together a lot of rudimentary and primi· 
tive inner sensations. For further information on synesthesia see the glossary. 
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cover your partner's voice coming from an entirely different part of the space! 
Whatever your reaction is, go with it, and allow it to feed into your next line. 

Take your time! Discover the rhythm of each exploration through your 
body-support NRG, your vocal NRG, and your own inner sense. You may find 
that the tempo of the scene varies drastically from that which you initially felt 
on your first reading: enjoy that, go with it, explore it! It may bring new insight 
to the scene! 

• When you have done several different general explorations, take your 
blindfolds off. Now, with the added element of outer sight, do a few more gen
eral explorations. As you work, keep in tune with your body-support NRG, and 
be clear about your vocal NRG choice. Use both to affect your partner: if you 
discover an element of wooing, then start your wooing with your body, and fol
low with your voice. If you discover anguish, then explore it fully with your 
voice and body, and make your partner a part of it. 

• Switch now to a specific-explorations mode: be quite specific about your 
body-support NRG and particularly about your vocal NRG. Let your vocal 
NRG lead you through the text; discover how you can affect your partner with 
the implicit vowel, consonant, or tonal choices you have made. Remember 
that the other NRGs have not disappeared--'-they are actively supporting 
rather than leading. Always remember to explore with curiosity, imagination, 
and creativity; avoid making sound for sound's sake; don't allow yourself to be
come mechanistic with the exploration. You are always searching for that 
which moves your partner, pushes a little further in the direction you wish 
him or her to go; in short, searching allows you to achieve your instinctual di
rection, whatever it happens to be at that point in the exploration. If you are true 
to your instincts and respond honestly to what you are feeling, you will un
cover a wealth of material about your character and your relationship with the 
other character. 

Note: In rehearsing your general and specific explorations, avoid the 
slightest suggestion of separating NRGs or of depriving the use of one of the 
senses. Instead, strive to voluntarily and improvisationally select different 
paths to help you work and live through an adventure that combines vocal, 
body, and inner life (with all your senses, both fundamental and harmonic) 
into one holistic experience. You will obtain this experience whether you lead 
with a particular voice or body NRG over a given path on land or whether you 
fly with the combined trinities while ignoring the "footpaths" beneath you. 

Working with body- or vocal-NRG qualities is simple if you experience 
them holistically. 

• Still working with your partner, each of you choose a different body
support NRG, but explore the same vocal NRG. Then reverse body-support 
NRGs, and lead with your body NRG. 

• Each of you choose the same body-support NRG, but explore a different 
vocal NRG. Then reverse vocal NRGs, and lead with your vocal NRG. 

• Both of you choose the same body-support NRG and vocal NRG. Now 
lead with either body or vocal NRG. 

If you were to do all the NRG combinations in both general and specific 
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explorations, and you did each one only once, you would discover ninety 
unique and exciting explorations of your piece of text! It's a gold mine! 

• When you have done at least three specific explorations in each vocal 
NRG, then you are ready to try a trinity exploration with your partner. Use 
anything that you have discovered-and keep on discovering by varying your 
choices and surprising your partner, as well as yourself. Listen to and watch 
your partner. Whatever he or she does will affect you, and you must respond 
honestly, even if your response is to cover up what you really feel. The sky's the 
limit on these explorations: be bold, be daring, take a risk, and let nothing 
stand in your way! 

Suggested Scene for Specific Exploration 

KING EDWARD AND LADY GREY: 
Lady Grey: Why stops my lord? Shall I not hear my task? 

King: An easy task: 'tis but to love a king. 

Lady Grey: That's soon perform'd, because I am a subject. 

King: Why, then, thy husband's lands I freely give thee. 

Lady Grey: I take my leave with many thousand thanks. 

King: But stay thee, 'tis the fruits of love I mean. 

Lady Grey: The fruits oflove I mean, my loving liege. 

King: Ay, but, I fear me, in another sense. 
What love think'st thou I sue so much to get? 

Lady Grey: My love till death, my humble thanks, my prayers; 
That love which virtue begs and virtue grants. 

King: No, by my troth, I did not mean such love. 

Lady Grey: Why, then you mean not as I thought you did. 

King: But now you partly may perceive my mind. 

Lady Grey: My mind will never grant what I perceive 
Your highness aims at, ifl am aright. 

King: To tell thee plain, I aim to lie with thee. 

Lady Grey: To tell you plain, I had rather lie in prison. 

King: Why, then thou shalt not have thy husband's lands. 

Lady Grey: Why, then mine honesty shall be my dower; 
For by that loss I will not purchase them. 

--From William Shakespeare, Henry VI, Part 3 
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Should your performance enjoy a successful "long run," periodic reex
ploring with all the NRG states can be a refreshing, refueling, and re
laxing experience. It can certainly help to keep you in condition, to ward 
off enervation, creeping staleness, patterned performing, or even that sus
picious twinge of boredom. 

BRIDGE 

You have now thoroughly and innovatively explored vocal life for creative 
functioning both onstage and offstage. You have acquired a multifaceted 
vocal life that can explore and communicate personality, whether it be 
your own personality or the assumed personality of a character in a play. 

But even creative exploring is not the entire story. You must know how 
to exploit your vocal life, especially under challenging circumstances, 
such as performing with poor acoustics or in unusual or unfriendly per
forming spaces and having to convey deeply felt emotions without harm
ing your voice. These and other issues are the focus of the next chapter. 



CHAPTER 11 

Exploiting Your Creative 

Vocal Life Onstage 

Throughout this book, you have been working with the NRGs within 
yourself, exploring and acquiring the physical sensations of a number of 
inner dynamics, and synergizing these into an integrated skill that makes 
the fullest use of your vocal instrument and your communicating self. 
With all your skills and insights acting together, you are now ready to inte
grate with another larger whole consisting of other actors, the stage, the 
lights, the sounds, the audience-in other words, the assembled environ
mental stimuli of the contemporary stage world. Out of this interaction, 
something must be created-not just something that happens on the 
stage, but something that happens from the back of the house to the top of 
the grid as well as from backstage. 

You may reasonably wonder, Will what I have learned so far be af
fected by this interaction? Here, then, are some of the situations you may 
encounter onstage and some of the ways, both specific and general, in 
which they might affect, and be affected by, your vocal life. 

The Offstage Voice Onstage 

Is there, or should there be, a difference in quality between normal conver
sational speech and stage speech? Is there really a difference in quality or 
form between dynamic communication onstage and offstage? The an
swers are yes and no. If, for example, the theatre space is not much larger 
than a full-sized living room, the answer is no; if, however it is a 700-seat 
house (or larger) with nooks, alcoves, and hallways, the answer is yes. Gen
erally speaking, what passes for conversational speech and normal behav
ior can rarely be transferred intact to the stage, and both director and 
actor should beware of trying to do so, because objective reality pales and 
becomes dull under the brighter lights or darker moods of even the most 

240 
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representational theatre. It is also true, however, that whatever goes into 
dynamic communication offstage is part of the actor's craft onstage; any
time you converse in a new setting with new people and attempt to com
municate your feelings, enthusiasms, beliefs, you instinctively increase 
the creative NRG of vocal life to make for more effective communication. 
The stronger inflections and colors of this speech are not that different 
from those of the actor at work onstage. 

When you speak offstage, whether in quiet conversation or calling 
across an open space, you instinctively match the amplitude, pitch, and in
tensity of your voice to the distance between yourself and the listener. 
When the distance is short and the speech situation is intimate, you tend 
to reduce to a quantitative minimum the NRGs involved; however, when 
the perceived distance or background interference increases, you instinc
tively adjust the intensity and balance of the three NRGs to compensate 
for these changes. 

Conditions onstage at first seem quite different from the variability of 
everyday life; the rehearsing actor is aware that an audience in a theatre is 
more spread out and farther away than, say, a gathering of people in an 
average-size room. Nevertheless, in a full house, the actor, who has been 
rehearsing in an empty theatre, may feel that his voice suddenly needs a 
superimposed power and range. To provide this, he may resort to higher 
pitch levels and greater volume and thereby destroy most of the creative 
qualities of vocal life in order to project. To the actor, the communication 
with the audience is important, but to the audience, no matter how 
strongly it identifies with the performers, the perceived communication 
should be between the actors onstage. If this communication is conducted 
continually in a middle to high concentrated focus-as if across wide 
spaces-the stage illusion is lost. 

Most of the time the acoustics of a theatre or auditorium are intended 
to support performers with additional reverberation, resonance, and well
structured space. Fine acoustics permit the conveyance of onstage com
munication across the distances of the auditorium, and the audience 
receives a communication that enhances what it perceives as the stage re
ality. If, however, the acoustical properties are very poor, if particular posi
tionings and special stage business tend to misdirect sound for the 
audience, or if there are "dead spots" in the house, the actor or singer can 
opt for an interesting conversion device. He or she can avoid attempting to 
fill dead spots or avoid struggling against acoustical inequities by: 

1. Visualizing the removal of the audience from the theatre proper and 
transferring it to her own voice's inner, three-tiered "theatre" of the 
mouth, face, and head. By doing this, the actor or singer can see the 
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audience out in front but feel and hear his or her vocal life internally. 
The performer can feel what the audience hears; they can feel and hear 
within their own inner biophysical theatre while seeing the audience in 
its own extended outer theatre. 

2. Trusting the inner transmission feeling to the extent that if he or 
she has a cold and stuffy nose, he or she can keep sensing bone
transmitted inner harmonic resonating and be confident that the au
dience hears good bone-conducted tones rather than a muffled voice. 
It is as if the actor or singer plugged his or her ears to hear even better 
on the inside where resonance and reverberation do function wonder
fully well and where there are no dead spots; think of this device as an 
actor's personal "virtual reality." 

Even if you are performing in warm-sounding, acoustically correct 
surroundings, you should still rely on how and what you feel inside rather 
than how you are projecting to the outside. Be aware that you are inti
mately feeling the quality of your NRGs rather than hearing them as a 
quantity. Be further aware that feeling the quality of your vocal NRGs rep
resents a unique built-in control valve that helps to free and release your 
physical and emotional life. Projecting and "filling up" your own inner 
bone-conducted theatre is much more "acoustics friendly" than the same 
task within the extrinsic theatre or auditorium. The former objectifies a 
qualitative turbulence experienced in a climate of delicate balances, of 
gentle colorful inner rhythms, of resilient exciting vibrations, and of ring
ing resonance; the latter, even at best, tends to influence and quantify ef
fort, volume, pitch, amplitude, and forced energy. 

ONSTAGE CONVERSATION ACROSS VARYING DISTANCES 

For conversation at fairly close range, consonant NRG must lead, with the 
Y-buzz following closely. The voice should stay primarily in the Y-buzz 
pitch range. If a particular stage position or special stage business tends to 
muffle sound for the audience, then instead of resorting to volume, the 
actor tunes into a more vivid, concentrated Y-buzz timbre while, at the 
same time, turning up the consonant NRG. 

For conversation across a full-sized room or small stage, structural 
NRG leads. The tonal focus is strong but spreads throughout the low and 
upper-middle range; an occasional low or middle Call may come through 
for emphasis. This conversational and relatively quiet Call quality should 
always be naturally available to the actor onstage as, indeed, it should be 
to any trained person offstage. 

In a very large room (or when the listener is in another room or some 
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distance away outdoors), tonal NRG leads, followed Closely by structural 
NRG. When this happens, the flexible gamut of the Call focus is brought 
into use as needed, including somewhat higher pitches, sustained tones, 
sharper accent, and increased tonal concentration. Of course, optimal 
consonant NRG must be constantly maintained to ensure intelligibility. 

Onstage, the Call is more often employed due more to situation or 
character than to distance. Tonal NRG leads for excited communication, 
for the vigorous build, for addressing large crowds, for calling across or 
offstage, for creating the illusion of distance, for emotional outburst, or 
for projecting over other voices or noise or music. The heightened emo
tional quality of classical Greek and much Elizabethan drama often de
mands full use of the sustained Call focus. Obviously, not all plays demand 
such consistent intensity, but even when the intensified Call is used spar
ingly, the actor will find that the well-focused voice will tend, comfortably 
and naturally, toward lower Call quality. On the other hand, certain in
tense emotion or Dionysian passion might most effectively be expressed 
by sidestepping the easy and well-balanced Call focus and, with impunity, 
relying instead on a highly intensified vocal life at the extreme upper end 
of the tonal-vocal spectrum-and all this with full protection against 
strain, negative stress, or undue pressure through the inner self-use of our 
three vocal NRG states. 

The sensitive actor should always avoid being pushed to what is felt as 
the vocal limit. He or she should always feel the accessibility of at least one 
more comfortable pitch or just a little more volume-but never use it. 
When our voice sounds as if there were no more where that came from, we 
are not only straining toward premature vocal fatigue and general exhaus
tion, but telegraphing weakness and inadequacy to the listener. In the the
atre, an actor who reveals physical limits to the audience betrays 
unfortunate limitations and loses the chance to prevail as part of the 
stage illusion. 

The Open Stage 

A special problem in voice projection for the actor is the changing form of 
the stage. More and more theatres have moved toward an open Stage
that is, a stage with one back wall and the audience on the three remaining 
sides or a stage entirely surrounded by the audience. With their backs to a 
large part of the audience, actors are confronted with the complex task of 
being audible and intelligible to all the audience while at the same time re
maining real and natural; and in the relative intimacy of the open theatre, 
reality and naturalness are often at more of a premium than on the tradi-
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tional proscenium stage. To cope with this dilemma, the actor often at
tempts to open his or her lips more or to project the voice more forcibly 
out through the mouth-both poor solutions. 

Playing with much of the audience behind you may create problems 
for certain kinds of acting, but if you have fully assimilated the training 
presented here, you should have little concern about the effective func
tioning of your body or voice and speech on any stage. Even within a pro
scenium, you may find yourself far upstage facing a wall, or in a crouching 
or kneeling position or talking to an actor on the ground, yet you still must 
be clearly heard and easily understood, even in a low, quiet voice. The key 
is to use low, quiet tones as concentratedly as possible. Even in intimate, 
informal, and close-range conversation, use more of the Y-buzz and 
+ Y-buzz tonal action with a relatively reduced inverted-megaphone shape 
to produce darker tonal focus sufficient for any purpose. You also need to 
feel the consonant NRG a little more incisively; at the same time, you also 
need to feel the tonal NRG a bit more vividly in the gum ridge and nasal 
bone. With these actions in easy, comfortable balance, the combination 
will enhance rather than interfere with the stage illusion. 

Be aware always that theY-buzz focus is a free-flowing yet extremely 
concentrated form of vibrating sound energy that conveys to the audience 
an impression of ease and intimacy. Also be aware that although you 
should not push for projection, for loudness, or for a "stage voice," you 
should also avoid carefulness or timidity in the vital use of your vocal 
instrument. 

What you should strive for is to use the trinity of vocal NRGs onstage 
as an intelligent extension of your dynamic offstage vocal life. Instruct 
yourself, organically, to "rev up" the trinity of NRGs as an essential profes
sional dynamic for onstage vocal life. Embrace the important concept 
that this dynamic trinity cannot tolerate carefulness or timidity any more 
than carelessness or forcing. If you are "careful," it really means you are 
"full of care" (or concern). If you are careful and rationalize by calling it 
"sensitivity," your voice will not lend confidence, security, or vitality to 
your role; you will not play with that acquisitive strength, healthy curios
ity, and joy that make acting exciting and an actor exciting to watch. You 
will not be a part of that greater majesty of the stage. If you find yourself in 
the ambivalent position of being half-trained and uncertain in your voice 
and speech, your performance can only become the confused product of 
fear and desire glaring at one another. 

Strictly speaking, I do not consider the organic, kinesensic training in 
this text as simply voice and speech training. I consider it as full-blown 
and ongoing actor training; actor training based on "feeling"-instinc
tively, viscerally through the senses-and experiencing vocal, physical, 
and emotional characterization and personality. If genuinely experienced, 
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this kinesensic training will reveal and provide you with sharpened cre
ative skills that will grow into exciting talents that will blossom into in
spiring artistry. Put them together creatively and you will certainly come 
close to that elusive magic! 

Crying and Laughing 

Onstage, your action often requires the use of natural, unforced, deeply 
felt emotions. Whenever your role specifically calls for intense crying or 
laughing, a most effective and nontechnical way to manage this is to work 
for opposites. Trying mightily not to cry while crying, or not to laugh 
while laughing, reveals even deeper emotions and results in an amazing 
"feeling and response" experience for both the audience and the per
former. Suppression is a valuable facet of an actor's emotional expression: 
the more the actor tries to hold back, the more intense and dramatic is the 
emotion (and the acting itself). 

During the process of creative suppression in both crying and laugh
ing, try to apply the "holding back" action through the use of the S, F, H, or 
SH sound effects and the N, M, or NG melody instruments. In laughing, 
you might add after-effects: the Z, V, ZH, and even the L as well. The more 
you suppress through the use of these consonant instruments, the more 
the emotion will burst through and, if necessary, reach epic proportions of 
either tragedy or roaring belly laughs. With just the pure sound of the con
sonants and the feeling it stimulates, you can both control and release the 
emotion. Clean and properly articulated consonants are not necessary in 
creative emotional suppression; here, we are not dealing with formal dic
tion or enunciation but rather emotional expressiveness. 

As the consonants progressively permit a greater intensity or projec
tion of emotion, the experience may impose a breathiness, a jerkiness, a 
tightness or trembling in the stomach and abdominal area, a shaking and 
quivering, a contorting of the face and body, and so on. The intermittent 
injection of effective vocal sounds or tones will further heighten the inten
sity or projection of the emotion expressed with the consonants. If you are 
engaged in laughter, for example, then the shaking tremor of excitement 
and the dynamic abdominal pressure activity supports the joyful, high
spirited responses, and the face reveals and experiences sheer ecstasy. 

Screaming and Shouting 

In scenes involving screaming and shouting and other hysterical out
bursts, always keep in mind that the voice is the first thing to go if sheer 
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force or tight pressure is applied; in this case hysteria becomes "real" 
rather than talented performing. As with the highest pitch in singing, al
ways feel you can-if you wanted to-scream or shout even higher, even 
louder, or even stronger; remember, the optimum is our gauge not the 
maximum. The optimum provides qualitative objectives and is right
brained; the maximum, in our frame of reference, suggests quantitative 
limits, often painful al).d harmful, and is left-brained. 

To help you achieve optimal effects in screaming and laughing, reex
perience the facial yawns, but focus primarily on your backward facial 
yawn (Chapter 4) because hysterical screaming involves the highe~t 
pitches most of the time. Remember that in singing, laughing, or scream
ing on high pitches, the face experiences an ecstasy-like expressiveness. 

Just as vigorous muscle exertion always requires a conscious feeling 
of the rest or relaxation component, so does the voice. Familiarity with vo
cal esthetics and/or viscerally felt built-in body-vocal control valves per
mits the use of about five percent of the resting ingredient during even the 
most strenuous use of the voice. This is what I call "doing the incorrect 
thing correctly." All motion, movement, and energy possesses a rhythm 
and balance, and therefore, even screaming, crying, and sobbing have a 
rhythm and balance all their own. You should be aware that when you ex
perience intrinsic body rhythm and balance, you will not feel fatigued or 
exhausted, and it is possible to feel rhythm and balance ingredients while 
playing these emotional scenes. 

Warm-up Suggestions 

Before you go onstage or into rehearsal or even when you get up in the 
morning, run through the following series of warm-ups to prepare your
self for the performance or the day ahead. These reinforcing activities will 
help tone up not only your voice but your body and your concentration 
as well. 

BODY TUNE-UP 

• Reexperience the powerful muscle-yawning, the Tai-Chi-like mus
cle floating, and the sparkling muscle shaking experiments in Chapter 4. 
You will recall that these are the three natural, therapeutic body relaxer
energizers. 

• Pick out three or four other body events from Chapters 3 and 4, and 
reexperience them as part of your warm-up. 
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Y-BUZZ 

• Sustain an easy, calm, and vibrant Y-buzz on five or six of your low
est pitches. 

• Slide theY-buzz up and down over a very small range. 
• Sing a melody on the Y-buzz, using only the lower third of your vo

cal range. 
• While singing and sustaining the Y-buzz, communicate (in self-to

other mode) meaning, attitude, need, personality, and style through the 
"masculine" Y and the "feminine" EE French-hornY-buzz. 

Y-BUZZ INTO + Y-BUZZ 

• From the Y-buzz, slide into the +Y-buzz on a pitch slightly higher 
than that of the Y-buzz itself. Don't dilute the tone; feel the beginning of 
the + Y-buzz fully focused in the nasal bone and reaching toward the 
forehead. 

• Recite the alphabet, maintaining the Y-buzz tonal stream on all EE 
and EY (as in "away") sounds-don't forget the h ("aytch"). If the struc
tural form is good and if your intonations are alive and vital, then the let
ters o, q, u, and w should bring a low, quiet Call sensation. 

THE CALL 

• Do a series of easy concentrated Calls on medium pitches, using 
h'LLO, aWAY, unTIL, aGAIN, b'WARE, unEARTH, and it'sGOOD. 

• Do a sliding Call on h'LLO, aWAY, and unTIL (see Experiment 14, 
Chapter 6); make it sound and feel like a wind-effect exploration. 

• Do a vendor's Call realistically and musically on a medium pitch 
level. Call "Strawberries ... watermelon ... cockles 'n mussels." Sing it 
out as an experienced, successful vendor who may, conceivably, double at 
night as an opera tenor or baritone or as a gospel singer. 

REVERSE-MEGAPHONE FACIAL POSTURE 

• From a Y-buzz, slide into the structural vowels for diluted focus. 
Feel the dilute focus resonating throughout the mask as the rich Y-buzz 
diffuses into a#S, #51, #6, #6y, #4, J( (3r), #3, #21, and#l. If the structural 
form is good, the last four will come closest to a calm, richly dark, low
pitched Call. 
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FORWARD FACIAL POSTURE 

• Using a comfortable yet spirited forward facial posture and a rich 
diluted tone, smoothly and with spontaneous tempo, count energetically 
from one to twenty. Next, recite the months of the year and then the days 
of the week. 

ONE FINAL WARM-UP 

• Do a few comfortable but short sustentions of the medium call on 
h'LLO, aWAY, unTIL, PLACES, braVO, oLEY, it'sGOOD, ta'CARE ("take 
care"), and unEARTH. 

• Perform a vibrant, clean, but very gentle and private Y-buzz until 
you are ready to go on! 

Some General Reminders 

Feel but don't listen to your voice or your speech onstage or offstage; listen 
only to the voice and speech of others. Listening to yourself can only make 
you nervous and self-conscious; it is energy dissipated. Listening to your
self onstage tends to shut out what-and who-is around you and to dis
connect you from the stage action; it creates a vicious cycle of fear and 
withdrawal into greater fears, which totally disrupts stage excitement and 
stage illusion. 

Avoid spitting and spraying when you speak. Spraying and spitting on
stage is unhealthy, unprofessional, unesthetic, and self-indulgent; it is al
most totally unnecessary, and it impairs good, clean diction-wet speech 
makes artistic consonant NRG very nearly impossible. Fellow actors cer
tainly find the experience artistically disconcerting and an impedance to 
spontaneous emotional life onstage. Although a dry mouth and throat is 
one manifestation of nervousness, a mouth full of saliva does not indicate 
relaxation. Both underactivity and overactivity of the salivary glands re
flect physical and mental discomfort. Those with underactive glands must 
learn to collect saliva skillfully-to maintain reasonable oral moistness
and to swallow the saliva in order to lubricate and relax the throat; those 
with overactive glands must form the habit of swallowing frequently to 
prevent the mouth from flooding. The key in both cases is, during conve
nient intervals, to coordinate vocal action with swallowing, which is in it
self a natural relaxing technique. Actors, speakers, and singers who throw 
their voices out through their mouths are equally likely to throw a fine 
spray as well. If, during vocal use, you project your tonal stream through 
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bone-conducted transmission rather than projecting your breath stream 
through your mouth, you will avoid spraying your listeners or your fel
low actors. 

Remember that relaxation, or muscle resting, is not a reaction; it is 
rather its own original action. Tightening a muscle and then letting go does 
not produce genuine active relaxation; it merely stops the rigidity and re
sults in limpness and flabby dead weight. Genuine active relaxation, how
ever, produces its own inherent esthetic components such as 
weightlessness, buoyancy, graceful flow, and effortless motion, whereas a 
reactive letting go of tightness simply produces flaccidity and sagging 
heaviness. Stiff muscular tension1 can never benevolently support the 
voice or, for that matter, the rest of the body. Muscle tightness is not really 
the same as muscle firmness. Tightening the muscles in one part of the 
body to offset tension in another part is unrealistic, unscientific, and 
harmful. If we consider the human being as an organic whole rather than 
a collection of different parts, tightness and heaviness in any part of the 
body can only induce impingements, fixations, heaviness, or listlessness 
elsewhere. 

Keep your body in good physical condition with regularly scheduled 
workouts and a good sensible diet. Your voice reflects your physical condi
tion. Also, before a performance, don't eat a heavy meal, and never eat 
chocolates, milk products, or nutty, syrupy, sweet foods. If you must have 
something, eat a peeled slice of a crisp apple before going on; it will soothe 
and clean your throat. Likewise, you should avoid alcohol and smoking 
before a performance; the vocal mechanism and vocal life both respond 
negatively to these substances. And, incidentally, while waiting in the 
wings, try humming gently and softly on a clean, low-pitched Y-buzz; this 
brings on much better physical and mental tension relief than does sim
ple silence. 

Always nurse a sore throat. For temporary relief, when you can't get to 
a doctor, try gargling every two or three hours with a cup of hot (not scald
ing) water mixed with a quarter teaspoon of sea salt, a quarter teaspoon of 
bicarbonate of soda, and an aspirin (take care not to exceed the dosage 
limits prescribed on the aspirin container); when the pain is assuaged, 
leave out the aspirin. If gargling is inconvenient, chewing aspirin gum 
may be helpful, but use it sparingly (as directed on the box). 

Never force your voice. Remember to strive for the" optimum," not the 
"maximum"; don't mistake volume for projection or potent tone. 

1The term "tension" has a twofold definition: ( 1) the natural physical process of" exten
sion"; and (2) a state of: rigidity, stiffness, strain, tightness, tautness, flaccidity, heavi
ness, flabbiness, weakness, friction, nervousness, and disharmony. Our discussion 
refers to the latter definition. 
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Use theY -buzz to enrich and protect the lower third of your voice. Be al
ways aware that with the Y-buzz and + Y-buzz your voice will easily and 
comfortably reach down at least four or five half-pitches below your cus
tomary low conversational tones. Properly trained, the voice develops up 
and down at the same time. 

Remember to physically experience the feel while neurophysically feeling 
the experience; in most human behavioral functioning, this is when real 
learning begins. This is particularly true in the development of skills and 
talents. Learning kinesensic awareness occurs only through consistent, 
concordant doing-not through intellectual grasp. We learn through 
teaching, and first we teach ourselves. So ask yourself questions and in
struct yourself organically; it is called heuristic problem solving. 

Do not allow your technique to show. Pure technique that shows is 
poor technique. Any drill brought to mechanical perfection is most diffi
cult to apply creatively. Mechanical perfection is a dead end; it really has 
nowhere else to go! No actor-or anyone for that matter-ever feels any 
experience precisely the same way twice. Thus, strive to be an integral part 
of what is happening onstage by contributing and responding to the 
experience. 

BRIDGE 

Hopefully, it is clear that nothing in Lessac training even implies a process 
that relies on imitation or learning by rote, through mechanical repeti
tion, or through establishing habit patterns. The only habit suggested or 
recommended is "habitual awareness." Within our frame of reference, 
"habitual" means a continuing, reflexive awareness of your creative body 
NRG as well as an awareness of having missed the feeling of an essential 
sensory ingredient-an awareness of having felt a wrong or undesirable 
sensation that is instantaneously and instinctively replaced by a desirable 
sensation. This proprioceptive2 device and self-use organic instruction 
will keep you progressively tuned in, turned on, and always feeling good. 

Keep in mind that this kinesensic training is also applicable to func
tional and clinical therapy. Therefore, adopting and adapting to such 
kinesensic training sets for us a therapeutic standard for feeling good, 
sounding good, staying strong and young, and being creative with elegant 
impunity-the subject of this book's final chapter. 

2 Proprioceptive: refers to the dynamics of the proprioceptor nerves. 



CHAPTER 12 

What About a Standard? 

The human organism can be visualized as a Stradivarius bass fiddle that 
spawns and generates a number of smaller, but certainly not minor, 
Strads, which include the human voice, human laughter, body-humor 
sensing, the "child within you," the orchestral consonants, and the various 
NRG states. When these individual Strads are recognized, identified, and 
properly played, they function as esthetic, synergistic, creative agents 
within our vocal, physical, and emotional life. By artistically and health
fully playing these Strads, we develop (1) exciting tonal quality in song 
and speech, (2) fascinating articulatory skills, (3) a healthy natural form, 
size, and shape of the vocal instrument that organically produces beauti
ful, rounded pear-shaped vowels, and ( 4) a general self-use of body esthet
ics, body rhythms, body synergies, and balanced behavioral emotions. 

Our research and practice ( onstage, offstage, and in therapy) strongly 
suggest that when the human organism functions in this fundamental and 
progressive modality, resulting in rich full vocal tones, pleasurable and 
easy audibility, optimal intelligibility, and excellent facial form and pos
ture, it is quite ready to adopt and adapt to any regional or social mode of 
pronunciation and enunciation. Actually, that's what the major argument 
regarding standards is all about-choice of pronunciation! The question 
of choice regarding particular pronunciation, syllabification, or stress is 
just that-a matter of choice. But before that choice can be made, it is nec
essary to achieve a vocal life with perfect intelligibility, easy audibility, 
proper vocal-body NRG, and, most importantly, a fine-quality speaking 
voice that avoids affectation, distortion, imitation, or rigidifie4 meticu
lousness. In our frame of reference, the choice of pronunciation pretty 
much becomes a matter of electing from the "strong" and/or "familiar" 
forms of our "vocal life" exp~essiveness to provide us with a language 
strong and elevated enough for the best of Shakespeare, Shaw, or Wilde; 
familiar, neutral, and flexible enough to communicate on the street, at 
home, in school, in commerce; and soft, neutral, and resilient enough on
stage to play Mamet, Churchill, Shepard, Odets, Hans burg, or Pinter. 

251 
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Avoiding Authoritative Standards 

Any responsible search for authoritative standards of proper speech often 
results in some rather confused findings. One expert will say that the stan
dard falls somewhere between too-careful, over precise, pedantic speech 
and careless, negligent, and virtually unintelligible speech. Another au
thority might point out that the proper standard is achieved when so
called competent critics or informed observers and listeners concede that 
a particular person's (or people's) speech is "good." 

It ought to be abundantly clear that good standards of speech and an 
exciting speech style are not necessarily one and the same thing. Through 
listening to politicians, business leaders, newscasters, or stage and screen 
stars, we may be impressed by some pretty effective and exciting speeches, 
but that does not mean necessarily that any or all of these communicators 
lead the way to proper speech and voice standards. Nor can we, as a rule, 
depend upon the informed listener or critic, despite background or erudi
tion, for leadership in this area. It is also misleading to favor a particular 
classification such as "New York speech," "British speech," "stage speech"; 
or to call New England speech "good" on historical or geographical 
grounds; or to insist that the Midwesterner's standard is preferable be
cause "so many Americans use it." 

There is surely a strong desire and need for vital, vibrant American 
speech and a good strong standard; but a standard of speech should not be 
derived from such things as personality, talent, effectiveness, ethics, char
acter, intellect, or political, social, or economic status. All of the above, to
gether with regional patterns, may quite properly be partial or subliminal 
considerations, but the primary concern here should be a more funda
mental approach to standards of enunciation, pronunciation, articula
tion, vocal quality, and vocal NRG. 

Evolution or Devolution? 

Standards of diction, generally, are too closely defined. When someone 
says "reyan" instead of "ran," the important thing is not that the pronunci
ation differs but that the sound is generally too nasal and thus adversely 
affects the voice and personality. When the word "board" is pronounced 
with a strong and prominent R, consideration should not be given to re
gional pronunciation differences but to the fact that the R has a throaty, 
backward-pulling influence that produces poor tone color, a tight jaw, and 
a loss of clarity in articulation. 

If the word is pronounced "Febyewary" rather than "Febrewary," the 
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deviation from the original pronunciation ought not be considered as 
"language evolution." In our frame of reference evolution should mean a 
"positive, gradual development"; I prefer the definition, "to develop by evo
lution to a more highly organized state or condition."1 It seems to me that 
a standard should serve to maintain elevated levels of practice, activity, or 
attitude and to protect against deterioration, carelessness, and neglect. Of 
course, a living language is never static. Words, meanings, spellings, and 
pronunciations are constantly modified and adjusted along with other; 
more important social changes; but when we hear library pronounced ''li.:. 
berry," nuclear pronounced "nucyuler," or deterioration pronounced "de
teriation," let us call it what it is-a tearing down of standards or positive 
goals. The problem does not concern dialects, regionalisms, and cultural 
influences or mores-these all have standards of their own, and actors 
certainly understand that-but it does concern the need for a kind of 
growth that reaches out to new and higher NRG qualities and sensitivities 
rather than a surrendering to a downward trend, thereby unconsciously 
succumbing to a form of ennui. 

Working Toward a Fundamental, Universal Standard 

As already stated, we do want and need fine American speech, but what we 
truly need is a more fundamental and universal standard-one that hon
ors the principle that posits: If the human organism plays its body's Stradi
varius instruments in salutary, esthetic, creative fashion, then surely it has 

I 

the tono-bio-neural foundation to speak effectively in almost any local, na-
tional, or artistic mode of delivery. 

What are our criteria for a desirable standard of speech? 

1. The standard of speech should be governed by the biodynamics of 
voice and speech, the results of which are reflected in a pleasant, wann 
voice quality, as well as euphony, vitality, good form, and complete 
intelligibility. 

2. The standard should resist lethargy, ignorance, and slovenliness. 

3. The standard should entail a dignity, self-respect, and concern for a 
voice and speech quality equal to that which is given to appearance, 
dress, and physical well-being. 

4. The standard should assert a realization that high-quality voice and 
speech are easily made part of one~s personal culture pattern and that 
such culture is readily attainable and highly desirable. 

1 The Random House Dictionary of the English Language, Unabridged edition. 
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After testing and experiencing some of the kinesensic training pre
sented in this text, you must know that the American Westerner's 0 or AH 
or A or ER fortified by proper facial posture and structural energy will 
sound remarkably like that of the Easterner or Southerner using the same 
training discipline. Learning to play and feel our consonants with skill 
and finesse is as easy for the resident of one part of the U.S. as it is for an
other in any other region of this country; the recognition that nasality, 
throatiness, "lippiness," and jaw tension are detriments to good speech 
standards acknowledges no state boundaries. 

Because I do not criticize the specific pronunciation itself but rather 
the manner in which the basic mechanism is used, I am not attacking re
gionalisms or dialects. But by playing our consonants instrumentally for 
contrasts, rhythms, and tonal qualities, by fortifying our vowels with the 
vibrative beauty of tonal NRG and the lovely roundedness of structural 
NRG, we can all transcend any detrimental regional influences. Here is a 
case where we can have our cake and eat it too, We can actually retain our 
regional culture and individuality while building an effective common 
speech and voice culture. 

If communication is an art and a science, then speech and voice, 
which represent the major vehicles of communication, are part of that art 
and part of that science. If singing and acting are art forms, then the use of 
voice and speech-your own voice and speech-are part of that art form. 
If voice and speech are both a science and an art, certainly they should be 
an integral and intrinsic part of each individual's personal culture-a fact 
that is often disregarded. 

Indeed, voice and speech standards must be elevated enough to com
pel a feeling of respect, pride, and dignity in one's own language and com
municating capabilities; they must be broad enough to stimulate 
admiration, and they must be popular enough to be endemic.2 1t would be 
wonderful if our schools taught voice and speech appreciation along with 
music appreciation at an early age. Adults must become real live models 
for the young: the parents, for their children; the teachers, for their stu
dents. If this dream could become a reality, and it should, then much valu
able time now wasted on tutoring, therapy, and special classes in our 
schools and colleges could be put to better use. 

If it is acknowledged that voice and speech are part of one's personal 
culture, then the personal culture of all individuals combined is the pro
found culture of the community and the nation. The kind of voice and 
speech culture discussed here does not lead to regimented practices, but it 
qoe~ lead to a quality-controlled order that in turn leads to a better quality 

2 Endemic: infectious and contagious; intrinsic or indigenous. 
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of creativity and to a better quality of common understanding. The kine
sensic training you have been working with represents a universal human 
resource that can be applied to most all other languages. With the ex
change or addition of a few orchestral consonant instruments, this train
ing has already been tested and used by German, Spanish, Persian, 
Japanese, Russian, French, and Greek speakers. 

What a wonderful experiment it would be if the methods espoused 
here could be taught in five or six representative sections of our country. 
After a year's training, the students from the South, West, North, and 
East-the Texans, the Midwesterners, the Alaskans, and the New York
ers-could come together and find that we all talk one another's language 
easily, without sacrificing or surrendering any local charm, color, or style. 
Student actors, coming from all over the country could be part of the same 
theatre ensemble, presenting a common, attractive, yet personal speech 
and voice front. Even though coming from different sections of the coun
try, we might all find it easier to listen and to talk to each other. Under such 
circumstances, social intercourse might lead to more serious communi
cation and to more fulfilling and meaningful understanding and inter
relating. 





APPENDIX A 

A Comparative Guide 

to Pronunciation 

The following chart lists a Lessac phonosensory symbol for each of the 
diacritical markings found in the International Phonetic Alphabet (IPA) 
and in Websters International Dictionary. In the list of consonants, most of 
the representations refer to the same alphabet letters; the Lessac conso
nant symbols, however, are identified as orchestral musical instruments. 
Throughout the chart, each Lessac symbol represents an economical, 
kinesensic choice from the accepted variants recognized by most 
Americans. 

VOWELS 

IPA Webster Lessac Examples 
(structural NRG 
vowels and 
diphthongs) 

u 00 #1 (00) two, loot, school, soup 
(diphthong) ov 0 #21 (6) told, don't, molded, 

follow 
~ 6 #3 (AW) awkward, orb, 

dormant, bought 
0 6 #4(0) odd, yonder, beyond, 

doctor, college 
a a #5 (AH) arm, father, large, 

Martha 
E} 

. 
#6 (A) master, class, ask, a 

ransom, famish 
(diphthong) av ou #51 (OW) oust, found, south, 

down 
(diphthong) ~i oi #3y (OJ) oil, employed, noise, 

loiter 

257 
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(diphthong) cei or Qi #6y (I) 

u J( (3r) 

IPA Webster Lessac (tonal 
NRG vowels and 
diphthongs) 

e Y.:.buzz (EE) 

(diphthong) ei a +Y.:.buzz (EY) 

IPA Webster Lessac 
(neutral 
vowels and 
diphthongs) 

u 0~0 Nl 

i Nz 

e e N3 

"(stressed) ii N4 

a (unstressed) 
. N4 a 

(diphthong) 00 N1n 
va 

(diphthong) ia e N2n 

(diphthong) ea a N3n 

(diphthong) :Ja 6 3n 

iu 11 Y1(Yplus#l) 

iu 
. 

Y1(Yplus#l) 11 

aisle, ice, eyes, cry, 
signed 
urn, nerves, turmoil, 
dirt, work 

Examples 

evening, repeat, 
freedom, receive 
haze, great, rein, 
placate, bay 

Examples 

foot, took, good, 
pull, should 
tick, kiss, timid, 
fill, evil 
kettle, friend, 
secretary, end 
up, above, son, 
cunning, rough 
alone, success, 
connect, official 
tour, dour, pure 
("pyure"), sure 
fear, peer, queer, 
endeared 
declare, fair, there, 
ne'er, pear 
pour, door, restore, 

roar 
cube, tune, beauty, 
lute, due, dew 
unite, menu, argue 
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CONSONANTS 

IPA Webster Lessac (based on Examples 
symphonic musical 
instruments and 
sound effects) · 

n n N violin noon, instant, government 
m m M viola mime, anthem, embalm 
v v Vcello verve, lived, delved 
z z Z bass fiddle zooms, buzz, wisdom 

3 3h ZHbassoon mirage, pleasure, beige, 
vision 

IJ ng NGoboe ping-pong, singsong, 
long 

t Lsaxophone lisle, elves, laurel 
w w Wflute window, award, dwell 
y y Y French horn beyond, yonder, yes 
r r Rtrombone rider, rewriter, alright 
h h H sound effect high, behold, horse 

f sh SH sound effect shush, wishful, mission, 
mention 

0 th TH clarinet bathe, these, loathsome, 
writhe 

9 tit TH sound effect myth, birthday, thrash, thin 
f f F sound effect fife, bereft, nymph, enough 
s s S sound effect incestuous, suspicious, 

system 
d d D tympani drumbeat advertised, handmade, deed 
b b B tympani drumbeat cobweb, babe, imbibed 
g g G tympani drumbeat gig, intrigue, quagmire, 

gagged 
t t T snare drum drumbeat toot, incitement, depart 
p p P bass drum drumbeat peep, clamp, lapse, Pope 
k k K tom-tom drumbeat cake, cooked, checkmate, 

check, quick, chaotic, 
eccentric 

dl (voiced) DOL woodblock maudlin, handling, medley 
click 

tl (unvoiced) TL woodblock gauntlet, gently, unsettling 
click 

tf ch CH crash cymbal (T+SH- chair, march, church, 
no sustention) matchmaker 
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d3 DG Chinese cymbal judgment, pigeon, George 
(D+ZH-no sustention on 
theZH) 

ts TS high-hat cymbal (no tracts, adopts, scientists, 
sustention on the S) sits 

dz DZ tambourine (no aids, husbands, holds 
sustention on the Z) 

dJ.l aspirated D plus Y verdure (verdyure) 

tu aspirated T plus Y stature, question, fixture 
hw (ro) hw aspirated H plus voiced W1 hwat (what), hwen (when), 

hwere (where) 
'dr e R2 mother, zephyr, nadir, 

doctor, dollar 

1These are two separate consonants that are pronounced precisely the same way that K 
and W or T and Ware pronounced in queen or twenty. It is definitely not an unvoiced W. 
2Lessac training considers the final, unstressed "er" sound (as in lawyer), as an N4

, or a 
very soft form of the ,R-derivative. If stressed, it becomes a "strong form" R (as in bird). 
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Some Related Comments 

• "Vocal tones" are to the spoken word as "harmonics" are to the fun
damental, as "subtext" is to context, and as the "subconscious" is to the 
conscious. 

• If you want to be responsive, always find yourself in a state of inner 
motion; the organic feeling process works best when the body is in a state 
of gentle turbulence. 

• The more we learn to feel things, the more things we learn to feel. 

• Perception of the mysterious is the origin of discovery. 

• "Pure technique" is poor technique. 

• To be temperamental is both a self-indulgent and mischievous mis
use of temperament. 

• Human laws and rules are human inventions; the law of logic that 
states "you can't change human nature" is indeed a human invention. 

• Subtext without context is like tracks without a train; context with
out subtext is like a train shunted to a siding, with nowhere to go. 

• To wonder is to ask questions; to ask questions is to teach; to teach is 
to learn. Wonder feeds rationale, and sensitivity fuels control; the reverse 
in both cases is not necessarily true. 

• The urge to search and discover is a pioneering spirit; the child is the 
greatest pioneer of them all. 

• One of the most sensitive and subtle instruments within the overall 
body Stradivarius is "the child within you Strad." In our frame of refer
ence, that Strad ought not be the child you were but rather a new, vital, in
nocent "other child" functioning wholesomely and unfettered inside you. 

• Although a child knows nothing about and cares little about self-
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image, the child's response mechanism functions in a "self-to-self" mode; 
the child's response stems from his or her own inner environment. 

• The child, whose drive to explore is very active at birth, requires 
ever growing space for his or her discovery process during both play and 
work. If the child's world is limited to a highchair, a swing, a playpen, or a 
single room, then the child's learning opportunities are limited accord
ingly. If the child is restricted to what we tell him or her to do, then what 
he or she can do well may not be revealed. 

• The adult is, or can be, as much of a pioneer as the child____:when and 
if he or she can, during the creative experience, avoid conditioned, judg
mental attitudes imposed by existing patterns of behavior and practice. 

• The kinesensic speaking voice is also a natural singing voice. 

• Speech training should be preceded by voice training; just as voice 
training should be preceded by body training. 



APPENDIX C 

Some Relevant 
Anatomical Illustrations 

l. Hard Palate 
The bony part of the roof 
of the mouth. The hard palate is 
easily identified by tracing the 
tip of the tongue across the roof 
of the mouth. 

2. Soft Palate 
The continuation of the hard 
palate process at the back of the 
roof of the mouth. It is a soft 
muscle tissue. 

3. Uvula 
A small, soft lobe that hangs 
from the free edge of the soft 
palate. The uvula forms the 
completion of the soft palate. 

4. Tongue 
A versatile body organ that is 
formed by many supple, flexible 
muscles. 

2 

3 

4 

-----f--1 
------,f--- 2 
----+---3 
----f---4 
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5. Facial Sinuses 
The cavities in the bony forehead 
and the upper jawbone (12b). 
The most important are the 
frontal sinuses (Sa) and the 
maxillary sinuses (Sb); there are 
two of each. 

6. Cranium 
The skullbone that covers the 
entire brain, starting from the 
frontal sinus area and proceeding 
around to the top of the spinal 
column. 

7. Nasal Cavity 
The area situated above the roof 
of the mouth and below the 
facial sinuses and front of the 
cranium. This cavity can be 
entered through the nostrils and 
through the pharynx (14). 

8. Nasal Bone 
This bone is contiguous to the 
bony wall of the frontal sinuses 
(forehead), which in tum is 
contiguous to the cranial bone. 
Along with the hard palate, these 
bony structures represent the 
direct resonating and amplifying 
agents for voice production. 

9. Mouth Cavity 
Also known as the buccal cavity, 
this is the most important cavity 
area for voice and speech 
training and constitutes what is 
called the vocal sound box. 

6 

Sa 

Sb 
7 



10. Cheek Muscles 
The four separate muscles on 
each side of the face that 
originate in facial bones and 
insert into the upper lip muscle 
(11). They are of major 
importance in the proper 
training of facial posture and 
vowel formation. 

11. Lip Muscle 
The single, flexible, round
shaped muscle encompassing the 
entire upper and lower lip. The 
zygomatic and levator cheek 
muscles synchronously insert 
into the upper part of the lip 
muscle on both sides of the face. 

12. Mandibular Jaw 
The "jaw" consists of two parts: 

the lower jaw, or mandible (12a), 
and the upper jaw, or maxilla 
(12b). (The supple and 
responsive extension of the cheek 
muscles induces an effortless 
"floating down" of the mandible, 
thus freeing it from a climate of 
rigidity and fixation.) 

13. Ear 
The hearing mechanism consists 
of three parts: the outer ear, 
middle ear, and inner ear. This 
remarkable mechanism is 
designed to relay air-conducted 
sound waves to the eighth 
auditory nerve and the brain. 
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Outer 
ear 

External --1H-..,..;c;""" 
canal 

12. Mandibular Jaw 

Hammer 

13. Ear Mechanism 

Bony 
labyrinth 

Eighth cranial 
nerve 



14. Pharynx 
The area- commonly thought of 
as the throat-that leads into the 
nasal cavity (called the 
nasopharynx), into the mouth or 
oral cavity (called the 
oropharynx), and toward the 
larynx (15) and esophagus 
(called the laryngopharynx). 

15. Larynx 
The topmost section of the 
windpipe. Shaped somewhat like 
a gravy boat, the larynx is made 
up of a cartilage and ligament 
structure and is lined with a 
mucous membrane. It houses the 
vocal folds (16) and is therefore 
the structure wherein sound 
waves are initiated. 
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Mandible 
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16. Vocal Folds 
The two little fibrous-like strands 
of the larynx that can be 
stretched, vibrated, and 
occluded. During inhaling and 
exhaling, the vocal folds are 
open; during phonation, they 
approximate toward closure or 
occlusion. The vocal folds are 
believed to be devoid of nerve 
endings. 

17. Glottis 
The space between the vocal 
folds. 

18. Epiglottis 
The tongue-like upper portion of 
the larynx. Its purpose is to flap 
itself over the laryngeal opening 
in order to facilitate the 
swallowing of food solids and 
liquids into the food pipe, or 
esophagus. Occasionally, while 
talking or eating or drinking, a 
particle of food or drop of liquid 
may accidentally slip into the 
windpipe, or trachea, because the 
epiglottis did not successfully 
cover the larynx at that 
particular instant. 

Breathing position (open glottis) 

Voiced position (closed glottis) 

Vocal folds during a cycle of phonation 

Viewed from back 

3 
4 

18 

Viewed from back 
and above 

Viewed from front and above 

4 

18 

17 



19. Diaphragm 
A dome-shaped sheet of muscle 
separating the chest cavity from 
the stomach and abdominal area. 
It lowers and flattens itself 
during inhalation and rises to its 
original state during exhalation. 
When diaphragmatic protrusion 
is observed, the lowering and 
flattening of the diaphragm is 
creating pressue against the 
stomach wall and abdominal 
muscles. 

20. Chest Cavity 
Called the thoracic cavity, it 
includes the heart, lungs, 
bronchial tubes, and ribs. The 
diaphragm forms the bottom of'·· 
the chest cavity. 

21. Spinal Column 
The bony column consisting of 
thirty-two vertebrae that forms a 
parenthesis-like curve from the 
base of the skull to the coccyx. 
The spinal column is divided into 
five sections: the cervical spine, 
thoracic spine, lumbar spine, 
sacral spine, and coccygeal 
spine. 
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22. Ribs 
The bony cage of the chest. The 
ribs are attached in front to the 
sternum (23) and in the back to 
the spinal column. In effective 
tone production, chest resonance 
is produced through bone
conducted vibrations 
transmitted, for the most part, 
via cranial, vertebral, and rib
cage resonance. 

23. Stemurn 
Also called the breastbone. 



Glossary 

aesthetic Pertaining to a sense of the 
beautiful or to the (philosophy) sci
ence of aesthetics; having a sense of 
the beautiful characterized by a love 
of beauty. 

awareness Awareness is a "tuning-in" 
to inner harmonic sensing; it implies 
an awakened capacity of perception 
and the identification of internal sen
sation as a new tool and instrument of 
"doing." It is a cognitive gestalt of 
"self-use" and "self-to-self" involve
ment; it is a conscious, qualitative 
awareness experience in response 
and reaction to the feeling of sensa
tion itself. 

behavior-affective Relating to any be
havior (such as breathing) that is 
affected by sensory involvement, 
spontaneous curiosity, and inner har
monic excitement or incitement. 

body NRG The four nonvocal body 
states identified in Lessac training: 
(1) potency NRC-power, strength, 
muscle yawning, muscle therapy; 
(2) buoyancy NRC-relaxed energy 
and active relaxation, creative calm, 
floating, flowing, antigravitational 
lightness, sense of weightlessness; 
(3) radiancy NRC-sparklike, lam
bent, body vibrato and body shaking, 
body humor, "Chaplinesque," clown
like, childlike eagerness or glee, the 
adrenaline-alert feel; ( 4) interinvolve
ment NRC-a magnetic force diamet-

rically opposed to sheer brawn (in 
emergency situations, where instead 
of sensing fear or dread, the body is 
fed by the instinctive needs and emo
tions rather than by muscle aware
ness). 

body-support NRG The use of the 
four body NRGs in full support and 
accompaniment (carryover) of vocal 
and verbal behavior and performing. 

esthetic From the Greek esthesis, 
meaning the nature and study of sen
sation, especially rudimentary sensa
tion. It is related to "body esthetics" as 
opposed to "body anesthetics" and is 
an intrinsic component of the "feel
ing process": anything that promotes 
sensitivity and induces awareness of 
sensation and perception in the body 
is an es.thetic, a body esthetic; any
thing that deadens and tightens sensi
tivity or lessens awareness of sensa
tion and perception in the body is an 
anesthetic, a body anesthetic. 

euphonies (euphony) The produc
tion of a pleasing sound that is agree
able to the ear; an especially pleasant 
sound or the harmonious combina
tion of successive words or vocal 
tones (phonetically); harmonious
ness or economy of the utterance of 
speech sounds supposedly resulting 
from combinatory phonetic change 
with an effect considered pleasing to 
the ear. 
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eustress Hans Selye's term for good, 
pleasing, qualitative, esthetic stress; 
to distinguish between distress (or 
stressful, effortful exertion) and salu
tary effortless vitality. 

familiar event A body activity that is 
always performed with ease because 
of some special talent or gift or natu
ral instinct. The familiar event may 
involve a particular act that always 
functions pleasurably, gracefully, ef
ficiently, or it may be a learned activ
ity that feels so good and right that it 
feels uniquely better each time. Such 
a familiar event can become a self
teaching, reprogramming training 
tool used as a carryover model for an
other body activity. 

genuine Free from pretense or affecta
tion; devoid of habit-patterned condi
tioned behavior; doing both skilled 
and unskilled activities with the 
awareness of experiencing fresh be
havior and functioning. 

gestalt A configuration that asserts 
that the whole is greater than the sum; 
total of all its parts; in our frame of 
reference, "gestalt" refers to a unrfled 
"whole" that is always made up of 
smaller unified "wholes." It is an or
ganized field having properties that 
cannot be derived merely from the 
summation of its so-called compo
nent parts; each component part is a 
smaller "whole" gestalt, which stands 
on its own and is itself made up of still 
smaller "whole" gestalts. 

habitual awareness The use of obser
vation, concentration, curiosity, in
terest, and vulnerability to achieve 
heightened awareness. "Habitual 
awareness" is not a contradiction in 
terms; it relates to a "signal alert" that 
is intended to reveal awareness of ( 1) 
the presence of something desirable, 
(2) the absence of something desirable, 
or (3) the presence of something unde
sirable, in which case the awareness 

mechanism reflexively dispatches an 
"organic instruction" to the body
mind. Should the "signal alert" not be 
working, then the body-mind is, to 
that extent, shut off or temporarily 
only semiconscious. Habitual aware
ness is a potential body NRG state 
that is part of one's salutary condi
tion; the absence of it signals a return 
to anesthetically patterned condi
tioned behavior. 

heuristic From the term heuretic, "the 
logic of discovery"; relating to the 
"self-teaching method" that is applied 
to arguments and demonstrations 
that are persuasive rather than logi
cally compelling or that lead people 
to "discover for themselves." Serving 
to discover or reveal, to point out or 
indicate; stimulating interest as a 
means of furthering investigation. 
The more heuristic the approach, the 
more holistic the process! 

holistic Relating to the philosophic 
doctrine that maintains that the de
termining factors in nature, and par
ticularly in evolution, are "wholes" 
(such as organisms) and not their 
constituent parts; the theory that 
whole entities, as fundamental com
ponents of reality, have an existence 
other than as the mere sum of their 
parts. 

inner harmonic sensing A bio-neuro
psychic system of intelligence gather
ing. "Harmonics," which are derived 
from related fundamentals, create 
new dynamics, new essences, new 
intelligence. In our frame of refer
ence, "harmonic sensing" represents 
the internal production of overtones 
or "partials" as a carryover from the 
outer fundamental senses. We search 
to discover the feel of these harmonic 
overtones through the experiencing 
systems of our own body NRG states 
and body esthetics. I suggest that 
"harmonic sensing" not only takes the 



place of the so-called sixth sense but 
serves as a major creative partner 
in conjunction with the many other 
experiencing systems and commu
nicating intelligences within the in
dividual body environment as an 
organic member of the overall en
semble. 

instinctive Spontaneous; infused or 
filled with some animated pdhciple; 
urged or animated by some inner 
force; resulting from a natural or in
nate impulse, inclination, tendency, 
or intuition. 

intrinsic From within; belonging to 
the inside or to the core of a thing by 
its very nature; relating to the aware
ness of internal registering/program
ming/experiencing. 

kinematics The study of pure motion 
without reference to the masses or 
forces involved in it. Also called ap
plied kinematics, which deals with the 
theory of converting one kind of mo
tion into another. 

kinesensic (kine/esens/sic) A term 
encompassing the concepts of: kine
matics, kinetics, kinesics, kinesthetics, 
and esthetics. I coined this word in or
der to better describe for ourselves 
the neurophysical "feeling" process; it 
refers to intrinsic, "self-to-self" sensa
tion, perception, and response: kine, 
for movement or motion; esens, for 
the basic essence, nature, spirit, and 
study of sensation; sens (or sensing), 
for the actual identifying and dealing 
with internal cues, signals, language, 
and messages; and sic, for familiar 
occurrence. In as much as our body 
organism is constantly in a state of 
motion and gentle turbulence, kine
sensics relates to learning how to 
experience these inner harmonic dy
namics for use as organic instruc
tions in our training and how to form 
a new or fresh quality of awareness 
that can grow into habitual aware
ness. 
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kinesics The study of body motion as 
related to speech and voice; particu
larly the movement of the face. 

kinesthetics The study of the physical 
sensation of position, movement, ten
sion, stress, and so on as perceived 
through the nerve-end organs in mus
cles, tendons, and joints; muscle 
sense. 

kinetics The study of any action, en
ergy, or dynamic resulting from mo
tion. Dance is a kinetic art. 

legato Smooth, connected, gliding, 
floating music and movement; a con
tinuous easy flow or current without 
breaks between successive tones or 
moves. 

modality A "modus operandi"; a spe
cial attribute, emphasis, or way of 
working that marks certain energies, 
individuals, things, groups, innova
tions, and so on; one of the primary 
forms of sensation (vision, touch, 
taste, and so on). 

NRG An acronym that stands for "en
ergy" and refers to pure, harmonic, 
intrinsic, vitalistic motion as op
posed to movement. 

optimal (optimum) Relating primar
ily to quality and creativity rather 
than quantity or records ("optimal" 
never relates to a fixed or finite 
amount). The optimal effort should 
always be more successful than the 
so-called maximal effort as far as 
qualitative results are concerned 
(which includes wear, tear, and dam
age to the human body); an "optimal 
result" is the best, most favorable con
dition for growth, development, rein
forcement, and maturation. 

organic Fundamental, essential; per
taining to the internal constitution, 
structure, or organization of a living 
thing. Related to elements fitting to
gether into a unified, organic whole; 
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developing in a manner analogous 
and instinctive to the organisms; aris
ing as a natural outgrowth and evalu
ation intrinsic to and characteristic 
of living organisms. 

organic instruction The search and 
use of holistic unifiers to reduce com
plexity; a powerful, experienced 
motor-image pattern that reduces 
complexity; the concept that involves 
a conscious capacity to perceive the 
body in motion-in a state of con
stant gentle turbulence-as internal, 
physicalized experience; a first step in 
the self-teaching process of identi
fying sensations, acquiring percep
tions, responding to awareness, and, 
through inner harmonic sensing, 
training oneself to use these feelings 
and their memory images as organic 
directions to the body. 

percept A meaningful impression of 
any object obtained by the use of 
the senses; a recognizable sensation 
or impression received by the mind 
through the senses (not to be con
fused with precept, which relates to 
rules-nonorganic instruction-of 
action or conduct, or concept, which 
relates to an idea or thought); the 
meaningful interpretation of a sen
sory stimulus. A percept is a combi
nation of subjective and objective ele
ments and affords a link between an 
individual and his or her environ
ment. 

perception An awareness or identifi
cation of "what is" through feeling 
or tasting; that then becomes "con
sciousness"; a single, unified aware
ness derived from sensory processes 
while a stimulus is present; an imme
diate or intuitive recognition; an in
sight; a discernment. 

practice In our frame of reference, the 
"practice of behavior" itself. The do
ing, the experiencing, and the feeling 
are the "practice." The practice of our 

skills, talents, and capacities must be 
understood in precisely the same on
going manner as the "practice" of 
medicine, law, religion-indeed, the 
practice of life itself. Practice that 
leads to conditioned patterns is un
desirable. Practice that is also "in
volved behavior" is a living, dynamic 
practice that grows and matures as 
creative familiar events, which areal
ways unique experiences that func
tion as organic instruction to the 
body whole. Practice without "feel
ing" or awareness is nothing more 
than mechanical repetition and is 
something like "built-in obsoles
cence"-it does the job for a while but 
leaves little room for fresh creativity. 

propioceptive Noting impulses from 
afferent nerves in an organism stimu
lated by its own tissues; Lessac train
ing, in a manner of speaking, is a 
propioceptive approach to inner sen
sation and response (kinesensics). 

propioceptor A receiver (receptor) 
stimulated by action of the organism 
itself; any of the sensory-end organs 
in the muscles, tendons, and so on 
that are sensitive to the stimuli origi
nating in these tissues by the move
ments of the body or its parts; mus
cle sense. 

reality In Lessac training, what you 
feel, not what you think you feel. The 
"feeling" process is reality in that it is 
the physical continuation of preintel
lectual awareness, thus prolonging 
the awareness itself on a nonintellec
tual basis-the moment of vision be
fore intellectualization takes place. 

relaxer-energizer Any body activity 
that frees muscles, loosens joints, re
lieves tension, sustains body vitality, 
maintains body awareness, supports 
personal pleasure and salutary feel
ing, and foments body inquisitive
ness. 



right-brain /left-brain Relating to 
twin-brain, or split-brain, research, . 
which argues that there are two brain · 
dominances within each of us; the in
tuitive right-brain hemisphere (de
voted to the artistic, the qualitative, 
the conceptual, and so on) and the 
logical left-brain hemisphere (de
voted to the sequential, the ordered, 
the quantitative, and so on). The the
ory implies that each hemisphere 
feeds, fuels, and reinforces the other. 

salutary Favorable to or promoting 
good health; promoting or conducive 
to some beneficial purpose; whole
some. 

spontaneous Radiant, relating to in
nocent impulse, willing vulnerable
ness, and an unquestioned eagerness 
to share. 

staccato A musical term meaning a 
sharp, spring-away contact; a keen, 
crisp unsustained drumbeat. 

stentorian A musical term meaning 
powerful in sound; penetrating, bril
liant, ringing, resiliently strong. 

stress The physical pressure, pull, or 
other force exerted on one thing by 
another; the normal body function
ing that is essentially reflected by the 
rate of all the wear and tear caused by 
life; the action on a body of any sys
tem of balanced forces whereby 
strain or deformation results. Stress 
refers to bodily changes produced 
whether a person is exposed to ner
vous tension, physical injury, infec
tion, cold, heat, x-rays, hateful insult, 
and so on. (For contrast regarding 
"healthful" stress, see the definition 
for eustress.) 

stutter and stammer One does not 
stutter and stammer with speech 
alone; one can stutter with the voice, 
eyes, fingers, feet, and even with the 
whole body. 
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synergy A combined action and inter
action; a cooperative and integrat
ing action of two or more mus
cles, nerves, stimuli, energy states, or 
body esthetics; the intermixing of 
quality-quantity changes that creates 
genuinely fresh, unique, and new 
quality-quantity values. Unlike a cat
alytic agent, which mixes two or more 
agents and can then be withdrawn, a 
synergistic agent can never be with
drawn; by pervading and imbuing the 
"whole," it matures and changes the 
"whole" itself. 

synesthesia A sensation produced in 
one modality when a stimulus is ap
plies to another modality, as when the 
hearing of certain sounds induces the 
visualization of certain colors; the 
feeling of "tasting touch," of "touch
ing sounds," or "hearing colors," of 
"seeing smells," and so on; sensation 
felt in one part of the body when 
another is stimulated; a process in 
which one type of stimulus produces 
a secondary and tertiary subjective 
sensation, perception, and aware
ness. 

vibrato A pulsating, vibrating singing 
tone that has a positive, freeing effect 
on the voice. 

vocal life The synergy of all the ener
gies involved in vocal and verbal com
munication. "Vocal" relates to any 
and all phonated activity, whether it 
be speaking, singing, calling, scream
ing, yodeling, laughing, crying, hum
ming, and so on. "Life," in our frame 
of reference, implies vitality, energy, 
involvement, spirit, imaging, aware
ness, and perception through the 
senses rather than through the in
tellect. 

vocal NRG The three vocal states iden
tified in Lessac training: ( 1) structural 
NRC-a kinesthetic and yawnlike 
NRG state that is related to facial pas-
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ture and refers to the mold, shape, 
and size of the vocal sound box that 
self-regulates color, body, warmth, 
and esthetics of vocal tone and pro
vides continuing tension relief for the 
jaw, neck, and throat areas; (2) tonal 
NRC-a vibrative energy state relat
ing to phonation, voice production, 
tonal resonance, stentorian quality, 
and vocal expressiveness and a natu
ral relaxing agent integrally joined 
in a one-to-one relationship with 

the emotional experiencing system; 
(3) consonant NRC-a musical
instrument energy experience re
lated to rhythm and music in speech, 
intelligibility, and articulatory skills 
(it also has clinical uses in speech and 
voice therapy for such conditions as 
stuttering, cleft palate, hysterical 
aphonia, deafness, and hearing 
impairment). The symbol NRG is ari 
acronym for Neurological Regenera
tive Growth. 
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acoustics, theatre, 241-242 
action 

consonant sounds as, 74 
not alone, 201 
in relaxation, 46-47 
restful, 47-48, 56-58, 66 
right-brain/left-brain, 51, 202, 236, 

246 
structural, 160-61 
See also communicating; energy; 

experiencing 
active rest, 47-48, 55-58, 66 
An Actor Prepares (Stanislavsky), 46 
actors 

adventure,218-219 
in conversation onstage, 243 
games, 25 
holistic approach, 8, 237 
inner biophysical theatre, 241-242 
perceived communication between, 

241 
personal virtual reality, 242 
training, 3-8, 201,244-245 
See also stage; theatre 

adventure 
actor's, 218-219 
See also explorations; pioneering 

aesthetics, 4, 271 
air conduction, 16-17, 123-124 

experiment, 17 
hearing,4, 17,18-19 

alphabet poem (exploration), 152-153 
anatomy 

illustrations, 263-270 
of speech, 11-12 
ofvoice, 11-12, 14-19 

anesthetics, body, 4-5, 271 
Angelou, Maya, 228 
arm float (experiment), 52-53 
artistry 

of speech and voice, 254 
unique individual, 208-210 
See also creativity; music; poetry; 

theatre 
aura, energy, 58 
awareness 

in acting, 3, 7 
of body's functioning, 48 
breathing, 27 
controllability and, 15 
glossary, 271, 272 
habitual, 48, 250, 272 
kinesensic, 250 
See also consciousness; feeling 

B, tympani drumbeat, 82-83 
bass fiddle, Z, 79-80 
bassoon, ZH, 93-94 
behavior-affective breathing, 24-27 

explorations, 25-27 
glossary, 271 

bend-over series (experiments), 36, 
37-38 

benevolent stretching (muscle yawn-
ing), 51-52 

Bible, 208,227-228 
blindfold use, 204,236-237 
block building (experiment), 56 
Bly, Robert, 208,211 
body anesthetics, 4-5, 271 
body condition, 249 

See also physical aspects 

277 
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body esthetics, 4-5,251 
euphonythrough,63-68 
glossary, 271 

body float (experiment), 53 
body measurements, effects of breath

ing and posture on, 28-30 
body NRG, 44, 203, 237 

glossary, 271 
nonvocal, 224-225 
See also NRG 

body spirit, 222 
body-support NRG, 203-204, 205, 206, 

236-237 
glossary, 271 

body training, 262 
body tune-up, 246 
body-whole 

in actor training, 3 
needs, 202 
See also anatomy; kinesensics; physi

cal aspect 
body wisdom, 8 
bodyyawn, 158-159 

See also yawning 
bone conduction, 6, 9, 16-17, 123-124 

anatomy, 14-15 
with cold and stuffy nose, 242 
experiment, 17 
hearing,4, 17, 18,122-123 
resonance dynamics, 13, 14-15, 

124-125 
vocal nozzle, 140 
Y-buzz, 122-125 

brain hemispheres (right-brain/left
brain), 51, 202, 236, 246 

glossary, 275 
breastbone (illustrated), 270 
breath 

bottom of breath bucket, 3 7 
consonant cognates, 71-72 
inspired, 35, 148 
presence of absence of, 12 
andsound,l2, 15,32-33 
andY-buzz, 127 
See also breathing; breath stream 

breathiness, Y-buzz and, 128 
breathing, 20-45 

active, 21 
behavior-affective/emotivated, 

24-27,271 

experiments, 21-23, 33-44 
explorations, 25-27 
mechanics, 21-24 
natural, 27-45 
nose/mouth, 24 
open-gap, 24 
passive, 21 
posture of, 27-45 
shallow, 20-21 
sigh, 23, 26, 34 

breath stream 
control of, 15-16 
vs. vocal sound stream, 12-13, 

32-33, 71-72 
broad-jump position (experiment), 

39 
Browning, Elizabeth Barrett, 202 
buccal cavity (illustrated), 264 
buoyancy NRG (experiment), 204 
Byron, Lord, 202 

Call, 136-159 
alphabet poem (exploration), 

152-153 
beyond (experiment), 156-157 
control of, 139-140 
in conversation, 242-243 
developing, 141-143 
diluting concentration (experiment), 

152 
experiments, 136-137, 141-150, 152, 

156-157,216-217 
explorations, 150-155, 220-222 
feeling (experiment), 136-137 
female voice and, 138, 156 
low, 182 
male voice and, 138-139, 156-157 
"Oh, it feels so good" (experiment), 

143 
origin, 137-139 
phrases (exploration), 150-151 
pitch, 143-159, 181 
posture, 137, 142, 145, 158-159 
readings (exploration), 154-155 
onR (experiment), 148-150 
"role" (exploration), 153-154 
short spontaneous (experiment), 

144 
singing (exploration), 155 
siren drill (experiment), 147-148 



sliding (experiment), 147-148, 149 
sustained (experiments), 141-143, 

145 
symbols, 215 
in trinity of vocal NRGs, 181 
vendor's (exploration), 157-158 
warm-up, 247 
yawning, 138-139, 141-144, 156-160 
yodel (experiment), 146 

carefulness/carefreeness, 4, 56, 114, 
127,244 

cause-and-effect exploring, 164 
cello, V, 77-78 
CH, crash cymbal, 100-101, 116 
cheek muscles, 164 

illustrated, 265 
Chekov, Anton, 207-208, 212, 213-214 
chest expansion 

defined,27 
optimal vs. maximal, 27-28 

chest tones, 156 
"child within you," 63-68, 261-262 
Chinese cymbal, DC, 99-100, 116 
choice, 48 
clarinet, TH, 91-92 
closed tones, 138-139 
cognates, consonant, 71-72, 116 
color, dark in (defined), 127 
coloratura register, 156 
commas, for interpretative pausing, 74 
communicating, 10, 201, 254 

acting as experience of, 8 
Call,220-222 
consonant, 74,218-219 
pleasure and, 61 
on stage, 240-243 
vocal trinity, 222 
vowel, 219-220 
See also improvisation; music; 

speech 
concentrate, tonal, 151, 152, 182 
conduction 

air, 4, 16-17, 18-19, 123-124 
experiment, 17 
See also bone conduction 

connected speech, 73-74, 113-118 
consciousness 

controland, 15-16,48-49,123 
subconsiousness and, 261 
See also awareness 
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consonant NRG, 63-121 
in conversation on stage, 242-243 
experiments, 66, 67,72-118, 121,216 
explorations, 118-120,218-219 
glossary, 276 
on open stage, 244 
in suppression of emotions, 245 
word lists, 7 4-118 passim 
See also consonants; vocal NRGs 

consonants, 63-121 
chart, 71 
cognates, 71-72, 116 
double, 73,80,89-91 
identical, 116 
for intelligibility, 6 7, 148 
marking guide, 119 
not included in orchestra, 69 
playing, 63-121, 218-219 
positions to lose/ignore/neglect, 72 
semirelated, 116 
shifting (experiment), 114 
spark-like, 183 
as spine of speech, 10, 67, 69 
sustainable, 44, 66, 73 
syllabic, 186 
symbols, 74,117,119,215-216,259-

260 
See also R; Y-buzz 

context, and subtext, 261 
control, 15-16 

of breath stream, 15-16 
and consciousness, 15-16,48-49, 

123 
ofemotions, 15, 128 
exhalation (experiment), 43-44 
sensitivity and, 261 
tonal NRG, 128, 139-140, 148 
of vocal life, 15,49 
of vocal sound stream, 15-16, 123 

conversation 
onstage, 242-243 
voice, 182-183,240-241 

covered tones, 138-139,156-157 
cranium (illustrated), 264 
crash cymbal, CH, 100-101, 116 
creativity, 201-202 

practice, 30 
unique individual, 8, 208-210 
vocallife,9,203-255 
See also artistry; originality 
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crescent, abdominal, 32,41 
crescent centers, 35 
crooning, 17 4 
crouching position (experiment), 

39-40 
crying, 245 
cymbal, Chinese, DG, 99-100, 116 
cymbal, high-hat, TS, 102-104 

D, tympani drumbeat, 84-86, 116 
dark in color (defined), 127 
deaf 

and Call, 144 
Y-buzz and, 128 
See also tone deaf 

denasality, 126, 128 
dental therapy, 169 
DG, Chinese cymbal, 99-100, 116 
dialects 

personal tonal, 181 
standards and, 254 

diet, 249 
dilute tone, 152, 181-182 
diphthongs 

neutral, 192-196, 197,258 
sentences (exploration), 193-194 
structural, 164-167,170,172-176, 

196,257-258 
symbols, 257-258 
word lists (experiment), 192-193 
See also plus Y-buzz 

diving position (experiment), 39 
DoL, woodblock, 107-110 
drumbeat consonants, 67, 82-91,99, 

109,116 
double, 89-91 

DZ, tambourine, 101-102 

ear 
blocked (experiment), 18 
illustrated, 265, 266 
overriding outer, 17-19, 205,224 
"third"/tone-deaf, 123 
training, 18-19 
See also hearing 

ellipses, for interpretative pausing, 
74 

emotions, 210 
control over, 1 5, 128 
emotivated breathing, 24-27,271 
opposites, 223 

on stage, 243,245 
suppression of, 245 
See also feeling 

emotivated breathing, 24-27, 271 
endemic (defined), 254 
energetic/active rest, 47-48, 55-58, 66 
energetic in motion (defined), 127 
energizers. See relaxer-energizers 
energy 

of relaxation, 45,46-59 
restful, 47-48, 56-58, 66 
spirit, 174 
See also action; NRG 

energy aura, 58 
epiglottis (illustrated), 268 
esophagus/food pipe, 11 

illustrated, 268 
esthetics, 17 

body, 4-5, 63-68,251, 271 
of consonants and vowels, 68 
glossary, 271 

euphony, 65-66 
glossary, 271 
through body esthetics, 63-68 

eustress (glossary), 271 
evolution, language, 252-253 
exercise, experiment/exploration vs., 30 
exertion offorce (experiment), 52 
exhalation control (experiment), 43-44 
exhaustion, 246 
experiencing, 7, 8, 65,203,206 

See also emotions; experiments; 
explorations; kinesensics 

experiments 
air and bone conduction, 17 
blocked ears, 18 
breathing,21-23,33-44 
consonant NRG, 66, 67, 72-118, 121, 

216 
vs. exercises, 30 
hand cupping, 14 
neutral vowels, 185-188, 189-191, 

192-193 
posture, 33-44 
relaxation, S0-59 
structural NRG, 161-164, 168-169, 

176,217 
tonal NRG, 122, 157-158, 176, 

216-217 
Call, 136-137, 141-150, 152, 

156-157,216-217 



plus Y-buzz, 131-132 
Y-buzz, 122-123, 125-126, 129, 

176,216-217 
trinity of vocal NRGs, 217 
tuning fork, 17, 122 
vocal life, 204-206,216-218 

explorations, 262 
behavior-affective breathing, 25-27 
consonant~G,118-120,218-219 
vs. exercises, 30 
neutral vowels, 191-192, 193-195, 

197-199 
structuralNRG, 169-181,219-220 
tonal NRG, 128-136, 150-155, 

177-183,220-222 
trinity of vocal NRGs, 181-183, 

197-199,222,238 
vocal life, 206, 209-210, 218-222, 

224-225,236-239 
expression 

in acting, 8 
vocal and body, 215 

F, sound effect, 78-79 
facial posture 

strangeness of, 11 
See also facial-vocal yawning 

facial sinuses (illustrated), 264 
facial-vocal yawning, 50-51, 141-142, 

158-159,246 
backward,50,51,246 
hard-palate, 50-51, 139, 143, 156, 

157, 160 
soft-palate, 50, 51, 138-139, 156-157 
See also forward facial posture 

falling, kinesensics and, 128 
falsetto register, 156 
familiar events, 6-7, 10-11 

breathing,25,30,34 
glossary, 272 
posture,30,32,34 
salutary, 7, 275 
yawning, 142-143 

fatigue, 246 
fear 

listening to yourself, 248 
physical sensations, 49 

feeling, 206, 244-245, 261 
of body's systems, 1 
Call (experiment), 136-137 
connected speech (experiment), 113 
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of consonant NRG, 68-69 
and hearing, 17-19, 122-123, 242, 

248 
image of, 7 
vs. intellectualizing, 224, 225 
organic process, 261 
plus Y-buzz (experiment), 131-132 
reality, 203 
on stage, 242 
Y-buzz, 122-123, 129 
See also awareness; emotions; 

experiencing 
female voice 

and Call, 138, 156 
facial-vocal yawning, 51 

floating 
buoyancy NRG (experiment), 204 
level, 204 
muscle, 52-53 
rising, 204 
settling-down, 204 
swaying, and wafting (experiment), 

34-35 
up and down (experiment), 56-57 

flute, W, 110-111, 112 
focus pocket 

Call, 140-148 passim 
defined, 129 

food pipe/esophagus, 11 
illustrated, 268 

forward facial posture, 50-51, 
158-159, 160, 162 

Call, 137, 142, 145, 158-159 
illustrated, 159, 160, 162 
muscle-yawn, 142, 158-159, 160 
neutral vowels, 186 
structuralNRG, 160, 161-164, 

170-171, 174,175,177 
warm-up, 248 
Y-buzz, 125-126, 127, 128 
See also facial-vocal yawning; 

reverse-megaphone facial 
posture 

Franklin, Benjamin, 198 
French horn 

Y, 111-112, 121, 122-123 
See also Y-buzz 

G, tympani drumbeat, 87-88 
games, actor, 25 
genuine (glossary), 272 
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gestalt (defined), 8, 272 
glissandos, 14 7 
glottis, 11 

illustrated, 268 

H, sound effect, 104-105 
habitual awareness, 48, 250 

glossary, 272 
hand cupping (experiment), 14 
hard palate 

illustrated, 263 
yawning, 51,139,143,156,157,160 

harmonics 
and fundamental, 261 
harmonic offspring, 5 
inner harmonic sensing, 5, 272-273 

head tones, 156 
hearing 

air-conducted, 4, 17, 18-19 
blindfold use and, 236 
bone-conducted, 4, 17, 18, 122-123 
external, 5 
and feeling, 17-19, 122-123, 242, 248 
overriding the outer ear, 17-19, 205, 

224 
See also deaf; ear 

heartbeat, radiating (experiment), 
57-58 

heuristic problem solving, 250 
glossary, 272 

high-hat cymbal, TS, 102-104 
holistic approach 

to acting, 8, 237 
glossary, 2 72 

Holmes, Oliver Wendell, 179 
humming, 17 4 

musical (experiment), 66 
pleasure (experiment), 23 
string consonants, 80 
sustainable consonants, 44, 66,73 
sustained (experiment), 44 
varied, 58-59 
Y-buzz, 249 

Hunter, N.C., 212,213 

identical consonants, 116 
imagery 

in experiments, 58 
offeel, 7 
inner, 206,209,210 
See also poetry; visualizing 

imitation, saying goodbye to, 10-11 

improvisation 
consonant instrument (experim 

112 ent), 

muscle vibrating and, 146 
organic, 206 
structural NRG (exploration), 

180-181 
tonal NRG (exploration), 151 

. vendor's Call (exploration), 157_158 
mner environment, 204-206 

actor's biophysical theatre, 241-242 
?armonic sensing, 5, 272-273 
Images (explorations), 209, 210 
motion, 261 

. sight-reading, 206 
mspired breath, 35 

tone-control, 148 
instinctive behavior, 6 

breathing, 21 
glossary, 273 
in scene work 237 

instruments ' 
consonant, 63-121 
how to explore, 72 
speech, 160 
voice as one single, 156 
vowel, 196 
See also French horn· violin 

~ntellectualizing, 224, i25 
~ntelligibility, consonants for, 67, 148 
Interpretation 

pausing, 74 
unique individual 21 0 

intrinsic sensing pr~cess, 3-4, 5 
glossary, 273 

intuitive image-feeding, 206 
See also imagery; inner environment 

jaw 
illustrated, 265, 266 
mandibular, 265,266 
muscles, 164 
tension, 254 
TMJtherapy, 164, 169 

K, tom-tom drumbeat 88-89 
kinematics, 17 ' 

glossary, 273 
kinesensics, 3-8, 17, 244-245, 250 

of consonants, 6 7 
and falling, 128 



familiar form vowels, 196 
glossary, 273 
and standards of speech, 255 
structural NRG, 161 

kinesics, 17 
glossary, 27 3 

kinesthetics, 17, 18, 160-161 
glossary, 273 

kinetics, 17 
glossary, 2 7 3 

King, Martin Luther, 214 

L,saxophone,95-96 
language 

evolution, 252-253 
and standards of speech, 252-253, 

254,255 
laryngectomy, 12 
larynx 

illustrated, 268 
vs. voice box, 14 

laughing, 174, 245 
leaning positions (experiments), 42-43 
legato 

consonants, 68 
glossary, 273 

liaison, in speech, 187 
life NRGs, 203 
life trinity, 205-206, 224 

See also emotions; physical aspects; 
vocal life 

light in weight and volume (defined), 
127 

Lincoln, Abraham, 118-119, 178 
linking, 73-74, 113-118 

direct, 114-115 
experiments, 114-118 
play and link, 114, 115-116 
prepare and link, 114, 116-118 

lip muscle (illustrated), 265 
"lippiness," 254 
listening. See hearing 
Logan, 197-198 
Longfellow, Henry Wadsworth, 9 
lower third (defined), 125 

M, viola, 76-77 
Maimonides, 179 
male voice 

and Call, 138-139, 156-157 
facial-vocal yawning, 51 

Index 283 

mandible (illustrated), 265, 266 
mask resonators, 15 
maxilla 

illustrated, 265 
muscles, 164 

measurements, body, effects of breath
ing and posture on, 28-30 

megaphone 
hand cupping (experiment), 14 
See also reverse-megaphone facial 

posture 
memory, kinesensic, 7 
microphone work, 136 
modality 

of familiar event, 25 
glossary, 273 

model activity, in familiar event, 7 
mother tone, 125 
mouth cavity (illustrated), 264 
mouth tapping (experiment), 67 
muscles 

cheek, 164,265 
floating, 52-53 
illustrated, 265 
involuntary, 4 7 
lip, 265 
maxilla, 164 
resting, 249 
semi voluntary, 4 7 
shaking, 53-54,146 
spreading (experiment), 54-55 
stretching, 51 
in structural NRG, 160-61 
tightness vs. firmness, 249 
vibrating (experiment), 146 
voluntary, 47 
yawning, 51-52,141-142,158-159, 

160,205 
music 

ofconsonants,63-121 
of voice itself, 122-159 
ofvowels, 160-183 
See also playing; singing 

musical humming (experiment), 
66 

mysterious, perception of, 261 

N, violin, 75-76 
nasal bone (illustrated), 264 
nasal cavity (illustrated), 264 
nasality, 126, 127, 128, 252, 254 



284 Index 

naturals, 4, 10-11,27-28, 65-66 
breathing, 27-45 
relaxation, 50-59 
See also familiar event; instinctive 

behavior 
nervousness,48-49 
nervous system 

proprioceptor nerves, 250, 274 
relaxation's effects, 47 

neutral vowels, 183, 184-199 
classifying, 184-189 
cultivating, 190-192 
diphthongs, 192-196,197,258 
experiments, 185-188, 189-191, 

192-193 
explorations, 191-192, 193-195, 

197-199 
in familiarforms, 188, 194-196 
frequency in general speech (explora-

tion), 194 
rhythm of (experiment), 185 
sentences (exploration), 191-192 
symbols, 184,258 
tonal melodies combined with 

(experiment), 185-187 
words (experiment), 190-191, 

192-193 
NG, oboe, 97-99 
nozzle, vocal, 140 
NRG,20 

body, 44,203,224-225,237,271 
body-support, 203-204,205,206, 

236-237,271 
buoyancy (experiment), 204 
glossary, 273 
life, 203 
potency (experiment), 205 
radiancy (experiment), 205 
See also breathing; energy; vocal 

NRGs 

oboe, NG, 97-99 
open-gap breathing, 24 
open range, 139 
open stage, 243-245 
opportunity dynamics, 215-216 
opposites, 223 
optimal vs. maximal chest expansion, 

27-28 
optimal/optimum (glossary), 273 
optimum vs. maximum voice, 249 

orchestra 
consonant, 63-121 
See also instruments 

organic (glossary), 274 
organic feeling process, 261 
organic improvisation, 206 
organic instruction, 5-6, 244-245, 

250 
glossary, 274 

organic motivation, 7 
organic whohle, human being as, 249 
originality 

individual. 8, 208-210 
in relaxation, 249 
subtext and, 223-224 
See also creativity; naturals; per

sonal culture 

P, bass drum drumbeat, 83-84 
pain, relief, 51 
pausing, choices of, 74 
percept (glossary), 274 
perception 

in acting, 3, 8 
glossary, 27 4 
of mysterious, 261 

personal culture, 254-255 
tonal dialects, 181 
unique artistry, 208-210 
See also naturals; originality 

pharyngeal (defined), 141 
phonation, vocal folds, 9-10, 12, 71. 

268 
phrase-making, 73 

Call (exploration), 150-151 
See also readings; sentences; 

speech 
physical aspects, 203, 263-270 

diet, 249 
of fear, 49 
nervous system, 47,250,274 
tension relief, 47 
of voice and speech, 11-12, 20 
workouts, 249 
See also anatomy; body ... ; breath

ing; kinesthetics; muscles; 
posture 

pioneering, 261, 262 
See also adventure 

pitch 
Call, 143-159, 181 



in conversation on stage, 243 
screaming/shouting, 246 
Y-buzz, 128-129, 250 

playing 
body, 61 
consonants,63-121,218-219 
vowels, 220 
See also instruments 

pleasure, 61 
humming (experiment), 23 
sighing, 23, 26, 34, 58 
smelling (experiment), 21-23 

plus Y-buzz (+Y-buzz), 131-139 pas-
sim, 182, 197,250 

and Call, 136-137, 152-153 
developing, 131-133 
explorations, 132-133, 135-136, 177 
feeling (experiment), 131-132 
on open stage, 244 
readings (exploration), 135-136 
sentences (exploration), 132-133 
warm-up, 247 
word list (exploration), 132 

poetry 
alphabet (exploration), 152-153 
consonant instruments (experi

ments), 74-112 
vocal life, 202, 203, 209 
Y-buzz and plus Y:.buzz (explora

tions), 133, 135-136 
posture, 20-45 

breathing, 27-45 
Call, 137, 142, 145, 158-159 
dorsal (back) curve, 21 
experiments, 33-44 
so-called correct, 28-30 
spherical, 21 
strangeness of, 11 
upright (checklist), 31-32 
Y-buzz, 125-126, 127, 128 
See also facial posture; yawning 

potency 
forced voice and, 249 
NRG (experiment), 205 

practice, 23 
creative, 30 
glossary, 274 

principle of liaison in speech, 187 
principle of" oneness" of breathing and 

posture, 44 
projection, voice, 243-244, 249 
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pronunciation 
comparative guide to, 257-260 
standards and, 251, 254 

proprioceptive device, 250 
glossary, 27 4 

proprioceptor nerves, 250 
glossary, 2 7 4 

puretechnique,261 
push-up position (experiment), 40-41 

R 
Call on (experiment), 148-150 
with neutral diphthongs, 192-193 
R-derivative and, 170n 
throatiness, 189, 195,252 
trombone, 105-107 

J(.-derivative, 167,170,172-176,183 
· strong and familiar forms (experi

ment), 194-195 
unstressed endings, 188-189 

radiancy 
in chest expansion, 27 
NRG (experiment), 205 

radiating heartbeat (experiment), 
57-58 

range,voice,61, 138-139 
reading, remedial, 113 
readings 

for general exploration, 210-214 
structural NRG, 177-179 
tonal NRG, 135-136, 154-155, 

177-179 
trinity of vocal NRGs including neu

trals (exploration), 197-199 
See also phrase-making; poetry; sen

tences; sight-reading; word 
lists 

reality 
actor's virtual, 242 
feeling, 203 
glossary, 274 

recitative (defined), 138 
regionalisms, standards and, 254, 255 
registers, 50, 156 

Call, 138, 156-157 
chest tones, 156 
coloratura, 156 
falsetto, 156 
head tones, 156 
lower/middle/upper, 156 
male upper, 138, 156-157 
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relaxation, 45, 46-59, 249 
dynamic, 46-47 
experiments, 50-59 
genuine, 47 
muscle shaking, 53-54, 146 
qatural, 50-59 
and spitting and spraying, 248-249 
with strenuous use of voice, 246 
tepsion-relieving experiments, 

54-58 
See also relaxer-energizers; resting 

relaxer-energizers, 50-59, 65-66, 174 
consonants as, 121 
glossary, 274-275 
yawn as, 50-52, 142 

remedial reading, 113 
resistance, during training, 11 
resonance, 13 

anatomy of, 14-15, 124-125 
Call, 140 
direct/enforced, 13 
ipdirect/sympathetic, 13 
mask resonators, 15 
nasal, 126 
Y:buzz, 124-125, 126, 127 

restful energy/action, 47-48, 54, 56-58, 
66 

restip.g, 4 7 
energetic/active, 47-48, 55-58, 66 
muscle, 249 
with strenuous use of voice, 246 
up. and down, 54 
See also relaxation 

reverse-megaphone facial posture, 160, 
161-164,177,186,247 

See also forward facial posture 
ribs (illustrated), 270 
FUchardson,Jack,208 
right-brain/left-brain, 51,202,236, 

246 
glossary, 275 

ris~, 222 
"role" Calls (exploration), 153-154 

S, sound effect, 81-82 
salutary familiar event, 7 
glossary, 275 
saxophone, L, 95-96 
seen~ work (exploration), 236-239 
schwas, 184, 197 
screaming,245-246 

self-to-other exploration, 210 
self-to-self behavior, 205, 261-262 
self-use, 250,251 

emotional control, 15 
of familiar event, 7 
physical, 203 
of trinity of vocal NRG, 243 

sensitivity 
careful, 244 
and control, 261 

sensory experience. See kinesensics 
sentences 

diphthong (exploration), 193-194 
neutral (exploration), 191-192 
structural NRG (explorations), 

169-171, 175-176 
tonal NRG (explorations), 130-131, 

132-133 
See also phrase-making; poetry; 

readings 
SH, sound effect, 94-95 
Shakespeare, William 

Antony and Cleopatra, 233-234 
As You Like It, 207 
Coriolanus, 207 
Cymbeline, 206 
Hamlet, 226-227 
Henry rv, 207, 213 
Henry V, 155, 207,231-232 
Henry VI, 212,231,238 
Henry VIII, 213 
Julius Caesar, 207,208,210-211, 

212,229-230 
King John, 211,213,235-236 
King Lear, 211-212,232 
Macbeth, 230 
Measure for Measure, 208, 211 
Much Ado About Nothing, 207 
Othello,207,228-229,233 
Richard II, 216-217,225-226, 

230-231 
Richard III, 211 
Tempest, 208 
Twelfth Night, 227 
Winters Tale, 234-235 

shaking, 67 
muscle, 53-54, 146 
shake-dancing, 54 

shifting consonants (experiment), 114 
shivering (exploration), 26-27 
shouting, 245-246 



sighing 
pleasure,23,26,34,58 
suffer, 58 

sight-reading 
developing (experiment), 217-218 
inner, 206 
See also readings 

singing 
Call becoming (exploration), 155 
consonants and vowels in, 68 
intimidated, 75 
after laryngectomy, 12 
linking in, 115 
speaking and, 10, 155,157,262 
training, 157 
See also humming 

sinuses, facial (illustrated), 264 
siren drill (experiment), 147-148 
sitting position (experiment), 41-42 
slash 

prepare and link, 117 
regular, 74 
reverse, 74 

sleep, breathing and posture during, 
20 

sliding Call (experiment), 147-148, 149 
smelling 

behavior-affective breathing (explo
ration), 25-26 

pleasure (experiment), 21-23 
smiling, 174 
snare drum drumbeat, T, 86-87, 116 
soft palate 

illustrated, 263 
yawning, 50, 51,138-139,156-157 

sound. See music; vocal sound 
sound box 

instrumental, 161 
vocal, 14-15,264 

sound effect 
F, 78-79 
H, 104-105 
S,81-82 
SH, 94-95 
TH, 92-93 

sparks, feeling, 183, 185, 203 
speech, 201, 261 

anatomy, 11-12 
art, 254 
connected/linking, 73-7 4, 113-118 
consonants as spine of, 10, 67,69 
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conversational, 182-183, 240-241, 
242-243 

criteria for standard of, 253 
defined, 10 
detriments to good, 254 
forward facial posture, 160 
liaison in, 187 
neutrals' frequency in (exploration), 

194 
rapid, 113 
and singing, 10, 155, 157,262 
speaking voice, 176, 181-183,262 
on stage, 240-243 
standard of, 25 1-255 
training, 157,262 
and trinityofvocalNRGs, 176, 

181-183 
vowels and consonants in, 67-68, 148 
See also phrase-making; vocal life; 

word lists 
speech therapy, 113 
spirit, body, 222 
spirit energy, 174 
spitting, 248-249 
spontaneity, 6, 8 

Call (experiment), 144 
glossary, 275 

spraying,248-249 
squatting position (experiment), 41 
staccato, 185, 186 

consonants, 68 
glossary, 275 

stage, 240-250 
conversation on, 242-243 
open,243-245 
See also theatre 

stage fright, 48-49 
standard, 251-255 

avoiding authoritative, 252 
fundamental universal, 253-255 

Stanislavsky, Konstantin, 46, 54 
stentorian qualities, 9 

glossary, 275 
sternum (illustrated), 270 
stress 

and balance of rest and energy, 
47-49,246 

eustress, 271 
glossary, 275 
muscle, 146 
syllabic, 187-189, 190 



288 Index 

Y-buzz warm-up and cool-down for, 
128 

See also relaxation 
stretching 

benevolent, 51-52 
muscle, 51 
yawn-stretching, 35 

structural diphthongs, 164-167, 170, 
172-176,196,257-258 

structural NRG, 160-183, 196-199 
in conversation on stage, 242-243 
discovery, 161-164 
experiments, 161-164, 168-169, 176, 

217 
explorations, 169-181,219-220 
glossary, 275-276 
readings, 177-179 
symbols, 164, 175, 197,215-216, 

257-258 
and tonal NRG combined, 176-181 
word lists, 168-173 
See also vocal NRGs 

structural vowels, 164-16 7, 170-171, 
172-176, 196 

symbols, 164,197,215,257-258 
stutter and stammer (glossary), 275 
subconsciousness, and consciousness, 

261 
subtext, 5, 223-224 

and context, 261 
supine position (experiment), 35-37 
suppression, of emotions, 245 
sustainable consonants 

defined, 73 
humming, 44, 66,73 

sustained Call (experiments), 141-143, 
145 

sustained humming sounds (experi-
ment), 44 

sustained speech, singing as, 155 
swallowing, as relaxer-energizer, 54 
swaying, floating, and wafting (experi-

ment), 34-35 
syllabic consonants, 186 
syllabic stress, and neutrals, 187-189, 

190 
syllabification, varied (experiment), 113 
symbols, 257-260 

circumflex, 184 
consonant marking guide, 119 

consonants, 74, 117,119,215-216, 
259-260 

diphthongs, 257-258 
heavy dot, 197,215 
horizontal arc, 197,215 
for interpretative pausing, 74 
neutral vowels, 184, 258 
structuralNRG, 164,175,197, 

215-216,257-258 
tonalNRG, 135,197,215-216,258 
trinity of vocal NRGs, 197, 

215-216,257-260 
syncopation, 185, 186 
synergy, 5, 158-159,203,236,240 

glossary, 275 
synesthesia (glossary), 275 
synesthizing, 236 
synthesizing, 236 

T, snare drum drumbeat, 86-87, 116 
tambourine, DZ, 101-102 
tapping 

mouth (experiment), 67 
percussive consonants, 73 

technique 
pure, 261 
show of, 250 

teeth 
bone conduction through, 17 
dental therapy, 169 
in exhalation control, 43 
gritting, 169 
in musical humming, 66 
space between, 126 
tongue-to-lower-teeth position, 81 

temperamentalism, 261 
Tennyson, Alfred, Lord, 228 
tension, 249 

jaw, 254 
muscular, 249 
physical/mental, 4 7 
relief, 54-58, 249 
of throwing voice, 124 
See also relaxation 

TH 
clarinet, 91-92 
sound effect, 92-93 

theatre, 202 
acoustics, 241-242 
inner biophysical, 241-242 



as laboratory, 3-8 
nose/mouth breathing, 24 
open,243-245 
size, 240 
voice in, 240-241 
See also actors; stage 

therapy 
dental, 169 
functional and clinical, 250 
speech, 113 
TMJ, 164, 169 
Y-buzz, 128 

third force, 123 
threnody (defined), 93 
throat 

acting from, 135 
sore, 249 

throatiness, 254 
R, 189,195,252 

timbre, 13, 14 
TL, woodblock, 107-110 
TMJ therapy, 164, 169 
tom-tom drumbeat, K, 88-89 
tonal current, Y-buzz (exploration), 

134 
tonal dialect, personal, 181 
tonalNRG, 122-159, 196-199 

control, 128, 139-140, 148 
in conversation on stage, 243 
described, 139 
experiments, 122, 157-158, 176, 

216-217 
explorations, 128-136, 150-155, 

177-183,220-222 
glossary, 276 
and neutral melodies (experiment), 

185-187 
readings, 135-136,154-155,177-179 
and structural NRG combined, 

176-181 
symbols, 135, 197,215-216,258 
See also Call; plus Y-buzz; vocal 

NRGs; Y-buzz 
tone-control inspiration, 148 
tone deaf 

and Call, 144 
"third ear," 123 
Y-buzz and, 128 

tongue (illustrated), 263 
tongue-to-lower-teeth position, 81 

trachea, 11 
illustrated, 268 
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trinity of life, 205-206, 224 
See also emotions; physical aspects; 

vocal life 
trinityofvocalNRGs, 158,165,176, 

201,206,224 
experiments, 217 
explorations, 181-183, 197-199,222, 

238 
on stage, 242-243,244 
See also consonant NRG; structural 

NRG; tonal NRG 
trombone, R, 105-107 
TS, high-hat cymbal, 102-104 
tune-up 

body, 246 
voice, 181 
See also warm-up 

tuning fork, experiments, 17, 122 
tympani drumbeat 

B, 82-83 
D, 84-86, 116 
G, 87-88 

unique artistry, discovering, 208-210 
uvula 

defined, 157 
illustrated, 263 

V, cello, 77-78 
vendor's Call (exploration), 157-158 
vibrating, 64 

muscle (experiment), 146 
Y-buzz, 128, 129 

vibrato, 131, 138 
glossary, 27 5 

viola, M, 76-77 
violin 

N, 75-76 
registers, 156 
voice compared with, 15-16 

virtual reality, actor's, 242 
visualizing 

Call phrases (exploration), 150-151 
freshly fomented, 58 
of human organism, 251 
in natural breathing experiments, 

38,43 
See also imagery 
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vitalizers. See relaxer-energizers 
vocal (Call) posture, 142 
vocal (Call) yawn, 158-159 
vocal folds, 11-12 

illustrated, 268 
phonation, 9-10, 12, 71, 268 

vocal life, 9-10,201-255 
in acting, 3-8 
control of, 15,49 
creative, 9, 203-255 
ensembled, 203 
experiments, 204-206, 216-218 
exploiting, 239, 240-250 
explorations, 206, 209-210, 218-222, 

224-225,236-238 
general exploring and discovering, 

203-214,237-238 
glossary, 275 
instruments, 61 
nose/mouth breathing, 24 
opposites, 223 
principle of" oneness" of breathing 

and posture, 44 
specific exploring and discovering, 

215-239 
spine of, 10, 67 
training guidelines, 19 
transforming stage fright into stage 

excitement, 49 
See also vocal NRGs; vocal sound 

vocal nozzle, 140 
base, 140 
entrypoint, 140 

vocal NRGs, 61-199 
experiments, 216-218 
explorations, 181-183, 197-199,206, 

209-210,222,237-238 
glossary, 275-276 
symbols, 197,215-216 
See also consonant NRG; structural 

NRG; tonal NRG; trinity of 
vocalNRGs 

vocal registers, 50, 138, 156-157 
vocal sound 

breath and, 12, 15, 32-33 
creation of, 11-13 
defined, 12-13 
feeling, 65 
See also humming; singing; speech; 

vocal sound stream; voice 

vocal sound box, 14-15 
illustrated, 264 

vocal sound stream 
vs. breath stream, 12-13, 32-33, 

71-72 
control of, 15-16, 123 

voice, 201,261 
anatomy, 11-12, 14-19 
art of, 254 
Call and, 137-138 
conversational, 182-183, 240-241 
defined,9-10 
forcing, 249 
music of, 122-159 
optimum vs. maximum, 249 
projection, 243-244, 249 
range, 61, 138-139 
singing-speaking, 10, 155, 157, 

262 
speaking, 176,181-183,262 
on stage, 240-245 
"stage," 244 
standards, 254 
throwing, 124,248-249 
training, 19, 262 
tune-up, 181 
See also vocal life 

voice box 
defined, 14-15 
illustrated, 264 

voiced/unvoiced consonant cognates, 
71-72 

voice-over work, 136 
volume 

in conversation on stage, 243 
forced voice, 249 
light in weight and, 127 
on open stage, 244 

vowels, 9-10,74, 139, 160-199, 
215-216 

in Call, 137, 146-147 
changes (experiment), 146-147 
vs. consonants, 67-68 
experiments, 161-164, 168-169, 

176 
explorations, 169-176, 177-181, 

219-220 
parent, 186 
pear-shaped, 183 
in speech mode, 67-68, 148 



strong, 183, 186, 194-196 
symbols, 164, 175, 197,215-216, 

257-258 
value, 183 
weak, 183 
word lists, 170-171 
See also diphthongs; neutral vow

els; }(-derivative; structural 
NRG; structural vowels· 
Y-buzz ' 

W, flute, 110-111, 112 
wafting, swaying, and floating (experi-

ment), 34-35 
warm-up, 128,246-248 
wave reflections, 13-14 
Weiss, Peter, 212 
whispering, consonant, 71-72 
will, 48 
windpipe, 11 

illustrated, 268 
wonder, 261 
woodblocks 

DL, 107-110 
TL, 107-110 

word lists 
consonant instruments (experi

ments), 74-118 
consonant instruments (table), 

117 
diphthong (experiment), 192-193 
neutral vowels (experiments), 

190-191, 192-193 
structural NRG, 168-173 
tonal NRG (explorations), 129-130, 

132 
See also phrase-making 

Wordsworth, William, 202 
writhing, as pain reliever, 51 

y 
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French horn, 111-112,121,122-123 
See also Y-buzz 

yang dynamic, 123 
yawning, 141-143, 156, 158-161 

Call, 138-139, 141-144, 156-160 
muscle, 51-52, 141-142, 158-159, 

160,205 
relaxer-energizer, 50-52, 142 
structural NRG, 160, 161-164 
yawn-stretching, 35 
See also facial-vocal yawning 

Y-buzz, 122-139,182,197,250 
and Call, 136-137, 152-153 
in conversation, 242 
developing, 126-131 
experiments, 122-123, 125-126, 129, 

176,216-217 
explorations, 128-131, 133, 134-136, 

177,182-183 
feeling, 122-123, 129 
humming, 249 
on open stage, 244 
pitch, 128-129, 250 
posture, 125-126, 127, 128 
readings (exploration), 135-136 
resonating area, 124-125 
sentences (exploration), 130-131 
tonal current (exploration), 134 
vibrating (experiment), 129 
warm-up, 128, 247 
word list (exploration), 129-130 
See also French horn; plus Y-buzz 

(+Y-buzz) 
yin dynamic, 123 
yodel Call (experiment), 146 

Z, bass fiddle, 79-80 
ZH, bassoon, 93-94 
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