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Foreword


Do you know what it’s like, when you hear a voice that suddenly and without warning betrays a trembling insecurity behind the self-assured mask, becoming raspy and hoarse, cracked, or blocked by a lump in the throat?


Do you know what it’s like, when a good friend only has to say “hi” on the phone, and you know immediately that something’s wrong? Do you know those who—in certain situa-tions—have to clear their throats constantly? Do you know the feeling of being manipulated, the feeling that you’re picking up two sets of signals, when the words say one thing and the voice says something else? And do you know what it’s like when two people can say the same thing and get totally different results, because you were certain one of them meant it, and the other didn’t?


Have you met people who you associate with a particular character trait, because their voices seemed deadly monotone, absurdly girlish, erotic and tempting, or just bizarre, nasal and strained?


The voice reveals the body’s secrets—but it is also a tool with which we can resolve our obstacles. Everything we forget, our body remembers. And everything the body remembers is reflected in the voice. With the help of vocal exercises we can work our way free of physical obstacles. And we can, on an unconscious level, wrench ourselves free of the traumas our obstacles conceal.


The voice is also a powerful tool for those who understand how to use it deliberately. It can close down all conversation or open up a long debate. We ask for abuse—and we give abuse—with our intonation and our phrasing; and the words we say can be less important than how we say them. The voice closes the deal—or bungles it for us—often leaving us totally unaware of why people do not respect us, why they fear us, or why they believe we are wonderful or insignificant.


Our conscious mind reacts to words, but our emotions react to the voice. Words can lie, but the voice never lies. Before one who understands how to interpret our voices, we are completely naked. And before one who understands how to use her voice deliberately, we are powerless—if we know nothing about how it works.


There is little in communication that we react to as strongly as voices. At the same time, there is little we are so oblivious to generally. Body language, how we dress—these have been discussed ad infinitum. Lisbeth Hultmann reveals the potential of the voice and its exciting, hidden universe.


Nanet Poulsen, journalist










Introduction


A word about me


I grew up with a spiritual background, because my parents were very interested in and inspired by the Danish thinker and philosopher Martinus. He left behind important writings about life’s spiritual dimension. Even though I don’t remember many details from my early childhood, I know that I learned early on that there is a deep meaning to everything. I think that it is this approach to life that has given me my basic optimism.


I have always considered my voice one of my greatest gifts. I began my singing career very early; my mother tells people I could sing before I could talk. As a two-year-old I could sit in a train or bus and hum without words. A lady once gave me two Danish crowns because she thought I sang so sweetly. The voice was my number one means of expression.


Later my path continued through the professional music world, where I acquired my stage and technical skills. As a child I sang in the Danish National Girls’ Choir, and later with the Danish National Opera and in the Danish National Concert Choir. I felt, however, a growing desire to experiment more. I eventually broke on several occasions with the established music world in order to find my own way. The voice became the key to understanding myself, but not by using it in the traditional way. I had to free myself from the inflexible classical form in order to try new—and for me, more authentic and unorthodox—paths. For example, I worked for many years with modern dance and became certified as a movement teacher. Little by little I created my own combination of sound and movement. This combination became more intuitive: freer, and created in the moment. I have also, through multi-year therapeutic training, indulged my professional and personal curiosity, acquiring knowledge about the human psyche.


My path is stubbornly experimental, and I remain very curious. I can now both give classical concerts without feeling bound by the style, and embrace other cultures’ ways of using the voice, for example through intuitive singing. I stubbornly desire to be in contact with my inner self, and to stay open and sensitive to life and to my creative work. I see it as a necessary freedom, which not only I need, but we all need, in order to grow.


Origins of this book


This book has been a long time in coming. It started many years ago, when I felt I was working in a niche that had not been written about previously. It was like an uncultivated landscape, where I had to nourish the soil, plant and harvest all on my own. When I looked for literature on the voice, what I found discussed either speaking and singing technique, or more generally music and sound used as tools for personal growth, in which the voice played a vanishingly small part. A book that described the direct connection between voice and personality was not to be found. I was visited many times by people wanting to know more about the voice, who had themselves combed the literature looking for answers. This is my basis for thinking that there is a great interest in working with one’s own voice in a context of personal growth, and a great need for knowledge about how the voice can be used.


In the beginning, I naïvely imagined that I would have to write a magnum opus, preferably in several volumes, and obviously only for specialists. Luckily I smartened up. First, when I was interviewed about the voice for a women’s magazine, I became convinced that I should write my book immediately, and that it should be simple and brief. Two days after having this thought, a publisher contacted me and asked, “What about writing a book about the power of the voice?” From this my book got its name, which seemed self-evident to me; and it was hugely vindicating that someone else had had the same thought at the same time.


For this reason it has been a joy and a challenge to write this book. It is my hope that in the future there will be more research into the voice and its connection to the mind, and that more books will be written on the subject. For my own part, this will probably not be the last.


Who is this book for?


This book is for everyone who desires insight into the universe of the voice. It is about how we can change ourselves and the world around us by becoming more aware of the power of the voice. I hope that the book will bring joy and inspiration to all who desire change and growth. It is not a substitute for proper therapeutic work, but it can offer insight into how we can use the voice as a tool for our own development. It suggests simple tools for beginning your own process. I would suggest that you read the book a little at a time, rather than all at once. It is a good idea to get a feel for each chapter before reading further. Perhaps discuss it with others as well.


I do not recommend that persons with serious mental or vocal problems undertake the exercises in this book. The voice encompasses many resources capable of unleashing strong emotions that can be difficult to manage alone. In this case I would recommend for example that you go through the book with a professional therapist.


You can get just as much out of this book whether you are a professional singer or someone who has never trained his or her voice before. The book is about the voice as a part of human personality, but in the context of consciousness rather than technique. The voice is presented in a broader and more general perspective. Therefore your background and professional expertise are not essential, nor are they a prerequisite for deriving benefits from the book. It is my intention to reveal a more exalted perspective on the human voice—one from which every single person derives his or her unique and noble birthright.
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CHAPTER 1
The Physiology of The Voice


Breath function


Every 4 or 5 seconds, we breathe. It is a vital and reflexive function, which operates whether we are aware of it or not, whether we are resting or sleeping, or performing a physical activity. Breathing is the body’s most basic need. Without breathing, we would die.


We can only control our breathing to a certain extent. We can decide whether we will breathe quickly or slowly, lightly or deeply, or hold our breath—but only to a point. If we overdo it, our automatic control centre will take over.


The breathing organs include: the nose, mouth, larynx, trachea, bronchi and lungs.


When you breathe in, the breath passes first through the nose, where it is warmed, filtered, and moistened, so that the mucous membranes of the lungs receive it in the best way possible.


The path through the nose is significantly longer than that through the mouth. The nose is lined with tiny cilia, small hairs that remove dust, dirt and impurities from the air.


From the nose, the air passes through the trachea, which divides into two bronchi, each leading to one of the lungs. They divide further into a network of smaller tubes, called bronchioles, which terminate in small air sacs, called alveoli. The alveoli are surrounded by capillaries, which exchange oxygen and carbon dioxide in the blood.


The path of the breath


When you breathe in, the diaphragm—a large muscle located directly under the ribcage—contracts, causing the ribs to lift upward and outward. This increases the volume of the chest cavity. When you breathe out, the muscles relax again, compressing the lungs.
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Fig. 1. The Lungs.
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Fig. 2. Inhalation.
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Fig. 3. Exhalation


The breathing muscles include the chest and shoulder muscles along with the diaphragm. As mentioned earlier, these muscles relax during exhalation. Imagine an inflated balloon leaking air. The exhalation during speaking and singing is based therefore on a muscular function in which the lungs’ air capacity is decreasing.


The vocal cords sit inside the larynx and consist of mucous membrane-encased elastic bands. The glottis—the space between the vocal cords—can be opened and closed by contracting and relaxing the vocal cords. In a resting position—that is, when we are breathing and not speaking—the vocal cords are relaxed. The glottis is therefore open (Fig. 4). Here is missing a drawing of the open and closed glottis. When the glottis is closed, the vocal cords are contracted, as in speech or singing (Fig. 5).


When we speak or sing, the vocal cords are contracted, and air from the lungs passes through the narrow opening. The vocal cords vibrate, creating the sound.


The more forcefully the air is pushed through the opening, the louder the sound will be.


The opening between the vocal cords can be narrower or wider. This will cause the tone to be higher or lower.
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Fig. 4. Glottis closed.
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Fig. 5. Glottis open


The individual’s vocal range will depend largely on their physical characteristics, such as the shape of the mouth cavity, cheekbones, size of the tongue, and shape of the head.


The larynx


The larynx is a part of our speaking apparatus. It sits in front of the throat, and if you place your finger on it, you will feel it slide up and down as you swallow. If you hum with a closed mouth, you will also feel vibrations. The larynx should preferably be in a low, resting position when you sing or use your voice actively. You can train yourself to have this relaxed position in the larynx. During ordinary breathing, the larynx is open. In front is the trachea, and behind is the oesophagus. The epiglottis is a cartilage that closes over the trachea when you swallow, so that food doesn’t go down the wrong way. The larynx is a vulnerable spot, especially because the trachea is so close to the skin.


It is interesting to see how animals in mortal danger expose the throat by throwing their head back in a sign of surrender, letting go of the last bit of control over their lives. There is an expression in Danish, “med livet i halsen,” or “with your life in your throat,” which evokes the feeling of the larynx rising and blocking the flow of air when our life is threatened.


Resonance spaces


Everything vibrates to its own frequency. If we, for example, strike a wine glass, the tone we hear is its natural frequency, determined by the glass’s size, shape and composition. If we can produce a tone with the same frequency, we can amplify the sound of the glass; if we make it louder and louder, the vibrations will be amplified so much that the glass will crack. We can therefore amplify and influence the glass’s frequency from the outside.
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Fig. 6. Fig.
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fig. 7 Resonance Cavities


If we enter a church, we will notice that the space amplifies certain sounds and tones. Some tones will be more apparent, and some will seem almost swallowed by the space. For example, there are some churches that seem to amplify speaking, and others that amplify singing. This is dependent on the size, shape and design of the church, as well as on what building materials were used. There is a huge difference between churches made of wood, and those made of stone or of glass. If we fill the room with furniture, carpets, or people, this will also influence the sounds we create in the room. By changing the space, we influence its ability to vibrate sympathetically with sounds. One might say that the way in which we change the space determines which kinds of tones will be amplified in it.
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