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    About This Book


    Singing jazz with your choir or vocal group is wonderful. Jazz standards often have an expressive structure, the extensions give the chords a rich, warm sound and the swing feel has a pleasant looseness.


    But performing vocal jazz is not easy. The parts contain a lot of chromaticism and awkward leaps, and dissonant seconds regularly sound between the voices. On top of that, swing demands precise timing.


    You can familiarize your singers with the jazz idiom during the warm-up. This book will help you do that. It contains new jazzy warm-ups, full of extensions and swinging rhythms. Most of the exercises are designed so that you can teach them quickly and then soon sing them in three or four parts.


    WHO IT’S FOR


    This book is intended for anyone who leads a choir or vocal group. That may be a conductor, but also a vocal coach or one of the singers. We assume that you know jazz harmony and chord symbols, and that you are used to thinking in scale degrees.


    HARMONY


    The chords are mostly four-note chords, because these form the basis of jazz harmony. So almost every chord has a seventh (a ‘regular’ or a major seventh). The chord symbols are always shown above the notes, so you can quickly see the harmonic progression:
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    This book is not so much about singing complex harmonies. (You will come across those soon enough in the arrangements you rehearse.) The idea is to practice with four-note chords without it feeling difficult. That leaves plenty of attention for vocal production, tone color, balance and timing.


    RHYTHM


    This book is full of syncopations. After all, what would jazz be without them? Still, an exercise is sometimes easier to learn if you leave them out for a moment. That is why exercises are regularly accompanied by a rhythmically simplified version, which you can use to start teaching.


    As you would expect from a jazz book, most of the exercises are in swing feel. (To save space, this is abbreviated in the music to swing.) Good swing timing doesn’t come naturally to singers, so it pays to practice it.


    The occasional exercise is straight. Sometimes this is stated explicitly, because otherwise you might overlook the fact that the exercise is not in swing. Of course, you are free to perform an exercise with a different feel.


    During the warm-up, the tempo must be clear to the singers. As the musical director, you can indicate it by snapping or tapping the backbeat. The singers can then concentrate on the timing of the notes and don’t have to keep track of the tempo as well.


    SEQUENCES


    The melodies in this book are sequences. This means that a musical phrase is repeated a few times at a slightly different pitch. Here is an example of a sequence:
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    The first two measures are repeated three times, each time a step lower. The melody has a lot of symmetry and is therefore easy to understand and remember.


    Sometimes the phrases shift by a third instead of a second:
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    In other cases, the sequence follows a specific chord progression, for example the classic turnaround:
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    All the melodies in this book – like these examples – contain four or five phrases. As a result, the singers can easily sense when the exercise is ending.


    VARIATIONS


    The warm-up stays engaging for the singers if you make small variations. For example, change the syllables now and then. Or change the pitch, the tempo or the volume.


    This book regularly includes variations of exercises. These usually involve an alternative voicing of the chords. The basic exercises have a colored background, and the variations are simply shown on a white background.


    SYLLABLES


    In this book, syllables are given under the notes as a suggestion. Within an exercise they usually all have the same vowel, so that after singing it a few times you can easily choose a different vowel (for example dee instead of doo). As the musical director, you can of course also use completely different syllables.


    The syllables are pronounced in English, as is customary in vocal arrangements. The vowels are intended as follows:


    
      	a
	as in dark


      	ay
	as in day


      	ee
	as in deep


      	i
	as in dig


      	o
	as in dome


      	oo
	as in doom


      	u
	as in dust


    


    RANGE


    The notes in this book are relatively low. In the soprano and tenor parts, the lowest note is often a B-flat or even an A. After all, new notes are easiest to learn in a relatively low range. Once the singers know the notes, you can move the exercise higher.


    CHAPTERS


    Each chapter focuses on a different type of exercise. Chapter 1 (Shifting Harmonies) contains fairly simple exercises with harmonies that move up or down as a whole. At first the chords stay diatonic; at the end of the chapter they also shift chromatically. Chapter 2 (From Unison to Harmony) introduces a form that appears often in this book, in which unison singing alternates with harmony. In chapter 3 (Canons) the focus is on melody rather than harmony. In chapter 4 (Four Degrees) the exercises follow commonly used chord progressions, such as the classic turnaround (Imaj7 – vi7 – ii7 – V7). Chapter 5 (Arpeggios) is filled with challenging exercises using broken chords. Chapter 6 (Grooves) contains exercises modeled on specific jazz styles. Chapter 7 (Hybrid Chords) covers more complex slash chords and quartal chords. The exercises in chapter 8 (Independent Voices) take a little more time to learn, because each section sings its own rhythm. Chapter 9 (More than Four Voices) concludes with a few exercises for five or six parts.


    TEACHING THE EXERCISES


    Learning an exercise from this book takes some time, because the singers have to learn their part before you can start singing in harmony. Even so, you can make sure the intermediate steps are worthwhile too.


    Here is a trick to avoid singers having to wait while others learn their notes: have all the singers take part in learning each part (with the women singing an octave higher than the men). If you want to start with the bass part, for example, have the whole group sing those notes. That way everyone calmly gets to know the rhythms, the syllables and the melodic structure of the exercise. Feel free to have them sing that unison melody five times, varying the syllables in the meantime and giving feedback on the performance.


    Next, you teach a second part. Suppose you choose the alto part. Then have all the women sing it. As soon as they know the alto line, the group can continue in two parts. Everyone has something to do again, and you can focus on vocal quality for a while.


    Always choose the first two voices so that they sound pleasant together. Thirds and sixths are preferable, because they are easy to tune. Take your time working in two parts before you teach the other parts. Leave the part with the sevenths until last, because that extension only falls into place once the triad is complete.


    AN EXAMPLE OF TEACHING AN EXERCISE


    Suppose you want to teach the following exercise to a group:
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    The sevenths here are in the alto part. That is why we teach that part last. It is also not a good idea to start with the tenor line, because it is very high for basses and altos. We start with the soprano, because that line is the most melodic. So at first, everyone sings the soprano part. Give feedback on the performance right away. (The singers may have trouble pitching the diminished chord in the third measure accurately.)


    Once the soprano line has been learned, ask the men to sing the bass part. You will probably only need to sing it to them once, because in each phrase only one note differs from the soprano. Then move straight on to singing in two parts. If that goes well, you can introduce the tenor line. This, too, will cause few problems, because the last note of each phrase is an octave above the first. Soprano, tenor and bass now form triads at the end of the phrases. In three parts, you can pay extra attention to the tuning of the chords. Ask the singers to listen carefully to the other sections in the harmonies.


    The last part you teach is the alto. These notes are not difficult to pitch in unison, because the fourth note of each phrase is the same as the second. Then the group can sing in four parts. Between the basses and the altos there are now seconds (or sevenths, to be precise), so they get in each other’s way. The basses have to keep their intonation nice and high, because the alto ‘pulls’ them down. If the four-part version doesn’t work yet, you can do the exercise in three parts a few times, without the bass part.


    AUDIO


    All the exercises in this book can be listened to at www.hummpublishing.nl/audio. No login or password is required. Click on ‘English’, choose the title of this book and open the relevant chapter. The audio recordings were made with the music notation software Dorico. To make the exercises sound nice, a simple drum part has often been added.


    TERMINOLOGY


    In this book, sopranos and altos are sometimes referred to as women or women’s voices, and tenors and basses as men or men’s voices. These terms are purely intended to keep the text readable. They say nothing about who sings which part in your group or how anyone identifies.


  


  
    Chapter 1


    Shifting Harmonies


    We start with relatively simple exercises. The chords move up or down as a whole, which makes them quick to learn. Once one part has been learned, the others are easy to understand and remember.


    In most of the exercises in this chapter, the chords move diatonically. This means that the parts stay within the scale. At the end of the chapter there are also a few exercises in which the chords shift chromatically.


    The exercises here are regularly accompanied by variants with alternative voicings, in which the seventh of the chords is sung by a different section each time. In the basic version it is in the alto, in the second version in the tenor and in the last version in the soprano:
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    In the first voicing, the chords sound the most stable. They are also the easiest to perform, because the dissonant seventh in the alto is ‘shielded’ on both sides by the tenor and soprano. The basses sing fairly low in their range here.


    The second voicing has more of a close-harmony character, with the voices as close together as possible. The men’s voices sing relatively high in their range, the women’s voices relatively low. This version sounds jazzy, but is more difficult – especially for the altos and tenors, because there are seconds between those parts.


    In the last version, all voices sing in more or less the same range. The chords are a little less interesting, however, because the voices are neatly stacked
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