ABSTRACT

Title of Dissertation: THE HARMONIC DEVELOPMENT OF THE BLACK
RELIGIOUS QUARTET SINGING TRADITION
Cedric Carl Dent, Doctor of Philosophy, 1997
Dissertation directed by: Associate Professor Robert L. Gibson
Department of Music
The development of folk music in the United States includes many distinct styles
of quartet singing. This study examines the harmonic development of black religious
quartet singing, a subgenre of black gospel music. This community-based, church-
oriented style of quartet singing became popular in the early 1920s and continues to thrive

today.

This study applies traditional tonal theory, jazz theory and Schenkerian analysis to
quartet performances, and through these methods of analysis, identifies and traces threads
of harmonic development through the genre, which define stylistic epochs. Threads of
development include use of meter and rhythm, call-and-response techniques, function of
the bass voice, chord structures and use of added dissonance, number and function of
voice parts, and variation techniques in repetitive song structures. The investi gation
identifies three styles of black religious quartet singing: folk, jubilee, and gospel. The
performances examined include “I’'m Praying Humble” (1937) by Mitchell’s Christian
Singers, “One Day When the Lord Will Call Me” (1942) by the Southern Sons and “Mary
Don’t You Weep” (1959) by the Swan Silvertones. Additionally, a recent trend of

development is identified and labeled neo-jubilee, and a performance of “Mary” (1988) by



the vocal group TAKE 6 represents this trend. Complete transcriptions of these
performances are provided for musical analysis.

The influence of big band music on the development of black religious quartet
singing is also examined. The course of development in quartet singing is strikingly
similar to that of big band music and is observable in the aforementioned threads of
harmonic development.

Finally, group singing 1s the focus of this study, and only styles that are a cappella
or harmonically independent of instrumental accompaniment are examined. Styles where
instrumental accompaniment is a part of the fundamental structure of the performance are

not examined.
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CHAPTER I
INTRODUCTION

Need for Study

The black religious quartet singing tradition, a vital part of the tradition known as
black gospel music," has received increased attention from music scholars in recent years.
This research has primarily concentrated on the areas of history and musicology.? When
music outside the classical tradition, jazz in particular, has been the subject of analysis,
the focus has generally been more on instrumental than vocal performance. The focus of
this study is the analysis of a performance tradition that, although influenced by
instrumental jazz, is a vocal art, one that presents some unique challenges for the
analytical process. For example, the addition of words raises questions related to text-
painting such as, how is the music composed or arranged to reflect the meaning of the
text? Also, how text, with its subtle variances in vowel and consonant sounds, relates to
tone color must be taken into account. And in black religious quartet singing, nonsense
syllables are sometimes used as vehicles for creating specific rhythmic nuances. “Blue
notes”— pitches that lie outside the confines of the Western notational system—are also
prevalent. Another motivation for an analytical study of this music is the hope that more
interest in the art form may be encouraged, especially in the United States where it
originated. Black religious quartets historically have been well received in Europe,
enjoying a popularity and professional standing that has rarely been equaled in the United

States. A case in point is the Golden Gate Quartet, considered one of the most popular

'Keri slic Rubman, “From ‘Jubilee’ to ‘Gospel’ in Black Male Quartet
Singing’!%(iglliljfﬁg;sl,{ l{Jniversity of North Carolina at Chapel Hill, 1980), 1.

S i Co— artets in New Y ork
2Ray Allen, Singing in the Spirit: African-American Sacred Quartets in
City (Philadelphia: University of Pennsylvania Press, 1901), .

1




black religious quartets of the 1930s and 1940s.”> When their popularity and audience
began to diminish in America, they took up residence in Europe where their careers
continue to thrive today.* Samuel Carroll Buchanan writes, “In 1984 the group celebrated
its {ifticth anniversary with a tour of over two hundred fifty performances!” In
discussing why the Golden Gate Quartet’ s music remains popular in Europe, Buchanan

further states:

Their recordings are used in schools to teach an aspect of American
culture. Hence, when the group performs in the big European cathedrals
(70 percent of their work) for fifteen hundred to two thousand people,
approximately 60 percent of their audiences are teenagers. In this way their
music is perpetuated ... This recognition is not available in the United

States.®

Historical Background

James Weldon Johnson, in the preface to his 1940 collection of Negro spirituals,

makes the following observation about quartet singing:

Pick up four colored boys or young men anywhere and the chances are
ninety out of a hundred that you have a quartet. Let one of them sing the
melody and the others will naturally find the parts. I ndeed, it may be said
that ali male Negro youth of the United States is divided into quartets.’

While the remark may be an overstatement, it does offer testimony to the widespread
popularity of the black religious quartet singing tradition in the early part of the twentieth

century.

3Ray Funk and Stephen K. Peeples, booklet from Jubilation! Great Gospel
Performances, Volume One: Black Gospel, (Rhino R2 70288, 1992), 7.

4gamuel Carroll Buchanan, “A Critical Analysis of Style in Four Black Jubilee
Quartets in the United States” (Ph.D. Diss., New York University, 1987), 191-96.

*Ibid.
°Ibid., 15.

7James Weldon Johnson, ed., The Books of American Negro Spirituals (New
York: Viking Press, 1940), 35.

[\



A definitive date of origin is not known, although Buchanan suggests that quartet
singing became popular through the minstrel shows of the 1800s, in which blacks as well
as whites participated.® Near the end of the nineteenth century, quartet singing was further
promulgated by southern black institutions such as Fisk University, Hampton University,
Tuskegee Institute and Utica Institute.” The singers from these schools were often
formally trained and did concert tours to raise money for their institutions. "’

In the 1920s, it was the untrained, community-based black religious quartets that
captured the attention of recording companies. "' Tt is the style of these early recorded
groups and their successors that is the focus of this dissertation. The earliest two styles
thrived concurrently from about 1920 to 1950. One of these is the folk style,'” which
originated in Jefferson County, Alabama. The cities of Bessemer, Birmingham and

Fairfield were important centers of quartet development in this region."?

The other early school of black religious quartet singing is the jubilee style. Its

center of development was the Tidewater area of Virginia and North Carolina."*

In the 1950s, the gospel style succeeded the folk and jubilee styles of quartet
singing. It was more universal in scope, not linked to any particular geographical region.

[t is during this period that black religious quartet singing reached its peak in popularity.'®

8Buchanan, 38.
°Allen, 2.
Tbid.

Hhid., 3

12 -ms folk, jubilee and gospel to describe style periods come from Anthon
Heilbut, ’ITtlllce (t}e(l)gll)‘él[ ()Slgiljnd: Good N%wstlnd Bad Times}ENePw York: Simon and g
Schuster, 1971), 76-79.

13Horace Clarence Boyer, How Sweet the Sound: The Golden A ge of Gospel
(Washington, D.C.: Elliott & Clark Publishing, 1995), 31. See also Doug Seroff, “Old-
Time Black Gospel Quartet Contests,” Black Music Research Journal 10, no.1 (Spring
1990): 27.




Finally, the 1970s marked the beginning of the contemporary gospel style, taking
its name from the current mainstream style of gospel music, which it has assimilated.'®
This style continues to thrive alongside a more recent trend of development herein

designated neo-jubilce.

Parameters of Study

Three of the four style periods mentioned above—folk, jubilee and gospel— are
discussed in detail in the chapters that follow, including complete analyses of
representative musical works. The contemporary gospel style is not examined, as
developments primarily in the areas of lead singing and instrumental accompaniment
characterize this style; instruments essentially replace group singing as the primary source
of accompaniment for the lead singer.'” For this reason it lies outside the scope of this
study, which examines group singing that is a cappella or harmonically independent of the

otherwise light rhythm accompaniment.

In addition to the folk, jubilee and gospel styles, this study also examines the
recent neo-jubilee trend. (The term “trend” serves to distinguish it from established
styles.) Because the neo-jubilee trend is so recent, and the sample of groups and
performances so small, established patterns of development are not yet conclusive. It is a
significant trend, however, because it continues to build upon threads of harmonic

development established in the earlier style periods.

“This region comprised the following counties: Charles City, Middlesex,
Mathews, King and Queen, King William, Richmond, and Lancaster. See Buchanan, 75,

SAllen, 7.
1$For a description of contemporary gospel music see Allen, 7-8.
"Rubman, 100-101.



There are five characteristics that distinguish the black religious quartet singing
tradition from related styles such as barbershop, male chorus, doo wop, jubilee-style
chorus,"® and vocal Jazz. They are: (1) a common source for song sclection— primarily
spirituals and gospel songs;'” (2) vocal arrangements which stand rhythmically and
harmonically independent of instrumental accompaniment;* (3) a vocal group of four to
six singers;*' (4) vocal arrangements based harmonically on prior performances (when
using songs previously performed by other groups);** and (5) individual voice parts that

are free to perform melodic variations in repeated sections of a song.*?

"*For a description of the jubilee-style chorus see Bernice Johnson Reagon, ed.,
We'll Understand it Better By and By: Pioneering African American Gospel Composers
(Washington: Smithsonian Institution Press, c. 1992), 12.

' Anthony Heilbut, liner notes from All of My Appointed Time, Stash ST—114,

1978.

*Kip Lornell, Happy in the Service of the Lord (Urbana & Chicago: University
of Illinois Press, 1988), 4.

*Tronically, many quartets have traditionally contained more than four voices.
This suggests that the term “quartet” refers to the number of voice parts as opposed to the
actual number of group members. See Lornell, 4.

2Dr. Reagon states that her research revealed no significant structural differences
in various quartet arrangements of a given song. The analysis of two versions of “Mary
Don’t You Weep” in this dissertation supports her findings. Bernice Johnson Reagon,
interview by author, 16 March 1995, telephone conversation.

»The analyses in the following chapters show that these melodic variations alter
local harmonies but generally do not alfect the large-scale harmonic design of a
performance.

5



For example, most barbershop quartet performances contain most of the
characteristics listed, but they draw on a different body of songs. Another comparison
could be with many black church-oriented male choruses, which share a common
repertoire with black religious quartets. However, these choruses contain more than four
to six voices, requiring more than one voice to a part. This inhibits the spontaneous
melodic freedom within individual voice parts, which, as listed above, is characteristic of

the quartet tradition.

For the purposes of this investigation, the term “traditional quartet voice parts”
refers to the four-part texture composed of first tenor, second tenor, baritone and bass in
close-position voicing. Most often, an inner voice (second tenor or baritone) supplies the
melody. As demonstrated throughout this study, this fundamental four-voice texture can
be augmented to include as many as two additional lead parts or as many as four tenor

parts.**

A final note relates to the issue of objectivity in this study. The piece representing
the neo-jubilee trend is a performance by the vocal group TAKE 6, which formed in
1980. Though the release date for this recorded performance is 1988, it is part of TAKE
6’ s original repertoire from 1980.% Currently a singer, arranger and co-producer in

TAKE 6, the author’s association with the group began in 1985, well after the

24Many quartet performances in the gospel style utilize two lead singers
accompanied by traditional quartet voice parts. Representing the neo- jubilee trend, some
performances by the group TAKE 6 utilize one lead accompanied by a five-voice
texture— three fenors, baritone and bass.

25The 1988 recording is accepted as TAKE 6’s first professional recording.
However, the group recorded much of the same material previously under a different
name for Legacy Records. “Mary” (analyzed in this dissertation) is included in this carlier
recording, which predates this writer's affiliation with the group. See Melinda Joiner,
“TAKE 6, Oakwood Group Is on the Top in Music,” Huntsville (Ala.) Times, 22 January
1989: and Brian Mansfield, “TAKE 5 with TAKE 6,” Nashville Night Life [1988], 18—
20.

6




establishment of the original repertoire. Consequently, his involvement in the musical

arranging process began with material that postdates the 1988 recording.

Methodology
There is no consensus among scholars concerning the number of style periods that
make up the black religious quartet singing tradition. While one writer separates the
tradition into only two stylistic epochs,?” another distinguishes five.*® In another instance,
two writers identify the earliest recorded black religious quartet style as folk, but offer
conflicting descriptions of the style.*” Finally, present developments in the genre rarely

receive any recognition at all.

Through applying various analytical procedures to black religious quartet
performances, this dissertation identifies salient features that serve to define style periods
of the genre. These features are traced through the genre as threads of development
including: use of meter and rhythm, call-and-response techniques, function of the bass
voice, chord structures and use of added dissonance, number and [unction of voice parts,

and variation techniques in repetitive song structures.

Additionally, this study examines the influence of big band music on the
development of black religious quartet singing. The course of development in quartet
singing is strikingly similar to that of big band music and is observable in the threads of

development listed above. For instance, the way the bass instrument moved {rom pulsing

*Robert K. Oermann, “Take 6 Takes Flight in Harmony,” Nashville Tennessean,
12 March 1989.

*’Reagon, 14.

**H. Wiley Hitchcock and Stanley Sadie, eds. New Grove Dictionary of American
Music (New York: Grove’s Dictionaries of Music, 1986), s.v. “Gospel Music: Black
Gospel Music,” by Horace Clarence Boyer.

YIbid. See also Heilbut, The Gospel Sound, 76-77.

7



on the strong beats of the measure in Dixieland jazz to “walking” patterns in the Swing
Era, paralleled the development of bass singing in black reli gious quartet performances.
Also, swing eighth notes, repeating riff patterns®® as a form of call-and-response, chord
voicings, and jazz-style dissonances in quarlet singing, followed the same trend of
development as in bi g band music. Accordingly, parallels in the development of both

genres arc a theme throughout this examination.

The analytical procedures employed include traditional tonal theory,* which
Serves to identify chord constructs and surface harmonic progressions. Because this style
ol music is heavily jazz-influenced, jazz theory is also employed.®? Jazz chord symbols
are often employed in conjunction with traditional roman numeral analysis to identify jazz-
style dissonances such as ninth, eleventh, thirteenth and added sixth chords.*?
Schenkerian analysis is useful in identifying large-scale harmonic designs in quartet
performances.® It also aids in identilying the function of ambiguous sonorities resulting

from blue notes and incomplete chord structures.

Each of chapters II through IV examines a different style of black religious quartet

singing— folk, jubilee and gospel respectively. A different performance is used to

°A 1iff is a short melody, usually two or four measures long, that repeats over
changin% harmonies. Seec Gunther Schuller, Early Jazz (New Y ork: Oxford University
Press, 1968), 48-50.

*'Edward Aldwell and Carl Schachter, Harmony and Voice Leading, 2 vols.
(New Y ork: Harcourt Brace Jovanovich, 1978-79).

2Steve Samilc, An Approach to Mainstream Jazz and Pop Harmony (Santa
Barbara, Calif.: Kinko’s Publishing Group, 1986). See also Steven Strunk, “The
Harmony of Early Bop: A Layered Approach,” Journal of Jazz Studies VI/1 (Fall/Winter
1979): 4-53. '

PThe added sixth chord is an apparent seventh chord that occurs when the sixth
above the root is added to a basic 3 chord. The added sixth dissonance occurs most often
over tonic and subdominant harmony in black religious quartet performances. For more
on the added sixth chord and other apparent seventh chords see Aldwell and Schachter,
vol. 2, 79-82.
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represent each style and serves as a model to identify salient characteristics of the
respective style periods. Following are the three representative works selected for analysis
along with the respective artists and dates of performance:
Folk
“T'm Praying Humble”—Mitchell’ s Christian Singers (1937)*
Jubilee

“One Day When the Lord Will Call Me”— Southern Sons (1942)¢

Gospel
“Mary Don’t Y ou Weep”—Swan Silvertones (1959)7
Because no single quartet performance can give a complete picture of a style, musical
examples from other recordings supplement the three performances listed above,

supporting the proposed patterns of development in the style periods.

Chapter V examines a performance from the recent trend of development listed

below:

Neo-Jubilee
“Mary”—TAKE 6 (1988)*®

*Allen Forte and Steven E. Gilbert, Introduction to Schenkerian Analysis (New
York: Norton, 1982). See Also Allen Forte, The American Popular Ballad of the Golden
Era, 1924-1950 (Princeton: Princeton University Press, 1995).

**Gospel Vol. 2/Gospel Quartets/1921-1942, Frémeaux & Associés FA 026,

1994.
*Ibid.

*"Jubilation! Great Gospel Performances, Volume One: Black Gospel, Rhino
R270288, 1992.

PTAKE 6, TAKE 6, Reprise 9 256702, 1988. This selection is a different
performance of the same picce recorded by the Swan Silvertones in the gospel style
despite the shortened song title.
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Since many quartet compositions performed today date back at lcast as far as the
beginning of the 1900s, this dissertation is a study in the development of music
arranging, not composition. A case in point would be the two performances of “Mary
Don’t You Weep,” examined in this study. Their dates are 1959 and 1988, and they

represent the gospel style and neo-jubilee trend respectively.®

Transcriptions
Black religious quartet singing is primarily an oral tradition. This is mainly
because most of the performers in this genre have no formal music training. Allen gives
the following personal account of the learning process of untrained or comm unity-based

quartets:

While the learning and rearranging process is complex, patterns do
emerge. First, the song leader introduces the song to the group through a
tape-recorded version, or simply by singing the basic melody through
several times. The leader continues to sing while the background singers
gradually fall in behind. The chorus and verses are repeated several times
until everyone becomes familiar with the song’s basic melodic, harmonic,
and rhythmic {ramework. At this point the singing stops, and the members
start making decisions about where the song will be pitched and which
background singers will sing which harmony parts (high tenor, tenor,
background lead, baritone, bass, ctc.). This process is cxhauslmg and
time consuming; the group may run through a song a number of times,
with different members switching parts, until they reach a satisfactory
configuration.*

Because published scores for quartet arrangements are rare or in most cases non-
existent, transcriptions of performances from extant recordings must serve as the primary
source malerial for study and analysis. Complete transcriptions (by the author) of the

primary picces selected as representatives of the three style periods and recent trend arc

*?An even carlier recording by the Utica Jubilee Singers dates back to 1928. This
suggests that the same fundamental harmonic structure may exist throughout several style
periods. See Allen, 25.

*Ibid., 56.
10



presented in the appendix to this discussion. Additionally, transcriptions of short musical

examples that supplement the discussion appear directly in the text.

There were certain limitations in transcribin g the performances for this study.
First, as Buchanan also found, regional dialects and the “snatching” of words,
particularly idiomatic of the jubilee style, rendered the text at times incoherent. ™!
Additionally, in some cases, the inferior recording quality (one performance was recorded
as early as 1926) [urther complicated the process. The use of blue notes, or what at least
one writer refers (o as “approximate pitch,™? is commonplace in this style of music and
cannot be accuralely portrayed in standard Western music notation. As Eileen Southern
observed, the most common blue note in a Negro folk melody based on a major scale is

lowered scale degree 7.% Other common blue notes in the pieces analyzed for this paper

arc lowered scale degrees 3 and 5.

Blue notes are notated three ways in the accompanying transcriptions: (1) as a
pitch lowered or raised a semitone (which is often borrowed from the parallel minor
mode), (2) as a pitch lowered or raised less than a semitone to an approximate pitch, and
(3) as a pitch lowered or raised a semitone that is further altered to an approximate pitch.
The first instance employs conventional notation. For example, lowered scale degree 3 is

an Bb in the key of C major, as shown in the first note of example 1.1. In the second and

*'Snatching refers to articulating words and syllables with as short a duration as
possible, which sometimes involves omitting ending consonants. The device creates a
staccato effect, which intensifies the underlying rhythmic pulse of the music and
heightens the effect of syncopation. See Buchanan, 127.

*“Douglas A. Lee, “The Quict Revolutionary in Black American Music: An Essay-
Review,” Black Music Research Journal 12, no. 2 (Fall 1992): 224.

*“Eileen Southern, The Music of Black Americans: A History, 2d ed. (New York:
Norton, 1983), 191. Scale degrees are given as numbers with carets throughout this
dissertation.
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third instances, also shown in example 1.1, an arrow accompanies the note indicating that

itis lowered or raised microtonally.

Example 1. 1: Notation of Blue Notes

A -
b’ A 1 I N

I ————
3v4 D Ha DO
- ; o
C major:

There are also rhythmic and melodic nuances that result from the preaching style
of the lead vocalist, particularly in the gospel style. This technique is more akin to
speaking than singing at times, and is indicated in the transcriptions with grace notes and

indefinite pitch notation.**

Three of the primary pieces transcribed, “One Day When the Lord Will Call me,”
“Mary Don’ t You Weep” and “Mary,” are performed in jazz swing feel. As such, eighth
notes are executed with more time allotted to the first of every two consecutive cighth

notes (i.c., like a triplet). In jazz, these are referred to as “swing eighths.™"?

“Mary Don’t You Weep,” as performed by the Swan Silvertones, cmploys
rhythm accompaniment (not shown in the transcription). In the recording of this
performance, the use of electric guitar, bass guitar and drums sometimes made it difficult
to ascertain the voice parts clearly. For instance, although the vocal bass part is
independent of the instrumental bass, the lines of both parts sometimes intersect and

coincide melodically, creating a challenge in differentiating one from the other.

*For the indefinite pitch symbol used by jazz and popular music arrangers, sce
Don Sebesky, The Contemporary Arranger, rev. ed. (Sherman Oaks, Calif.: Alfred
Publishing Co., 1984), 177-79.




In all cases, every effort was made to render transcriptions accurately. However,
lor the reasons mentioned and the more general interpretive subtleties and anomalies that
can never be captured in print, a cassette recording of the four primary picces analyzed

accompanies this dissertation.

Finally, references to specific pitches are made according to standard international
acoustical terminology where numerical superscripts designate the octave of a pitch. The
oclave number refers to pitches from a given C to the B a major seventh above it, as

tllustrated in the following diagram:
C 1 C 2 C 3 C 4 C S5 C 6 C &

Qua
e
r |
J— —
. (2 o

O - —j
8w _ _1

I
[®

**Mark Gridley, Robert Maxham and Robert Hof[, “Three A pproaches to
Delining Jazz,” The Musical Quarterly 73, no. 4 (1989): 520-21.




CHAPTER 11
“I'MPRAYING HUMBLE”

Characteristics of Folk Style

In the 1920s, recording companies such as Columbia, Victor and Okeh began to
focus heavily on black religious quartets from two geographical regions in the United
States: Jefferson County, Alabama and the Tidewater Virginia area.' The two centers of
quartet activity differed significantly in style: Jefferson County quartets made up the folk
style, while the Tidewater groups belonged to the jubilee style.” Though these southern
regions marked two centers of activity, black religious quartets thrived in other parts of
the United States owing, in part, to the northerly migration of African-Americans after
World War 1.7 Radio, recordings, and concerts by traveling singing groups also
contributed to the proliferation of quartet singing throughout the nation.* Subsequently,

they generally aligned themselves stylistically with one of the two prevailing schools.

More attention in research has been devoted to the jubilee style than to the folk
style of quartet singing,” and this research has presented broad generalities that do not
draw clear lines of distinction between the two styles. For instance, Buchanan includes
Mitchell’ s Christian Singers—a group presented here as a leading proponent of the folk
style—in his analysis of four “jubilee” quartets.” Heilbut concurs with Buchanan,

describing their performances as “a more rugged version of jubilee spirituals.”’

'Allen, 3. See also Reagon, 14.
*Reagon, 14.
*Allen, 3.

“Boyer, How Sweet the Sound, 47.

>See, for example, Rubman’s thesis and Buchanan’s dissertation.
*Buchanan, 81-8%.

"Heilbut, 77.
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The analyses in this investigation present a different interpretation, outlining
distinct stylistic differences between folk- and jubilee-style performances. Characteristics
of the folk style include part-singing that is less developed than in the jubilee style, often
exhibiting chord structures that lack thirds, roots or both. Generally, the bass voice
moves rhythmically with the other voice parts but is often nonfunctional. Authentic
cadences are often incomplete or avoided. Added dissonance is generally limited to
seventh chords, and there is generous use of blue notes, which creates melodic variety in
repeated sections of music within individual voice parts. Also, a two-beat-per-measure

rhythmic feel is commonplace in folk-style quartet performances.

As previously stated, black religious quartet singing was not limited to Jefferson
County, Alabama, or Tidewater, Virginia, as evidenced by Mitchell’s Christian Singers,
who originated in Kinston, North Carolina in 1931 .* One observer described their style as
“a fascinating transitional stage in the evolution of harmony.” Their performance of “I’m
Praying Humble” distinctly portrays the above characteristics and stands in clear contrast

to the other styles presented in this dissertation.

Number and Function of Voice Parts

Most folk-style quartets consist of four singers, who adhere strictly to traditional
quartet voice-part assignments. Generally, the second tenor carries the melody, as in
Mitchell’s Christian Singers” performance of “I’m Praying Humble.” Only two of the
groups examined for this study contained more than four singers. One of these is the

Wright Brothers of Dallas, Texas.'® The other is the Famous Blue Jay Singers, who

8Buchanan, 82, 84.
°Ibid., 87.

19J0an Buzelin, booklet from Ggspel: Vol. 2/Gospel Quartets/1921-1942, trans.
Don Waterhouse, Frémeaux & Associ€s FA 026, 1994,
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originated in Brighton, Alabama in 1923."" Both were five-member groups that adhered

to the traditional four-voice texture, requiring one member to double another voice part.'*

In the late 1940s, the Famous Blue Jay Singers adapted their style to
accommodate a [ive-voice texture. In this format, a lead singer stood apart from, and was
accompanied by, the remaining voice parts, which maintained the traditional four-voice
structure. This change proved to be a major stylistic adjustment that anticipated the gospel

style of the 1950s and 1960s."*

Formal Structure

“I’m Praying Humble,” as performed by Mitchells’ Christian Singers, follows
one of the most common song patterns found in spirituals —the verse-chorus format.' It
also employs the most common arrangement of the verse-chorus format in quartet
performances — harmonized group singing in the chorus and a call-and-response pattern in
the verse.'® However, an added transition section (T) represents a departure from
convention. Thus, instead of the usual alternation of verse (V) and chorus (C), the form

of “I’m Praying Humble” is:
CVeTECEVeTCVe
Each capital letter in the diagram represents a sixteen-measure section of music.

The phrase structure of the chorus is a parallel period, comprising two identical eight-

measure phrases. One eight-measure phrase is a half chorus, designated in the diagram

"Opal Louis Nations, booklet from Glad I Found the Lord: Chicago Gospel
1937-1957, Heritage HT CD 08, 1991.

21 ornell, 4.

3Boyer, How Sweet the Sound, 99-101.
“Southern, 188.

1SRubman, 44.
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with the lower case c. In all the verses (V), the music remains the same while the text
varies. The transition (T) represents the departure from convention referred to earlier.'®
As the following discussion demonstrates, this addition to the traditional verse-chorus

lormat creates contrast in the texture, and provides an overall sense of structural balance.

Meter and Rhythm

At the beginning of the 1900s, New Orleans Dixieland jazz emphasized every beat
of the measure.'” Also, eighth notes were played “straight” (i.e., with even distri bution).
In the 1920s, Chicago Style Dixiecland, which emphasized a two-beat feel, became
popular.'® With the full arrival of the Swing Era in the 1930s came a return to the four-
beat feel and the new employment of swing eighths (i.e., uneven distribution of eighth

o=
notes). Thus, the rhythm ﬂ was executed more like 4 J) -

This pattern of rthythmic development occurs loosely in the development of black
religious quartet singing, clearly showing the influence of instrumental jazz. The folk
style shows a predilection for the two-beat feel associated with Chicago Style Dixieland,
marked by cut-time meter in the examples presented in this chapter. Additionally, eighth
notes are generally sung straight. These features can be observed in example 2.1, which

shows the opening chorus of “I’m Praying Humble.”

1For the purposes of this discussion of “I’'m Praying Humble,” the term
“transition” serves to describe the section of music added to the verse-chorus format.

"Tanner and Gerow, 43—44.

"¥Ibid., 56.
19Samuel A. Floyd, Jr., The Power of Black Music (New Y ork: Oxford
University Press, 1995), 122.
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Example 2. 1: “I’m Praying Humble,” Chorus
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just be-cause 'dem bells done rung
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— — La L] —|
F——=p—— | o =
IVE - 3 I3 ¥ B?

(Vi)
% The third of the tonic chord (C in the key of Abmajor) is consistently performed as a
blue note (lowered) throughout the baritone voice parit.
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Another trait commonly found in folk-style performances is a steady pulse,
interrupted by a ritard or a slower, free-moving section of music. This is not a fixed rule
and does not occur in “I’m Praying Humble.” Therefore, choruses of two additional
performances appear in examples 2.2 and 2.3 that clearly show this feature. In example
2.2, the final four measures (measures 13—16) are slower and contain several pauses. In
example 2.3, a 6/4 measure with a ritard (measure 6) interrupts the second half of the
chorus. These are not arbitrary tempo changes and pauses; rather, they serve a harmonic
purpose (o be discussed later. Note also that the time signature for both examples is cut
time, reflecting the two-beat feel of the folk style, and the even distribution of eighth notes

1s characteristic.
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Example 2. 2: “Climbing Jacob’s Ladder,” Bessemer Sunset Four (1930)*°

Steady pulse
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Example 2. 3: “I Dreamed of the Judgment Morning,” Dunham Jubilee Singers (1930)*!

Steady pulse

& 1 )
['enor 1
Tenor 2
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mount - ain)
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Call-and-Response

Many scholars have identified African song structures as the source of the call-
and-response technique used in American music and particularly in African-American
music.?* In its most basic form, a lead singer alternates with a group by singing a linc
(“call”) to which the group responds (“responsc”). The verse of “I’'m Praying Humble”

provides a lucid example of this technique, shown in example 2.4.

21Tbid.
22Floyd, 44. See also Schuller, 27; and Southern, 188.




Example 2. 4: “I’m Praying Humble,” Verse
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In example 2.4, the second tenor, who carrics the melody throughout “I’m Praying
Humble,” supplies a two-measure call that alternates with a two-measure response by the
rest of the group.® This basic form of the call-and-response technique is most common in
the folk style, and can be observed in performances by several groups including the
Birmingham Jubilee Singers, Dunham Jubilee Singers, Famous Blue Jay Singers,

Heavenly Gospel Singers, the Cotton Belt Quartet and others.>*

In 1928, the Silver Leaf Quartet of Norfolk introduced a variation of the call-and-
response technique to the black religious quartet format. This technique set a lead vocalist
(usually the second tenor) apart from the remaining voices, which supplied a repeating
rhythmic pattern or riff as accompaniment. Example 2.5 shows the “clanka lanka” riff,

so-named for nonsense syllables that it employed.

»Note the similar structure used in the chorus of “Climbing Jacob’ s Ladder”
(example 2.2). However, there the length of the constituent parts of the call-and-response
pattern is considerably shorter—two beats respectively (in measures 1-2, 5-6 and 9-10).

**Performances by these (fuartcts and others, illustrating their use of call-and-
response, can be heard on Gospel Quartets/1921-1942.
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Elg%gg)gle 2. 5: “Sleep On, Mother,” Second Verse, Silver Leal Quartet of Norfolk

Lead
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25gjlver Leaf Quartette of Norfolk ( 1928-1931), Document Records DOCD-
5352, 1995.
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In example 2.5, a prominent lead part alone provides the melody and text. The remaining
voice parts are relegated to the clanka lanka accompaniment figure. The distinction

between lead and background parts is maintained throughout the performance.

The development of the clanka lanka technique spans all the quartet styles
discussed in this study. The Silver Leaf Quartet of Norfolk, who introduced the

technique, is one of the carliest identified jubilee-style quartets. However, it was most




popular among folk-style quartets in its seminal years of development.>® As shown in
example 2.5, the Silver Leaf Quartet used the textual pattern “lanka lanka lanka.” The
Famous Blue Jay Singers were the first folk-style group to adopt the technique in their
1931 version of “Sleep On, Mother,” altering the pattern to “clanka lanka lanka.”” The
distinction between lead and group, encouraged by the clanka lanka riff, foreshadowed
the gospel style of the 1950s and 1960s, when a fifth voice was added to maintain the

traditional four-voice structure as accompaniment for a prominent lead vocalist.

Bass Voice
Perhaps the most striking feature of “I'm Praying Humble” is the lack of a
functional bass line through most of the chorus and verse. As a rule, the bass doubles the
first tenor voice an octave below in parallel motion, as shown in example 2.6. Note that

the bass and first tenor break away from parallelism at the ends of phrases, such as on the

word “rung” in measure 7.

f lists thirtee -al groups that employed the clanka lanka riff between the
rs 1;2?51%{5(])1 ngust]lrel(iﬁ?rtve%;, siévenpare folk-style quartets, three are jubilee and three

£ { from Birmingham Quartet Anthology, Clanka Lanka CLL

are gospel. See bookle
144,001/002, 1980

27The title “Sleep
Blue Jay Singers perform
lanka” riff.

On. Mother” was changed to “Clanka Lanka” in the Famous
ance. Subsequently, the technique became known as the “clanka
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Example 2. 6: Nonfunctional Bass in Chorus
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One consequence of this nonfunctional bass is a lack of root-position chords. The analytic

reduction of the chorus (example 2.7) shows several chords in inversion reflected in the

roman numeral analysis below the staff.
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Example 2. 7: Three-Voice Reduction of Chorus
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Because the bass and first tenor represent a doubling of the same part at the
oclave, the part-writing of the chorus, essentially, is a three-voice structure, as shown in
cxample 2.7. Parenthesized notes are implied notes not literally present or registrally
displaced in the performance, as in the case of the parenthesized Eb* at the end of measure
I. (Tonic harmony, which governs measures 1-2, determines this implied note.
Additionally, the descending lead-in line of the second tenor part in measures O—1 outlines
the tonic triad with Eb* prominently displayed at the beginning of the line and in the
uppermost position.) This principle also applies to the implied Eb* in measures 9-10 and
11-12. The implied C in the bass clel at measures 7-8 and 15-16 represents the logical
continuation of the bass part’s voice leading in the three-voice texture. C’ isliterally
present as C* in the first tenor voice of the performance (see measures 7-8 and 15-16 of
example 2.1), but for the sake of continuity this upper voice is transferred to the lower
register in example 2.7.%*

The nonfunctional bass also results in incomplete chords, observed in the verse of

“I’m Praying Humble.” Like the reduction of the chorus, the reduction of the verse

(example 2.8) removes the first tenor part to reveal a three-voice structure. Additionally,

, e - i se, removing syncopated figures
example 2.8 imposes a rhythmic reduction on the verse, £ syncop 1gures and

repeated notes and providing a clearer picture of the harmonic structure for analytical

purposes.

For more on implied notes sce Forte and Gilbert, 119-23.
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Example 2. 8: Three-Voice Rhythmic Reduction of Verse
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The call-and-response pattern, which effectively sets off the second tenor from the
homophony of the remaining voices in the verse, thins out the three-voice texture even
more. Thus, example 2.8 shows the texture reduced, at times, (o two voice parts, as in
measures 19, 23 and the beginning of 24. The resulting ambi guous harmonies, owing to
incomplete chord structures (see beat 3 of measure 23 and the downbeat of measure 24),

ultimately support the arpeggiation of tonic harmony.

When examining the original voice parts in the verse (i.c., reinserting the first
tenor), the part-writing bears a striking resemblance to parallel organum of the ninth
century in which an accompanying voice moves at a fourth or fifth below an established
melody. In parallel organum, one or both of these voices can also be doubled at various
intervals.?” In measures 22-24 of the verse (example 2.9), the bass occasionally moves at

a fourth below the baritone while the first tenor duplicates the bass an octave above.

Example 2. 9: Parallelism in Verse

praise____ de Lawd
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q

Raised scale degree 4 (Dhin the key of Ab major) is also reminiscent of this carly music,

suggesting the lydian church mode in measure 24.

**Donald Jay Grout and Claude V. Palisca, A History of Western Musi o Bl
(New York: Norton, 1980), 81.
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None of the folk-style quartets examined by this writer show a nonfunctional bass
part through an entire performance, and “I’m Praying Humble” is no exception. In
contrast to the parallelism in the chorus and verse, the transition section counters with the
full sound of well-developed four-part harmony. The bass and first tenor voices break
from parallel motion, and for the first time in the performance there are four independent
voices in the texture. The bass consistently provides chord roots, as shown in the

reduction of example 2.10.

A nonfunctional bass part for entire sections of a performance, as in the case of
“I’m Praying Humble,” is the exception rather than the rule in the folk style, and is unique
to performances by Mitchell’s Christian Singers.>® What is more common is a functional
bass line with short nonfunctional digressions interspersed throughout the performance,

as in example 2.11, sung by a different group.

30For other examples of nonfunctional bass parts in performances Al
Christian Singers listen to “Them Bones” from Gosrr))el Qualr)teelts(/)?(}l’é1 {lf?;}g Zg&b‘l}gu i,
See the Sign of Judgment” from Negro Spirituals/Gospel Songs/1926—1942, Fré ool
& Associés FA 008, 1993. = 2, Frémeaux
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Example 2. 10: Rhythmic Reduction of Transition
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Example 2. 11: “Climbing Jacob’s Ladder,” Bessemer Sunset Four (1930)*!

Steady pulse
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31 Gospel Quartets/1921-1942.
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Returning to the excerpt from “Climbing Jacob’s Ladder” (example 2.11), the bass moves
in parallel octaves at the end of the first three systems of music (bracketed in measures 4,
8and 12). This kind of occasional nonfunctionality in bass parts can be observed in
several folk-style performances by prominent quartets such as Second Zion Four,

Heavenly Gospel Singers and in early performances by the Dixic Hummingbirds.*?

Finally, bass parts of the folk tradition generally move homophonically with the
other voice parts. “I'm Praying Humble,” as well as the other performances discussed in
this chapter, clearly illustrates this feature. This characteristic makes the folk style the

most homophonic style in the black religious quartet tradition.

Chord Structures and Added Dissonance

Chords are often incomplete in the folk style [or two reasons: the first, previously
discussed, is the result of an occasionally nonfunctional bass line; folk-siyle quartets tend
as well to avoid authentic cadences by using incomplete chords. There are no complete
authentic cadences in “I'm Praying Humble.” Example 2.12a shows an incomplete
cadence from “I’m Praying Humble.” Incomplete cadences from previots performances

are also shown (examples 2.12b and c).

*?Listen, for example, to “Praise Him Shining Angels” (Second Zion Four),
“Walk in the Light” (Heavenly Gospel Singers) and “I Looked down the Line” (Dixic
Hummingbirds) from Gospel Quartets/1921-1942.
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Example 2. 12: Incomplete Authentic Cadences™

(a) "I'm Praying Humble"
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FExamples 2.11a—c are from Gospel Quartets 1921-1942.
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(¢) "I Dreamed of the Judgment Morning"
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In cach case of example 2.12, the chords preceding the cadence are complete (containing
at least roots and thirds) and progress according to traditional part-writing rules. Also, the
bass is functional throughout examples 2.12b and ¢, consistently providing chord roots.
In example 2.12a, a cadential § chord preceded by dominant preparation creates
momentum toward an authentic cadence. However, resolution of the cadential § chord is
avoided by an arpeggiation of tonic harmony (in the bass voice) in measure 15. Similar
harmonic motion toward an authentic cadence occurs in example 2.12b, but the cadential §
resolves to an ambiguous chord before progressing to tonic. The cadence in example
2.12¢ is even more incomplete. The chord that arrives on beat 3 of measure 7 resembles a
cadential § but lacks a third. This ambi guous sonority then progresses directly to tonic in
measure 8. Ambiguous authentic cadences are a curious, yet identifying, characteristic of

the folk style.

The lowered seventh is the only added dissonance that appears regularly in folk-
style quartet arrangements. [ts most common position is over the subdominant chord, as
in the three excerpts of example 2.12. In each instance, its purpose is twofold: (D to

cevoke a blue quality by borrowing from the parallel minor mode and (2) to embellish the
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fifth above the subdominant. Accordingly, Cb* in the baritone part of example 2.12a
(measure 14) is the seventh of the subdominant chord in the key of Ab. It is also lowered
scale degree 3, borrowed from the key of Ab minor. Note however, that it skips down to
Ab?, the fifth of the subdominant, thereby decorating the latter note with a consonant skip.
Something similar occurs in measures 14 and 6 of examples 2.12b and 2.12¢
respectively. However, an additional folk-style feature accompanies the embellishing
seventh in the latter two examples (2.12b and 2.12¢)—a pause or change to a slower
tempo. This feature was identified earlier in this chapter as a common folk-style trait that
serves a harmonic purpose. Folk-style quartets tend to highlight the seventh over
subdominant harmony with a pause, ritard or change to a slower tempo. Also, the

embellishment occurs most often in the baritone voice.>”

The seventh dissonance over dominant and tonic harmony also occurs in folk-
style performances, although less frequently. The transition section of “I’m Praying
Humble” (see example 2.10) shows the baritone part moving back and forth between Eb?
(the fifth) and Gb* (the seventh) over tonic harmony (Ab) by step or skip. This motion
effectively embellishes the fifth of tonic harmony over a twelve-measure section of music.
Accordingly, example 2.13 is a harmonic reduction of the transition section showing the

large-scale consonant skip that embellishes the fifth.

**For more folk-style examples of the embellishing seventh over subdominant
harmony, listen to “Lead Me to the Rock” and “Handwriting on the Wall” (Heavenl
Gospel Singers) from Gospel Quartets/1921-1942; “Y ou See the Si gn of Judgmemy’
(Mitchell’s Christian Singers) from Negro Spirituals/Gospel Songs/ 1926-1942: and
“God Don’ t Like It” (Belmont Silvertone Jubilee Singers) from Belmont Silverione

‘{Létglsce Singers/Southern Wonder Quartet (1939/40), Document Records DOCD-5371,
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Example 2. 13: Harmonic Reduction of Transition
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The examination of recorded Tofh-sivle performances uncovered one piece that is a
notable exception to many folk-style characiensices. Itis mentioned here for two reasons.
First, it contains harmonic features that portend tuture developments in the black religious
quartet tradition. Sccond, the recording of this forward-pointing performance occurred
quite carly during the folk-styfe period. Examiple 2.14 shows the chorus of this 1926

performance.

One striking feature about the pertormance in example 2. 14 1s its total commitment
to the minor mode (G minor). The oyverw helminy majority of folk-style performances are
in the major mode and contain a pencrous amount of blue notes borrowed from the
parallel minor mode. Also, the four-beat eel pormeasure is a departure from the two-beat
[eel normally associated with folk-style performances. Another exceptional feature is a
fully functional bass and the consistent use of complete chords, including a complete
authentic cadence that is prepared by an applicd dominant seventh chord (measures 6-8).
There is also consistent use of the added sivth chord (measures 1, 2 and 5), an extremely

rarc dissonance in the folk style. ™

*In this study, the frgured bass tor the added sixth chord is placed within
quotation marks (as in example 214 to distimguish it from a chord in first inversion. Sce
Aldwell and Schachter, vol. 2, 79-82,
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Example 2. 14: “Go Down, Moses,” Cotton Belt Quartet (1926)

Slow and deliberate
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Still another exception in this performance is the use of instrumental
accompaniment and unusual instrumentation (not shown in example 2.14). “Go Down,
Moses” employs very prominent and dramatic pipe organ and chimes accompaniment.
This unusual combination of voice and instruments occurred at a time when most quartets
were either a cappella or accompanied by an unobtrusive guitar. Perhaps the prominent
organ accompaniment influenced the unprecedented harmonies of the vocal arrangement;

that is, the vocal parts may have been derived from the chord voicings of the organ

accompaniment.

36Gospel Quartets/1921-1942.
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Variation Techniques

The repetitious nature of the verse-chorus format encourages melodic variation
within individual voice parts. Example 2.15 shows how the approach to the final note of

the chorus varies throughout “I’m Praying Humble” on the word “rung.”

Example 2. 15: Melodic Variation

In two of the choruses, the phrase ending for the baritone alternates between approach by
step (measure 15) and by skip (measure 39). The diminutions in these first two instances
combine in the final chorus (measure 152) to create a consonant skip filled in with an
incomplete neighbor tone.

Blue notes abound within individual voice parts of folk-style performances. (They
occur comparatively less frequently in jubilee-style performances, where more emphasis
is placed on group vocal blend.) Example 2.16 shows the use of blue note variation at the

beginning of the chorus in the second tenor part.
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Example 2. 16: Nondiatonic Melodic Variation

(a)
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When the second tenor’s lead-in motive to the chorus is harmonized, as in measure 56 of
example 2. 16a, scale degree 4 (Db in the key of Ab major) is diatonic (on the word
“pray-"). Yet, when the lead-in motive is not harmonized, as in measure 8 of example
2.16b, 4 is raised microtonally (indicated with an upward arrow) creating nondiatonic
melodic variation.

Mitchell’ s Christian Singers’ use of blue notes was particularly effective.
Apparently, they surpassed other folk-style quartets in this, as hinted at in the I‘oll()wing
account:

... Here is a European harmony — the harmony of the hymn— with
the dew still on it. The transitionals to the final chord with what Fanny

Kemble would have described as their extraordinary wild and

unaccountable slurs, dips, slides, and loops, bring exclamations of delight
from modern academic musicians who have tried and failed to notate

them.”’

In another example of their use of blue notes, the third of the tonic triad (C in Ab major) is
consistently lowered in the baritone voice part throughout the entire performance of “I’'m
Praying Humble” (see example 2.1). When sustained for two or more beats, this note is

in a constant state of motion. The lowered C* appears to slide upward toward diatonic C*

3"Buchanan, 87.
42



but does not reach it before the chord changes. This is indicated with a hanging glissando

marking as in measure 2 of example 2.17.

Example 2. 17: Lowered Scale Degree 3 in Motion
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Example 2.18 shows part of a performance by another quartet, which further

illustrates the high degree of blue notes in folk-style performances.

Example 2. 18: Use of Blue Notes in “I Dreamed of the Judgment Morning*®
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Most of the blue notes in example 2.18 occur in the second tenor voice part, which carries
the melody. Note how scale degree 4 (D in the key of A) in measure 2 slides downward
to an approximate pitch. Also, the downbeats of measures 3 and 4 in the second tenor
represent varying blue notes. (C' on the downbeat of measure 4 is lower than the C# in

measure 3, as indicated by the downward pointing arrow.) Note that both blue notes slide

**Gospel Quartets 1921-1942. For the full chorus see example 2.3.
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upward to approximate pitches. Also, the baritone’s A°, which accompanies the second
tenor’s Ci* on the downbeat of measure 4, simultaneously slides in the opposite direction

to an approximate pitch.

It seems plausible that Mitchell’s Christian Singers’ usc of blue notes balanced
their use of a nonfunctional bass part. Recall that their use of nonfunctional bass parts
was greater than the norm for other quartets in the folk style. If it is plausible that frequent
use of a nonfunctional bass, which often creates motion in parallel octaves between outer
voices, can create less-sonorous chord structures, then one might imagine that Mitchell’s
Christian Singers’ special use of blue notes provided a tonal richness that compensated
for the bareness of this parallelism. Perhaps this explains why a Mitchell’s Christian
Singers performance does not lack fullness of sound and why they are one of the most

memorable groups from the folk-style tradition.”

Other Structural Features

Text-painting devices strengthen the structural coherence of “I’m Praying
Humble.” One such device occurs at the end of the transition section, where there is an

implied cadential progression, as shown in example 2.19.

39Buzelin, booklet from Gospel Quartets/1921-1942.
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Example 2. 19: Text-Painting in Transition
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Because the bass sings chord roots throughout the transition, it is clear what chords are
represented when the upper voices drop out al measure 52. Thus, the transition creates a
context that strongly suggests the continuation of chord roots. Because this is the

strongest authentic cadential movement by the bass in the piece (further strengthened by

dominant preparation), it evokes a strong sense of finality at this point in the performance.

This sense of finality and completeness is hei ghtened by the sentiment of the
accompanying text, which exclaims, “Lawd he never stopped his work until his work

was done” (example 2.19).

Another instance of text-painting occurs when the idea of running faster and
faster, intimated by the text of the transition, is captured by an increase in the number of
words in the transition. Accordingly, both the chorus and the transition are sixteen

measures in length. The transition contains forty words:
Now you can watch the sun and see how he run,
Don’ t never let it catch you with your works undone.
O man Joshua was de son 0’ Nun,
Lawd he never stopped his work until his work was done.
The chorus in comparison contains only twenty-eight words. Covering the same space

brings about a slower pacing of the text:
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Lawd I’m prayin’ humble Lawd humble chil,’
Humble just because dem bells done rung.
Lawd I’m prayin’ humble Lawd humble chil,’
Humble just because dem bells done rung.

The three verses, sixteen measures each, also show a gradual increase of words as
the song progresses. The first verse contains a total of thirty-two words. The second and
third verses contain thirty-four and thirty-five words respectively. Accompanying this
gradual increase in the pacing of the textis a gradual increase in tempo throughout the
performance —“running faster and faster.” These devices may or may not be consciously
executed by the performer but the result is the same—a heightened sense of the meaning

of the words and strengthening of the piece’s structural integrity.

Summary
The folk style represents one of two early prominent periods of professionally

recorded black religious quartets that thrived from about 1920 to 1950. Folk-style quartet
performances rarely deviate from the verse-chorus formal structure. Though “I"m Prayin g
Humble,” performed by Mitchell’s Christian Singers, is based on this structure, an added
section of music augments the verse-chorus pattern. This added section, called a
transition, provides textural contrast in the performance and contains the only implication
of a IV—V —I cadence when the bass sings the roots of these chords unaccompanied (sce

example 2.19).

The verse of “I’m Praying Humble” uses the most basic form of call-and-
response, where a lead singer alternates with the remaining voices in singing phrases.
This basic form of the call-and-response pattern is the most common one in folk-style
performances. As an alternative, some folk-style performances employ the clanka lanka
riff, which points ahead to the gospel quartet style. The technique undergoes further

development in the jubilee and gospel styles of quartet singing.
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Folk-style performances generally employ a two-beat rhythmic pulse marked by
cul-time meter, as in “I’m Praying Humble.” Eighth notes are also evenly distributed, a
characteristic that changes when the swing feel of jazz exerts its influence on later

quartets.

Folk-style performances adhere strictly to traditional quartet voice parts, as most
quartets contain four singers—one to a part. The texture is highly homophonic, since all

voices generally follow the rhythm of the melody (usually sung by the second tenor).

The bass is often nonfunctional in “I’m Praying Humble,” moving in parallel
Octaves with the first tenor. This minimizes the occurrence of root-position chords, and at
limes creates incomplete or ambiguous chord structures. Finally, folk-style performances

often weaken authentic cadences with incomplete chords, or avoid them altogether.

The seventh is the only added dissonance employed regularly in the folk style. It
occurs most often as a blue note in subdominant harmony and as a substitute for, or
embellishment of, the fifth of the chord. Many performances highlight the embellishing

seventh figure with a slower tempo or a pause in the music.

Finally, the repetitive verse-chorus format creates the opportunity for variation,
which helps sustain musical interest and heighten emotional intensity. Though melodic
variation within individual voice parts is universal throughout the black reli gious quartet
tradition, the use of blue notes as a form of melodic variation is particularly characteristic

of the folk style, as demonstrated in “I’m Praying Humble.”
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CHAPTER III
“ONEDAY WHEN THE LORD WILL CALL ME”

Characteristics of Jubilee Style

While the folk style was thriving in the 1920s and 1930s, mainly in Jefferson
County, Alabama, groups from the Tidewater Virginia area were developing a different
approach to black religious quartet singing— the jubilee style. The two styles have
fundamental characteristics in common such as traditional quartet part-writin g, songs
based on the verse-chorus format, and a penchant for performances in a two-beat feel.
However, jubilee-style performances, due to the influence of jazz and barbershop music,

show more consistent use of complete chords and dissonant harmonies.

Ironically, a group outside the black religious quartet tradition— the Mills
Brothers, who performed four-part arrangements of popular songs of the day—was the
stylistic catalyst for major developments in the jubilee style. Early in the 1930s, it was
instrumentally derived techniques of this group that jubilee quartets copied, such as
imitation horn sounds, riff patterns, a lead singer taking on the persona of an instrumental
soloist and a pump bass." Additionally, jubilee quartets adopted the Mills Brothers’ use of
added dissonance, particularly the added sixth chord.

The influence of barbershop music effected more use of dominant and minor
seventh chords, applied dominants, and mode borrowing chords such as bVI. Other
characteristics of the jubilee style include snatched words for staccato effect,? circle-of-

fifth progressions, and a more consistently functional bass part. Finally, although

'Pump bass is a technique derived from Chicago Style Dixieland where the bass
voice pulses 1n a manner characteristic of a tuba, or string bass, on the stro ng beats of the
measure. | |

2For a description of “snatching” see note 41 in Chapter 1.
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authentic cadences are occasionally incomplete, they are more consistently complete than

in the folk tradition.

The Golden Gate Quartet from Norfolk, Virginia was the most popular group of
the jubilee style,” and admittedly modeled their style after the Mills Brothers.*
Subsequently, they were the first black religious quartet to use the instrumentally derived
techniques introduced by the Mills Brothers. The Southern Sons originated in Newark,
New Jersey in 1935. Though based outside the Tidewater Virginia area, their vocal style
derived, in a very real sense, from the Golden Gate Quartet.” One writer describes them
as “perhaps the most immaculate group of all.”® Their performance of “One Day When the
Lord Will Call Me” provides cogent examples of jubilee-style characteristics.
Additionally, as a five-member group, the texture occasionally expands to five parts,

foreshadowing the subsequent gospel style of quartet singing.

Formal Structure

As in the folk style, the verse-chorus structure is dominant in the jubilee style of
quartet singing, although it is frequently modified to include a recitative-style
introduction. This added section is different in character from the rest of the piece. Itis
slow, free moving and generally contains a different text and melody from the rest of the
piece. The recitative-style introduction had been an established technique in the more
general category of black gospel music and was thus adopted by the quartet tradition.

Following is Horace C. Boyer’ s description of what became known as the recitative-and-

*Rubman, 40.
4Buzelin, booklet from Gospel Quartets/1921-1942.

SThe vocal arrangements and blend of the Southern Sons were very close (o that
of the Golden Gate Quartet owing to William Langford who sang with both groups
successively. See Ray Funk, The Southern Sons on Trumpet, booklet from Southern
Sons Quartette, I Love the Lord, P-Vine PCD-2186, 1991.

sBuzelin, booklet from Gospel Quartets/1921-1942.
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aria category of gospel songs (the term, of course, derives from the classical music
tradition):
Recitative-and-aria songs always come in two or three different tempos.
Normally, the first part is in a very slow, nonpulsed tempo. Unlike gospel
ballads, which have a slow but rhythmic pulse, these songs are rendered
in a chanted reciting style ... the singer has the opportunity to decorate the
tones, alter the rhythm, and hold tones to reveal the true meaning of the

lyric. The composition moves to the next section and to another tempo—
the joyous part.”

With the addition of the recitative-style introduction to the verse-chorus format,

the formal design of “One Day When the Lord Will Call Me” is:
IVCIVCLVClLC2C s

“I”” in the diagram represents the introduction. There are three verses (V), cach with a
different text. C1, C2 and C3 represent three variations of the chorus. In contrast to the
verses, the variation among the choruses is musical and not textual. C1 is the standard
chorus and occurs after each verse for a total of three times. C2 stands for the
“instrumental chorus,” so-called because the voices imitate the sound of real instruments.
This section occurs twice, consecutively, and contains an alternate melody added to the
original four voice parts, creating a five-voice texture. C3 represents the final chorus. A
Jazz-influenced tag ending distinguishes it from the other choruses. All but one of the
sections of “One Day When the Lord Will Call Me” consist of sixteen-measure periods.
The tag cffectively extends the final chorus to eighteen measures. Also, a short vamp, in
the jazz tradition, precedes the first of the two occurrences of the instrumental chorus. The
background voices establish a riff pattern in the vamp that accompanies an added lead

voice throughout the instrumental chorus.

"Reagon, 220-24.
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Chord Structures and Added Dissonance

In addition to recitative-style introductions, jubilee quartets sometimes close
performances in the recitative style. These recitative-style introductions and endings often
showcase barbershop-style devices. One such device occurs in the opening four measures

of “One Day When the Lord Will Call Me,” shown in example 3.1.

Example 3. 1: The Swipe
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The baritone carries the melody for the first twelve measures of the introduction, marked
by pick-up notes to each four-measure group as in example 3.1. In measure 3, the
baritone’ s melody descends chromatically throu gh Db°. A chord borrowed from the
parallel minor key of F minor, bVI, supports the chromatic Db>. The bVI chord is common
in barbershop music and, in this instance, occurs in the context of a popular barbershop
device called the swipe. The two chords of measure 3 are a textbook example of the
definition of a swipe: “A progression of two or more chords sung on a single word or
syllable[;] a characteristic feature of the barbershop style of music.”® Additionally, swipes
often employ dominant seventh chords, and the singers often execute them with a

glissando effect (i.¢., cach singer slides from his respective pitch in one chord to his pitch

and Dave Stevens, eds., Barbershop Arranging Manual (Kenosha,
Preservation and Encouragement of Barber Shop Quartet Singing in

*Burt Szabo

Wis.: Society for the
America, Inc., 1980),
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in the next chord). A slur marks the swipe on the word “call” in measure 3 (example 3.1).

Swipes also occur in measures 11 and 14 of the introduction.

The aforementioned dominant seventh chords that are often associated with

swipes are called “barbershop sevenths.” The Barbershop Arranging Manual defines them

as “a four-part chord of dominant seventh quality which may be used on any pitch of the
chromatic scale.” It often occurs as an applied dominant chord, as in measure 7 of the

introduction (example 3.2).

Example 3. 2: The Barbershop Seventh

~
T1 'l
T2 e = : ———
o/
One day when thcLord will call me by my name
B1 fgee .- | i Cone
B2 - — 5 5 > o > I v - & g
11 4 1 12 ° =
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In measure 7, the labeling of the barbershop seventh chord is bII”_V, as it functions as
part of an applied dominant progression that begins in measure 5. It also substitutes for

V_.V, providing a half-step approach to V in the key of F major. Jazz theorists call thig

common occurrence a tritone substitution because the root of the bII” is a tritone away

%

from V__V, the chord for which it substitutes."

°Ibid., 11-12.
'%Sample, 68.
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Examples of recitative-style introductions and endings with the aforementioned
barbershop-style characteristics abound in the Jubilee style. Example 3.3 provides another

Instance.
Example 3. 3: “No Hiding Place,” Norfolk Jubilee Quartet (1938)!!

Slowly wlilh Rubato
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I aint got time to  wait fqr you [ ain't got time to tar - ry Oh
Baritone =3z e : h T =y w— B - : | |
Bass i
] — = - —
F I V7
slower
5 96 v A T/ 8
T1 [ —FF—F~—F— : -
T2 [T H =T === '
93 & 99 rrﬁf@tf MrT T
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As is customary in recitative-style introductions, the text in example 3.3 is different from
the rest of the piece (not shown in the example). A barbershop swipe accompanies the

bass” entrance at measure 6. Also, the swipe characteristically employs a barbershop
seventh, functioning in this instance as IIdom3. These barbershop characteristics are

particularly expressive, in this instance, for two reasons. First, a change in the number of

"Gospel Songs 1926-1942.
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voice parts occurs with the execution of the swipe, as the bass does not enter unti]
Mmeasure 6. Second, a change in tempo accompanies the swipe at measure 6, 12

Authentic cadences are sometimes incomplete in jubilee-style performances, as
was also observed in the folk style. However, they do not result from incomplete chords,
as in the folk style, but rather, from incomplete harmonic progressions. In such cases,
there is often harmonic motion toward an authentic cadence where V.V by-passes
resolution to V and progresses directly to I, creating an applied dominant-to-tonjc
authentic cadence, as shown in example 3.4.

Example 3. 4: Applied Dominant-to-Tonic Authentic Cadence, I Hope I May Join the
Band,” Norfolk Jubilee Quartet (1921)*

L i 27 D 28 /H"';m 2% 3()/.\ 3]f\
- ] = T .
= -,
7
f E #h A 8
heav - en Lord_ hope I may join_  the band the  band the band

The fermata in measure 28 of example 3.4 highlights the barbershop seventh, which
progresses directly to tonic. Note also that it is part of a swipe (indicated by the slur

preceding the fermata) that further emphasizes the barbershop seventh. Measures 20-3 1

12 > ~Q sharacterietioo 1 s e i 3
More examples of barbershop characteristics in recitative-style introduction -
endings can be heard to good effect in “Massa’s in the Cold Cold Ground” and ‘g?nﬁ/[dg]d

Mose” from The Golden Gate Quartet, Birth of a Legend: Their Ear] Years 1937—
Blue Moon BMCD 3015, 1995; and “I Hope I May Join the Band” (Noi o[ Jf%?lclc939,
Quartet) from Gospel Quartets/1921-1942.

BGospel Quartets/1921-1942.




represent tonic harmony prolonged by VI in measure 30. The bVI is, in turn, embellished
by V, which serves as its lower neighbor."

The applied dominant-to-tonic authentic cadence is unique to the jubilee style,
resulting from the high occurrence of applied dominant chords in the form of barbershop
sevenths. The intervallic construction of the V7 _V in a dominant-to-tonic authentjc
cadence is the same as IIdom’, but its function is different. [Idom’ derives from HII°7, the
common-tone diminished seventh chord that is an embellishment of .15 Example 3.5

shows the origin of IIdom’.

Example 3. 5: Origin of Ildom’

o)
| ;
| ==
o g by &
30 Gl Ildom” I

becomes

Example 3.5 shows how HII°” becomes IIdom’ by altering one chord tone (the
root). As an embellishment of tonic harmony, #II”7, and therefore Ildom’, serves a
neighboring, rather than cadential, function. In comparison, V_V functions as dominant
preparation for an authentic cadence. 1 When V is not present, the authentic cadence 1S

incomplete creating the applied dominant-to-tonic authentic cadence.

"“The V at the end of measure 29 is in the service of the bVI that follows and
should not be misconstrued as cadential in function.

15Strunk, 12—15. See also Aldwell and Schachter, vol. 2, 198-201.

1Ibid. Measures 6-7 of example 3.3 show a G’ chord functioning as an
embellishment of tonic harmony and as dominant preparation successively.
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In “One Day When the Lord Will Call Me,” the final cadence of the i ntroduction
appears, at a glance, to be an applied dominant-to-tonic authentic cadence, Cloger
cXxamination shows that it is an instance of harmonic retrogression,'” outlined in example
3.6. In example 3.6¢, the short upper beam in the bass part outlines a short chain of bass
[ifths at the cadence point.'® Harmonic retrogression effectively disjoints the chain of
fifths and consequently an authentic cadence, indicated by the reversed arrow i the

roman numeral analysis at measure 14.

The tonic chord on beat 3 of measure 14, at first look (example 3.6d), appears to
be the resolution for the prominent dominant seventh chord on the downbeat of measure
14. However, the foreground sketch (example 3.6c¢) interprets the tonic chord as an
embellishment of the applied dominant chord that follows. The “real” final tonic comes in
measure 15. Thus, the large-scale progression in measures 14-15 is V—]_ ag shown in

example 3.6b.

'"Retrogression is harmonic progression through lhe’fzirclc of fifths in the opposite
direction. Another term is “back-relating applied dominants.” See Aldwell and Schachter,
vol. 2, 103.

"*The notion of beaming chains of bass fifths in Schenkerian analysis comes from
Forte, 17.
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Example 3. 6: Graphic Analysis of Introduction
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As previously discussed, incomplete authentic cadences in the Jubilee style result
more [rom missing chords (e.g., the dominant-to-tonic authentic cadence) than from
incomplete chords. Example 3.7 shows an exception, where the final authentic cadence of

a jubilee-style performance is incomplete as a result of incomplete chord structures

Example 3. 7: “Y ou Better Let that Liar Alone,” Silver Leaf Quartet (1928)'°

Slowly with Rubato 1 ey 21 3
Tenor 1 b 1 } = e 1 e T ?h‘ .
4 49 b 1 f e 1 ™%
Tenor 2 P % : g o
AASNAR NN
ou bet- ter let ljit__ li-ar a lone
Baritone |y T  — —
Bass e ’iu — ii.r_}mir
3 I WY, Y,

Several features of example 3.7 suggest the implied bass notes in measures 3-4 (in
parentheses). First, the circle-of-fifths progression in measures 1-3 creates strong motion
loward an authentic cadence, marked by the arrival of the cadential V§ on the downbeat of
measure 3. Second, the chord at the end of measure 3 repeats on the downbeat of measure
4 suggesting that suspensions are in operation across the barline. Third, the sudden
parallelism between outer voices at measure 3 suggests that bass note F? on beat 3 ig
nonfunctional; the parenthesized G* is a functional alternative. Fi nally, this performance
was recorded early in the jubilee period when an undeveloped bass part would have been
more likely. As discussed later in this chapter, major jubilee—sty]e characteristics

developed in the early 1930s and beyond, which was after the recording of this picce

"Silver Leaf Quartette of Norfolk (1928-1931).
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Several barbershop-style characteristics are also present in example 3.7. As the
slurs indicate, swipes occur in measures 1,3 and 4. Also, a barbershop seventh occurs
within a swipe on beat 4 of measure 1. This also occurs in “One Day When the Lord Will

Call Me” at the end of the introduction.?” Note how the swipe in example 3.8 progresses
from I to V?_V on the word “to” (measure 14). This swipe is particularly expressive

because of the large melodic leap in the first tenor part.

Example 3. 8: Final Cadence of Introduction

an - swer, an-swer ah Vo) Lo my nagne

In addition to more liberal use of dominant sevenths, the added sixth chord
evolved into a regularly employed sonority in the jubilee style. The Mills Brothers, who

were as much an influence as barbershop music, frequently employed the added sixth

chord, as shown in example 3.9.

is replete with examples of swipes

20 R o aneing Manual
The Barbershop Arrangins and Stevens, 328-40.

containing barbershop sevenths. See Szabo
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Example 3. 9: “Swing Is the Thing,” Third Chorus, Mills Brothers (1936)*

Medium swing

T 1 2 3 4
Tegors B ===
- b
« & 3323 3 % gi¢
The whole world is say - in' that  swing s the thing dic
Ba”‘t()ne T 4! 4! A,_J- :-u’_l‘-ul 3 M I ,! " ‘n
Bass 1 r I F Tf 1 r
A}). “ I6 ] r IVW r
. . A ——
5 6 7 8
O |
T? Han) a— T T 7 T 1 :%
= [J) ( 12 ¥
0% 3 3¢ 5&% &% '3 s+ 3
in' is the thing__
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The baritone, who intones F* almost exclusively, supplies the sixth dissonance in place of
the fifth above the root in measures 1-2 and 5-6.

Jubilee quartets initially used the added sixth chord sparingly, most often for
dramatic effect at the close of a performance or at a prominent cadence point within a
performance. Its only occurrence in “One Day When the Lord Will Call Me” is in the

climactic ending of the piece, shown in example 3. 10.

21T he Mills Brothers, Past CD 7049, 1994,
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Example 3. 10: “One Day When the Lord Will Call Me,” Final Phrase
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The Southern Sons’ use of the added sixth chord is unique, in that an added fifth vojce
Supplies the sixth in measures 161 and 165 (example 3.10). The expanded texture
Combines with the added dissonance to hei ghten emotional intensity for a climactic
nding. Other factors contribute to the climax as well, such as the switch to higher
Position chord voici ngs and rhythmic augmentation in the final six measures. Also, the
final cadence is the only fully functional authentic cadence in the picce; there are no

Missing chord members, avoidance of the dominant chord or harmonic retrogression
As noted, the added sixth chord in a five-voice texture is exceptional in the jubilee

Style. Example 3.11 shows it in the more common four-voice settings.
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Example 3. 11: The Added Sixth Chord in Jubilee-Style Performances??

(a)
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In example 3.1 14, the sixth is added to the final tonic chord in root position. In the second

Mmeasure of example 3.11b, the added sixth occurs in the form of a 9-8 suspension over g
< .

*>The three excerpts are taken respectively from “Stalin Wasn’t Stallin’ »
Gate Quartet) from The Gospel Sound, Columbia G 31086, 1994; “Didn";l%llnRai(S,OIden

(Norfolk Jubilee Quartet) and “He Knows Just How Much We Can Bear” ,
Singers) from Gospel Quartets/1921-1942. car” (Selah Jubilec
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Cadential § chord. Example 3.11c illustrates the sixth as substitute for the fifth at the
cadence.

The jubilee period ended in the early 1950s with the last American recordings of
two of its most representative quartets— the Golden Gate Quartet and the Southern
Sons.* The final years of the period saw increased use of seventh chords (including
apparent seventh chords such as the added sixth chord), as in the performance presented
n ¢xample 3.12. The harmony of measures 1-4 (example 3.12) is a succession of
dpparent seventh chords, alternating between inversions of the added sixth chord and
bVIdom”.2* Also, harmonic progression in measures 3—4 is a repeat of that in measures 1
2 with the voice parts shifted down one position. Additionally, measures 7-8 show
another instance of an incomplete cadence. Note the V4, which, according to traditional
part-writing rules, should resolve to V3. In this case, the chord positions are reversed,

recalling the similar technique of harmonic retrogression.

g Iden Gate Quartet’s final American release was on Okeh Records in
1955 Theyhﬁqg\(/)edetr(l) Franc% in 1959 and are still quite active. See Buchanan, 99—1(y).
The Southern Sons” last recording was released on Excello Records in 1954, Shortly

thereafter, they disbanded. See Ray Funk, The Southern Sons on Trumpet.

24 . g hords (particularly added sixth chords) i
Increased used of apparent seventh chorg (p y ixth chords) in
late jubilee performances canpglso be observed in “Lover Come Back to Me” and
“Careless Love” from Golden Gate Quartet, Golden Years (1949-1952) 'FD Music

C s 29 z — ]
152142, 1993; and “David and Goliath” from Jubilee 4, Greatest Spiritals, Quicksi]yer
QSCD-1026, n.d.
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Example 3. 12: “My God Is a Mighty Man,” Southern Sons (1950)2

Medium swing

| 2 3 4
Tenor 1 [y e : —
Tenor 2 ; 1 = i =—]
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fi dom4 “ 2 d
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E: 13 I2 i) I)VI 3 I3 EVI OIII£31 (I said)

Tl
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B1
B2

Hr.rrm p*—f_ﬁ‘_rrr

Bass Voice
The bass voice is more consistently functional in the jubilee style than in the folk
Style. One reason for this is the influence of barbershop music, as observed in the
introduction of “One Day When the Lord Will Call Me. ” Barbershop characteristics such

as the bVI, the barbershop seventh and the swipe all contribute to more use of complete

chords and, consequently, {unctional bass parts.

25Southern Sons Quartette. I Love the Lord. P-Vine (Trumpet Records) PCD—
2186, 1991,
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The influence of big band jazz is another reason for more functional bass parts in
the jubilec style. Specifically, Chicago Style Dixieland from the 1920s provided the
rhythmic model ( example 3.13) that jubilee-style bass singers emulated and labeled

ccpqup b'dSS. 2926

Example 3. 13: Chicago Style Dixieland?’
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Example 3.13 is a simplified model of Chicago Style Dixieland, showing the string bass
pulsing on the strong beats of the measure and emphasizing chord roots on the downbea
of every measure. Thus, the Dixieland influence is most significant because it consistently
Cmphasizes chord roots.

The Mills Brothers were the first vocal quartet of any style to adopt the pump bass

technique and employ it in the manner shown in example 3.14.

**Buchanan, 100, 108.
*Transcription copied from Tanner and Gerow, 57.

65



Example 3. 14: “Swing Is the Thing,” First Chorus, Mills Brothers (1936)28

Medium swing
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*The Mills Brothers.




Not only does the bass si nger for the Mills Brothers emulate the rhythm and contour of

the Chicago Style Dixieland bass, but he also imitates the sound of a tuba, utilizing the
2 g < it g th ew

syllable “boom” and a rounded tone quality.?” The tuba influence comes from N

i : icag ixieland.
Orleans Dixieland style (example 3.15), which preceded Chicago Style Dixiclan

Example 3. 15: New Orleans Dixieland®®

Banjo

Tuba

Drumg

As shown in example 3.15, the tuba pulses on every beat of the measure. This

:f ille S C bi >d lh
Characteristic was discarded by vocal quartets. Thus, the Mills Brothers combined the
tuba sound of New Orleans Dixieland with the r hythm of the Chicago Style Dixicland

String bags, 3!

' “the tuba on the Mills Brothers and
¢ iters ac ledge the influence of the T
sifin 29Sl(l;verdl.::vgjlltg(§?s£:§/ll(cn metc%s See, for 1nstang8,5 l]m(ir9 ggtes ef tré)rn}\ Tg(i(lz\r/f(ljl}l; .
L r()lh(ellrl:,anr;)gl{s Sarber Shop(? all?gts’sl?v?g;all))olﬁl Cha’riot, C’olumbia/Legacy CK
booklet from The Golden Gate Quartet, ;
7131, 1991 and Buchanan, 108.

**Transcription copied from Tanner anq Ger()wl, 57. S—
*'To observe the influence of Dixieland jazz 2 ?fut])gg% qua s Jazz Vol,
3 New Orleans. Smithsonian Folkways Records 02803, 1992.
\
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With one major difference, the Golden Gate Quartet was the first Jubilee-style
quartet to employ the pump bass technique, following the lead of the Mills Brothers, The
bass sin ger for the Mills Brothers tended to “pump” throughout an entire performance. In
Comparison, the Golden Gate Quartet, and the jubilee quartets that followed, reserved the
Pump bass technique for certain sections of the performance. The instrumental chorus of
“One Day When the Lord Will Call Me” (example 3.16) shows an effective use of the
Pump bass technique, showcasing pulsing on the strong beats of the measure,
€mphasizing chord roots and employing the syllable “bum” (a variant of the tuba-
simulated “boom”).

In the folk style, the bass generally sings rhythmically with the upper voice parts
throughout a performance with occasional lead-ins and fill-ins. The jubilee-style bass, on
the other han d, often begins in rhythmic sync with the other voices and then switcheg to
the pump bass technique at a prescribed point in the performance. Such is the case in
“One Day When the Lord Will Call Me.” Prior to the instrumental chorus, the rhythm of

the voice parts is relatively uniform.
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Meter and Rhythm

As previously observed, the folk style is characterized by tempo changes, pauses
and ritards within sections of music. In jubilee-style performances, once a steady pulsc is
cstablished, the rhythmic momentum rarely abates. Conversely, recitative-style
introductions and endings are common in the jubilee style but not in the folk style. In
“One Day When the Lord Will Call Me,” the recitative-style introduction employs a four-
beat fee] while the pulsed sections use a two-beat feel. This is generally the case in
performances that utilize the recitative-and-aria style format.””

The employment of swing eighths also distinguishes the jubilee {rom the folk
Style. This rhythmic feature is a significant development in black religious quartet singing,
Which recalls the transition from Dixieland to Swing in instrumental jazz. To emphasize
this fec], many jubilee quartets added nonsense syllables that coincided with the latter note

Of the swing eighth figure as in the chorus of “One Day When the Lord Will Call Me”

(example 3. 17).

Example 3. 17: Swing Eighths

Tl & = 44 1, by |
2 D —— S —— Ca—
- O\ S
T2 = = =
r N T
freed me for - ev - er One day He's com-in' on o dat
g , , I | ==
Bl — % { ! T E e S — { =} dl ::"‘ =i
1 ., =T oD
freed me for - ev 2 a- one day He's)

32 . - ‘ormances in the jubilee tradition lis s
F » recitative-and-aria style performances in (e J radition listen to ]
EIOPC I Magrjigﬁr[chrec}c}l:\%l(li\’/’e(Iilucl)crlfglrll( Ju ileg Quartet) from Gospel Quartets/1921— 1942:
“No Hiding Place” (Norfolk Jubilee Quartet) from Gospel Songs/1926-1942; “Massa’s
In the Cold"Cold Ground” and “OF’ Man Mose” from The Gol('ien Gate Quartet, Birth of a
=£gend; and “Look Away into Heaven” from Golden Gate Quartet, Golden Y ears.
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€, 9

Atthe end of measure 44, the bass part adds the syllable “a” as a swing eighth pick-up
Note Lo the beginning of the word “one.” Likewise, at the end of measure 46, all the voice
parts add the syllable “o0” to the dialect-inflected “dat.” These added ei ghth notes, which

Occur throughout the performance, serve to emphasize the swing feel and heighten the

sense of forward motion.

Another feature that works in combination with swing eighths and nonsense
syllables 1o alfect, is the use of snatched words. When applied to swing eighths and
Syncopated fj gures, snatching creates a percussive effect that further intensifies the
rhythmic nature of a given performance. The Southern Sons use this technique to good
effect in “One Day When the Lord Will Call Me.” The Golden Gate Quartet, the
originators of the technique, was also quite adept at snatching.® A member of the quartet

once described the technique:

What we tried to create was what I used to call “vocal percussion.” It was
Just like a drum but it had notes to it, it had lyrics to it you see. And you
had different beats, you had different accents. lee a bunch of guys
beating a tom-tom somewhere, and that’s what it had to sound like. It al]
had to be done sharply and together, along with the harmony, and we sang
simg)le chords. We were trying to sing chords that sounded good to the
ear.>*

The use of 1iff patterns, a technique borrowed from big band music, is also a
significant rhythmic feature of the jubilee style. The process by which big bands learn
riff-style arran gements (also called head arrangements) is also descriptive of riff patterns
in Jubilee-style performances, thus verifying the influence of the former on the latter. A

former Count Basie band member describes the learning process:

Basie would start out and vamp a little, set a tempo, and call out, “That’s
it!” He’d set a rhythm for the saxes first, and Earl Warren would pick that

*The Golden Gate Quartet uses snatching consistently on the double-compact disc
rl Cgc‘é);din g Golden Gate Quartet, Gospel 1937-1941, Frémeaux & Associés FA 002,

**Grendysa, 6.
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up and lead the saxes. Then he’d set one for the bones and we’d pick that
up. Now it's our rhythm against theirs. The third rhythm would be for the

trumpets.?*
Inherent in the above description is the notion of texture developed by the layerin gof

thythmic or riff patterns to create a riff. -style arrangement, as shown in example 3,18,

Example 3. 18: “One O’ Clock Jump,” Count Basie Band (1937)%¢
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AS with the pump bass technique, the Mills Brothers were first to imitate this layered
Slructure with voices, which was then infused into the Jubilee tradition. To compare,
CXample 3.19 returns to the Mills Brothers’ performance of “Swing Is the Thing” to show
their groundbreaking use of riff patterns. The baritone carries the melody, and set against
the rhythm of the melody is the following two-measure thythmic pattern in the first ang

(o )
T | 1 )

: . A third rhythmic pattern is the pump

S€cond tenor parts:

bass that pulses on the strong beats of the measure.

Further support for big band music as the basis for riffs is the way jubilee quartes

Imitate the sound of bj g band instruments. This was another innovation of the Millg

**Floyd, 167-68.

" T ranscription copied from Barry Kernfeld, ed. New Grove Dictionar
(B_f)ndon: Macmillan; New York: Grove’s Dictionaries of Music, 1988), s.v. “RIfT,” by J
Ol adford Robinson. For a recorded performance of this example listen to Count Basie s
Qld Manuscripts: Broadcast Transcriptions 1944-45, Music SE Arts CD-884, 1995,
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Brothers.®” In example 3.19, the tenors imitate the sound of trumpets with harmon
mutes.*® This is accomplished by singing with the hands cupped over the mouth.>’
Additionally, the bass employs the pump bass technique, imitating the sound of a tuba,
and the baritone sings the melody.

Once adopted by jubilee quartets, many textural variations in rifl patterns were
used, utilizing many combinations of imitated instruments. Example 3.20 shows one such

variation in the instrumental chorus of “One Day When the Lord Will Call Me.”

371 iner notes from Famous Barber Shop Ballads.

38) futes for brass instruments like the trumpet, are devices that are inserted into
the bell of the instrument, which affect volume and tone color. The harmon or wa-wa
mute for trumpets and trombones 18 popular in jazz. For more on various mutes for brass
and their effects see Samuel Adler, The Study of Orchestration, (New Y ork: Norton,
1982), 250-53.

391 iner notes from Famous Barber Shop Ballads.
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Example 3. 19 “Swing Is the Thing,” First Chorus (1936)*

Medium swing
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““The Mills Brothers.
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Example 3. 20: Instrumental Chorus
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Three of the voice parts (T'1, T2 and B1) establish a two-measure riff pattern. The
Nonsense syllables they sing, “mm-bah,” are onomatopoetic, simulating the sound of bj g

band bragg manipulated by wa-wa mutes. An added fifth voice (L) provides the text of the
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chorus in the context of an alternate melody. This melody takes on the character of a jazz,
solo. It is based on an F pentatonic scale, which is completely spelled out in the opening
SIX notes. No doubt this contributes to its improvised quality, as jazz artists often use
Pentatonic scales as an improvisational tool.** The bass in example 3.20 supplies a third
rhythmic layer in this riff pattern with the pump bass technique. The bass uses the syllable

“bum,” Capturing the feel and sound of a tuba.

Example 3.21 presents another textural variation of the instrumental riff style, this
time by the Golden Gate Quartet, the first jubilee-style quartet to adopt the technique. As
in the Previous two examples, example 3.21 shows a three-layer riff pattern. The second
tenor assumes the role of jazz soloist, improvising an alternate melody while Imitating a
frumpet with a harmon mute. First tenor and baritone sing their normal harmony parts and

Provide the text. The bass customarily pumps on the syllable “bum.”

Stud; *'Ramon Ricker, Pentatonic Scales for Jazz Improvisations (Lebanon, Ind.:
tudio P/R, Inc., 1975), 1.
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M—Mi “Pure Religion,” Instrumental Chorus, Golden Gate Quartet ( 1938)*

Medium swing
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Imlrat(v trumpet with harmon mute
“ Imitate plucked siring bass

Gospel Quartets/1921-1942.
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Call-and-Response

Generally, the call-and-response technique provides textural contrast in the
Otherwise phj ghly homophonic verse-chorus format associated with black religious quartet
Performances. In “One Day When the Lord Will Call Me,” the instrumental-style riff
Substitutes for he call-and-response technique and is comparable to the clanka lanka riff
of the folk style in this regard. Big band-style riffs derived from the call-and-response
lCchniuninma“y43 and this, of course, demonstrates the long-standing tradition of
Mutually borrowed ideas between instrumental and vocal genres. Then jubilee quartets

borrowed the big bands’ technique as a substitute for the original call-and-response.

In“One Day When the Lord Will Call Me,” the verse and standard chorus contain
the same harmonic plan. Also, the second tenor’s melody is fundamentally the same in
both Sections and there is no use of call-and-response. After three consecutive Statements
of the homogenous verse and chorus, the instrumental chorus containing the previously
describeq instrumental riff pattern provides melodic, rhythmic, textural and timbral

Contrast,
A vamp precedes the beginning of the instrumental chorus. Shown in example

3-22, it is significant for two reasons.

*Schuller, 28.
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Examglc 3. 22: Vamp

T1
T2

- bah mm  -bah mm- bah mm- bah iRt i el

B]
B2

:

bum

don, ® o, ¥ L Lrrr Ty

First, it Cstablishes the two-measure riff pattern (measures 113—114) that wil] repeat
lhroughout the section. Second, the vamp is yet another big band derived technique. As
Such, it serves the same purpose as in a big band arrangement—as an introduction or
interlude before an improvised solo. As shown in example 3.22, the vamp of the riff

5 . g % 1 S % e
Paliern continues for four measures before the start of the istrumental chorus,

Though the instrumental-style riff developed from the call-and-response
technique, it dig not supplant this basic form in the jubilee style. Furthermore, because the
instrumcntal 1iff style began with the Golden Gate Quartet in the 1930s, there were some

Jubilee quartets established well before then that never employed the technique. The most
POpular of thege earlier groups were the Silver Leal Quartet, Norfolk Jubilee Quartet and

the Selah j ubilee Singers.* Following is Doug Seroff’s characterization of these groups:

The classic strai ght gospel quartets ... tended to de-emphqsme rhythm in
favor of masterf; ully rendered harmony, often showcased in extended
chords, or moans. Occasionally, this emphasis 0516harm()ny manifested
itself to the utter exclusion of rhythmic elements.

vam *See exam ple 3.20 for the entire instrumental chorus including the introductory
p.

.. *The Silver Leaf Quartet ori inated around 1919 and started a different trend of
riff Patterns with the clanlgt lanka fi égure. See Boyer, How Sweet the Sound, 34. The
Nor Olk Jubilee Quartet originated sometime before 1921 and the Selah Jubilec Sing
around 1926, See Buchanan, 76-88.

46Seroff, 28.

Crs
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The “narrative” style is another form of call-and-response that originated in the
Jubilee tradition, 47 Though performed almost exclusively by the Golden Gate Quartet, the
Popularity of thig group and the influence of the narrative style on subsequent gospel-style
quartets warrant an examination of its characteristics. A storytelling lead singer,
4ccompanied by background voices in a riff pattern, characterizes this style. The
lcad/accompanimenl structure distinguishes the narrative style from the layered approach
Of the instrumental riff style and recalls the clanka lanka riff style— perhaps its folk-style
Cquivalent, Example 3.23 shows a portion of a Golden Gate Quartet performance that

€mploys the narrative style.

“"The text in the narrative style most often relates a Bible story ( usually from the
Old Testamcm) in a humorous and colloquial manner. See Buchanan, 125.
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23: “Noah,” First Verse, Golden Gate Quartet (1939)%

Example 3.
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**The Golden Gate Quartet, Their Early Years 1937-1939.
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Along witp a voice-part structure similar to that of the clanka lanka riff style, the narrative
Sle contribytes several innovations in the development of black religious quartet singing.
For one, the melody is conversational and improvisatory. In example 3.23, the
“Onversationg] quality manifests itself in the way the melody centers around a single pitch
(tonic note Gb?), and simulates the inflections of speech with melodic contouring. Notice
the Way some four-measure groups conclude with downward motion (measures 4, 8 and
12),r ccalling the natural fall or cadence of the speaking voice that occurs in conversation.
Occasionally the downward motion complements a symbolic rise in the speaking voice as

In the g : : : :
he secongd four-measure group, which employs the following text:

Beheld the evil looked’ sinful man,
Declared that He would destroy the land.

83



The melody that corresponds to this couplet ascends to a peak on the word “man” in
Measure 6. In response, the concluding line of the couplet ends with a descent to “land”
(measure 8) — the rhyming counterpart of “man.” The melody is also improvisatory, as its

rhythm and contour never repeat verbatim.

Another innovation of the narrative style is limited harmonic progression, which
“hcourages melodic improvisation by the lead singer. In “Noah” (example 3.23), a single
chord (the tonic), sung by the background voices, comprises the harmony for the entire
Performance, * The single chord combines with the unchanging rhythm of the
4ccompanying riff pattern to create the feeling of suspended motion. Itis the

I . - - ‘cal i
Mprovisatory lecad singer who sustains musical interest.

The feeling of suspended motion is intensified by the extended length of the
Verses in “Noah.” Instead of the traditional eight- or sixteen-measure period structure, the
Verse in example 3.23 is twenty measures. A second verse (not shown in example 3.23)
i thirty-gjx measures.>® Extended formal structures, limited harmonic progressions, riff
Patterns and an jm provisatory lead all point ahead to the gospel period where these

f(')' AQ 1
atures become commonplace and combine to form the gospel-style vamp.®’

Number and Function of Voice Parts

Developments such as the narrative style or the instrumental riff style did not

a S & 2 . = . . o -
ffect the number of voice parts in the quartets of the jubilee style. Like folk quartets,

49 . v . 5 " ¢
The syncopated F chord in the riff pattern is in the service of the tonic G chord.
50 ~ . ; 13 .
For more examples of the narrative style listen to “Golden Gate Gospel Train”

?gg;ﬁampsqn” from The Golden Gate Quartet: Their Early Years 1937-1939; and “Run
ong Time” and “Noah Had a Hammer” from Jubilee 4, Greatest Spirituals.

5
the Seve'Rescar”ch for this study uncovered a narrative-style perf ormance titled “Book of
) 9‘Sn S?als trom‘The Prewar Gospel Story: 1902—1944, Best of Gospel Records
style ana,[!hdt was attributed to the Dixie Hummingbirds. Close scrutiny of the phrasing
POint ¢ hlmbre of the lead, blend of the group vocals, and other related characteristics
O the Golden Gate Quartet as the more likely artist in this performance.
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MOost jubilee quartets consisted of four singers, who adhered to traditional quartet voice
Parts. Only two of the better known groups contained more than four singers— the Selah
Jubilee sip gers and the Southern Sons. The Selah Jubilee Singers consisted of six
Singers,*2 while the Southern Sons included from four to six singers.” Like the Southern
Sons, the Selah Jubilee Singers originated in the northern region of the United States but
had Strong ties (o the Tidewater area.** Their roster included two former Norfolk Jubilee
Quartet mem bers and a former Golden Gate Quartet member.>® Both groups adhered to
the traditiong) four-part texture, which required voices to either lay out or double a voice

part. >

In “One Day When the Lord Will Call Me,” the Southern Sons break with
COHVemion, lwice expanding to a five-voice texture. Each time, the added fifth voice
4Ssumes a different function and foreshadows future developments in the genre. First, the
added vojce provides an improvised alternate melody accompanied by traditional quartet
Parts, Example 3.24 shows the added voice in this role in the opening four measures of

the inslrumental chorus.

k

SZBOYGI', How Sweet the Sound, 163.

53 . o - " «
The Southern Sons consisted of five members when they recorded “One Day
When the Lord Willegjnall(l)\;l[;.c” See Buzelin, booklet from Gospel Quartets/1921-1942:

and F unk, The Southern Sons on Trumpet.
54B0ycr, How Sweet the Sound, 163.
*Ibid., 164,
S(’Lomell, 4.
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Example 3. 24: Fifth Voice as Lead
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his { unction of the fifth voice part foreshadows the gospel style, where a prominent lead
— accompanied by traditional quartet parts is a consistent and salient feature.
The other function assumed by the added fifth voice is as a chord member, as

Shown i example 3.25.
Exam le 3. 25: Fifth Voice as Chord Member
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In the r: 4 .
0 the climactic ending of “One Day When the Lord Will Call Me,” the added voice part
Provides te added sixth in measures 161 and 166. In measure 162, the added voice

epeats jiq . . _
S 1ts note (D* as do all the upper voices. D* continues as common tone in measure
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163, doubling the second tenor part, and moves down by step to C* in measure 164 to
double the roo of the dominant chord. This notion of supplementing an original four-part
afrangement with added notes prefigures the more recent neo-jubilee trend of quartet
singing cxploited by the group TAKE 6. In the neo-jubilee trend, TAKE 6 consistently
adds notes o 4 pre-existing four-part arrangement, expanding the texture to six or more

parts.

Variation Techniques

As in the folk style, variation in the jubilee style occurs in the form of melodic
Nuances thyt may occasionally alter local harmonies but do not affect the large-scale
harmopje structure.

In “One Day When the Lord Will Call Me,” the verse and chorus contain the same
hal‘monic plan. Subsequently, the baritone part occasionally creates melodic variation in
the secong phrase of this repetitive structure. The variations add musical interest,

S 1 ¥ . .
Ometimeg altering local harmonies as in example 3.26.

Example 3. 26: Melodic Variation in Baritone Part

(a)
T1
by
Je - sus came forth to be born of a vir gin
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Lk A Ve v v
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In the three instances of example 3.26, harmonic progression begins with a dominant
Seventh chord i the key of F major. It then moves from tonic to subdominant via an
Pplied dominant. The melodic line of the baritone is the same in examples 3.26a and
3.26b, F—E_p_p, However, the voice-leading of the baritone part transfers to the
UPpermoygy Position in measures 41-42 of example 3.26b, signaled by the large ascending
leap of the three upper voices at the beginning of measure 41 and a complementary
deScending leap at measure 43. This form of variation, through part displacement, can
also be observed in performances by the Mills Brothers, whose work, of course, greatly

iHﬂUQ ~ : o
ficed jubilee-style groups.” Another common type of melodic variation occurs in

\

57 . . » § :
“SWing I sctszliar’ e, l,(,)r Instance, the first chorus from the Mills Brothers performance of
Cading of thc “hing (example 3.14) with the third chorus (example 3.9). The voice
e first tenor in example 3.14 moves to the baritone position in example 3.9.
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eXample 3.26¢ where the baritone’ s voice leading is the same as that in example 3.26b.
However, in example 3.26¢, the baritone line stops one note short, ending on D? rather

than D} _ i diatonic, rather than lowered, third of the chord. Consequently, the local
h'cumony changes from a minor seventh chord in measure 44 to a dominant seventh chord

N measure 76.

Summary
One of the most notable developments in the jubilee style of quartet singing is the
influence of barbershop music. This influence manifests itself in increased use of seventh
Chords (mogt notably barbershop sevenths), swipes and bVI. Most often, these
barbershop-stylc characteristics occur in recitative-style introductions and endings, as
Observed in “One Day When the Lord Will Call Me” and other examples cited in this

Chapter,

The influence of bi g band jazz caused an increase in the use of added dissonance.
Apparent seventh chords (the added sixth chord in particular) occurred sparingly initially,
but with more frequency near the end of the jubilee period. In the 1930s, well over a
decade afier the start of the jubilee period, the Golden Gate Quartet began to employ
4nother big band technique— the instrumental riff style, which included layered riff
Patterns, imitation horn sounds, improvised passages in the style of a jazz soloist and a
PUmp bags, Although it did not supplant the normative call-and-response technique, the
inSlrumenlal riff style became a viable alternative as in “One Day When the Lord Will Call
Me.” 1p addition, swing eighths became common in jubilee-style performances. Further,
In“Ope Day When the Lord Will Call Me,” a jazz vamp introduces the riff-style

Mstrumenta] chorus.
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The narrative style, especially popular in Golden Gate Quartet performances, is to
the jubilec style what the clanka lanka riff is to the folk style. It represents development of
the call-and-response technique and, like the clanka lanka riff, promotes a prominent lead

singer, which portends the gospel style of quartet singing.

The influence of Jazz and barbershop music encouraged more consistent use of
“omplete chords than in the concurrent folk style. However, authentic cadences are often
Similar]y incomplete, although more from the avoidance of the dominant chord than from
incomplcte chords. This results in a pattern of applied dominant-to-tonic authentic
Cadences, “Ope Day When the Lord Will Call Me” shows another common
Characterigjc_ harmonic retrogression at cadence points, where the components of a
“Omplete authentic cadence are present but not in normal sequence. Thus, V_V—V—I

becomeg V-V v_1.

As in the folk style, a four-voice texture is typical in the jubilee style. “One Day
thn the Lord Will Call Me” is exceptional, twice expanding to a five-voice texture. Each
lime, 1t forcshadOWs future developments in the quartet tradition. In the instrumental
choruS, an added fifth voice improvises a solo over the traditional four-voice texture,
Which adumbrates the primary voice-part structure of the gospel style. The ending of the
Plece shows another use of the added fifth voice. It becomes a chord member by ecither
Sllpplying added dissonance or doubling a chord member. This points ahead to the neo-

Jubilee trend of using five- and six-part chord structures.
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CHAPTER IV
“MARY DON'T YOU WEEP”

Characteristics of Gospel Style

The gospel period of quartet singing in the 1950s and 1960s evolved from the
convergence and continued development of folk- and jubilee-style characteristics. For
instance, gospel quartet performances make generous use of blue notes, and sevenths are
the only regularly employed dissonance, as in the folk style. There is also, as in the folk
style, less use of barbershop-style devices and less timbral variety (e.g., imitation horn
sounds). Conversely, the gospel style makes more consistent use of the complete chord
structures typical of the jubilee style. And though the bass voice utilizes the rhythmic

pattern of the pump bass technique less frequently, it continues to emulate the sound of a

tuba.

Perhaps the most significant development of the gospel period is the shift of
emphasis from group to lead singing. Both the folk style clanka lanka riff and the jubilee
narrative style were antecedents of this development. The shift of emphasis led to
consistent use of more than four voice parts, since quartets began adding a fifth voice to
maintain a four-voice structure as accompaniment to a prominent lead singer.' Further, it
became common (o have more than one lead singer in a performance, a practice that

occasionally expanded the number of voice parts to as many as six.?

Meter is another thread that continues to develop in the gospel style. A four-beat

feel per measure replaces the two-beat feel of the folk and jubilee styles; it is marked by a

'Boyer, How Sweet the Sound, 97.
*Ibid.
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che x 3 . : =
ange from cut time to common time. Also, a nascent walking bass emphasizes every

beat of . .
alof the Mcasure in the new common-time meter.

The gospel-style vamp represents continued development of call-and-response.
Essemi"‘”y) iLis an intensification of the use of riff patterns, providing a repetitive
ramework over which a prominent lead vocal improvises melodically and textually.

F Urthermore, (he vamp extends the formal structure, whose length is generally controlled

by the lead. The vamp also brings about a rise in the emotional pitch of a performance.

The Swan Silvertones originated in West Virginia with the name Four Harmony
Kings, Shortly after relocating to Knoxville, Tennessee in the early 1940s, their name
Changed twice, first to the Silvertone Singers, and then to the Swan Silvertone Singers.”
AS their discography shows, a final modification in the name led to the Swan Silvertones.
As the Cenlerpiece of analysis in this chapter, their performance of “Mary Don’t Y ou
Weep” clearly Captures the essence of the gospel style. Recorded in 1959, it is their most

POpular performance. *

Transitional Style

The Swan Silvertones, like many groups of the gospel period, began as what one
Miter callg “quasi-jubilee quartet.” The jubilee style of the Golden Gate Quartet was a
Major influence on these carly gospel-style quartets. As Heilbut notes, “Some of the
ardest li.c., hard-line] gospel quartets consider the Gates their favorites.” This

rang;; _ - o e
WNSitiong] Style, which was most prevalent during the years 1946-50, featured jubilee-

K

3Boyer » How Sweet the Sound, 175-76.
‘Ibid., 177,

SRllbman, 89-91.

*Heilbut, 77,
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Sly‘c chs ;
arac a3 ; . 3 }
teristics, but with an evolving prominent lead singer. Example 4.1 is an

CXeerpy f;
TOm a quasi-inh; .
d quasi-jubilee-style performance.

Examp;
4. I: “wi : .
Wp\l- Will the Circle Be Unbroken,” Third Verse, Swan Silvertones (ca. 1946

Medium Swing
1 2 3 4 Fat
[ = = [ oaille. = P
Lead (R e e = —=:
T 1 | S = sy | ) S S A — - e e
1 H % L® | L) ! Il | - 1 LS j = 1
Sleep  on moth - er sleep on__  moth -er hope and trust__
o [s—— ¢ %

TCH()I-J -
] - -, - ol

TC]’]Or 2 .:,-:;‘--".:'-’-\.1'-'-l.‘..'.:'-’.:'l-.u-—l--!ll'-l\-"-l-.'-.\'-l-'-
— e e e e e e A —

Bah  bah bah bah bah elc.

Barij
one fray—ro &l‘/ll L RETHEES LT A W iy A
Qe — it 1 I 1) 1 | | 1 1 I
Bass (=g P
S 12
2 NN
Boom boom  boom boom boom etc.
F I boom
T q 7 8
- Ty, P P
_r o e ————— — 3 Y L ¥
= U | 1 1 | e ) :\ - :[: + 'r’ Ll | Py ) |
| | - T T | 4 l! 1 L L™ 1
my God you're  saved I'm gon-na
N A S ' S meet
"‘-.- A r a
=!--\'-'-—l_.r-.:.-_'-—-—-r-.\=—=_1-,-=’ﬂ=
! l! " 'r | I L Jl ! 11 ! 4 1 I 1
=1 v n o  oyvanyy X oy oy Y NNy
Y . W — . el E ] ] { T
! # l N ] ] ] : Ed f
b
vy i’ I V4

|

18 0 (o Va0 Silvertone Singers p i BGCD-468, 1993. There
18inal 4. [ ngers, Gospel Soul, King Blues K . . There
docuxnel%:s{] ?}l,--ddle of recording listed for this performance. However, Rubman (89)
ly}farg 1946 t al the Swan Silvertones recorded f orty songs for King Records during the
13 Periog. 0 1951. “Will the Circle Be Unbroken” appears to have been recorded during
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This €Xample of the quasi-jubilee style exhibits several jubilee-style features. For

One, j
»1te : : _——
5 Mploys the Instrumental riff style, with the two tenors and baritone imitating
Orng Wi
1th the syllable “bah.” They are also in a two-measure repeating rhythmic pattern
While
the bag :
_ € bass employs the characteristic “boom” syllable in a pump bass pattern. Cut-

Ineg, ) i A1
€r'and the consistent use of complete chords also recalls the jubilee style.

) On the other hand, the emphatic preaching style of the lead, including a wide
ynam' )
‘¢ and timpyy) range, high degree of melisma, improvised melody and text—all

chay
aCter' &3 i s .
'SUC in the gospel style—are not yet dominant. In addition, this performance
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does not include the characteristic gospel-style vamp in which the background voices
Vamp on one or two chords while the lead improvises in a preaching manner. However,
Some new gospel-style [eatures that are present in example 4.1 include a prominent lead

Vocal with a generous use of blue notes. Another feature is a consistent five-voice texture

that is maintained throughout the performance.

In another quasi-jubilec-style performance, Rubman identifies the recitative-and-

Ma song style, common in the jubilee style, in combination with newer gospel-style

characteristics:

~ In“All Alone” the group uses two other approaches. The verse is
sung in barbershop-style blended harmony, without rhythm, with pauses
Lo emphasize individual chords. In the chorus, Claude Jeter and, later,
Solomon Womack exhibit “gospel”-style lead singing, improvising vocal
flights with snatches of the lyrics as the group sings the chorus in a steady
rhythm. Underneath, Henry Bossard adds bass runs.®

Formal Structure

The formal design of “Mary Don’t You Weep” reflects the significance of vamps
"N the gospel period. In overall proportion, the vamp is nearly half of the entire
Performance — thirty-four of the eighty measures of music. It consists of two sections, an
“Pening (Val) and a closing vamp (Va2). The chorus (C) is a sixteen-measure period that
'®Peats once in the performance. A single verse (V) repeats the music of the chorus, but

With a diff. , X ;
ha different text. The diagram below represents the formal structure of “Mary Don’t
Y()u chp”:

C C V Val Va2

¥_

8
. R“bm'dn, 91. For another example of a popular gospel-style quartet that began as

quusi_ . : ;
Slash JSuTt“)]-l(l:(lziNlcg7§’ “Well, Well, Well” (Soul Stirrers) from All of My Appointed Time,

95



Lik 5 o g "
ke the music, the text is highly repetitive in “Mary Don’t You Weep.” The
SCC()nd hrag - .
| Phrase of the verse is the same as the latter half of the chorus. However, the verse
IS truncated fonr
four measures by an carly entrance of the vamp (Val). The text of the chorus
and verge (v ;
(without the truncation) is presented below. The lines in italics mark the
epetition:
Chorusg: . )
orus: O Mary don’ t you weep, O Martha don’t you moan;
O Mary don’t you weep, O Martha don’t you moan.
O Mary don’t you weep, down in the Red Sea;
O Mary don’t you weep, O Martha don’t you moan.
Verse:  [f] could, surely would;
Stand on the rock, Moses stood.

O Mary don’t you weep, down in the Red Sea;
O Mary don’t you weep, O Martha don’t you moan.

X The hi ghly repetitive structure of the music and text applies only to the

lhdckground Voices, which provide a static backdrop for the lead vocal performance. As

lhe focal point of the performance, the lead is varied both melodically and textually
foughout (he song and is in a constant call-and-response pattern with the remaining

Voiceg,

Number and Function of Voice Parts

| As Previously noted, the gospel period of quartet singing featured lead singing

- downplayed group singing. Rubman observes that “Back-up vocal parts were sung

Sorf

TOI ter ... for they now served as decorative effects rather than chordal accompaniments.™
Oallow the lead 1o improvise {reely while maintaining complete and consistent four-part

h'drl
]]On o P . -
Y, afifth voice part became a permanent addition to the structure of gospel quartet

Perfor
1 ln' ‘oo . i ) 2
ances. Such is the case in “Mary Don’t You Weep.

K

Rubman, 96,
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Alo ith a hi ;
ng with a high degree of blue notes, several additional features mark the
PI‘Omincnc g ’
f ¢ of the lead vocal in the gospel style. Example 4.2 presents three striking
Catureg fr, " )
om the lead vocal performance of “Mary Don’t You Weep” commonly observed

In the gospel style,

Exampy :
==lple 4. 2. Prominent Features of Lead Vocal Performance

(a) Half~Sung/Spoken Notes

24 25
Y] I = p 4 e = — j'}
) - =
i{’ ;il L= 5{;‘#&
but  list - en Pha- raoh's  ar my
= I =i |
=== = T

O Ma 1y don't YOU

| ™ =
f 37[ | b had]

ba'? ba bum

o7
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| o
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o | ‘- Jlho 2
s —— 1% F——f
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7
\% IL? ILZ va If
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* s = - =1
= =
S g o e e B — — — B = =
trou-ple . ur
tm(h(, ld"dwi]lbcall ov- %h—crw}]“c_
Ty ]

“SUng notes (example 4.2a) gives the lead vocal performance a

nd imProvisalory feel and demonstrates the timbral variety common in

Style |
ez " ‘
ad vocal performances.



Examplc 4.2b shows

a lechnique borrowed from black preaching known as
Ch{ll’][ing. »10

This lechnique heavil y emphasizes one note, called the “reciting tone.” As
Shown, :
‘ n l < > &9 ~ . - .
! CXample 4.2b, tonic note B® serves as reci ting tone. The following quotation
*Clibeg P »
how changip, g became employed by gospel singers:

. Gospel sin gers and composers ... have a keen ear for the black
Rredchcr’ S music, and have assimilated his spirituals into their respective
Styles and songs. The raw spirituals are themselves too folklorish
Cream o1 80spel composers, so what they have done is to sklm.(;)l f the
mn;‘,‘?’ Of the preacher’ s musical and textual crop, leaving the folk{sh

e NS for the «f, oolish” who preach the gospel. The sermonettes, -
are Mpla, ang guttural hack which have become stylish in modern gqspeh
my fnfilspumble cvidence that singers and composers reap royaltl‘esrfqr t ef
anls;)C black preachers originated and have perpetuated since the creation o
cv,'(ci cllum Spirituals, By the same token, this volume offers §trong

I onee that “rura] bjyes preaching” (particularly praying) may hqvc:, -
P( CCeded rypy blues crooning, and that “rhythm and bl ues preaching” may
r l;l Vlc Preceded r hythm and blues singing. Aretha Franklin’s gospel.qnd :
- Ylhm apg p ues singing style, as a case in point, was probably initiate
Fra(r:lrl](ﬁs d‘c h“d she listened to her father, the fenovgflrlcd Rev. C. L.

', sing” his sermons on Sunday mornings.

. Melismatie passages in example 4.2¢ further illustrate the highly

i :
mpr()VISalOry nat

ure of lead vocal performances and their virtuosic tendency in the gospel

Xample 4.3 presents another gospel-style performance exhibiting the three

charaqen.

Ues illusyrageq in example 4.2.

10 g i
% gs\]}l MiChael Spencer, Sacred Symphony: The Chanted Sermon of the Black
S CStport, Conn.: Greenwood Press, 1987), 2.
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Exﬂml T
4. 3: “Christian’s Automobile,” Ending, Dixic Hummingbirds (1957)"?

Medium Swing
Le&d . } 2 3 3
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& I 4 [ 4 | 4 =T [ 4 ]
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By o o '
1995 Jubilation! Great Gospel Performances, Vol. 1: Black Gospel, Rhino R2 70288,
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AS in “p/; :
N "Mary Don’t You Weep,” the lead vocal performance in example 4.3 shows an

abundanee o , : : . :
ndance of blye notes (indicated with arrows) and hanging glissandi. Also, scale

N

—~ G

deo 5 2 . o
8rees 3 and 7 are often lowered to their minor-scale equivalents. Additionally, note the

hal[‘_ §
SUng notes in measures 4 and 8, the heavy emphasis on tonic note C as reciting tone

thro :
Ughout and the melisma that spans more than an octave in measure 16.

To further illustrate the respective functions of group and lead in “Mary Don’t You

W ale 7 -
°ep, €Xamples 4.4 and 4.5 present graphic analyses of the group parts and the lead

V()Ca_ : . ’
limprovisation for comparison.
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EXam . . .
=Xample 4. 4: Graphic Analysis of Chorus, Background Voice Parts

v A.dv

SHIE 9010 punoIfyoeg —snioyy) Jo sisA[euy onydelp 1 oJduexs
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In CXample 4.4, (he sccond tenor supplies the melody/fundamental line for the

backgr ound voices. There is no descent of the fundamental line as well as no
accompanying bass arpeggiation. There are, however, four references to V—I movement.
In eacp instance, an F jg flagged in the bass of example 4.4c and labeled with V in

Parenthegig

Example 4.5 clarifies the significance of the flagged F¥ s from example 4.4. When
Malyzing (he Joaq vocal improvisation with the bass, two of the Ff’s (in measures 8 and
16) are Part of the bagg arpeggiation of the fundamental structure. As shown in example
4.5, the fundamentay g ucture projects an interrupted 3—2— 1. Projection of the
I‘”ndamenlal line in the lead vocal performance and not in the background voice parts

[‘ . b ’ il
Urther illug(rageg the prominence of the lead in “Mary Don’t Y ou Weep.

Another gj gnificant innovation of the gospel style of quartet singing is the
“Mploymeng of a second lead singer, which occasionally expands the vocal texture to six
VOiceg in “Mary Don’t You Weep” (example 4.6). With the addition of the second lead,
“Xample 4,¢ exhibits a tripartite vocal texture. The second lead serves as a timbral foil for
the firgy lead. Ag shown in example 4.6, it is in a higher tessitura than the first. Also, the
Seconq lead jg sung in falsetto as opposed to the raspy and guttural quality of the first
lead, The backdrop for the opposing leads is traditional quartet voice parts, serving,
COHQC“VCI}’, as a third layer in the vocal texture. This three-layer vocal structure recalls the
instmmenlal 1iff style from the jubilee tradition. The two structures differ fundamentally
In thyy ®mphasis is on lead vocal parts in the gospel period as opposed to layered riff

altern : :
Palterng i gp,e Instrumental riff style.'

e

3 _ s Taes i nd for
! For another example of a two-lead quartet performance listen to [’m Bou 11
%13%“"11 Land” (Famous Blge Jay Singers) frgm Glad I Found the Lord: Chicago Gospel

——==1957, Heritage HT CD 08, 1992,
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Exa
=3dmple 4. ¢ Second Lead Voice Part

b~ 77
Sl T ==
=g RO — ) I e |
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i | 1 g
ry___
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g I | 1 3 ]
) 4 ! e (S 4 -— |
1 11 I ll -~ ;
yeah__ Lord____ y
T T —
| ! 1
1 I
ORAgis
O Ma -ry don't YOU
=t
1 l {
B bum dont you weep bum ba  bum
. b7 B ———
I ILZ Ivlﬂ I? 7
Meter and Rhythm

Accompanyin g the change {rom a two-beat feel to a four-beat feel was more
CMphagig On'swing eighth notes. These changes paralleled developments in big band
:USIC Where emphasi zing four beats to the measure in the Swing Era replaced the two-
Cat CMmphagig of Chicago Style Dixieland. These changes in meter and rhythm were
Feflacten :
t:leued In the repertoires of gospel-style quartets, which were generally adapted from

e sourceg: Negro spirituals, earlier quartet performances and newly created gospel

S()ngs_ 14

14
Allen, 36, 60, 232. See also Boyer, How Sweet the Sound, 153.
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o

The Swan Silvertones version of “Mary Don’ t You Weep” is an example of the

{irst source, a Negro spiritual. To show the change in rhythmic pulse, example 4.7

prcscnls the original tune and the Swan Silvertones adaptation.

fxample 4. 7: Gospel-Style Adaptation of a Negro Spiritual

(a) O

Ma ry you

weep P 5o
F éon‘t ldon‘t You mourn O Ma rydon‘l you  weep you mourn
g e 2¢ 3 i
Se
— 1 - t T 1
87
B:1  (IVY) VT3 (1) I
Pha raoh's ar - my got drown - (d)ed O 1a- ryd . you weep
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2 ,r.l ’“l 4_.F f) @ e £ > ] h ol 8 5
= 1 H o e o — =il
e | . . ——— = 1
. g = 7
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v (1) I VI Wi = 4 I
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b 8 — ]
B: 1 1823
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O Ma-ry you weep down in the Red Sea
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|@;ﬁm e =
1< 1 1|
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I | AVAL
O Ma-ry you weep O Mar -tha  you  moan
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pe < & b
g EEE e o I e ;
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il ‘}J‘n 1 1 1 11}

I av)

IVW
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I'he chorus of the original tune at cxample 4.7a is eight measures long. It is generally

performed at a bright tempo in cut time, with even distribution of cighth notes."”

Following standard practice for quartet singing, the second tenor supplies the
mclody in the background voices of the Swan Silvertones performance. Example 4.7b
shows the second tenor’s melody alone. The rests following each two-measure group
reflect the alternation of group and Iead singing in a call-and-response pattern, which
cxpands the chorus to twicethe length of the original chorus. A slower tempo, marked by
the change in time signature, expands the chorus even more, and eighth notes are

performed with the swing feel of jazz.

Example 4.8 illustrates the adaptation of an carlier quartet performance, the second

source of song material for gospel-style quartets, as mentioned above.

"For recorded examples of the ori ginal melody see Jimmy Witherspoon, Golden
Gospel, Stereo Sounds SA—13, n.d.; Tennessee Ernie Ford, Sing a Spiritual with Me,
Capital ST 1680, 1962; and “Pharaoh’s Army Got Drowned” from Norfolk Jazz and
Jubilee Quartets-Vol. 3 (1925-1927), Document Records DOCD-5383, 1995.
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Examp
cq K- ; ;
Toped g Gospel-Style Adaptation of an Earlier Quartet Performance'®

()
Fast
Lead —— I 21 3 4
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‘_ 4 @ LU FFEE
Sing_ i’ well well well Sing-  in'
Te -
nor | ——=—— —n = —] —]
e e e o =
s sds o dod *—* - >
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l;(‘)]‘]e “h l h | | - ,
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F: I
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] { sl ? 1 ]
* i 2 isa
\_—/
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== —h f'
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B1 N\
B2 N« SR T . S ,
~ I ]
=] [ —

) IG“T
ang “Wel] Oll the Bells Ea

Well LS sy” (Golden Gate Quartet) from Gospel Quartets/1921-1942;
’ , Well” (Soul Stirrers) from All of My Appointed Time.
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(b)

T d B J
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en0r2 i T 1 I 1 | ) 1
i 1 == t e ) [L‘Nl ==
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¢
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N iid i) (o T
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Well well  well just tone it eas-y Je - sus gon-:}:ak::p my dy - in" bed
Pélz : LY,
T B,
I

v I (V§) 1

X:
fasj::e 48aisq Jubilee-style quartet performance set in cut time and performed at a very
Thoy . PO- Example 4.8b shows a gospel-style adaptation of it by the Soul Stirrers.
. 8h one of (he better-known gospel-style quartets, the Soul Stirrers adaptation is an
y pe”brmance from their quasi-jubilee years in the late 1940s. However, even a

Per fo
mgy i
N¢¢ from the seminal years of the gospel style such as this shows a change to

Com
Mon.y;
Ime meter and a more relaxed tempo.

Ex; :
i Xample 4.9 shows the third source from which gospel quartet performances
Criveg

hewly created gospel songs.
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Example 4. 9: Gospel-Style Adaptation of a Newly Created Gospel Song'’

(a)

»
1T -L 15 ¢ |4 ¥ 14 | 1 | 1 1'1 4 )4 )
Y y T T z

Db: I I° v (V4

6

7
7

Je - sus! JcKsu&; can hclwp me, Jg -sus a - lone
NN

il

Ly
P

VA G| \%

' 17'l“ran_scrli<Ftion copied from Elisha A. Hoffman, “I Must Tell Jesus,” The New
National Baplist Hymnal (Nashville: National Baptist Publishing Board, 1977), 232; and
I Must Tell Jesus™ (Famous Blue Jay Singers) from Glad [ Found the Lord.
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(b)
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Ex.
dmple 49 Sh( N 4 . P . § s
Ws the inventiveness of gospel quartets in adapting songs based on

Clerg ;
5 Other tp, .
an cut ¢
Con 1me,
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Here, the Famous Blue Jay Singers adapt a modern

Posi
i 0 1 . .
1, published at present in many Protestant church hymnals, that is set in



compound triple meter (example 4.9a). The Famous Blue Jay Singers adaptation

(example 4.9b) is in common time.'®

Bass Voice
Two characteristics of jubilee-style bass parts continued in the gospel style: the
trend toward consistently functional bass parts and the retention of the tuba-simulated
Syllable of the pump bass—*“boom” (or sonic derivatives such as “bum” or “doom™).
However, bass singers abandoned the rhythm of the pump bass technique. “Mary Don’

You Weep” clearl y illustrates these characteristics, as shown in example 4. 10,

\_—

atic, 'le()r a similar adaptation see Lucie E. Campbell, “Something Within,” The New
‘)riginr-l(]ll Baptist Hymnal, 275. Several quartet performances have adapted this hymn, ‘
Mc»a ly setin 374, 1o 4/4. Compare for example the version entitled “Something within
jub; CEOI_T} The Best of the Pilgrim Travelers, Specialty CDCHD 342, 1991. A recent neo-
1990. ~lrend performance can be heard on TAKE 6, So Much 2 Say, Reprise 9 258922
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Exam
le 4. 10 «
T2ed. o Mary Don’t You Weep,” Opening Phrase

Te
Sl 3 47N~
flor 2 e ——
_#J L = ] 1
B O Mar -tha you moan (oh__ oh
ari don't
dnk)ne on
dasg
B bum ga ba bum = ¥ doom
: I (1§ = 3)
T
Tl2 ) 8
= | = | ]
—= s  — i J} = .{
I digid
O Ma-ry you weep O Mar -tha you moan
B | don't 3 don't
] 5 ——s prpe 1 =
el i 1 O 7
- bum bumbum ba bum bum T
IVL7 I
Th

¢ lar
8C-scale p . _
'Unc[- ale har monic progression of example 4.10 is [—IV —I, supported by
10ng]
Movemeny i the bass voice. Note also that the bass follows each two-measure

&royy .. .
P Witha f1r - o
afill-ip 1gure that uses a tuba-simulated syllable (measures 2, 4, 6 and 8).

Alo .
N2 With the rhythmic change from a two-beat to a four-beat feel came a new

[rend <
Of bgee ;. ;
aSS SINging, which imitated the walking bass style of boogie-woogie. Boogie-

W()()gi &g

a Ml . 5 ; <
4 4 Percussijye p1ano style that emphasizes walking bass ostinatos."® Example

Show
St art; ; ;
he pParticular ostinato copied by quartet bass singers.

(Ney, . Fo .
ew y a rOn']qre on boogie-woogie see Eric Kriss, Barrelhouse and Boogie Piano
ak Publicationg 1973).
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Exa
mp] 5 .
==lpled 11: Boogie-Woogie Bass Ostinato?

e FEFEFL 7L

C: e IG ”»

()rhls developmem in gospel quartet singing is portentous because it again mirrors a pattern

) devCl()pl‘nenl in big band music. Below, Floyd describes how boogie-woogie

o

| Nribute ¢, the development of jazz, a description that applies equally to its role in the
- religioug quartet tradition:

oy I(l)l [boogie-woogie] (1) influenced the change in jazz from a two-beat to
Ur-beat feel and (2) caused the eighth-note subdivisions of the beat to

be inge , .
ok ;:lcrpreled as uneven durations, moving from m to ‘[_j n to

Sincs 1 , , :
ce the booglc—woogie bass line does not occur in “Mary Don’t You Weep, g

JF“H
) » the last coming to be known as swing cighths.”’

QXample 4. 2
-12 shows the device in a performance by another well-known gospel quartet—

fhie Thivs
¢ Dixje H“mmingbirds,

e P

(L()nd()n:Tré}n\scyj tion copied from Barry Kernfeld, ed. New Grove Dictionary of Jazz

R (;)ogle>,,lg/;dlgmll an; New York: Grove’s Dictionaries of Music, 1988), s.v. “Boogie

Ofie ~aul Oliver. For recorded examples of boogie-woogie listen to Jazz Vol. 10:
Woogic Jump and Kansas City, Smift)hsonian Folkways Records 02810, 1991.

“Floyd, 120,
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% “«
12 “Christian’s Automobile,” Vamp, Dixie Hummingbirds (1957)*

Medium Swing
Lead 1 2 3 3
) M f T $—
== t e }‘% e !
T =it | 1 == I | 14
Chris - , ,
T 18- tians oh  chris - tians press on your  star -ters dm“ au- {0 - mo-
Cnor |
(&)
n0r2 i
Bagg
o Boom-aboom-a boom-a boom-a boom-a boom -a elc
. om boom
4
6 7 3
T N P e =]
| N ) e o B I ¢ L
jédé o6 j 7
: Vv
and on up_ hill drive on__child__ ren if I ev-er youno
go the see
f —
=% =% —p
#‘r—f i
2 J !
. J2 0 | &
i I —
= 1 I =
e "pf "B LR P
boom ba- boom ba -boom ba - boom ba -

CCpt for t
he broken Octaves, the boogie-woogie bass pattern in measures 1-5 of

dmple 4.
1
2 uses the same notes as in example 4.11. The broken octaves, of course, are

“maj
the Piano, the medium for which the pattern was initially conceived. The

POrIQ
"map
c¢in CXample 4.12 was executed with a swing feel. Thus, the durations of each

Pair of
Cigh
&hth noteg employ the long-short pattern, described by Floyd above, and

Cmpljf; led
by the syllables in the boogie-woogie bass part— “boom-a.” The longer

22\]\

ubil;
lation! Great Gospel Performances, Vol. 1.
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Sy“able & T
boom corresponds to the longer durational value in a pair of swing eighths.

LIkCW]SC “a,, . 23
) corresponds to the shorter note value.>

Chord Structures and Added Dissonance

. Fewer chords and less added dissonance in the background vocal parts enhance
fe Prominenee of the lead vocal. Thus, gospel-style quartet performances show less use
of b,
bdrbersh()p harmony and jazz-style dissonances. Except for the dominant seventh
¢
lhh()rd, there are pg, chords with added dissonance in “Mary Don’t Y ou Weep.” Moreover,
 entire Performance hinges on two sonorities—I and IV in the key of B major. The
redyes:
“duction in example 4,13 shows the two-chord harmonic plan of the background voices

.

Lorg. «13n¢es [igten 1o e i a [ ' 5 ad | Found the
o iy n 10 “Dig a Little Deeper” (Norfolk Singers) from Gla ound the
Ieat G(?:uslf\}ggt thCWomgn at the Well” (Famous Blue Jay Singers) from Jubilation!

Gre, X ¢ ”» ais Sl 5 Jubilation!
Cat Gog Hormances Vol. 1: and “My Rock” (Swan Silvertones) from Jubilation!
OSpe] Performances Vol. 22 More B?;ck Gospel, Rhino R2 70289, 1992.
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<ample 4. 13: Rhythmic Reduction of Chorus, Background Voice Parts

Example4. 15
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The bagic harmonic structures in gospel-style performances accommodate, and
o “Ncourage, improvisation by the lead vocal. That gospel vamps occupied a
enificang Partof the formal structure is proof of this notion. Accordingly, gospel vamps
Yere devigeg as “working sections” for the lead vocal — the points in the performance
designe 1 showcase the melodic, rhythmic, timbral and textual interpolations of the

leaq 24 E | | o
ven the length of the vam p is extemporaneous, left to the discretion of the lea

Singcr.

I “Mary B0 Weep,” the opening section of the vamp is a two-measure

Paty, . : Exan . | | .
- takey B i chorus. Example 4.14 is a thythmic reduction of the opening
Vamp.

Exam
leq. 14: Rhythmic Reduction of Olpsing g

B: 1 v (V)

Ha '
nn ) i 5 4G > cWe
Ot Progression in the openin g vamp utilizes the only two sonorities of the entire

Performance: [—1v

Al : ~ . | | V' “ c

A Closing vamp extends the melodic idea of the opening vamp to the four-measur

pall'er g
1 shown in CXample 4. 15,

\

q
Rubman, 86-87.



Example 4. 15: Rhythmic Reduction of Closing Vamp

61 62

JJJ
Iﬁ‘—L l I

'l IvY7 (V)

B: IL7 ILI'/ IvL7

Two measures are added to the beginning of the opening vamp (example 4.14) (o produce

the four-measure pattern of the closing vamp (example 4.15). However, the harmonic
"Ogression remai '

Progression remains unchanged. Each two-measure group of the closing vamp progresses

fromltolV.

Example 4.16 presents the vamp from another gospel-style performance

exhibiting a similarly limited harmonic structure supporting an improvisatory lead vocal.



\% « T
L6: “Christian’ s Automobile,” Vamp, Dixie Hummingbirds (1957)*

fl\’ledium Swing
Leaq } 2 3 3

K f e p3 ]
| = . 1 .~y ]
— T
o e o # j o o o oy o6 6_
oh  chris - tians press on your star -ters tart  au-1o-mo-

Ten()r | and’ your
Tenor 5 r =
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Bal"'lone
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boom -a

Boom-a boom-a boom -a boom-a boom-a
boom-a boom-a
4
L 5 i = 6 [ 2o 7 fi Q
9 J .. ]
N ‘1 I 'k)‘lﬁ ‘l 5 L ‘
. o 9% 3 2
bile e
& Put it in first gear_ and on up hill \ drive on__child__ ren if I ev-er youno
T] 2o the see
i e — i e e o ey et s
e
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7

ba- boom

25
Jubi]er
llee! Great Gospel Performances, Vol. 1.
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. wan -na see__ seeSav -ior to you prayer __
Tl st my face face”  know___
To - A P - ' . “| ! ~
= ey
| S 3 T
#r f [
Prayer is your
B o i |
B> _ ' i ! = o BB ER
- e
T8 F IFF 5PT[ =
p r pr bd - boom 11’7
boom .a
Th;
mp jg L , i}
Wit P15 even more harmonically restricted than that in “Mary Don’t You Weep,
h

Amopj . , ,
e ¢ progression limited to a single sonority— the tonic chord—over which the
e
lmpr()vjses_zﬁ

Sty] dences in the gospel style are more complete than in the earlier folk and jubilee
“leg,

hig ; i
1 . :
§ due, in part, to more consistent use of complete chords. Moreover, there

2(,F
pCI‘fO ; 01 ]’n()re chm

Neeg [ ples of limited harmonic progressions supporting prominent lead

Il Never Forget” (Dixie Hummingbirds) from The Gospel
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arc generally no “missing chords” at cadence points, as in the case of the applied

dominant-to-tonic authentic cadence in the jubilee style.

However, plagal cadences occur more frequently than authentic cadences in the

gospel style, as shown in the three instances of example 4.17.

Example 4. 17: Plagal Cadences in Gospel-Style Performances

(a)
H &4, 77 78 ritard to end 79 80 /.l\
Ll T T T 1
I_;) 1 1 ! ] —
-l t t f
mm
R 2 m
¥ | Y P —r f |
Ll -3 — I - T T T T
v ¥ v v T v 13
y tell Mar - tha have moanno_more mm
do 0 —
T1 A4 i - " \ritard 10 end _ e 5% .
T = =
O Ma-ry you weep O Mar-tha you moan,
. don't don't
i ¢ ! = ¢
> T ———
B2 B R e e £ e e e B B o =
3 ) L dsy
bum bal bum bababum
ba
B: Iﬁf —_— 7 Iv'v7 I

Sound, Columbia/l_egacy C2K 57160, 1994; and “Well, Well, Well” (Soul Stirrers) {from
All of My Appointed zT’in%le. |
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(b)

(c)

12
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15 it
h} 6 ™ | = = —
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praye a) r
e hey faith
H' : h Ly : ; | | 11 L A
L
Prayer IS yvourdriv -ers li -cense faith is your steer -ing wheel
1 7] l gl Il ] 1 ]
§ B | Bt [#4 " |
X 4 7
— e = 1
RS-
C: b7 -4
S ®§) v I v 1
131 l - R 14 1 1 15 16
e e —r——= =
——— =" 1
J\-————/'
Je sus my Je- sus a-lone
N\
) =\ , T |
I .~ | I 1 = 1
s o ey e t I |
¥ T 0° ©
Yes I _must  tell Je__  sus oh
: o }I T [f ‘Th]
e = i} 11 I 1
o8 °F d & d99 &
Yes I must tell Je sus tell my Jesus a lone
| 7 =', d’ Fo f
2 f D, e i
| | ;| ®
) HT T
b1 yr V¢ I 1AY I

Exay
Mp]
¢ 417 shows the final plagal cadence from “Mary Don’t You Weep” with plagal

Caq
CnCC .
S [rom prey: ; .
m previoyg] y discussed performances (see examples 4.3 and 4.9b). The
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Pfominenee of plagal cadences results from the prominence of vamps in the gospel style.
BCCaug ¢ of their repetitious nature, gospel-style vamps tend to avoid dominant chords that
Might suggeg( o cadence point, thereby bringing closure to an otherwise indefinite
I'Cpcau'ng Pattern. Therefore, harmonic progressions such as I—IV in the vatmp of “Mary
Doy tYou chp” and the static I in the vamp of “Christian’s Automobile” (seec example
43)
th

A very common. It is in this harmonic milieu—effecting continued momentum —

al plag,
Plagal Cadences became popular.

Call-and-Response
| The clanka lanka riff pattern, previously identificd as a form of call-and-response
Mthe K style. deve loped asan accompanimental device for an emergent prominent lead
Singer. AS the lead singer became more prominent in the gospel period of quartet singing,
the Clankg Jap ka riff continued to flourish and evolve. The following discussion examines

hoy, ; ' d
Wik developed in con junction with other burgeoning ety af develpprosat.
EXamplc 4.18 presents the clanka Janka riff in an early form as performed by the

Silyear .
®r Leaf Quartet in 1928.

EX'd
1ple 4. 18 The Clanka Lanka Riff”

27“SICCP On, Mother.” Silver Leaf Quartette of Norfolk (1928-1931).
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N perfe
perf Omanceg ¢mployin

g the clanka lanka riff, the harmony may have changed, but the
hyth

Mand (e of the one-measure pattern (example 4.18) generally remained constant.

For “Omparison, exam ple 4.19 presents an updated version of the clanka lanka riff

Spel-style modifications,

Sample g g,

With g,

GOSPel-Slyle Developments of the Clanka Lanka Riff?®

C ¢]. o . .
Clanky lanka rjpp pattern in example 4.19 shows increased textual variety with the
addj

O Of the g syllable. Also, this pattern employs swing eighths compared to
e\/e F iy
nly Punciyageq eighth notes in example 4.18. Furthermore, example 4.19 shows an

ifl()r . 5 ; E T
“sein the Number of yojce parts accompanying the lead voice (not shown). Finally,

CXa o o —_—
Mple 4 19 showsg a change from the two-beat rhythmic feel of earlier styles to the four
be.

rked by common-time meter) that is characteristic of the gospel
Periog

Accor ding to Boyer, some quartets substituted the phrase “Oh my Lord-y, Lord-
y) L()rd”

for the “Oom-a lank-a, lank-a, lank” employed in example 4.19.% Though it
Wag

* generi Phrase noy necessarily related to the text of the lead vocal performance, the

N

Umer A i anding in the Safety Zone” from Fairficld Four, Standing in the Safety Zone,
Alliance Wigp, g Sty 2o

BOyCr, How Sweet the Sound, 95.
—OW Sweet the Sound
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l alu
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. le4. 20 Further Developments of the C
\De&:
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S I) ’ > c u‘Ong_‘
] a > OI lhe sam

‘(\; argd 16 Crf()

> ¢ an

: [8)

Hlething Wlthln Me.”
B(’yer. |

“()tes

' ified by
ase identifie
‘ “the phrase
modification of the p —
- otes instea
4.20a s | o
Xample -
i llables and emphasiz
ber of sy
Lruncygeg the num

1v related to
y directly re
It uses words
development. It us
ther
. S yet ano
" =Xampe 4.20b show

30¢¢
Me »

ing within
6 ‘ thing wi
;; and “Some

A 1 clers; an

E Best of the Pilgrim Trav

- thi Me,” Bes

T O elhmg Within P |

K » SO Much 2 Say.
\\l
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the lext of
of the « . . : . « .
. he 0ong. Morcover, the words derive from the title of the song— “Something
Wllhjn MC »31

. ary Don’t Y ou Weep” combines elements from the clanka lanka riff style and a
basic Call-ang.rec . ‘
€Sponse pattern. The background voice parts are in a call-and-response
P'du()[‘n Wi
th the lead voice part throughout the performance. However, the vamp of “Mary

Don’(y
ou B . B 5
Weep Integrates elements of the clanka lanka riff style, as shown in example
4.2],

Continy; El-);]aml?le 4.20b is a performance from the neo-jubilee trend, presented here for
the NCO-j CXaminin i’ the development of the clanka lanka riff. A formal discussion of
©€ trend takes place in chapter V.
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Like
the ¢1.
Clanka lanka riff pattern in example 4.20b, the vamp of “Mary Don’t You Weep’

(eXa
Mple 4 5 oy
4.21) exhibits a repeating accompanimental pattern that employs real words

Clly reja
ated (o the text of the lead vocal performance. However, it differs from the

a lank > g )
arnff in that it repeals every two measures instead of every measure, which

deeq,
mmod ;
aleg z 5 .
Thy es the basic cal l-and-response relationship between lead and background.
S, the ¢
ll < 113 . 14 ” o .
ular phrase «0 Mary Don’t You Weep” is the “response” of the background
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v()iCc s
$1n mg,
(lSUr o 73 5 2
¢ 45 (example 4.2 1) and “He said Mary” is the “call” of the lead voice in

ure 46
H] l() w 10 .
hich the background voices respond again in measure 47.

Whi

€ the Je; , N

rough, ¢lead engages the background voices in a call -and-response pattern
ghoy «

When the

th
Mar P 2
Y Don’t You Weep,” a secondary call-and-response pattern commences

Seco , .
nd lead enters in the closing vamp (example 4.22).

Mp|
\1)64-\22: Cl()Sing Vamp

68 69

My

be__ your rock in awear_y land_

o Y ey
e 1 Il' ﬁ ] l‘}[ |
--_[- 1 T
] g
O Ma-
a-ry dont YO

A- 1Y gony You weep

.
Jj:ﬁ,ﬁg:;

| S il
1 1 1 1 1

k]

2 :
P | ) ] 1 | T
== w_lﬁ—d_l—i_l.__‘l
7
don't you weep b&ba bum
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Ole he
W the Jg; ’
e ad engages the second lead in an actual dialogue in example 4.22. When
“+Con(d lead ;
€Xcle P T} .
Xclaims M-ar-y,” stretched from the end of measure 69 through

measur
C 727 lhe & .
agaip » lead r esponds with “I don’t believe she heard you, you better call her

€seco ’ : .
With « nd lead then cries out more emphatically, this time preceding “Mary”
Yeah v,
> ycclh o e I . . 5 .
the 1. » Yeah, yeah!” This dialogue transpires over the ongoing riff pattern of

bd(‘k
Eround v
o1ces creating a multi-dimensional call-and-response pattern.

Mulyi_g;

1-di ool .

- mensional call -and-response patterns are common in gospel-style
I

Manceg :
th !
atincorporate a second lead. Example 4.23 shows another example.

i C

g ) f L =
= e e e I

\-‘.—.-—-'-'-- T

.' f ]
z 7
well well He'll save and heal me
U oy ——
- p— —— e 4 e
\\‘E=-=— 1 T To k= I i T =
--’..—- "u 2 [ S . e T I =1
7
i all my dis -tress - tress tress__ oh
Py ——— 7N T I —]
] = e = =7
- be! 4 4IFd 5 o .
B oh in dis - tress He'll save and heal
Bl my l
2 §%~ | | 7 9770 7 .....-
st . m— 2 S |

Wh
¢n th

: e Sings “in ] my dis ” beeinning in measure 8, the background voices

dnswer . y distress” beginning 1 A g s

1
n mCaSUre 9 Wit

e, h the same text. Likewise, when the second lead intones “He’ll

beginning in measure 10, the background voices repeat the same text in

32¢¢

I'M

USt Tell Jesus”(Famous Blue Jay Singers) from Glad I Found the Lord.
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Meagyre 1 L. In the mids of this call-and-response pattern, the first and second lead parts
Cngage inga

Secondary pattern in measure 9. The first Icad repeats the latter syllable of the

Worg «q: . >
dlslress " on the stron

g beats of the measure, while the second lead responds with
“wel]»

On the corresponding weak beats. >

Variation Techniques

Asin the folk and jubilee styles, melodic variation in individual voice parts is
Co g . .
"MOn in the 80spel style. Additionally, with the emergence of the prominent lead

N the 80spel
varialion. This f orm

SCCtiong of «

: ases of 1 ce
of variation is apparent in the concluding phrases of the first thr

Mary Don’t You Weep” presented in example 4.24.

Ex. :
%3 Textual Variation in Lead Vocal Performance

() Pharaoh’s army they got drowned in the o Onf dn?/);n no more.
But Jesug said Mary yo’ little sister don’t have to
in the sea one day;
® By listen) Pharaoh’s army they got dro-wnecijm u[]ij\e/‘el 3) moazll
ButI believe a man said Mary yo’ little sister don
no more,
(©)

(Becausc-a) Pharaoh’s army, that's what the Bible said,
g0ldrowned in the sea one day;
But I believe the man said Mary ...

ariaticihe C from the
he three Instances of example 4.24 represent three variations of the text
Ing| Negro g

orj : Tom the original
1g Piritual (see example 4.7a). The corresponding text from the origin

Pharaoh’ S army got drowned,
T ary don’t yoy weep.
Xty

. ‘o 1q clearlv illustrated in the wa
Variatiop ¢volves through an additive process. This is clearly illustrate y
the

Irst 1; ands essively in
lirg ling of text from the o] ginal spiritual (presented above) expands progre >

33 . . sponse listen to “How [
For another example of multi-dimensional call-and-response liste
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the ¢ .
0pen?:::::rnccs of example 4.24. The text in example 4.24a is from the end of the
firg lin from 'tsh(.mCasm ¢s 8-15) of the Swan Silvertones performance. Note how the
day,» Exan | © Original text expands to include the words “they” and “in the sea one
addg the ey : .e 4.24b is from the second chorus (measures 23-31) and expands further. It
Verge do In phrase “py listen” to the beginning of the line. Example 4.24c is from the
- SUIes 40-45) which s r

ph uncated by an early entrance of the vamp. Here, the
raSe 173

thay’ «
hat’ s whay the Bible said”

4245 - replaces the word “they” from examples 4.24a and

o Xpansive gesture. And though the idea of a lead-in phrase is maintained from
am

Ple 4,
24b, the Words are altered to “because-a” at the beginning of example 4.24c.

Ex;
4Mmple 4.24 also shows an expansion of the second line of text from the original
Cgro SDi
1Tty « 3 s
o Piritual —« Mary don’t you weep.” Once expanded in example 4.24a, it is the
gmnmg of the

th ne that undergoes more variation in examples 4.24b and 4.24c. Thus,
¢ phr‘ds <«
e

. But Jegyg said” i
Xampy
. ple 4.24p. A more subt

4b) bCC()meS «

n example 4.24a changes to “but I believe a man said” in

le change occurs in example 4.24c where “a man” (example

the man, 34

Other Structural Features

Th ~ ¢ { i 1
- € lext of Mary Don’t You Weep” relates to the song’s harmonic design in
“Verg)

& ¥S. The text of the chorus is drawn from the two major divisions of the Bible—
€0Iq .
dn 113 2
w d New Testaments. The first phrase of the chorus concerns “Mary and Martha,

0 Char ~f
acters from the New Testament:

G()l OVerh

. . from Swan Silvertones, Love Lifted Me/My Rock CDCHD 340, 1991.
0 Or more ex:

Me/f\I,I( ngg abouy Jesﬁlsr%)]’P
Soue, Specigie
ul Stirre

les of variation in lead vocal performances listen to “What Do
and “Milky White Way” from Swan Silvertones, Love Lifted
Cialt wing Low, Sweet Chariot” from The Soul Stirrers, Heaven is My

y SP D-7040-2, 1993; and “Jesus Done Just What He Said” from The
Sus Gave Me Water, Specialty SPCD-7031-2, 1992.

L
=]

]

S

o)

s, Je
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O Mary dop ¢
; ary don’t
¢secong Phrase jp

you weep, O Martha don’t you moan:
you weep, O Martha don’ t you moan.**

terjects references to the exodus of the [sraelites from Egypt—a

Sto
'Y from the Old Testament:

(.Phara()h’s army)

ary don’ ¢

0 Mary ot you weep, down in the Red Sea;

The e you weep, O Martha don’t you moan.>®
USIC e b
M, “aptures the (extyal duality by using two sonorities throughout the song—I and
In e ;
the key of B major. This d

ual connection between words and music is strengthened
by dy

ality of
. Y of mode ag well. Throughout the chorus, the tonic chord associates with the
4or

moqd ' | "
l e. Conversely, the subdominant associates with the minor mode. The first
Lno i
r COnsisten y adds |,
Showp :
Wn ip CXample 4.25.

EXa
mp]e¢
leq, os. Mode Mixture

3 to the subdominant harmony creating IV*7 as in measures 5-6,

The 1, -
he Undamental strycture of the lead and bass (see example 4.5) also depicts the

Ualj
Yoft 1 ' .
he text wigp astructural interruption. The interruption reflects the shift of

CMphac:. .
asig ;
S1n the text from the New Testament (NT) theme to the Old Testament (OT)

they,
Carte - : :
the beglnnmg of the chorus’ second phrase. The following diagram illustrates:

3¢
"John 1. 19
3(,E )
Xod. 14:23¢f
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The Jeaq g
ead « SO . o ; :
: ad singer treats text much the same way a jazz musician improvises a solo,

arly ijn ¢ )
Yinthe vamp. At measures 65-69, shown in example 4.26, the lead improvises

O ref,
{ Crences ¢ Waler sug

" gested by text from the chorus—“I’ll be your bridge over deep
aler

" 30d“T'l be your rock in a weary land.”

Ex
dmp] !
\pe‘l\%. Textual Development in Lead Vocal Performance

= Y I' be__ your rock inqwear_yland_

referan . , .
d Tenceg I€present variations on a theme. The textual theme established in the
OrUs lS 173 a . -
" > Pharaop army, they got drowned in the sea one day.” With the idea of
Wat()r” )
i Unifying clement, the vamp returns to this theme in measures 65-67

Ple 4.26) with the phrase “I’ Il be your bridge over deep water if you trust in my
Namg Mary -

€ second reference to water is less overt. “I’ll be your rock in a weary land

) eaSUr‘ o . . "
es 67\69, €Xample 4.26) refers to a “rock” in a desert that yielded a spring of
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W' : o ¥ > ~ T4} I
2 tPon being Struck by the rod of Moses the prophet. This reference comes from the

‘ [ o 37
e SCriptyry] Narrative as the drowning of Pharaoh’s army, but later in the story.

Summary
The mogy significant development of the gospel period of quartet singing was the
Shif of “Mphasig from group singing to lead singing. This shift of emphasis was
fOreshadOWed by the clanka lanka riff style from the folk tradition and the narrative style
frc

I the j ubilee tradition. Consequentl y, quartets added a fifth voice to maintain a

“OSiston . inent lead singer.
Histent OUr-part structure as accompaniment for the new prominent lead sing

An | [ e in the go el style 1S
'Mportant thread of development that continued to evolve in the gospel sty
lhc cal]

2 % -Q S T S nl— d
and*] eSp()nge |C(‘hn1'qlle 1 The in(roducu()n ()f gospel Sty]e Vamps lep] csente
] :“llnu

in “M: > ep.” Just as
ed developmcnt of the technique, as shown in “Mary Don’t You Weep
Iff

. ‘ ! f call-
Paliern (such as the clanka lanka riff and instrumental-style riff) are a form o

and.p, gy 4 >companiment for an
"“Sponge, 80spel vamps are composed of a repeating riff as accomp
im

pr()vjsmg lead singer. Also “Mary Don’t You Weep” employs a second lead (another
lew

W Ieature of the 80spel
Patter, Thug

angd

: i i -all-and-response
style), which creates a multi-dimensional call-and-respc

& and group,
» Call-and-response patterns occur simultaneously between lead and group
leaq nd second Jeaq.

m a two-beat hythmic
he inﬂucnce of big band jazz is evident in the change from a two-beat r
gy

' i spel style. This thread of
" carlier quartet styles to a four-beat rhythmic feel in the gospel style. This thre

‘ p]ll : b - < Y lln hl ago
i lo cnt runs parallel to the shift in bi g band jazz. from a two-beat fee C cag
St

€ Dix
Xieland 16 4 oy

113 2 A ”’ n
beat feel in the Swing Era. “Mary Don’t You Weep,” a
adaptau'on of a

it o b “meter. And
; Negro spiritual, reflects the change of feel with a change of me
Q. . . . - : 'L, \ n
Just 5 SWing cighths accompanied the change of feel in big band jazz, likewise, swing

YExod. 17:5-6,
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Cighthg ;
8hmnmegwm*MowmmmmnM“Mmmefn%u“%qummﬁm°ﬂwmy

Puncyy,, -
tated ejghyp, notes of the original Negro spiritual.

Another thread of development that has a parallel in the evolution of jazz is the

Cvelg _ :
Pment of e bass voice. Just as boogie-woogie influenced a change from a two-

beay f;
feel 10 four-beat feel in Jazz, the use of boogie-woogie bass patterns effected the
Same ke = - & ’
Change of rhythmic feel in quartet music. Though not observed in “Mary Don’t You
Wee ] 5
b, S€verg] quartet performances from the gospel period demonstrate the boogie-

Woogije influence. B

oogie-woogie bass lines represented the beginning of walking bass
lineg ;
1 quargey sing

Ing—a trait that would be further developed in the recent neo-jubilee
trend

Chord structures in the gospel style show a convergence of characteristics from

e Qr ., ) 5 3 "
lier olk and Jubilee styles. On the one hand, chords are complete (containing roots

ang ¢p:
thirds) meg of the time —a carry-over from the jubilee style. On the other hand, the

Seye . o
“Nthiis the only regularly added dissonance, as in the folk style. Also, harmonic

Prograce: . . . o sl
ETession i of ten restricted in gospel-style performances, particularly in vamps, which

en(}() g 2. ST :
Urageg Mprovisation by the lead singer. “Mary Don’t You Weep,” uses two chords

"SIvely ] and v

inally, Jeaq singing is highly improvisatory in the gospel style, as saliently

dig . e
Playeq In “Mary Don’t You Weep.” As a consequence, lextual variation in repeated

.sectionS of my

o o ; ‘ormances ‘esentin
SIC1s a prominent characteristic of gospel-style performances, repre &

Congj
n ; :
Ued deVel()pment of variation techniques in the genre.
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CHAPTER V
“MARY”

Characteristics of Neo-Jubilee Trend

Al > ' agd . . . .
; Present, there is one vocal group from the black religious quartet singing
rddltl()n .
& .
TA oying unprecedented success. To date, recorded performances of the group
KEg .
have garnered seven Grammy awards.! Addi tionally, one of TAKE 6’s five

¢
Ommercially releas ; - . .
€ased recordings has sold over a million units. Two other recordings

haye
So] .
dover 500,000 unis. Along with the critical acclaim and mass appeal achieved

by TA
KEs¢, Scholarshj P acknowledges their recent contribution to the development of

lack :
reljpj - i .
810Us quartey singing with statements like the following:

Pess; .Iijell’ s forecast for the f uture of gospel quartet singing is rather
CCniumlsillC; he doubts that the genre will ever again approach its mid-
assur. A (31' apogee. Perhaps not, but the musical heritage of the quartet is
Popul, O 8roups such as Take Six [i.c., TAKE 6] and the numerous

£ OPUlar engem pleg whose artistic and cultural foundations are certainly

1 =
Ndebyeq to this tradition.?

1
RecOfdedl;l}]]e Grammy award is regarded among the most prestigious honors given for a
Cade usical performance released in the United States. Members of the National

m , : 1
P}lr()fessign?lf Recordin Arts & Sciences (NARAS) elect the winners of the award. Those
€ Voting > fesponsible for the creation of commercially released recordings comprise

r‘ i 'ln $ . - - . “
eu)rdm . Igrenm bers, Including performers, producers, arrangers, sound engineers and
Panies,

C()He 2Willie Stro . . . . L i
€ " ng, review of Happy in the Service of the Lord, by Kip Lornell, in
. Mumc Sym gsium 36 ( 1996):p 81/77—79. See also Reagon, 14; and Allen, 8.
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Alesser known group, the Breath of Life Quartet, is significant for their stylistic

mﬂuenCC On TAKE ¢ 3 They began recordin g professionally thirteen years before TAKE

bang th e it N—
1 thejr Vocal arrangements represent a critical turning point in the harmonic

eVelopmenl: of the genre. Innovations by TAKE 6 and the Breath of Life Quartet

Cong; , .
Mlitute g end of development that this writer designates neo-jubilee.

AS its name Suggests, the most significant development of the neo-jubilee trend is

© Teturn of Mphasis to group singing. Additionally, a new emphasis on jazz
amlOnizau'()n Combines with the smooth well-blended group sound associated with
Jubj]

ce-style Quartets. Thus, ninth, eleventh and thirteenth chords are commonplace,
Tepr

eseming €Xpansion of added dissonances established in the jubilee style (namely
Sey

€ Y o . ~ 1
fths ang OCcasional use of the added sixth).*

: _ 5 in bi
ew dcvelopmcnls In quartet singing continue to parallel developments in big
ang .. w
d jaz, For instance, neo-jubilee performances regularly employ chord voicings

aSSocjated With big bands of the Swing Era. Also, TAKE 6 often emulates the rhythmic

intepy,
CIplay among

' u 1 1 i 1as i.e UIIIPC[S, trombones,
1nstr mental sections 1n blg band Jazz (l. - tri
Sa

Xophones and rhythm). And the boogie-woogie-style walking bass gives way to a more

ea .
" approacp just as i
paSSj n g

li .
& tdid in the development of big band jazz. Thus, there are more

H: . : ‘ubi which can be seen as
AMonic variation i prominent in the neo-jubilee trend, which
fllr[her

- ier stvles S ¢ are
deVelopment of the melodic variation common in earlier styles. Thus, ther

3

i VL. Clayde v McKnight 11, an original member of TAKEH?’ leigrféfévtobl}lfl ’
aUIhorlnﬂuence of the Breath o Life Quartet. Claude V. McKnight III, in
43 Augus 1995, live interview. Nashville, Tenn. ife Quartet, cites the Hi-
Lo's g M. Shelton kilhe ¢ L arranger for the Breath of Life Quartet, ci
Vsas the Pﬁmaf(;’r}rﬁll?:%ci:hgnvgfg uzcrerof fcgjissonance in Breath of Life Quartet
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More ;
lnStan . -
Ces o . T . . N .
f mC]()dlC GCC[lllOl’l 1n successive phrascs of a song accompamed by

Vary;
Ing h -
& harmopj Progressions.

The Bre. __—
Breath of 1 jfe Quartet adheres to the emphasis on group singing more strictly

thap
A
KEs, TAKE 6 often uses the quasi

-jubilee approach, exhibiting a balance

Nd lead emphasis. “Mary” is one such performance. Moreover, the

Elrran
e o
SCment js based on the Swan

% Silvertones gospel-style performance of “Mary Don’t
Ou Weep”

e - 3 - . ~ 42
o Xamined ip chapter IV.® Comparison of the two performances occurs
“Quently ¢
Y throughoyg ghjg chapter to highlight recent neo-jubilee-trend characteristics.

Formal Structure

In the anr:
o ¢ €arlier Swan Silvertones performance of “Mary Don’t You Weep,” there is
Yon

€ Verse . . - ;
by 1 S€. Because of an clision with the vamp that follows, the verse is shortened
Our

Meagyrac . ) o
N ures and never appears in its entirety. The verse (V) occurs twice in the more
Cent T

A s . :
. KEe6 Performance, once in its entirety (a sixteen-measure period) and once with
Celjg;
Si

0
" Also, the TAKE 6 performance ends with an additional half chorus (c), the

‘ Cight Measures of 4
I()“O

lagt

full chorus (C). These exceptions aside, the TAKE 6 performance

WS the at
5 Slructure of the Swan Silvertones performance, including a vamp that contains
fo & Section ( Val) and a closing section (Va2). The diagram below represents the
I'm; :
mdl deSlgn Of “Mary”-

CCV YV Val Va2 ¢

arran

8Cmenq )
SheltOn Ki?és' IT he Hi-Lo’s was a vocal jazz quartet popular in the 1950s and 1960s.
D 5y Y UL interview by author, 16 March 1995, telephone conversation.

{ n : essi 1 pr £ LIN3
th§“~ LYoy (\lij,(cié €s8ing queries concerning the influence of the Swan Silvertones” “Mary
ay thlts hﬂrmon' b, Mr. Mark Kibble, the senior vocal arranger for TAKE 6, confirmed

OF, 3 A e Siructure is the basis for the TAKE 6 version. Mark Kibble, interview by

8Ust 1995 Jive interview, Nashville, Tenn.
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Number and Function of Voice Parts

T ;
AKE 6 began ag four-member quartet (with a different name) and expanded to

as;

mSIXNmember group. This evolution happened gradually, progressing from four to five

T o and then from five 1o six members.® The early four-voice performances of

mAKE 6 show the direct influence of the Breath of Life Quartet, which is strictly a four-
“Mber gr OUp. Moreover, many of TAKE 6’s early performances were vocal

'drran
(% . . . pr
Bemengg borrowed from the repertoire of the Breath of Life Quartet. One such
ber fOrmance was

[ We Ever Needed the Lord Before.”” When TAKE 6 grew to a five-
mernber g

Toup, the added voice part supplied occasional dissonance in the performance
Mycp ; ,
Ike the Jubilee-style performance of “One Day When the Lord Will Call Me” by the
outh .
©In Sons (chapter 117). However, TAKE 6s use of the additional voice part was

Moy - :
Pervasiye than in the earlier “One Day When the Lord Will Call Me,” supplying

disg
=4 Onanc s
¢ throughou (he performance as in example 5.1.

(irrhe\

imelw Members of TAKE 6 have discussed the group’s origins in several
Pl()neeivlg? ~C¢, for example, Bob Pgrlzl)tzman, “Taking It in Stride,” St. Paul (Minn.)
W, 2 February 1989.

Breath of Life Quartet, Spirituals, Chapel C-5311, 1977.
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VI “LIIS” TV v

Ptior the Notes added in the TAKE 6 performance (in parentheses), example 5.1
Show :
§ the vojce parts as originally performed by the Breath of Life Quartet. In this

S€Ctipn '

of the performance, the fifth voice frequently provides the added sixth dissonance,
fecalling ;

81S use in the [agter years of the jubilee period.”

Upon CXpanding to a six-voice ensemble, TAKE 6 adopted two approaches to the
[‘UH g

Cty s 8 : iti
On of vojce parts. “Mary” represents one approach, which recalls the transitional

Quasi_i,h: . :
I-Jubijee Style that developed into the gospel style. In this approach, a five-voice

lexg
ure gon . . " 5%
ACCompanieg 3 prominent lead vocal. The lead vocal performance in “Mary

8
orf. TAK ; A : or in this
Perform. E 6 member Mr. Mark Kibble was the newly added member in this
PCFI'()SESSCC: I We Ever Needed the Lord Before” was also the first song Mr. Kibble
Part only With TAKE 6. It is remarkable that he joined TAKE 6 and improvised this fifth
Moments before his debut with the group. Kibble, 1995.

9
Cing adgcf tUnique use of strict parallelism in example 5.1 results in the sixth dissonance
1o chords other than the normative I and IV.
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(C‘(a
< mp[e 5 2
) demonstrates the continuation of prominent lead singing features

introduCe d .
by quasi-jubilce quartets and developed during the gospel period (chapter IV).

EXam
| . .
—ple S, ». Prominent Features of the Lead Vocal™®

(a) Chanting

T

well I'm gon -na my foot

put

\

. 10
lrlrsten to “I;,EE l?10re ¢xamples of the use of a prominent lead in TAKE 6 performances,
C()m o Muchyowmte Way” from TAKE 6, Reprise 9 25670-2; “Something within Me”
W; and “O Thou that Tellest” from Handel’s Messiah: A Soulful
Se of these fi prise 9 269802, 1992. See example 4.2 (chapter V) to compare similar
Calures in a gospel-style lead vocal performance.
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(b)
Half-Sung/Spoken Notes

~ 44
L,

8
L =’='.. 8 , 2 89 2

=1 ——1 ]

.r L
Ty = g
< R9—¢ —— EE
¢ =— _=o_gg_- ;\ - T
d | S T R W
on't weep '6) Ma-ry don't you
BI Wy i 3 3 w : ﬂ
O .
Bz -.g,-e5=: = ,_2- oo~ € 7
===Jv y——— = b =
NN~ |
(doom d &
ba d00-m badoom b'!doom ba)
v I

The other ‘
Wh Other approach to function of voice parts used by TAKE 6 is strictly jubilee,
Cre a sj
) b, 8 7 i
VoIce texture employs no prominent lead vocal part. Example 5.3 presents an

another TAKE 6 performance illustrating this approach.
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EXa_m
~<lple S, 3. Strict Jubilee Approach'!

77 i L e—
Y 1 13 1 1 ]
1. 2 .|
| A LI ]
Him Him we

r T Tt M
= 1 5 y =
ry a-we need a-we need oom ba
I V.
Tl 78
T2 e I L N e I
T3 ’ T
real -ly real - ly real - ly need Him in the morn - ing in the night
Tq [ ]
B g = D n /
B> I
2 — | I ] ==
doom doom doom doom doom ba
VI cH 1 vV IV ' I, V.,
)
- v._)

C()m
Arad.: g
Pared (g TAKE 6, the Breath of Life Quartet uses the strict jubilee approach

In < : § '
' some rare instances, TAKE 6 takes advantage of modern recording technology

o c
TCate v, ' '
Vocal textures that expand to as many as eight voice parts as in measures 72-74

Of < : .
ary™ (. CXample 5.4).

““‘\

If We Eyer» from TAKE 6, TAKE 6.
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Exam
~=<lple 5, 4. Eight-Voice Texture!

A
=l
= & sing-inl'\/Ia
T1 ]
T2 — e ]
T3 weep O Ma- ry dont you weep
6 r - ! e =
2 £ f : S }
LIT gt orrn

Ine
Xampj )
c : ; :
g Ple 54, itis not the accompanying group voice parts that expand the texture.
Sead, ¢ . ) ‘
. WO voice parts are assigned to harmonize the melody of the lead. Thus, a five-
0]ce te
Xt : ; .
" ure serves, essentially, as accompaniment for a more prominent three-voice
“Xlure 13

Chord Structures and Added Dissonance

Asa thread of development, the use of added dissonance in the nco-jubilee trend

Picke
ks Up Where the
d]s 3

1)

S()nan
€€ that occurs i late jubilee-style performances is generally absent from gospel-

Jubilee style ended. As previously demonstrated, the added sixth

12

I‘é(nces In EAKE 6 uses multitrack recording to record voice parts beyond the number of
o © 8roup. This technique is standard practice in professional sound recording.

edSician oM multitrack recordin g see Neal Bri gﬂton, “Multitrack Recording,” Electronic
Overdubbz 10. 10 (October 1992): 78-82; and Neal Brighton and Scott Wilkinson,

'8,” Electronic Musician 9, no. 6 (June 1993): 72-76.

=2LonIc iviusiclan

lisge, , For —
()l?‘le.“ to ‘{0" another TAKE 6 performance that expands to more than six voice parts
wr Life (9,26t the Words” from q"

: : AKE 6. For examples of expanded v,(,)ice arts in Breath
13}‘0 M%fg?ﬁ‘}"iff ormances listen to the beginning of “Ghetto Child” and the end of
79, lan” from Breath of Life Quartet, Ghetto Child, Ultimate Records S7517,
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S[ ‘ o M ; y
Yie peri Ofmances, which generally exhibit less use of dissonance. Example 5.5 shows

- return of the added sixth dissonance in the neo-jubilee trend compared to its earlier use
Nthe ;.. | ‘ -
"y ubilee Style. The similarities between the two instances of example 5.5 are striking,
gi

ch

Yen thay they were recorded nearl y thirty years apart. Both instances show added sixth
s o Part of a succession of seventh chords. Also, both instances employ close-

Positj - o .
8 Yoicing of chords in inversion.

Ex' . . . _ T
Tre(::g 41 €3. 5: Comparison of Use of Added Dissonance in Jubilee Style and Neo-Jubilee

(@) "My God I a Mighty Man," Southern Sons (1950)

Medium swing
Ten()r 1
TeIl()r 2

My God is a

Bar 1 t()nc
ass

®) Thig Same Jesus," Breath of Life Quartet (1977)

Tq 9 10
T2 S e e
i ai told
this  same  Je - sus a-by faith I havcbccno
Bl _un I T —1 ;—
B2 —H 1 i :'g :' Ltb“_,‘_ L _',:J;; =
1 T T T -
4 .
f: “ I‘g = \/VIIoé1 s I‘g »” IV‘Z‘ VII°§ I§ VIIO 5 my chil' now
Ab: VII°$

P r_——
MSOmher n Sons Quartette, | Love the Lord: and Breath of Life Quartet, Spiritu
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Besides seventh chords (including apparent seventh chords such as the added
sixth chord), the regular use of ninth, eleventh and thirteenth chords is a new
development in the neo-jubilee trend."® These jazz-style dissonances are generally created
in one of three ways. Example 5.6 compares the background voice parts in the opening
phrase of “Mary” with the earlier Swan Silvertones voice parts to show one method for
creating dissonance. Measures 1-4 of example 5.6b preserve, with slight modification,
the four-voice structure of the Swan Silvertones performance in example 5.6a. Measures

5-7 expands to a five-voice texture in example 5.6b. The added fifth voice is dissonant,

adding a ninth (F) above bass note Eb.

called extensions
tion of the chord.

in . “Ninth, eleventh and thirteenth dissonan’c.esq(fdb(r’lvyclgécbfs(i)é) [%rg’c
. ej‘l“- The dissonance extends a chord while maintaining
€ Sample, 40-41.

151



Exam
le 5. 6: D;
===ple 5. 6: Dissonance Through Added Notes'®

(a) § i
Wan Sllvertones Version

B
B2
= - =] r i’ T -
I§]7 bum bumbum ba bl;[m 3 blmﬁ;um

M

Weep» “To compg -
TA IC<P are tran;n f’;‘f % excerpts from the Swan Silvertones version of “Mary Don’t You
E6 versio Posed a half step down from the original key signature to match that of the
1 as 1n example 5.6.
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(b) TAKE 6 Version

Tenor 1
Tenor 2

>
\
2
EEEE )

Vad

1
Il

___:}

O Ma 1y you weep

don't s Mar - “(ljﬂ “you moan
* - on
Tenor 3 | A0 3 |
: Yy y S— v - I_\ I_I‘
Baritone o = o o e o
Bass 4 L . : 'i’ ’|"—-"l_|r ?l_l? tr—p—p
bilmmd Kin bumbi‘b‘"’ bum l \.‘l‘:jj
B I -8 !
By (B-D)
) hoLw 6 7 8
r 1 = | e | N e e
1 —= I 4 T =
19 T~
_ Mar - thl;\ you moan
o on't
T3 ! ¢ | |
BI ‘
— ot 51
B | '

2 ;. Endy ‘gULﬁ‘;l f U{l? =

e O e
L -3 (VI CH)

A second method of creating dissonance is through reharmonization, as shown in

the comparison in example =
Example 5. 7: Dissonance Through Reharmonization

(a) Swan Silvertones Version

11 12
T 1 |l ; [l T I I
,) =X 1 k 1 1 —]
T2 T =
'8
Ma -r)(/i 0“}_/tou weep g down in_the Red Sea
Bl
) s i ‘ =
B2 —® o—p P i 1
=R ¥
1 IVw 3
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() TAKE 6 Version

LLLl)

drowped in the Red Sea

;Liﬂg

— E—
lbm ’L__,f;

The «
he secong tenor supplies the melody in the two instances of example 5.7. This melody
o
ODSists of fepeating Bb in measures 9-10 of example 5.7, accompanied by tonic
h
mony Bb chord. The reharmonization at example 5.7b also begins with
:mlongati()n of Bb harmony but utilizes a technique borrowed from the Swing Era of big
[hdnd Jazz in Measure 9—a succession of seventh chords in close position. To maximize
i Ceffect of this technique, the melody is put in motion at measure 9 of example 5.7b.
hus, the 1 Cpeating B} of example 5.7a is transformed into a melodic line that ascends
fr
.Om B0 in measure 9 and returns to Bb® on beat 3 of measure 10. Note the
RUTIEYS 1ty in chord structures between measure 9 and a passage written for four trombones

Presente
“Nted together jip example 5.8.
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EXaIn
le 5. &: .
RS 8 Close-Position Voicing in “Mary” and Big Band Jazz"”
(a) "Mary n
T1 4
—

2 >

Bl
—H

= Pha raoh's f
T3 _ J‘ !’ J

B
B2 ?
) i i
B BY  Abma”/B» Bmi’F Cmi/EF Db
b6
I I’ 14 bIIT)

G y
T (‘) ey 1) ——
E*° +7 Abma’ AbS Abma’
I Eb+7(b9)
\Y4 I

Ex

4mpleg 5
Ba.and 5.8b both show a succession of seventh chords in close position. '

The repy, .
€ reharmonizatjon of the opening phrase of “Mary” (example 5.7b) illustrates a

Signif;
ICant fe , ;
alure in the peo- jubilee trend: reharmonization often alters an original

y' 19 M ) .
Ore reharmonization occurs in the verse of “Mary” along with other

17
et T
e fanscription of trombones copied from Sebesky, 21.
N 19For fMore examples of close-position voicing in quartet singing see example 5.5
I‘rgeded theoigr.](?[he( example, see the Breath of Life Quartet adaptation of “If We Ever
P()]rl],] Breath OflL.Be ore” in example 5.22. Compare also “Have Thine Own Way Lord”
o2 ife Quartet, Plenty Good Room, Chapel S 5276, 1975; and Adelaide A.

By 9and :
\d%ym\iﬁorffg SC Stebbins, “Have Thine Own Way, Lord!”, The New National
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Significapy
A . -, g .
Nt features, For the first time in the performance, the vocal texture expands to

Open.- 5 s
Pen POsition voicine i y . —_ ;
Ng 1n measures 36-38, shown in the second instance of example 5.9.

Exa
mpje : : .
PSS 9 Reharmonization in Verse

(a :
) SWan Sllvertones Version

|
L]

on the rock

bum ba

bum bum bum ba bum

VY7 V) I

156



L

= 1
1
|
— 5
[
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Jrl—m‘ e
—— 1 |
sure_ ly would
1
% — !
BLr’rZV/F "Linear" "~ m——
Ama’/By  Cmi’/F B
]
e |

T
r Bimi6d B
I
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he ch
()rd V()l v 5 3 5 - "
€Ings in measure 35 of example 5.9b act as a transition to the open-position
88 In measyrec . ; -
Measures 36-38. Measure 35 begins with close position chords on beats 2

and 3 the
al rec: ; N . . ot
call the harmonic progression and chord voicings from the chorus (see
Cxamp]c 5
b). The following two chords on beat 4 are in semi-open position,*’ creating
dSmogy -
Oth trangition ip voice leading

to the open-position chords of measures 36-38. The

8rady;
al pro - - s : . .
8ression from close to open position is another device borrowed from big

and mygie ..
usic as €Xample 5.10 illustrates.

EXam
I ' :
€3. 10: Progression from Close- to Open-Position Voicing®!

Th
€ grad
al progression from close- to open-position voicing occurs in the trombones of

the big . ;-
& band lustration (example 5.10). The first measure begins with close-position
Choryy ,
and expands to semi-open position for the last chord of the measure (E’({§' )). The

Phrag
€ co <
cludes with two chords in open position on beat 2 of the second measure.

B

Cl()Se\pOSiSl?mi‘Open-pOSi[ion voicing results from dropping the second highest voice in a
on chord down an octave. See Sebesky, 49.

21
Tr, anscription copied from Sebesky, 32.
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Al()ng with the change to open-position voicings in “Mary” comes a displacement
o the Second tenop g melody. Thus, the second tenor’s melody in measure 35 of example
b begins With conjunct motion and leaps up to Bb* in the first tenor on beat 2 of

e "
48ure 36, Tpe melody remains in the first tenor through measure 38. Comparing

Casureg 37-38 of €Xample 5.9b with 5.9a verifies the displacement of the melody. Note
W the melody of the words “stand on the rock” is a repeating Bb? in the second tenor of
“ampc 5.9a. In CXample 5.9b, the repeating B> transfers to Bb* in the first tenor. This

usuat% another gj gnificant feature in the neo -jubilee trend: reharmonization utilizing
e
Open.- “POsition vomn& often displaces the melody to the uppermost position in chord
St
Metures, T, illustrate further, example 5.11 shows another instance of melodic

displae
>
Mment jp Open-position voicing.
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eSs : . :
RS 1 Melodic Displacement in Open-Position Voicing®

(a)
Tl
T? t'd 2 T '  d = |
) — | 1 1 1 ) seesmmmnm 1 ] | N2 B |
T k]
3 ‘ Bgdddd il
3 E 3 3
With - in 2 -me with - iIn  a -me with -in  a -me with-in  a -me with -
ord Lord Lord
B] 32 > 2 2
s 1 & e LTk
. 2 2 ]
Ab: m 17 m I
I
(b)
Tl g 1—5;'—1 h [ p—
T2 T s s o i o | 1 | o i i T
T3
3 3
Some -thing  with -in a-me da da with -in a-me  some - thing with -
2 3
B Y
Bz I i ]
¥ T r r = ’ ’ ’ l l '
Doom - ba doom doom  doom  doom oom doom - ba doom doom do}ﬁz_{
13
Gb GB3 A (GV?) (GP) AL (DY) (D%
I v

EXam
Ple5 11, shows the beginning of the opening chorus of “Something within Me” as

Perfq
Med by TAKE 6. The melody is a repeating Ab? in the third tenor voice part.

dm l
PleS11bisa reharmonization, in open-position voicing, that occurs later in the

Perf Mormance. It
By

M

shows the two previously identified features of reharmonization in effect.

Irst,
¢ melody transfers to the uppermost position, effected by open-position voicing.

Something within Me” (TAKE 6) from So Much 2 Say
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Secong
b thC s St -
reharmonization alters the repeating Ab melody. Note how lower neighbor

ones (digion:
dlatonje - . .
Ni¢ and chromatic) ornament the Ab melody throughout example 5.11b.

- v:iz:her big band technique adopted in the neo-jubilee trend is “sectional playing,”
Ge., e ¢mulate the rhythmic and melodic interplay between sections of a big band
adapy, fiog 0:::8’ lrumpets, trombones and rhythm instruments). TAKE 6 pioneered the
imr()duced | 18 lechnique in black religious quartet singing, just as the Mills Brothers
the instrumental rif style in the earlier jubilee tradition. Because of its quasi-

Jubjlge
=St le c el < 2 s . s g
y approach, Mary” does not exhibit this feature. It is more common in

Perfory,
. €€s employing a strict Jubilee-style approach, as shown in the comparisons in
Mples 5,1, and 5.13.

Ex:
AMple 5 1. :
%-3 Comparison of Linear Sectional Playing Style in Vocal and Big Band

(a)
TI (Trpts_) ¥ . (Trpts.) dr
T2 [G44-S y e 7 J 3 8 J

[ —4 e

fn—1 e —e @3 —— ~ =

D1 St i T e (] N S 1 et L@ @ B_F
T3 PP — b s B e —

R W | T He 18 | =
#r el P 1 l 3
back ’causé? I wan-na see my Je-sus

Jor -
r dan got-ta get a - cross get

T4 | sy T T J (S P J’gb";’) J v r:] bd 4 GJ}J

1) 1ol he ,
T

B> : = = W Ep—ﬁbilj
7 3

a i do - doom ba doom doom doom doom ba
doom 4o JTTOOM ba  do-oom bgoom o - oom %, %

GF A pgpen  pp Ami®  D§
Ami
Y

doom

%\

Happy,,, net ﬁ“f"a}’, Jordan” from TAKE 6; and Steve Sample, “Sometimes I'm
Published Score, n.d., University of Alabama, Tuscaloosa.

161



N
i
™
W
il

Trps. [t i
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] | |
A’PH]I.]71 BB(“” DDB““) I)DB“”)
CI3(”]) Dl3 C9(Hl)

Ab 6/9 BpBGID

Bg ey
> B e o s coms '
i 3 = i T i

st

N

Sxs. [ _ | . :
;
s lll-i==, %=i==;f.!1==rp

[)
"..UI..( ——— S —
l:‘._‘-,-i-— — W hlg g — T T =
L) = = v T -
R\ — — g R 2 {‘ I =

Tr Ps. /P

Tbns. EB_'.:'J-; _4 «...' 2 — T T ]
S — s i — = -
’ 4 C7(b9) B[)IJ(_L9)AI713(,L9)
B .
. i B )an7 B3¢9 D!77('”) B7("9) 413(1,9)G13(L9) C709
S. — Y N — . [ " |
P ——— 1 3 IT - | I ¢ BT S T & |
S m— 3 i 1 - i dll & —&— ]
I

EXa
Mp]
bi e COmpares a performance by TAKE 6 with a big band performance. In the
lg band .
Performance (exam ple 5.12b), the sectional playing is linear, alternating between

Saxo
Phoneg | s
€S and brasg ( trumpets and trombones). Naturally, there is timbral contrast
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be

tWeen the two choirs of instruments (1.e., reeds versus brass), and the voicing of the
br;
55 spans wider tonal range than the saxophones— generally between two and three

o¢
“Laves for e brass compared to under two octaves for the saxophones.

The TAKE 6 performance (example 5.12a) recreates big g band sectional playing

rough contrast in chord voicings, tonal ranges and rhythm. Note how the voice parts
SCheraly SPan a tonal range of three octaves with the first tenor emphasizing A®, recalling

€ range of (g brass in example 5.12b. Also, the passage is voiced in open position. In
€ midsq of this brass-like passage comes a sudden change to close position (in the upper
five € Voice parts) and, consequently, a more narrow tonal range on beat 4 of measure 6.
O, there jg , change of note values— from eighths and quarters to sixteenths. This
me“tdry shift in the musical dialogue effectively recalls the saxophones in example

2b Which a]g exhibit a more narrow tonal range and shorter note values than their

lase .
e COunterpars,

TAKE 6 also emulates the vertical approach to sectional playing, where contrast in

. Yolcings, (ong] ranges and rhythm occurs simultaneously as in example 5.13.

163



EXam l
e . . 5 . ; ‘
Arr‘dng em‘z'n 1153 -4C0mpanson of Vertical Sectional Playing Style in Vocal and Big Band

(a)

|
[ L7}
yF ¥ h5 35 [0 4 lg 1~ | i1
— p

ey 1§ /= \HJ/9 e [§sRY EERa’ B
ol [T W]

3 a-we need oom ba doom doom doom doom
A Cp7¢9) Ffmi’ BY/F  Emi’ AT
Fmi’ Emi® AP

ba

DBSUS D13 C”BSUS C#B C13 C13(Hl) BBSUS
13
v v B

24y~
Unpublhhgdwe Ever” from TAKE 6; and Steve Sample, “My Favorite Things,”
) Score, n.d., University of Alabama, Tuscaloosa.
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(b)

1h Y |5

SXS
S H p - — e
) ; A —— -1
£ v O R —— (R S R — 141
9 —.’ . 7, r

Thng.

Bs.

il

H—r—»—- a

i

bt

=

In ex:
dmple 5,13 b, the saxophones are in close-position block voicing, where the chords

are Voi . .
1%ed in ¢loge position within an octave and the uppermost part is doubled an octave

]()We 25 & .
r. Imilarly, the upper four voice parts in measure 78 of the TAKE 6 performance

(eXa .
Pl 5.13a) move in close-position voicing (without the octave doubling). The

lry Omp
ONEs provide contrast to the fluid rhythm of the saxophones with syncopated stabs

n ex ,
mple 5, 13b. The simulated trombones in example 5.13a (baritone and bass) also

25 i
0 im0 SKY (52) identifics close-position block voicing as “the single most popular
¢d dance band sound of all time.”

165



“play” a C . . )
Ontrasting rhythm against the upper four voice parts in measure 78 —steady

Quarte .
€T notes against ej ghth notes.

I na 111 . . " . - .
ddition to added dissonance and reharmonization, a third method for creating

disg
SOnance -
oce J QT >4 x
CCUrs in measure 35 of “Mary,” shown in example 5.14.

EXam - p
le 5. 14: Dissonance through Voice Leading

71'1112 = — r{*_‘? — 1 -'_'—??_l
L™ sure I \ would

B]

B> = o ——1—
[ r V ,

Bb’ Bimi’/F "Linear" = ————
Abma’/Bh Cmi’/F BY

:/Ieasure 35 contains a chord resulting from voice leading exclusively that does not
duncu()n according to traditional harmonic syntax. The chord in question is an apparent
©Minang Seventh built on bass note D. Instead of progressing to a chord built on G,
Whoge Toot lies a fifth away, it moves to a Bb® chord. As indicated in the roman numeral
anal,.:

ndlysls’ Bb harmony dominates measure 35, which contains the D chord. However,
When listening to this passage, the D chord, which is the most trenchant chord of the
measum’ does not Jar the car. This is because its construction is of linear origin, as it
Conta;

ONlaing gy, noles in common with the chords that directly precede and follow it: inner

Noteg K )

B and c wigh the preceding Cmi”/F chord, and C* and the first tenor note Ab* with
lhe f()] ;

lowing By ¢org, Also, inner notes Eb* and Gb* resolve by step to notes in the

[olloy;
g B chord. Further still, in the voice leading of the bass, the root of the linear
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¢
horg (D?) Completes an arpeggiation of the Bb triad, which, as identified, governs the
hann0ny of measure 35,
. Example 5,15 shows an earlier TAKE 6 performance (when the groups’ name
a % A“iance) Where, again, voice leading alone creates dissonance. The roman numeral
Ralysis below the stafr (example 5.15) shows an authentic cadence with dominant
Preparation o the large-scale harmonic design. The lead vocal’s C5 on the downbeat of
Measure ¢ fepresents the arrival of the final tonic in the key of C major, which is

pr()l()n y
g¢d for 4 measures, The prolongation is, essentially, a IV —I harmonic

p O&res
SI
On, as the three sonorities labeled “linear” (in measures 6-7) are in the service of
IV.N
Ole
how the three tenor parts descend chromatically while the lower voices ascend

I hromdllcdll ¥, and all voice parts converge on subdominant harmony (IV) in measure 8.

Vis further ¢mbellished by an applied bII chord in an instance of harmonic retrogression
‘Fma“y, the applied b7 i unique because, along with its relationship to the preceding IV
tis an apparent seventh chord that resolves linearly to I in measure g%

With fewer voices than TAKE 6, the Breath of Life Quartet accomplishes a

“Omparyp)
€amount of added dissonance through unique chord voicings. Example 5.16

Show
S tw
O devices commonly observed in Breath of Life Quartet performances that effect

n(.re
ased levelg of dissonance.

e of dissonance resulting from voice leading listen to the end

of Wi OFOF dnolher exampl
My Way” from q"AKE 6, So Much 2 Say.
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e 5 A . Q " ] o "
TS 1S “Bless this House,” Final Cadence, Alliance/TAKE 6 (1984)%

5
L 6 7 8~ 9 A
t ! = f f
with Thee
T
T2 i ; ~ .
T3 T — 1
1 1 15 = 1758
v x b b S
B 1 i may dwell oh Lord with thee
e 1 1 T
T 1 - 4 S

o/
le']l GLB“”)

13(
e "Linear"
(IV._, HI)

e

T .
Alliance, Something Within, Legacy Records LR 002, 1984.
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EXam 1 .
=S=Re S 16 Dissonance in Breath of Life Quartet Performances®®

(a) Implieqd Bass Notes

T1
I2

we sure do need . now

| ]
G Ami’ A#? G/B B Cma’ B
I 1 1 om IV v, (VD) W,

L 28 ‘ ‘
Life Qllarlg VSVe. EVCTI Needed the Lord Before” and “This Same Jesus” from Breath of
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(b .
) SUCCCSSlon of Chords in Inversion

T1 9 10
T2 S
this same Je - sus a-by faith I havebcenlold
Bi ; :
B> —3 i 2
STt e == ey
Fmj6 v
mi®/Ab E° /B, Fmi%Ab Bbmi’/Ab  Fmi’”/C O S s
113 32 6 Eo 7/Bl7 Go 7/D}7
” vey <o Ivi VIP{ B VIF?
Ab: VII°4

EXarnp]e 5.16a shows two instances where the root of the chord is implied, which frees
the

he bags voice (o supply an additional chord tone. The implied G? in measure 6 (in

p Aenthegig) a vital link in a chain of bass fifths that begins in the previous measure and
“ds with bass note 2 jp measure 7. The complete chain of bass fifths is E>—A*—D’—

G (3
- A second implied bass note, E? in measure 12, again involves bass movement

by £y
1fthg - ; .
S- Here, the music cadences on E?, briefly tonicizing E minor. In both instances,

the Jj

eral bage v , . e

al bass vojce supplies the seventh of the chord. The effect is that of a five-note

Chorq .

> Which cregfeg the opportunity for more dissonance within the chord while

Maintyip;
INing essential members of the basic triad. Thus, the chord built on the implied G*
in ey
S . ,
Ure 6 (G'3) contains three dissonances—a seventh (literally sung by the bass),

Ning .
40 thirteenth— while still providing the third. Similarly, the chord with an implied

bag
S Note j 3 P
' measure 12 (Emi®) adds a seventh and ninth to an E minor triad.””

.29\

I mygje 3 he notion of implying complete chords with essential chord tones is not novel
HOWever nld can be observed, for example, in the Two-Part Inventions of J. S. Bach.
Par licular’]1 IS unique in the development of the black religious quartet tradition and

Y Characteristic of performances by the Breath of Life Quartet.
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Inanother Breath of Life Quartet performance (example 5.16b), chord roots are
re T , . . '
Present by, NOL1n the bass voice. The result is a succession of seventh chords in

lnve - . o
ISion. Seventh chords voiced in close position also shows the influence of bi g band
mquC.30

The earlicr gospel period of quartet singing saw the development of more
c()nsmtently Complete cadences with chords containing at least roots and thirds, and
Uthengc Cadences progressing according to traditional part-writing rules. However, there
8apr €ponderance of plagal cadences influenced by the prominence of gospel-style

v " :
4mps, Neo-jubiee performances continue the trend of fully developed cadences. But

bec"‘“SC 80spel-style vamps are not as pervasive in the neo-jubilee trend, there are fewer
nsldn(,es ol plagal cadences. As shown in example 5.17, whether authentic or plagal,

“adences ¢mploy complete chords and f ully functional harmonic progressions in the neo-

Jubj
tlee treng, of ten incorporating added dissonance.

Thine ¢ Ow Slmllar use of added dissonance occurs in “Plenty Good Room” and “Have
n Way Lord” from Breath of Life Quartet, Plenty Good Room.
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Ex.
Xample 5, 17. Neo-Jubilee Cadences®

(@ p lagal Cadence

need Him

Abfsus Dima”Dimi’
D?Hlag(add 6) Dbmi

Voo IV

Nt

BRPU Esus B Ab°
Bb’

V. /V I

3]“\

Mary” and “If We Ever” from TAKE 6.
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“Mar 55
]S aa . - .
Y18 baged on the earlier gospel-style performance by the Swan Silvertones and, as
SUCh mq: 7 # s
5 a 5 y ) s % ~
Mtaing jts yge of plagal cadences, as shown in example 5.17a. “If We Ever”

CXampe
Ples.] 7b) demonstrates an authentic cadence in a strict jubilee setting (no

pr Omine )
Nt lead vocal). Along with complete chord structures and harmonic progressions,
b

lances in CXample 5.17 incorporate added dissonance as indicated in the

aceq, s
mpanymg Jazz chord symbols,

Bass Voice

As previoys| Y noted (in chapter IV), boogie-woogie influenced the transition from
Cth Y 1 "
480 Style Dixieland to Swing in big band jazz. Likewise, the boogie-woogie-style

Walk; : :
g bass, €mulated by gospel-style quartets, developed into the swing-style walking

bags ;
S | 8 e
M the neo-jubjjee trend. Exa

mple 5.18 presents a comparison of bass singing in the
YO)Q
80spg| Style and ney

-Jubilee trend that shows the development.

EXa
{ple 5. 13. Development of Walking Bass in Neo-Jubilee Trend*

(a) " o
Chnstlan's Automobile," Dixie Hummingbirds (1957)

boom-a boom.a boom-a boom-.a efc.
C: 1 boom _a boom-a

M

ang < o “Shrislian’s Automobile” from Jubilation! Great Gospel Performances, Vol. 1;
from TAKE 6.

173



(b) "Mary," TAKE 6 (1988)

61 62 63 64

T1 §-ib = I l ~ =
A b —~ = — e ey o e |
2 T bf I =

O  Ma-ry dont YOU weep
i I M—D'_l%_ |
T = ; T |
g’lj =T 1 ¥ pa | 1

doom doom doom doom d(Em doom doom U

oom

doom doom doom doom doom
oom E

Bb: T/ v g

doom
oom

IV

As is the custom in boogie-woogie, the bass line in example 5.18a outlines a chord—C
major. Comparatively, the bass in example 5.18b moves linearly or melodically from one
chord to the next. In this swing-style approach, the bass is freer melodically, and since it
is not restricted to outlining chords, it is also free to treat chords as points of arrival and

departure. This approach is further illustrated in example 5.19.

Example 5. 19: Swing-Style Walking Bass in “Mary”

(a)
wi fldeet- g = T :
T2 = 5
- =
O  Ma _rydon‘t you weep
ot 3 ¢ -
Bl PR = —
AR A
I v

174



(c)
T [ e ,

L i

O Ma- ry don't you weep

E.#lﬂﬂLle

l "r r r r I:r

o
o

(1)

The three instances of example 5.19 are from the vamp of “Mary.” In each
nslanCC the large-scale harmonic progression is [—IV and the upper voice parts remain
Lhdnged The bass is different in each case—note, for instance, the descending line at
dmp e 5.19 as compared to ascending motion at 5.19c. Clearly, as in big band music,

€ swj
Ing-styje approach allows for a more improvisatory performance by the bass
VOice 33

o “qp For more cxamples of swing-style walking bass in TAKE 6 performances listen
from lﬁ Bver. ™ Jordan” and “David and Goliath” from TAKE TAKE 6; and “I’ve Got Life
=0ln the Bang, d, Reprise 9 25470-2, 1994,
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Call-and-Response

| Chapter v presented an example showing the contribution of the neo-jubilee trend
M the development of the clanka lanka riff (see example 4.20b). In this example, the
;mp loymeng of real words in the riff pattern relates directly to the text of the performance.
| CSides thig development, no new call-and-response patterns have developed in the neo-
JUbilee g end as in the case of the folk-style clanka lanka riff, the instrumental-style riff of
theJubilee tradition or the gospel-style vamp. TAKE 6 performances draw on patterns
eslab“Shed in carlier styles, occasionally with modifications. For instance, the TAKE 6
PCITormance of “If We Ever” uses a modified clanka lanka riff, a portion of which is
Presenteq i, €xample 5.20. As is customary of clanka lanka riffs, example 5.20 shows a
Plominep, lead vocal accompanied by a repeating one-measure rhythmic pattern in the
remaining Voice parts. However, the clanka lanka riff is modified in that it only occurs in
the Verse of “If we Ever.” Traditionally, in contrast to the basic call-and-response

tech .
ni ;
que, the clanka lanka riff spans an entire performance.”

\

$ another modification of the clanka lanka riff, “Something within Me” from

So MUC:Ii}
lanky, patic; Say and “Milky White Way” from TAKE 6 both use more than one clanka
€ throughout the performances.
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EXam —
=Sdlple 5. 20: «If we Ever,” Verse, Clanka Lanka Riff**

34 e 35

|
e s =
=S E s s —
E e E Ty
Him in the morn ing

Dy

= S e | T ) ]
J 1 1 1 I r 4 ]

—t

need Him

¢ J J:_ ¢
T
T }
be. I

r.r ;

you that need ba doom doom need Him do do, do
A1>193 know we do

Variation Techniques

_ Harmonic ingenuity highlights the return of emphasis to group singing in the neo-
Jubilee ¢, )
trend. Moreover, harmonic variation tends to take precedence over melodic

Var [all ’
O In repeated phrases or sections of music. To compare, example 5.21 presents the
R
TAKE 6,
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Meloqy, r -
Y from “If We Ever Needed the Lord Before” as performed in the jubilee style and

1C0-jubjj .
lee trend, respectively, to show the shift of emphasis from melodic to harmonic

Variagje,

Exa
S[y]g], le 5. 21: “If We Ever Needed the Lord Before,” Comparison of Melody in Jubilee
and Neo-Jybjjee Trend?®

(a)
we sure do__  Him now oh we

Well if ev -er the Lord_ be -fore
1 we need - ed 9 need

1 ; ; ,
Comrrrtor rrceerry 17
I

T = |

1 0

Sure  d i Il we sure do__ Him now well
TI 5 o need Him now, % we g " 8
T i ]
L — : : 7 =
T L ==
iaa
] [ oePr r
the Lord_ be-fore we sure do__need -a Him ni;)év_ well wl(l}ccd

?I:I [ QIrWCcv-e';lced—cd 10 1
2 I ' s —|
- ! g
g % =7s = 7Ezoy s P PP l s
rer 7 Errrr prr Y
I vV_) I
Good Lord we need

Him ev- 'ty day,
T =
o
N

=
=
[=9
o
<
'
o
'
=
=]
=
—
W

T1 13
i ) [

3\
scribed from an unidentified cassetie recording obtained

6
from . iXample 5.21a was tran ¢
ON the (o drian Watkins. He suggested that the Golden Gate Quartet might be the group
Uarteq rpe‘. Analysis of the performance in comparison with several other Golden Gate
IS Janygpe otdings does reveal striking similarities. Adrian Watkins, interview by author,
WY 1994, live interview, Huntsville, Ala. Example 5.21b is from Breath of Life

n
Qu;
et § Irituals.

178



I we T‘“Cl‘ a -need - ed the Lordbe fore we sure do_need Himnow oh we
A 2
[ o . 2, . N L N
T - 1 | .11 L 1 | 1 1 L | Y 1 l' LIl
1 u‘ T o |
G I Y I
sur,
U do need  now  oh Lord__ we sure do need . now if we
Him him 3
5 nmM . .
- T — e |
T 1 ) e
I p— ———!
Y ¥ V. A% vV I
p—
Ny
c" €r a -need-ed the Lord be-fore we sure do need IImowT) we
1 : b4
[ — : ' ! i j oSS st e ]
1) '|4' " v E Jﬁ | ra = —
M rm v V. VI .
nlccd Him ev - 'y day and ev - 'y hour
[ | 1 N 16
{1 t ] I H
;' e v — fq_ {'_{.: ,},"
(v I Im)

[
<

The
€ jubilee. “Style melody of example 5.21a is more improvisational and, therefore, less

epetj tioug than the neo

-jubilee-trend melody (example 5.21b). Note, for instance, the

dlffer
ehce between measures 14 of the first phrase and measures 912 of the second

Phrage ;
N example 5.21a. Measures 1—4 end with descending motion to G

b? while

Meagyreg
€s9-12 conclude with ascending motion to Gb*. Conversely, the neo-jubilee

Melogy, (.
Y (example 5.21b) is nearly identical in measures 1-4 and 9-12

EX“mplc 5.22 places the two melodies in their respective harmonic contexts to

Urthey
hlghhght the shift of emphasis from melodic to harmonic variation
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EM “If We Ever Needed the Lord Before,” Comparison of Harmony in
Jubilee Style and Neo-Jubilee Trend
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In ex;
" 4mple 5.22b, when the melody of the first phrase repeats, the harmony is different.
. asures 14 project a prolongation of tonic harmony with the progression [ —V—1.
nverg
mcas::ily ’ mealsures 9-12 move away from tonic, cadencing on submediant E in
e . ‘2"&.1 illustration of “harmonic variation.” The switch from close-position
OICIngs in measures 1-4 to open position in measures 9-12 further highlights the

harmyn:
monlc i B 5
le'lal g A1t “« s Sy
10n. Compar atively, example 5.22a shows “melodic variation” between

Meagyr,
3 T : ' ' '
—~4and 9-12 while the harmony is essentially the same, projecting the Gb tonic

ChOrd O
- Onl as p—— , .
Y measure 12 is different, moving to a dominant seventh chord.

Asar
I I 3y ~ e . . . ‘
esult of more use of jazz-style dissonances, neo-jubilee performances often

“MPloy chord v .
ord voicings associated with big band music, which usually places the melody

jn the u
PPermost position (first tenor).?” Eleventh and thirteenth chords, which Sebesky

l.
dbC]S . “hjgher 2 - . 13
number chords,” occur frequently in example 5.22b. Note the D'7sus in

Megg
ure 3 E 17 -
» Emi% in measure 5, G§ in measure 6 and the Db’ """ in measure 12 as

CXampjeg f
S : ; , ,
5 Of higher number chords. As a result, the top voice (first tenor) carries the
elOdy th
l Toughout example 5.22b. Conversely, the jubilee-style performance exhibits
€ss har .
mMonjc ¢ . - :
Nic complexity and variation (example 5.22a), and the second tenor supplics

the
melog A !
Y- Also, the melodic contour is freer, frequently crossing the first tenor

thrg
Ughout the performance.

K
E techniques for instrumental

37
Jgd/.,/ﬂm The’g‘(‘)nples illustrating the most popular chord-voicin ru
‘S(?ml-OIWP_OF ary Arranger (e.g., close-position block voicing, open-position,
Cbesky> 165 210n, clusiers etc.) consistently place the melody in the top voice. See
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The Breath of Life Quartet’s “If We Ever Needed the Lord Before” is unusual in
that the fipg tenor carries the melody for the entire performance.® What is more common
10 reserye Placing the melody in the top voice part for predetermined phrases or

Se Ml = . . 4 5 o ey (e, OB ’
Luom’ Most often in the context of harmonic variation. Such is the case in “Mary” and

Ca . , . , . )
N be Observed jn the harmonic construction of the vamp.

5 5 9, 3
In the b; partite vamp, shown in example 5.23, the opening vamp (example 5.23a)
IS a Wo-meagure repeating riff based on [—IV, the basic harmonic progression for the

Performance,

Ex.
Xampe 5, 23: Opening and Closing Vamps

(a)

(§|
12

T3
B]
B2
doo
Bb mj? Ey’
I'/ IV

k

~ ar ”? iC ‘k‘ b'dSCd
on th 8T,he same is true of the TAKE 6 performance of “If We Ever, which 1s
€ Carlier Breayh of Life Quartet version.
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| (b)

T1 77 _—
T2 34— = t
e jF —

O Ma -r_yd : you weep
bt d QO3 ¢ -
B2 : —

rrr
By’
v

Fmi]lFLQ(HI)
I

he rifp that comprises the opening vamp (example 5.23a) is derived, essentially
Unalier ¢d, from the final phrase of the chorus. The chords employ traditional quartet
voicingS (close position) with melody in the second tenor and with an added fifth voice.
The riff that comprises the closing vamp (example 5.23b) is a harmonic variation
Ofthe i, Striff, Though the underlying harmonic progression remains I —1IV, the
char Monized riff redefines the I in measure 61 as applied dominant of IV in measure 77.
FllthCr More, the tonjc Bb chord, as an applied dominant in measure 77, is transformed by
4rmonj Substitution. First, a [[— V progression substitutes for the Bb chord in measure

77. Thic '
This Breatis the Fal owing chain of bass fifths: F —Bb—FEb. Second, a tritone
Subgt; Wtion for g,

in the chain effectively alters the chain to F— (F)—Eh.

The harmonic variation of example 5.23b contains more dissonance, creating
higher Mumber chords on beats 2 and 3 of measure 77. Consequently, the second tenor’s
Melody i, the opening vamp (example 5.23a) is transferred to the top voice in the closing

Yamp (523 b) projecting a repeated Bb*. Example 5.23b also shows another significant

leature related (o higher number chords. Along with the melody placed in the top D

the C
hords change from close position at 5.23a to open position at 5.23b.
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The melody of example 5.23a is different from that of 5.23b. Sung by the second

tenor, it begins on Db*, is prolonged by upper neighbor note Eb*, and finally descends to
3 1 . . . .
B in Measure 62. This raises the question as to how it is determined that the repeating

Bb in the top voice of example 5.23b represents a transfer of the second tenor’s melody
e eXample 5.23a, The answer lies in the passage of music from which the closing

\Z y _
Mp derives, shown in example 5.24.
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w: Origin of Closing Vamp

Bb’ Bimi’/F  "Lincar"
Abma’/Bb Cmi’/F

BY Fmi
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dmg r Bmi6s B ——————A—————

I

Example 5.24 shows the first phrase of the verse in “Mary.” The melody for the entire
phrase emphasizes note Bb. The phrase begins with traditional quartet voice parts. The
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second tenor carries the melody for the first three measures (measures 33-35),
cmphasizing Bb. When the voice leading moves to higher number chords in open
position in measure 36, the melody moves an octave higher to Bb*, transferred to the top
voice for measures 36-38. When the voice leading returns to close position chords at
measure 39, the melody returns to the second tenor, continuing to highlight Bb>. The
progression of open position chords, with melody in the top voice (measures 36-38),
provides the music for the closing vamp. Thus, harmonic progression and voice leading
arc essentially identical between measures 36-38 of example 5.24 and example 5.23b,

supporting the melodic displacement in the closing vamp.

The harmonic variation continues in the closing vamp, as illustrated in example
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en ie four measures long. Except for
Four phrases comprise the closing vamp. Each phrase 18 four 5 P

ae 50 at the beginning of cach
the bass line, the riff established in measures 77-78 is the same B g
oe anmroaches subdominant Eb b
phrase. In measures 77-78 (first phrase), the bass app! oach Yy
. P nent by {1fth substitutes
stepwise motion. In measures 81-82 (second phrasc), dhae VD y

- upper voice parts remain the
for the stepwise motion of measures 77-78. Though the upp

: ic progression, reflected
same, the change in bass line affects the character of the harmonic¢ prog )

in the jazz chord analysis (example 5.25). The bass line of measures 85-86 (third phrasc)
is a conflation of the bass in measures 77-78 and 81-82. Here, tritone substitution (Fb)
breaks up the bass movement by fifths, to approach subdominant Eb by half step. The
bass in measures 89-90 (fourth phrase) returns {0 the original motion of measures 7778,
Of course, the underlying harmonic progression, [—IV, is maintained in cach two-
measure group.

Harmonic variation in the latter half of eachof the four phrases 1s more striking.

Changes in the second tenor and bass voice parts create most of the variation, along with

: h i S 13
an extra chord, which is added to the ends of the second and third phrases. The Ab’s
chord at the end of the second phrase is an extension of the chain of fifths that spans

2 4 QT 1Q ¢

measures 83—84— F— (Fb)—B—Ab. Of course, the bass note Fb* in measure 83 is a
tritone substitution for Bb in the chain. The chord added to the end of the third phrase is
built on tonic note Bb, extending the basic two-chord progression to I —IV—1I in measures

87-88.

Rhythmic variation complements harmonic variation in the closing vamp. Example

5.26 shows a pattern of rhythmic variation that parallels and, consequently, highlights the

harmonic variation.
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Example 5. 26: Rhythm Analysis of Closing Vamp
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Except for the fourth phrase, the rhythmic pattern is the same at the beginning of cach
phrase of example 5.26. Most of the rhythmic variation occurs in the latter half of each
phrase, which, one may recall, is where the more striking harmonic variation occurs.
Chord symbols are provided in example 5.26 to show the relationship between rhythmic

and harmonic variation.

The first phrase of example 5.26 (measures 77-80) contains two statements of the
phrase “O Mary don’t you weep.” The only difference between the two statements is the
placement of the first word “O.” It enters a half beat earlier in the second statement
(measure 79). The latter statement of “O Mary don’t you weep” in phrases two and three
extend progressively, which the arrows point out in example 5.26. Note how the word
“weep” on beat 1 of measure 80 (first phrase) comes on the upbeat of beat 3 in measure
84 (sccond phrase). It occurs even later in the measure at the end of the third phrase
(measure 88). Likewise, the position of “don’t” shifts from beat 4 in measure 79 of the
(irst phrase to the downbeat of measure 84 in the second phrase and maintains this new
position at the end of the third phrase. The word “you” is dropped {rom the phrase “O
Mary don’t you weep” at the end of phrases two (measure 84) and three (measure 88).
Finally, the fourth phrase (measures 89-92) repeats the rhythmic pattern of the first
phrase. However, the rhythmic variation between the two halves of the first phrase
reverses in the fourth phrase. Thus, the syncopated “O” of the latter half of the first

phrase (measure 79) comes at the beginning of the fourth phrase (measure 89).

These harmonic and rhythmic variation techniques, prominently featured in the
vamp, serve (o highlight the return of emphasis to group singing in the neo-jubilee trend

of quartet singing.

As another example of harmonic variation, example 5.27 shows a portion of the

chorus from TAKE 6’s performance of “If We Ever” harmonized three ways.
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Example 5. 27: Harmonic Variation in “If We Ever,” TAKE 6 (1988)*°

(a)
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(c)
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The large-scale design in each instance of example 5.27 is [ -IV—VI. However, the
approach to IV in the design is harmonically different in each case. In measure 10 of

cxample 5.27a, I1I# precedes IV. In the second instance (example 5.27b), an applied 11—

V progression precedes V. The operations in examples 5.27a and 5.27b combine to
produce harmonic progression in example 5.27c. Thus, II from the II—V progression
(example 5.27b) moves through I1I# (from example 5.27a) to finally cadence on IV in
measure 119. This form of developmental variation recalls the same type of variation
applied to a single voice part as melodic variation, examined in chapter II. There, a voice
part moved by step in one instance, by skip in a second instance, and culminated with
both diminutions in a third instance.® The employment of this concept, first as melodic
variation in the folk style, and then as harmonic variation as in example 5.27, clearly

demonstrates the development of variation techniques in black religious quartet singing

#See example 2.15 in chapter I1.



Meter and Rhythm

A significant featurc of big band jazz in the Swing Era is the emphasis on every
beat in the measure. This is readily apparent in “Mary,” signaled by a walking bass in the
vamp, which stresses four beats per measure in common-time meter. Also, neo-jubilee-
trend performances continue the trend of infusing earlier quartet performances with
swing-style rhythm characteristics. Such is the case in the Breath of Life Quartet
adaptation of “If We Ever Needed the Lord Before” where a four-beat rhythmic fecl
replaces the two-beat feel of an earlier jubilee-style rendition (compare examples 5.21 and

5.22).

Likewise, swing cighths are prevalent in neo-jubilee-trend performances. “Mary”
clearly demonstrates this feature as do several other performances discussed in this
chapter such as “If We Ever (Needed the Lord Before),” performed by both TAKE 6 and
the Breath of Life Quartet, “This Same Jesus” (example 5.5b), “Something within Me”

(example 5.11) and “Get Away, Jordan” (example 5.12a).

Summary
The neo-jubilee trend of quartet singing marks a return of emphasis to group
singing. Performances by TAKE 6, the most notable vocal group of the neo-jubilee trend,
fall into two categories, both of which emphasize group singing. One is a strict jubilee
approach where the single objective is the even blend of group singing. The second
category recalls the transitional quasi-jubilee style that preceded the gospel style. This
approach incorporates a prominent lead singer, although group singing remains

paramount. “Mary,” the primary piece for analysis in this chapter, is representative of the

quasi-jubilee approach.
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The return of emphasis to group singing is evident in the way threads of harmonic
development continue to evolve. One such thread is the development of variation
techniques. In neo-jubilee-trend performances, emphasis on harmonic variation in
repeated phrases or sections of music represents an extension of the melodic variation
within a single voice part common in earlier styles of quartet singing. Several instances of

harmonic variation occur in “Mary,” most notably in the vamp.

The continued proliferation of swing-style big band characteristics in the neo-
jubilee trend encourages development of other musical threads. One such thread is the
development of chord structures and added dissonance, which shows a new penchant for
the regular use of jazz harmony, including ninth, eleventh and thirteenth chords. As
shown in “Mary,” there are generally three methods for creating these jazz-style
dissonances. These include the employment of added notes, reharmonization and voice

leading that creates linear progressions.

Chord voicings often emulate those associated with big band music. “Mary,” in
particular, uses close-position voicing of parallel seventh chords, and higher number
chords in open-position voicing with melody in the top voice. Other TAKE 6

performances emulate the contrast and interplay of choirs within the big band ensemble.

Finally, the boogie-woogie-style walking bass, emulated by gospel-style quartets,
develops into the more melodic and improvisational swing style of bass walking in the
neo-jubilee trend. In “Mary,” the bass sings homophonically with the other group voice
parts in the chorus and verse. It switches to a walking pattern in the vamp where the lead
singer is more improvisational. This parallels the tendency of the bass player to reserve

the walking bass for improvisational solos in instrumental jazz performances.
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CHAPTER VI
CONCLUSIONS

Threads of Harmonic Development

Six threads of harmonic development have been identified and traced to show their
evolution through the black religious quartet singing tradition. These threads of
development fall into three categories: threads that show continuous development throu gh
the entire genre; shorter threads that do not span the entire genre and; fragmented threads,

where there is a caesura in the development that picks up again later in the evolutionary

process.

“Number and function of voice parts” is a thread that shows continuous
development throughout the tradition. In the concurrent folk and jubilee styles, quartets
generally consisted of four singers that adhered to traditional quartet voice parts. With the
shift of emphasis to lead singing in the gospel style, quartets added a voice part to
maintain a four-voice structure as accompaniment for a prominent lead singer. Many
quartets employed two lead singers, expanding the vocal texture to as many as six parts.
With the return of emphasis to group singing in the neo-jubilee trend, TAKE 6 redefined
roles in the six-voice texture with two approaches. In the quasi-jubilee approach, a five-
voice background that often employs jazz-style harmony accompanies a prominent lcad

singer. In the strict jubilee approach, all six voices serve to create jazz-style chord

structures.

Another thread that shows development throughout the genre is “the role of the
bass voice.” Often nonfunctional in the folk style, functional bass parts appeared more
often in the latter half of the jubilee period when the Golden Gate Quartet popularized the

pump bass technique, which emphasized chord roots on the strong beats in the measure
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Bogg; - , ;
Oog‘e‘WOOgle Influenced the beginning of walking bass parts in the gospel period,
Which ®mphasized chord roots and outlined chords with the boogie-woogie bass pattern.

“velopmeng jp the neo-jubsilee trend is characterized by more melodic walking bass parts.

“Variation techniques” is yet another thread of development that spans the black

religious quartet tradition. Melodic variation within indi vidual voice parts in repeated

SCclions of music was the primary form of variation in the folk and jubilee styles.
fOMminent jeaq singing added a new dimension in the gospel style— textual variation.
hen When the ¢mphasis on group singing returned in the neo-jubilee trend, with a

Predilectcy, for jazz harmony, melodic variation in individual voice parts evolved to the

form o :
m of harmomc variation.

Shorter threads of development include “meter and rhythm,” which shows
eVelopmem through the gospel style and not in the neo-jubilee trend. Cut-time meter is
Minang i e Olk style as well as the even distribution of eighth notes. Cut time is also

Vi Meter of choice in the Jubilee style, but there are also performances, such as “One Day
e the Lorg vy Call Me,” that begin to incorporate the swing feel of jazz (utilizing
Nevep distribution of eighth notes). Common-time meter replaces cut time in the gospel

*Wle. Also, there is more consistent use of swing eighths marked by the occasional

booe: g
081e~W00g1e Style walking bass.

There js ajg development of “call-and-response techniques” in the three
established Styles but not in the neo-jubilee trend. New call-and-response patterns
“Veloped jp, cach of these three styles. The clanka lanka riff, for instance, was evolving
in the folk styje during the time the narrative style was developing in the jubilee tradition.
Both Tf styles featured a lead singer accompanied by the remaining voice parts in a
ep Caling rifp Pattern. And both represented early manifestations of the gospel-style vamp

t . v . - Afa qQ
at f()HOWed_ Also, the instrumental-style riff developed among jubilee quartets as
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an()ther fo .
rm of s .
call-and-r esponse. The gospel-style vamp represented the culmination of

Hff dey,
clopment i , -
pment in quartet singing. It was designed to showcase a virtuosic lead

Perform,
ance an g p . .
d effect an emotional climax in a hi ghly improvisatory setting.

evel()pmi}::r ‘: Sl; uct‘ures and added dissonance” is an example of a fragmented thread of
oMl - 0 the folk style, chord structures were often incomplete and the seventh
Comp]elc? £ ez‘?’uk.lr ly added dissonance. Chord structures were more consistently
"™ Sl.thn the jubilee style. And along with regularly employed seventh chords, the
o ehorg . :i:)rd cvolved into a common sonority in the jubilee style. The development
the focy e ;;es shows no innovations in the gospel style when lead singing became
BB . -evclopment resumed in the neo-jubilee trend when group singing
a”nony i: PFOrfnnence_ Regularly employed dissonances expanded to include jazz-style
Cluding ninth, eleventh and thirteenth chords, and open- and semi-open-

POsitj
Oon ChOrd v @
VO - . s
- Icings became common, contrasting the consistent use of close-position
1C T
Ngs in carlier styles.

Influence of Big Band Music

Prof()u“:h,(;;nﬂ uenc(? of big band music on the black religious quartet tradition is
- . Se “.'ay an band jazz evolved from New Orleans Dixieland to Chicago Style
Singjng . .Wll.lg s reflected in many of the threads of development. For instance, bass
ixiey ¢ Jubilee style began imitating the tuba sound associated with New Orlcans
- ;::;V:“e pulsing on the strong beats of the measure in the tradition of Chicago
gOSpe]_S[ l nd. Then, just as boogie-woogie helped usher in the Swing Era, likewise,
Yle bass singers turned to a boogie-woogie influenced style, which emphasized

CVery begy j
Catin A - . :
the measure and encouraged swing eighth notes. Finally, the Swing Era saw
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the development of a linear walking bass style, which is another pattern of development

reflected in bass singing of the neo-jubilee trend.

In big band music, the heterophonic playing style of Dixieland jazz evolved into
the vertical and sectionalized style of Swing. The same is true in the development of
quartet singing. The instrumental-style riff from the jubilee tradition, consisting of layered
riff patterns, is akin to the heterophonic style of Dixieland jazz. Additionally, in the neo-
jubilee trend, TAKE 6 emulates the sectional playing style of swing bands through

contrast in chord voicings, tonal ranges and rhythmic figures.

The way big band music moved from a two-beat rhythmic feel to a four-beat feel
in the transition from Chicago Style Dixieland to Swing, is reflected in the transitions
from folk and jubilee styles of quartet singing to the gospel style. The transcriptions in
this dissertation mark the development with a change from cut-time meter in folk- and
jubilee-style performances to common-time in gospel-style performances. Accompanying
the change of meter was the shift to swing eighths, again parallel to the development in

big band music.

Other Stylistic Influences

The influence of barbershop music is significant for two reasons. First, the
cmployment of swipes, barbershop sevenths and the bVI encouraged complete chord

structures in the jubilee style. Second, it introduced new harmonies that served as

transition to the jazz-style dissonances of the neo-jubilee trend of quartet singing.

The emergent composers of black gospel music introduced the recitative-and-aria
song style to black religious music in the late 1930s. Consequently, jubilee-style quartets
adopted the technique, which served two purposes. First, the slow, nonpulsed style
highlighted barbershop devices in recitative-style introductions and endings. Second, the

199



Slow ; g : .
Introductiopg and endings added variety and contrast to the formal structures of

Quareg Performances.

Toward a Method of Arranging

This Study lays the groundwork for developing a method for arranging in the
black eligious quartet style—a project this writer plans to pursue. It clearly identifies the
*cture Of traditiona] quartet voice parts. It also identifies the most commonly added
diSSOHaHCCS and outlines three methods for addi ng jazz-style dissonance—adding notes to
ol CStabligheq four-part arrangement, complete reharmonization and voice leading dictated
by linear Progression. Also, jt suggests options for the function of voice parts in four-,

five .
B i s . o — —
and six-yojce textures, and explores variation techniques in quartet arranging.

Recommendations for Further Study

The S¢Ope of this dissertation is limited to group singing that is a cappella or
harmoniCally independent of instrumental accompaniment. The contemporary gospel style
ot‘qlmrtet Singing, which followed the gospel style, utilizes full instrumental
accompaniment and, therefore, lies beyond the scope of the present investigation. Another

Sty . ,
o Might examine instrumental harmonic development through the contemporary

S0spe] Period, the beginnings of which can be observed as early as in the folk style of
Hartey Singing, Also, many groups perform both styles (i.e., a cappella and with
lnstrumemal dccompaniment). A study comparing the musical adjustments that such
Sfoups Must make ¢ alternate between the two styles or how one style affects the

APpProya .y - .
Pproac, In the other style would also be a worthwhile endeavor.

Perhaps another study could examine precursor groups of the folk and jubilee

SYlec < o o b -
Y1es, which Would include analyses of quartet singing in the minstrel shows of the
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One Day When the Lord Will Call Me,” Southern Sons (1942)
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