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ABSRACT
JUSTIN R. NELSON. The Spiritual: Its History, Meanings, and Performance

Practices as Demonstrated in Two Settings for SATB Choir (Under the direction of DR. KORRE
FOSTER.)

Spirituals are a vital part of the standard choral repertoire. Originating in the songs of
slaves and now presented in concert form, spirituals have moved from the plantation to the
concert hall. Choral conductors must address many questions regarding performance practices
associated with the spiritual. These questions include the origins of spirituals, use of dialect,
movement, appropriate choral timbre, and issues dealing with tempo, phrasing, and rhythm.
Also included in this study are conductor’s guides to two spirituals: I Want to Die Easy”
arranged by Roland Carter and “Look What Dey" Doin to Jesus™ arranged by Richard Jackson.
These conductor’s guides address the aforementioned questions regarding performance practice
as well as include biographical information on the arrangers. Sources for this study include
journal articles, books, and doctoral dissertations written by experts in the field of choral music.
Sources also include interviews with Dr. Rollo Dilworth. Dr. Felicia Barber, Dr. André Thomas,
and Dr. Roland Carter, all respected experts in the field of choral spirituals. Future study could
include other performance practices associated with spirituals such as the use of body percussion

and musical forms found in spirituals such as call and response patterns.
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CHAPTER |

Origins of the Spiritual

The genre of the spiritual was born out of a seemingly “perfect storm™ of human rights
injustice. The enslavement of an inherently musical people and their search for a way of coping
with the harshness of their reality led to the creation of one of the greatest musical treasures
America has to offer—the African American Spiritual. From the fields of the south to the
concert halls of the world, the spiritual has evolved from simple melodies sung on the plantations
and in camp meetings to a genre of choral music that is rich with tradition and meaning for all

peoples.

The Enslavement of A Musical People

Out of one of the most tragic times in American history comes the genre we now know as
the spiritual. Beginning in 1619 and lasting until 1860, the slave trade forcibly brought Africans
from the western coast of the African continent to the eastern coast of the United States.
According to Eileen Southern, the conditions slaves faced even before they reached the coast of
the southern United States was deplorable; “They [slaves] were to continue to come for more
than two hundred years, brought at first in small groups (called “parcels”), then later by the
shiploads, clamped in irons and wedged into foul vessels so closely together that there was

hardly enough room for movement.”" In From Slavery to Freedom, Franklin and Moss, describe

' ileen Southern, The Music of Black Americans.: A History, 3" ed. (New York: W. W. Norton and
Company, 1997), 3.




the journey to the United States endured by slaves: *
There are records of ships as small as 90 tons carrying a compliment of 390 slaves in
addition to crew and provisions. The practice of overcrowding slaves became so
common that the British Parliament felt compelled to specify that not more than five
slaves could be carried for every 3 tons of the burden of a ship of 200 tons. This
regulation, like so many others, was not enforced. More slaves meant greater profits, and
few traders could resist the temptation to wedge in a few more. There was hardly
standing, lying, or sitting room. Chained together by twos [sic], hands and feet, slaves
had no room in which to move about and no freedom to exercise their bodies even in the
slightest.
Conditions on slave ships were so deplorable that it is estimated that only around half of the
slaves that were captured actually became workers on plantations. Diseases such as smallpox
and dysentery killed many slaves during the journey. Many slaves committed suicide by
jumping overboard and many others were permanently injured from struggling against their
chains.” Slaves were usually captured from the western coast of Africa, from the people of the
“empires of Ghana, Mali, Songhay, Kanem-Bornu, and the Mossi, Hausa, and other states.”™
Although the actual figure is unknown, some have estimated that between ten to fifteen million
slaves were brought to the United States.”
From the ships where they were packed like cargo into small holds, slaves were aliens in
a new and strange place, stripped of their culture, instruments, and dignity and were unable to
speak the language of their captors. In the United States, they faced the auction block of one of

the many slave traders throughout the southeastern United States. They were bid on as if they

were nothing more than livestock. Family groups found themselves separated, sold to different

* John Hope Franklin and Alfred A. Moss, Jr., From Slavery to Freedom: A History of African Americans,
Tth ed. (New York: Alfred A Knopf, Inc., 1994), 37.

" Ibid.
*Southern, Music of Black Americans. 3.

" bid.. 20.



plantations, parents separated from children, husbands separated from wives. Howard Thurman,
in his book Deep River describes the inhumanity of slavery:

But it must be intimately remembered that slavery was a dirty, sordid, inhuman business.

When the slaves where taken from their homeland, the primary social unit was destroyed,

and all immediate tribal and family ties were ruthlessly broken. This meant the severing

of the link that gave the individual African a sense of persona. There is no more hapless

victim than one who is cut off from family, from language, from one’s roots. °

The slave’s arrival on a plantation offered no relief from this injustice—usually only
backbreaking labor. It was expected of one slave to pick 150 pounds of cotton a day. However
during harvest season, many slaves were expected to do much more. For example, “In 1830,
fourteen Mississippi slaves each picked an average of 323 pounds of cotton in one day.”7 Slaves
that did not work as hard as the master or overseer wanted would face the inhumanity of the lash.
Beatings on plantations were a common occurrence. Many slave owners believed that “Africans
were a childlike race and should be punished just as children were punished. . . Almost none
disclaimed the whipping as an effective form of punishment, and the excessive use of the lash
was one of the most flagrant abuses of the institution.”

Slaves were also expected to live in nothing more than sheds or huts and survive on slim
rations. Cabins often had only dirt floors, walls that failed to keep the elements out, and usually
no windows. Weekly food supplies for the typical adult slave was “about a peck of meal and
three to four pounds of meat [usually salt pork].”™ Booker T. Washington describes lean times on

the plantation when he had to eat Indian corn that had been boiled for cattle feed: “At the times

when [ had failed to get any other breakfast, I used to go to the places where the cows and pigs

® Howard Thurman, Deep River and The Negro Spiritual Speaks of Life and Death, (Richmond, IN:
Friends United Press, 1975), 35.

" Franklin and Moss, 129.
* Ibid.

 Ibid, 129.



were fed and make my breakfast off the boiled corn, or else go to the place where it was the
custom to boil the corn and get my share there before it was taken to the animals.”"’ Clothing for
the slave consisted of clothing made from “jeans, linseys, kerseys, and onasburgs for the men

and calico and homespun fabrics for the women. Shoes, called ‘Negro brogans,” were not

provided except for the winter months.”"!

The fabrics used in slave clothing were heavy and of a
very coarse texture much like burlap or twill.

Slaves needed a way to cope with the harsh reality of their cruel existence. One of the
ways slaves dealt with their reality was to make music, much as they did in their homelands.
Music is of paramount importance in the African culture. Bruno Nettl advises, “It cannot be
denied that Africans, on the whole, do participate in musical life much more—and more actively
singing, playing, composing, dancing—than do members of Western civilization. . . Music in
Africa can be said to have a greater or more important role than it does in Western
civilization.”'* In this foreign land, slaves used music as a psychological tool to process their
struggles for freedom and survival. W. E. B. Dubois called spirituals sorrow songs; they were
“music of an unhappy people, of the children of disappointment; they tell of death and suffering

313

and unvoiced longing toward a truer world, of misty wanderings and hidden ways.”” According

to Hall Johnson, slaves brought from Africa: 4

' Booker T. Washington, My Larger Education: Begin Chapters From My Experience, (New York,
Doubleday, Page and Company: 1911), 7. accessed October 8, 2015,
http://docsouth.unc.edu/fpn/washeducation/washing.html.

" Franklin and Moss, 129.

2 Bruno Nettl. Folk and Traditional Music of the Western Continents (1965): Quoted in Thomas, Way
Over in Beulah Lan': Understanding and Performing the Negro Spiritual (Dayton, OH: Heritage Music Press,
2007), 5.

B \W.E. B. Dubois. The Souls of Black Folk (New York: Fawcett Publications, 1961), 183.

" Hall Johnson, "Notes on the Negro Spiritual.” (1965), quoted in Readings in Black American Music,
comp. and ed. Eileen Southern, 2nd ed. (New York: W. W. Norton, 1983), 271.



I Fine natural VOICES, developed by centuries of habitual singing out-of-doors.
2. Anunerring sense of DRAMATIC VALUES, —words and music—due to the wide

variety of their functional songs.

3. A dazzling facility in IMPROVISATION and EMBELLISHMENT.

4. Above all, and underlying all, a supreme understanding of the basic laws of

RHYTHM-—with all its implications and potentialities as applied to music.

They discovered in the New World—

I. A more serviceable MUSICAL SCALE—with longer range but smaller intervals.

2. A Wider view of music structure by the use of the METRICAL PHRASE.

3. The sensuous delight of rich HARMONY and exciting COUNTER-POINT.

4. Lasty, the powerful, unifying psychological effects of GOOD PART-SINGING.
This combination of the slaves’ natural musical ability, Western musical concepts, and the
slaves’ need to comment on their struggles gave birth to the spiritual. Benjamin May, former
president of Morehouse College describes the birth of the spiritual as a tool for assimilation,
“The creation of the spiritual was no accident. It was a creation born of necessity, so that the
slave might more adequately adjust himself to the conditions of the new world.”" Assimilation
was basic for the slave’s survival in this new land.

With President Lincoln’s Emancipation Proclamation ending legal slavery in the United
States in 1863 and with the end of the Civil War in 1865, African Americans were finally free.
Thankfully, former slaves passed their songs down to younger generations and musicologists
such as William Allen (1830-1889), Charles Ware (1840-1921), and Lucy Garrison (1842-1877)

collected their songs. These songs are the basis for many modern concert arrangements of

spirituals.

" Benjamin May, quoted in André Thomas, Way Over in Beulah Lan': Understanding and Performing
the Negro Spiritual, (Dayton OH, Heritage Music Press: 2007), 5.



From the Field to the Concert Hall

Spirituals were originally heard in the fields on southern plantations. Slaves sang for
many reasons while working. Richard Crawford comments, “Communal work songs help
workers [slaves] fulfill their tasks by pacing their activity, coordinating their movements, and
rallying their spirits.”"° According to Frederick Douglass, slave owners even expected their
slaves to sing. Douglass explains, “A silent slave is not liked by masters or overseers. ‘Make a
noise,” ‘make a noise,” and ‘bear a hand,” are the words usually addressed to the slaves when
there is silence amongst them. This may account for the almost constant singing heard in the
southern states.”'” Slaves also sang in order to pass along secret messages to other slaves. In

Black Song, John Lovell, Jr., shares: I8

Russell Ames and others have recorded how Harriet Tubman used “Go Down Moses™ to
call up her candidates for transportation to free land; she also used “Wade in the Water”
to warn her friends how to throw bloodhounds off the scent. Nat Turner used “Steal
Away” to call his conspirators together. “The Chariot’s A-Comin’” was a clear
reference, via “singing telegraph,” to the overhanging shadow in the neighborhood of a
conductor for the Underground Railroad. “Good News, Member” reported by the same
great telegraph that a runaway slave had reached freedom. “Foller de Drinkin” Gou’d”
(the drinking gourd was the Big Dipper in the sky) was a musical and poetic map of one
line in the network of the Underground Railroad.

[ronically, many slave owners used their slaves’ singing as a way to keep track of their locations
on the plantation as well as a way to assess the slaves’ moods.

In addition to the singing of spirituals on plantations, spirituals were sung in the slaves’
worship services. However, V. F. Calverton is quoted as saying “there is more, far more than the
ordinary Christian zeal embedded in Negro spirituals. They are not mere religious hymns

written or recited to sweeten the service or improve the ritual. They are the aching, poignant cry

" Richard Crawford. An Introduction to America’s Music (New York: W. W. Norton, 2001), 250.
" Frederick Douglass, quoted in Crawford, 4n Introduction to America’s Music, 249.

" John Lovell, Jr., Black Song: The Forge and The Flame (New York: MacMillan, 1972), 196.



of an entire pcoplc."'" Slave worship services were different than those of the white Christians.
Often times, slaves were not allowed to congregate at all. On many plantations, the slaves held
clandestine worship services. According to Southern, many “scholars refer to the religious
community of slaves that existed outside the formal church as ‘the invisible institution” or ‘the

39520

invisible church.”" In these services there would be singing of mostly improvised songs,
dancing a ring-shout, and testimonies offered by members of the congregation. If one of the
slaves could read, there might be a reading from the Bible. If no one could read a slave would
offer an “exhortation based on a passage of the Bible that he had memorized.™' It was in these
worship services that the songs of the field became the songs that we know as the spiritual.

The first collection of slave songs was compiled by William Francis Allen, Charles
Pickard Ware, and Lucy McKim Garrison and published in 1867 under the title Slave Songs of
the United States. The first publication of this book contained only melodies and texts
transcribed from slaves living off the coast of Georgia and South Carolina at the end of Civil
War. According to Thomas, “the editors [Slave Songs of the United States] felt they had a finite
amount of time to collect this music, sharing in the preface their feelings that many of the slaves
were hesitant to sing these old spiritual songs and that the spiritual would soon be superseded by
the new style of religious music that was imitative of white people.”22 Thankfully due to the
work of Allen, Ware, and Garrison, spirituals have survived. And, thanks to contributions of
arrangers such as Harry Burleigh, Nathaniel Dett, Moses Hogan, and countless others, spirituals

have successfully transitioned from the fields of slavery to become one of America’s greatest

19y F. Calverton. “The Negro and American Culture,” quoted in Miles Mark Fisher, Negro Slave Songs in
The United States. (Ithaca. NY: Cornell University Press, 1953), 25.

' Southern, Music of Black Americans, 179.
*! Ibid., 179-180.

12 ’ 2
~ Thomas, Way Over, 13,



musical treasures. Harry T. Burleigh (1866-1949) is credited with being one of the first
arrangers of spirituals. Burleigh had a great reverence for spirituals and is quoted as saying,
“Spirituals are the only legacy of slavery of which the race can be proud. Into the making of
these spirituals was poured the aspirations of a race in bondage whose religion, intensely felt,
was their only hope and comfort. They rank with the great folk music of the world.”?

From all accounts, Burleigh was a fine baritone vocalist.>* He attended the National
Conservatory of Music in New York during the tenure of Antonin Dvoiak. According to
Thomas, “It was Burleigh who introduced him [Dvorak] to the spiritual. They became friends
and often Burleigh would copy manuscripts for Dvordk. When Dvorék arranged the song ‘Old
Folks at Home,” Burleigh was the soloist for the performance.”* Dvorak was a great supporter
of Burleigh and his encouragement may have led to the arrangements Burleigh would later
create. Just before the New York premiere of his Symphony No 9, Dvorak is quoted as saying,
“I am now satisfied that the future music of this country must be founded upon what are called
the negro melodies. This must be the real foundation of any serious and original school of
composition to be developed in the United States.™® Burleigh later created many arrangements
of spirituals for both solo voice and chorus.

In addition to Burleigh’s work to bring spirituals to the forefront of American music, the
Fisk Jubilee Singers did much to help establish the spiritual as a part of the standard choral
repertoire. Following the Civil War, Fisk University in Nashville was organized to educate freed

slaves. One of the school’s faculty members, George L. White, gathered a group of Fisk students

** Harry T. Burleigh, quoted in Thomas. Way Over, 23.

Wi P & dmaiisans. TT1
Southern, The Music of Black Americans. 271.

* Thomas, Way Over, 21.

 Antonin Dvoidk. “Dvorak on Negro Melodies.” The Musical Record (Boston) July 1893, p. 13, quoted in
Southern, The Music of, 267.



(o sing at a national teachers’ convention that was held in Nashville in 1870. Their performance,
which focused on spirituals, was received so well that they embarked on a tour in the fall of

1871. During this and subsequent tours, which encompassed the Northeast as well as the British
Isles and Europe, the Fisk Jubilee Singers raised over $150,000 between 1871 and 1878 to help
fund the fledgling school.”” The amount that the Fisk Jubilee Singers raised in the 1870s would
be worth between three and three and a half million dollars today. According to Southern, “They
went on to sing at places in the United States that had never before heard folk music of black
America, before crowned heads of Europe, and before the common people in Germany,
Switzerland, and Great Britain. Everywhere the Singers ‘carried their audiences by storm” and
won acclaim from the critics.™" The Fisk Jubilee Singers carried the songs of slaves far from the
humble beginnings on Southern plantations and helped to codify, along with countless others, the
spiritual as a part of the standard choral repertoire.

Early arrangements of spirituals varied greatly in texture and harmonization. Some early
arrangers, such as Harry T. Burleigh, chose to set the spirituals in a simple and straightforward
way. One author describes Burleigh’s solo arrangement of “Deep River” in the following way:
“The piano accompaniments in his arrangements rarely overpower the simple melodies but rather
set and sustain a dominant emotional mood throughout the song. Chromatic harmonies are used
within the basically diatonic coloring, but discreetly, so as not to destroy the balance between
piano and vocal line.” Burleigh said that in his arrangements, his desire “was to preserve them

[spirituals] in harmonies that belong to modern methods of tonal progression without robbing the

- Crawford, 258-259.
"’1()

* Southern, The Music of Black Americans. 22

“Ibid., 271.



melodies of their racial flavor,™" Harry Burleigh’s work advanced the status of the spiritual
from folk music to concert music. R. Nathaniel Dett comments, “Burleigh was preeminent in
advancing the art of serious Negro music.™"

Dett (1882-1943), unlike Burleigh, resisted using African American traditional music as a

basis for composition. According to Dett:*>

The Negro people as a whole cannot be looked to as a very great aid in the work of
conserving their folk music. At the present time they are inclined to regard it as a vestige
of the slavery they are trying to put behind them and to be ashamed of it. Moreover, the
prevailing manner of presenting Negro music to the public—the ‘coon’ song of
vaudeville or the minstrel show—has not tended to increase appreciation of it, either
among the Negro or white races.
According to Anne Key Simpson, Dett, after hearing a performance of Dvorak’s American
Quartet performed at Oberlin College, began considering the use of traditional music as a basis
for classical music.” Dett remarked about the performance, “Suddenly it seemed I heard again
the frail sweet voice of my long-departed grandmother, calling across the years; and, in a rush of
emotion, which stirred my spirit to its very center, the meaning of the songs, which had given her
soul such peace, was revealed to me.”*

Dett’s compositions utilizing folk music material fall into two categories. One category

is characterized by what Thomas describes as Dett’s attempt at writing “harmonizations that are

* Harry Burliegh, quoted Southern, The Music of. 271.
'R, Nathaniel Dett, “Negro Music,” International Cyclopedia of Music and Musicians, quoted in John
Lovell, Jr., Black Song, 196.

2 R. Nathaniel Dett, “Helping to Lay Foundation for Negro Music of Future,” Black Perspecitve in Music
I, no. 1 (Spring 1973) 64-69. Previously published in Musical America (July 8, 1918), quoted in Thomas, Way
Over, 25.

Y Anne Key Simpson, Follow Me: The Life and Music of R. Nathaniel Dett (Metuchen, New Jersey:
Scarecrow Press, 1993) 21-22. quoted in Thomas, Way Over, 25.

" R. Nathaniel Dett. quoted in Thomas, Way Over, 25.



simple and authentic, based on the singing of these songs by the Hampton students.”™”’ Despite
Dett’s “simple and authentic™ treatment of these spirituals, he was often criticized for over
polishing these works. George Pullen Jackson, when referring to some of Dett’s arrangements,
wrote:’
R. Nathaniel Dett has done excellent editing of the textual material he inherited from the
earlier Fenner Hampton compilation (1874) of songs recorded from oral tradition and
borrowed from the Fisk collection; and his tunes are musically handled—perhaps too
musicianly, for with their inappropriate and over-generous Italian expression, directions,
and other artifices, one sees that they are polished up for the technically refined concert

stage, a treatment which makes the song less valuable to those who would learn
something of Negro folk music as it really was.

The second category is marked by the use of a spiritual theme with which Dett constructs a
composition. His “Listen to the Lambs” is a prime example of this type of writing.

Moses Hogan (1957-2003) is credited as being “the composer/arranger who revitalized
the performance of spirituals.™’ Hogan, like Burleigh, was a well-trained musician who was
schooled in some of the finest conservatories in the United States and has left a wealth of choral
music. As a result of his training and his background in an African-American Baptist church, his
arrangements are inspired by spirituals but do not necessarily reflect what he heard while
attending church as a child.™® Unlike Burleigh’s straightforward arrangements of spirituals,
Hogan’s arrangements can be challenging even for the best choirs. Unfortunately Hogan died in
2003 at the age of forty-five. Thankfully we have many recordings of his works performed by
his two professional choirs, the Moses Hogan Chorale and the Moses Hogan Singers. According

to Isaiah R. McGee in his dissertation entitled “The Origin and Development of Prominent

* Thomas. Way Over, 20.

 Georee Pullen Jackson. White and Negro Spirituals: Their Life Span and Kindship (New York:
= )

Augustin, 1944) 141-142. quoted in Thomas, Way Over. 27,
72

" Thomas, Way Over, 72,

*Ibid.



Professional Black Choirs in the United States.” Hogan “published over 70 works and was an
editor for the new Oxford Book of Spirituals. . .| logan’s arrangements have become greatly used
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by choral musicians world-wide.

Conclusion

Slaves created spirituals as a coping mechanism in order to deal with the cruelty of the
slavery that was forced upon them. Taken from their homeland on the western coast of Africa,
slaves came from tribes that had a long history of creating music. Music was a part of every
aspect of their lives—work, play, courting, celebration, mourning, and worship.m Finding
themselves in a new environment where they lived under the rule of another race, slaves began
creating music in songs. With the influence of Christianity in the United States, slaves began
using parts of the biblical narrative, primarily the Old Testament, to create a genre of music
known as the spiritual. These songs have survived and have been arranged into choral works
that are heard in concert halls all around the world. Arrangers, such as Harry Burleigh, R.
Nathaniel Dett, and Moses Hogan, have taken spirituals and have elevated them to a level of
artistic expression that could have been scarcely imagined by most slaves of the mid-nineteenth

century.

*Isaiah R. McGee, “The Origin and Historical Development of Prominent Professional Black Choirs in
the United States™ (PhD diss.. Florida State University, 2007), 106, accessed September 12, 2014,
htip://diginole.lib. fsu.edu/cgi/viewcontent.cgi?article=3662&context=etd.

“ Arthur C. Jones. Wade in the Water: The Wisdom of the Spirituals, (Maryknoll, New York, Orbis Books:
1()‘)3), 8



CHAPTER 11

Use of Dialect

When performing spirituals, singers and choral conductors must consider the use of

dialect. Oxford Dictionaries.com defines dialect as “A particular form of a language which is

T . . . 3od 1 . ’ 5 5 . .
peculiar to a specific region or social group. When discussing spirituals, the dialect used is

sometimes referred to as slave dialect. Felicia Barber has researched the linguistics of slave
dialect and refers to the dialect as African American Vernacular English (AAVE).** In his
dissertation “Guidelines for the Classical Singer of Non-classical American Song,” Jonathan
Wayne Pilkington describes dialect in the following way:

“Slave dialect,” as several authors refer to it, was a result of the acquisition of a new
language by the African slaves. Just as many twenty-first century Americans have
difficulty pronouncing certain sounds that are foreign to the English language, the slaves
had difficulty pronouncing some of the sounds as they were learning English. When the
spirituals were written down, the collectors or arrangers of the songs wrote the words as
they heard them. For example, “the Jordan River” might have been written down as “de
Jerdin Ribbah.” This does not indicate any lack of intelligence on the part of the original
singer, and it does not indicate any disrespect on the part of the person who transcribed
the song. It should be viewed as merely an effort to record the original, authentic
character of the song.

The development of AAVE was an attempt for slaves to communicate in a new language
with other slaves as well as with slave owners. James Weldon Johnson describes the birth of
dialect as a “result of the effort of the slave to establish a medium of communication between

himself and his master. This he did by dropping his original language, and formulating a

" “Dialect,” Oxford Online Dictionaries, accessed Nov 19, 2014,
hitp://www.oxforddictionaries.com/definition/english/dialect.

2 Felicia Barber, interviewed by the author via phone, August 7, 2015.
" Jonathan Wayne Pilkington, “Guidelines for the Classical Singer of Non-classical American Song,”

(DMA diss., University of Georgia, 2014), 43, accessed Nov. 2, 2014, ‘
https: fgc\d.lihs.ugu.cdu/pdt's/piIkingtonjonullmn#\\'_l()l4(b)hﬂu.pdf.



phonologically and grammatically simplified English."“ It is important to note that dialect was
not consistently used throughout the south or even on nearby plantations. When gathering songs
for Slave Songs of the United States, Allen, Ware, and Garrison noted that “different plantations
have their own peculiarities, and adepts profess to be able to determine by the speech of a negro

what part of an island he belongs to, or even, in some cases, his plantation.”45
Despite the variations in dialect throughout the south and among plantations, there are
some concepts for using dialect that are somewhat standardized. One rule is that of phonetic

decay in which some final consonants are dropped. For example, dropping the final “g” or final

“d” in some words, so morning becomes mornin’ and world becomes worl’.”* Another concept

is the dialect of de [di] for the. According to James Weldon Johnson, “It is pronounced dee [di]

when it precedes words beginning with a vowel sound, and duh [da] before those beginning with
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a consonant sound. In this it follows the rule for the article the.”" Rosephanye Dunn-Powell

offers the following guidelines for using dialect in the performance of spirituals:*®

Vowels

1. The article “a” is normally pronounced [3].

2. The diphthong [a:1] is pronounced [a]. Example: “sky,” is pronounced [skal.

3. When the letter “a” precedes or follows a hyphen, it will be pronounced [3].
Example: In the phrase “I've got a home in-a dat rock,” the pronunciation is [mn?a].
In the phrase “Keep a-inchin’ along,” the pronunciation is [amt/in].

4. When “a” or “e” lies between two consonants in the last unstressed syllable of a
word, it will be pronounced as schwa [a]. Example: “Beulah™ is pronounced
[bjula].

* James Weldon Johnson., A Note On Dialect,” The Books of American Negro Spirituals (1925): preface,
quoted in Moses Hogan, ed., The Oxford Book of Spirituals (New York: Oxford University Press, 2002), xvii.

S William Francis Allen. Charles Picard Ware, Lucy McKim Garrison, Slave Songs of the United States,
(1867; repr., New York: Oak Publications, 1965), xxiii.
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James Weldon Johnson, xviii.

" Rosephanye Dunn-Powell, “The A frican-American Spiritual: Preparation and Performance

Considerations,” Journal of Singing 61, no. 5 (May June 2003): 472-473.



S. In final syllables ending in “er,” the r is dropped and the “¢” is pronounced [a].
Example: “Peter™ is pronounced [pida].

Consonants

I. Generally, final consonants will be unspoken or lightly articulated. Example: The
word “blind™ is pronounced [blan]. The  may be lightly articulated by gently
stopping the tongue against the roof of the mouth.

2. Final consonants may be strongly articulated when indicated by the
arranger or for dramatic purposes.

3. In words ending in “ing,” the g is dropped. The resulting syllable is [in]. Example:
“going” is pronounced [goimn].

4. An interior 7 is often pronounced as [d]. Example, “city” is pronounced [sid1].

5. The combination 4 as in “that” is pronounced as the single consonant [d].
Example: “that” is pronounced [det].

6. The combination #/ as in“thick” is pronounced as the single consonant [t].
Example: “thick” is pronounced [tik].

7. The article “the” before a word beginning with a vowel is pronounced [di].

The article “the” before a word beginning with a consonant is pronounced [da].

9. Generally, clear distinctions between the beginnings and endings of words are
blurred. Most vowels and consonants are elided with the preceding or proceeding
vowel or consonant. Also, the consonant ending a word or syllable is delayed and
sung with the beginning consonant of the next word or syllable. Example: “My
soul’s been anchored in the Lord” is pronounced [ma sol sbine:inka dIn da lod].

o9



Following these rules will aid the singer in appropriately using dialect in performance. See

Figures 2.1 and 2.2 for examples of standard English pronunciation verses AAVE pronunciation.

Figure 2.1. “My Lord, What A Morning,” Standard English Pronunciation.

My Lord, whata morning
[ma: lo:xd mat o 'moun ]

when the stars begin to fall.
[men 09 stauz bi'gin tu fol]

Figure 2.2. “My Lord, What A Morning,” AAVE Pronunciation.

My Lord, what a morning
[ma [0 dwa do ‘monin]

when the stars begin to fall.
[win do staz ba'gm to fol]

Dr. Dunn-Powell also offers the following advice on preparing the spiritual for
performance. While her comments are directed towards vocal soloists, they certainly are
applicable to the choral setting. First, vocalists and conductors should research the song, its
historical background, the composer, the stylistic elements, and the culture of slavery. Secondly,
study the text, its meaning as well as possible hidden messages that other slaves would have
understood. Thirdly, speak the text repeatedly while using dialect. Just as in preparing an art

song in a different language, singers must work to put stress on the appropriate syllables.



Finally. the conductor, should be able to “feel” the music and be able to communicate this to the
choir and, ultimately, the choir to the audience.*” The use of dialect must ultimately lead to the
communication of the meaning and drama of the song to the audience. James Weldon Johnson
offers the following comments regarding interpretation: "

[ think white singers, concert singers, can sing Spirituals—if they feel them. But to feel
them it is necessary to know the thought about their origin and history, to get in touch
with the association of ideas that surround them, and to realize something of what they
have meant in the experiences of the people who created them. In a word, the capacity to
feel the songs while singing them is more important that any amount of mere artistic
technique. Singers who take the Spirituals as mere “art” songs and singers who make of
them an exhibition of what is merely amusing or exotic are equally doomed to failure, so
far as true interpretation is concerned.

Appropriateness of Dialect
Today’s choral conductor has the choice of using dialect or standard English when
performing spirituals. The most striking reason to use dialect is that it adds authenticity to the
performance. Anton Armstrong, conductor of the world-famous St. Olaf Choir observes, “those

who attempt to bring the greatest integrity and some aspect of authenticity to the performance [of

spirituals] seem to favor the use of slave dialect.”™" André Thomas also favors the use of dialect
to add authenticity to performances. He offers:

Just as the use of dialect in literature allows a writer to present a more complete picture of
a character. the use of dialect within a concert spiritual helps to create a stylistically
appropriate performance of these arrangements. It is similar to the use of German Latin
when performing Latin texts set by Mozart. This was the language that was in Mozart’s
ear when he composed: why not try to recreate that?
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By trying to recreate the dialect the composer would have had in their car, the choir can add

much drama and authenticity to the performance of the spiritual.
Despite these reasons to use dialect, some conductors may feel uncomfortable with the

use of dialect. Pilkington states: >

Due to the racial history of the United States, particularly the blackface minstrelsy of the
nineteenth century, singers may be uncomfortable using the slave dialect in performances
of spirituals. White singers may fear that their performance might be viewed as a
mockery or a caricature, and black singers may fear that their performance will place
them in a stereotype that they would rather avoid. Either fear is legitimate, and each
singer should decide how much, if any, of the slave dialect they are comfortable using.

Historically, some choirs such as the Fisk Jubilee Singers, chose not to use dialect when
performing spirituals. John Graziano writes: **
The Fisk Jubilee Singers and the Hampton Students, avoided the use of dialect when they
performed spirituals as part of their programs. The Fisk Singers’ book The Story of the
Jubilee Singers (Marsh 1880) and their later recordings (after 1909) offer their repertory
in standard English. . .Undoubtedly, the use of standard English in these publications and
in public performances reflected a desire to demonstrate that African Americans were
educated and could speak and sing in standard English.
In addition to wanting to sound educated, many African-Americans chose not to perform
spirituals with dialect because of the derogatory caricatures of slaves created by performers in
minstrel shows that depicted life on the plantations.™
Despite the legitimate misgivings a choral conductor may have regarding the use of
dialect when performing spirituals, its use can add much authenticity to the performance of a

spiritual. André Thomas offers the following thoughts: ™

* Pilkington, 43.

* John Graziano. “The Use of Dialect in African-American Spirituals, Popular Songs, and Folk Songs,”
Black Music Research Journal 24, no. 2 (Autumn 2004): 261, accessed
August 30, 2014, http://www .jslororg/slablcu145494A

“Ibid.

" Thomas, Way Over, 90.



[f you are hesitant to include any dialect because, as I've heard often from conductors,
you ‘don’t want to make blacks sound ignorant,” ‘don’t want to disrespect this culture,” or

“don’t want embarrass or otherwise make uncomfortable the black students in my choir,’
| offer a respectful, ‘just chill out folks.’

I think Qt‘dialect as adding a little seasoning to the piece. And just as when making
dmner,. if the ‘segsonmg’ brings attention to itself, it is probably too much. Along, those
same lines, the dialect shouldn’t be forced or overdone, and unwritten accents certainly

shouldn’t be added on those words. Most importantly, though, all of us strive to create

positive experiences for our singers, so if anything I did ran counter to that, [ would
certainly stop.

Moses Hogan also used dialect to create a more stylistically appropriate performance of the
spiritual. According to Loneka Battiste, members of the Moses Hogan Chorale remember how
Hogan approached the use of dialect in spirituals:
Richard [former member of Moses Hogan Chorale] remembered, ‘He wanted to produce
a sound that was respectful of the culture.” Joshua [another former member] appreciated
Hogan’s attention to dialect and how he sought to maintain authenticity. ‘He [Hogan]
didn’t try to make something sound other than it would have been sang [sic] in the fields,
you know. He kept those sounds and . . . the way people talked during that time.’ 7
Working towards stylistically authentic performances will add yet another facet to a performance

of an African American spiritual. Choral conductors need not worry about using dialect if they

approach its use in an honest, informed, and respectful manner.

Conclusion
Today’s choral conductor must be comfortable performing music in many different
genres and languages. The spiritual, just as other genres of choral music, brings opportunities for
choirs to offer stylistically authentic performances. One way the choral conductor can add

authenticity to the performance of spirituals is through the use of dialect. Choral conductors

7 Loneka Wilkinson Battiste, “*Music Down In My Soul:" Achieving a Sound Ideal for Moses Hogan
Spirituals™ (PhD diss.. Louisiana State University. 2014). 123, accessed Jan. 12,2013,
hitp://etd.Isu.edu/docs/available/etd-11082014-001347/.



must make sure the use of dialect is done with care and respect. Spirituals using dialect must be
performed with the same care one would take to effectively sing music in any foreign language.
Dunn-Powell suggests “that non-black singers approach the performance of the spiritual in the
same manner they would approach a French mélodie, German lied, or English folk song.”™ The
text of the song must be studied and practiced in order to find the natural stress of the words and
the use of dialect should be used to add another layer of authenticity to the performance.
According to Pilkington, “Understanding the history and feeling the emotion of spirituals are the
first steps for a singer who chooses to sing them, and this can guide all aspects in the preparation
of a spiritual for performance.”” This understanding should be the goal of the choral conductor
who wishes to offer both choir members and audience an authentic performance of a spiritual.
Finally, choral conductors would do well to follow the advice given by André Thomas regarding
the use of dialect. He states that “if the ‘seasoning’ [use of dialect] brings attention to itself, it is

probably too much.” o0

*Dunn-Powell, 471.
* Pilkington. 50.

" Thomas, War Over. 90.



CHAPTER 111

Subtext and Symbolism in Spiritual Lyrics

Spirituals have a wealth of symbols and subtext contained within their stanzas. Use of
subtext is one of the ways slaves used to express common themes in spirituals. Lovell, in The
Social Implication of the Negro Spiritual, states that there are three central themes found in
spirituals: (1) a desire for freedom; (2) a ‘desire for justice in the judgment upon his betrayers’;
and (3) ‘a tactic battle, the strategy by which he expected to gain an eminent future’.”®' African
American slaves used subtext to express these themes without the knowledge of their captors.
Author Lauri Ramey states, “In most African American literature, subtext is an enormously
significant presence, as it is in the lives of the authors and the characters they depict. One says
one thing and means another, and which message is the real meaning is often discernable, by
design, to the ‘self” but not to the ‘other”.”® It is in this technique of “double voicing” that
subtext and symbolism are most used in spirituals.

Using the inspiration of Biblical narratives taken primarily from the Old Testament,
slaves carefully chose lyrics that expressed their desire for freedom. Drawing from the stories of
the Hebrews and their struggle for freedom under the oppression of Pharaoh, slaves identified
with the Hebrews and their bondage. Arthur Jones states, “The stories of the Old Testament held
particularly special meaning. . . .The stories of the Hebrew children became their stories. In their

spiritual imagination they lived and breathed the experiences of such biblical heroes as David,

" John Lovell, *The Social Implications of the Negro Spiritual,” in Bernard Katz (ed.), The Social
Implications of Early Negro Music in the United States (New York: Arno Press, 1969), 128.

%2 Lauri Ramev. “The Theology of the Lyric Tradition in African American Spirituals,” Journal of the
b <7 ks - VEE B COR P ) | S
American Academy of Religion 70, no. 2 (June 2002): 3535, accessed May 20, 2015,

htp://www Jstor.org/stable/146640606.



Daniel, Moses and Joshua, all engaged in divinely inspired battles for freedom.™ These were
not merely songs of religious piety as many captors thought. These were songs that spoke of a
coming day when slaves, like the Hebrew people, would be led to freedom and delivered from
their captors. Charshee Charlotte Lawrence-Mclntyre states, “Slaves viewed themselves as
God’s children, the chosen people of their time, analogous to the Israelites of ancient Bible
times.”®* Marvin V. Curtis affirms, “Although the song text was religious in character, it
included social, political, and theological overtones. Much of the meaning was purposely

embedded in the religious text to thwart those outside the community from understanding the

true meaning.”™ Consider the text of the spiritual “Go Down, Moses.” &

When Israel was in Egypt land,

Let my people go;

Oppressed so hard they could not stand,
Let my people go.

“Thus saith the Lord,” bold Moses said,
Let my people go;

If not, I'll smite your first-born dead,
Let my people go.

Go down, Moses,

Way down in Egypt land.
Tell ole Pharaoh,

Let my people go!

A surface reading of this text is a retelling of the Exodus story. A look into the subtext of these

lyrics reveal a captive people that believed God would indeed deliver them from the hands of
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their enslavers, the southern Pharoses. Who would this new “Moses” be? This new Moses could
be seen in the person of Abraham Lincoln or perhaps in the person of Harriet Tubman.
According to the Library of Congress online article “African American Spirituals,” “A spiritual
that was certainly used as a code for escape to freedom was ‘Go down, Moses,” used by Harriet
Tubman to identify herself to slaves who might want to flee north.”®’ Israel is a symbol for the
slaves, and Egypt land is the south.

Slaves also used subtext to express a desire for God’s judgment against those that had
enslaved them. They also did this is a coded language. Recognizing the hypocrisy of the slave
holders, slaves saw the disconnect between a belief system that taught love of other humans and
the rule of divine will, and a people that would abuse and enslave another race.”® One spiritual
speaks to this contradiction and God’s judgment on the captors:"’

[ got a robe,

You got a robe,

All God’s children got a robe.

When I get to Heaven gonna put on my robe,

Gonna shout all over God’s Heaven, Heaven, Heaven!

Everbody talkin® ‘bout Heaven ain’t going there,

Heaven, Heaven.

Gonna shout all over God’s Heaven.

Slaves believed that eventually owners and overseers would face judgment for their crimes—
“Everbody talkin’ *bout Heaven ain’t going there.” According to Jones, “Unbeknownst to slave

holders, who thought songs like this to be playful and frivolous, the slave composer of this song

used poetic subtlety to poke fun at the hypocrisy of the uncomprehending outsider, rejoicing in

h7 A s 4 g : off & cace ACCPARCE S R )
T African American Spirituals.” Library ol Congress. accessed Sept. 10. 2015,

htp://www.loc.gov/item ihas.200197495#item-article.
th
" Jones, 7.

69 gt y
Songs of Zion, 82.



the confident knowledge that the final Judgment of the divine ruler would prevail.”"" The slave

would sing this song with a smile on his or her face while the Christian slave master was

unaware of the feelings his slaves held. One spiritual states, “Got one mind for the boss to see:

’

~ 2 s T s 7l ~ .
Got another mind for what I know is me.”"" Slave owners were often unaware of the feelings

their slaves held towards them. Cone states that “another ingredient of slave ethics was
deception. To survive in an oppressive society, it is necessary to outsmart the oppressors and
make them think that you are what you know you are not. It is to make them believe that you
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accept their definitions of black and white.
Slaves also used subtext in order to secretly work towards their freedom. These spirituals
fall into two groups, signal songs and map songs. According to the website “Sweet Chariot: The
Story of the Spirituals,” “in a signal song, a singer or group of singers communicated in code that
a certain event—such as a planned escape from a plantation—was eminent. In a map song, the
lyrics actually contained elements of a map that directed people to significant points of escape
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along the routes of the Underground Railroad.”"” Nat Turner used the signal song “Steal Away
1o Jesus "' to call fellow slaves to secret meetings when planning a revolt in Virginia.”* The

. s . - g o 75
Library of Congress’ article on African American Spirituals states:

Spirituals are also sometimes regarded as codified protest songs, with songs such as
“Steal Away to Jesus,” composed by Wallis Willis, being seen by some commentators as
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mulu-ncn-ls o L‘..\'Ci.lpc slay ery. Hcguusc the Underground Railroad of the mid-nineteenth

\tL‘Hllll_\ ug‘gl lcn~mlnnlog'\' from railroads as a secret language for assisting slaves to

l‘rccdonh it1s often .\‘.pcculul‘cd lhill songs like “I Got My Ticket™ may have been a code

!m escape. Hard evidence is difficult to come by because assisting slaves to freedom was

illegal.
These signal songs gave slaves a way to operate without raising the suspicions of the slave
masters. Escape to the north was one of the few options a slave in the south had for freedom,
and the use of signal songs was one of the few tools slaves had with which to communicate
safely. According to one source, “Since the struggle for freedom was such a salient part of daily
life experience of enslaved people, it was critical for them to have a safe means of
communication with each other, and their songs were an essential tool in this effort.””®

Map songs are also a type of coded songs. In spirituals such as “Wade in the Water” and
“Follow the Drinking Gourd,” slaves were given clues as to how to navigate to the north where
they could find freedom. Jones states that “Follow the Drinking Gourd” “directed runaway
slaves to keep traveling in the direction of the Big Dipper.””” “Wade in the Water” was
originally composed for the Christian ritual of baptism. However, Harriet Tubman used “Wade
in the Water” with improvised lyrics to signal to runaway slaves that their safest form of travel
was in the creeks and the rivers because bloodhounds trained to track fugitives would loose the
scent in the water:”"

Jordan’s water is chilly and cold,

God’s going to trouble the water,

[t chills the body but lifts the soul,

God’s going to trouble the water.

Wade in the water,
Wade in the water, children.

s pirituals As Coded Communication,” Sweer Chariot: The Story of the Spirituals.
" Jones, 45.
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Wade in the water.

I vou get there before I do,

God’s going to trouble the water,

Tell all of my friends I'm comin’ too . . |

In addition to the use of subtext, spirituals are rich with symbolism. The Merriam-
Webster online dictionary defines symbolism as “the art or practice of using symbols especially
by investing things with a symbolic meaning or by expressing the invisible or intangible by
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means of visible or sensuous representations.”” As in the use of subtext, symbolism used in

spirituals was often veiled so that those outside of the slave community would not understand the
true meaning of the lyrics. According to Cone, “Slaves lived in a society without any political,

economic, or personal security, and they had to camouflage their deepest feelings.”go

Therefore,
the symbolism found in spirituals was more than a literary device; it was a survival mechanism.
One symbol that is often seen in spirituals is “heaven.” In spirituals this term takes on
many layers of meaning. One meaning is “the home for the faithful which has been prepared
outside of history for God’s righteous servants. It’s the place of the great camp meeting in the
Promised Land.”®' While most slaves understood this meaning and they certainly looked forward
to this place, “heaven” had a much more immediate meaning. Pathways to Freedom states, “The
slaves’ final goal was Canada, north of the U. S. border. Slavery was not permitted there, and
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American laws that allowed people to capture runaway slaves had no effect.™ Other terms that

can be used interchangeably with “heaven” include “Promised Land” and “Canaan.” Frederick

L “Symbolism,” Merriam-Webster Online, accessed September 7, 2015, http://www.merriam-
webster.com/dictionary/symbolism.

' Cone, 40.
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Douglass stated that A keen observer might have detected in our singing of *O Canaan, sweet
Canaan. I am bound for the Tand of Canaan,” something more than a hope of reaching heaven,
We meant to reach north-—and the north was our Canaan.” ¥

Another prominent symbol is the person of Jesus. Slaves identified with Christ as the
suffering servant. In Jesus, the slaves saw someone who had done no wrong, yet was beaten and
abused by those in power. According to Jones, “In their actual life experiences, enslaved
Africans must have recognized the parallels between the crucifixion of Jesus and the hangings,

1“4
Sl

whippings, and other violent abuses experienced by members of their own community.
Cone’s The Spirituals and the Blues, he speaks of Lovell’s interpretations for Jesus: “References
to Satan, Jesus, and heaven [are] concrete possibilities for earthly freedom. Satan was ‘the
people who beat or cheat the slave,” and King Jesus was ‘whoever helps the oppressed and
disenfranchised or gives him a right to his life.” “Hell [was] often being sold South,” and “Jordan

[was] the push for freedom.”™"

Conclusion
The anonymous authors of many slave songs used a rich tapestry of symbolism that
would only be fully understood by those in the slave community. Symbolism and subtext were
used as a means of survival and as a means of obtaining freedom. Slaves could sing about things
and understand the true meaning while keeping the veil of secrecy well in place. The use of

subtext in spirituals allowed slaves to pass along messages or give clues to their clandestine

* Frederick Douglass. Readings in Black American Music, Eileen Southern, ed., (New York, W. W. Norton

and Company, Inc.:1972), 87.
" Jones, 30.
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meetings and activities that worked toward freedom. It allowed them a safe and effective way of
communication without arousing suspicion in their captors. An effective performance of
spirituals must take into consideration both the surface meaning of lyrics as well as the overtones

of unrest that are clearly there. A performance that only examines one aspect is incomplete.



CHAPTER IV

Movement

The choral tradition has long dictated that singers stand tall and often without much
movement while performing. This is in direct contrast to instrumentalists who tend to move
freely while they create music. Mary Ellen Pinzino states that for the chorister, “The whole body
is the vocal instrument.”™ Composer and conductor Helen Kemp was famous for using the
phrase, “Body, mind, spirit, and voice, it takes the whole person to sing and rejoice.”” This
phrase certainly reflects the singing of the slaves. For slaves, much like their African precursors,
there was no singing without movement. In many African languages the word for music does
not just mean music; it also means movement.*® African tribes incorporate music with
movement into every activity—work, celebration, and worship. According to John Lovell, Jr.,
“The African characteristically transforms acoustically or sensually received impulses into
kinetic energy, that is, movement or motion.” Slaves brought this movement in response to
sound to the new world and continued to move as they sang the songs that became the spirituals.
According to Rollo Dilworth:”

Movement should be a part of every single spiritual that is performed. People often argue

with me on that, then they ask why? Well that’s because when spirituals were conceived
the slaves were moving when they sang them. That doesn’t mean we have to move in the

“ Mary Ellen Pinzino, “Awakening Artistry in the Choral Rehearsal,” Come Children Sing.com, accessed
December 20, 2015, lmp://\\'\\f\\'.comcchildrcnsing.com/pdt"/other_articlesiby_i‘vl EP/
I_Awakening_Artistry In_the Choral_Rehearsal.pdf.

" Helen Kemp, “An Interview with Anton Armstrong,” Augshurg Fortress.org,
http://www.augsburgfortress.org/worship/anton_armstrong.jsp.

Rollo Dilworth, interviewed by the author, Philadelphia, July 18,2015. (See Appendix B).
89
Lovell, 44.
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same way when we’re performing a spiritual. But we cannot stand perfectly still because

the movement that helped to create this music was very much inherent in the genesis of
this music.

Therefore, choral conductors should incorporate movement into both the rehearsal and
performance of the spiritual in order to create a more stylistically authentic experience for both
the audience and performers. Dilworth goes on to say, “For us to separate the two [music and
movement], [ think again moves us a little bit further away from the mark of authenticity.™"
Slave songs are direct descendants of the songs of Western Africa. In Africa, music is
not just relegated to the role of entertainment as it is in some Western European societies. In
contrast, music in Africa is a part of every aspect of their lives. According to A. A. Agordoh in
his book Studies in African Music, he describes music’s uses in African cultures:”
Music is used for initiation ceremonies, rituals and sacrifices. death and funerals, for
work, hunting and for healing. In the political organisation, the functions of music are
apparent in songs sung in praise of chiefs and wealthy men. In the field of social
organisation, functions of music for rites de passage [author’s italics|—birth, puberty,
marriage and death are apparent. Music is also as a social control—there is music to
criticize those in authority. . . There are work songs not only dealing with labour but also
accompanying rhythmic work by groups. and making it casier. In economic life, songs
function as an aid to co-operative labour ¢.g. in canoe paddling and hauling up of fishing
nets in Africa. Songs are used as a historical device. .. There is also copious use of
music during traditional worship.
Lazarus Ekwueme has a similar view of African music: “Music serves the black peoples of the
world in all facets of human lite from the cradle to grave. or. more colloguially, “from the womb

to the tomb.”™ Avordoh goes on to sav. “More than elsewhere. music [in Africa] is associated

with dance.™™ Slaves brought these functions and the association of music with dance to the

| . 3 g
Dilworth, interview.

] . N
" AL AL Agordoh. Studies in Aprican Music (Ho: New Age Publication. 1994), 28.

“ Lazarus E. N. Ekwueme. “African-Music Retentions in the New World.™ The Black Perspective in Music
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2.No. 2 (Autumn 1974): 129, accessed November 14, 2015, htp: www stor.org stable 1214230.
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Southern plantations. According to Dilworth, “They [spirituals] were not performed standing
still in a concert hall, you know. Originally, they were, of course, conceived and composed and
performed out in the fields and during labor-intensive activities for the most part. Also, they
were certainly composed during camp meetings when labor was not the primary focus.™”
Spirituals were often sung during hard labor to help coordinate movement as well as a

distraction from the task at hand. According to Ekwueme, these work songs were vital to the

. 96
survival of the slave: ™

The wonder that he survived the ordeal of slavery and colonialism and still triumphantly
endures today the torture of forced labor in many places becomes less bewildering when
it is realized that a lot of his sustaining capacity comes from the power of his song.

Music becomes particularly helpful when a group of people work together and team-work
is needed. Not only does music act as a diversion—nay a distraction—from the burden
of the work, but also it contributes to the coordination of energy in the unified team-work
in that action is tied up with the rhythm of the song, be it paddling a canoe, tugging at
ropes, laying a rail, or slashing cane.

In one historical account written by Fredrika Bremer in Homes from the New World, she speaks
directly of watching and hearing African Americans work on the steamer Belle Key as it traveled
on the Ohio River:”’

The negro up aloft on the pile of fire-wood began immediately an improvised song in
stanzas, and at the close of each the negroes down below joined in vigorous chorus. It
was a fantastic and grand sight to see these energetic black athletes lit up by the wildly
flashing flames from the fiery throats, while they, amid their equally fantastic song,
keeping time most exquisitely, hurled one piece of fire-wood after another Ainto the
yawning fiery gulf. Every thing went on with so much life, and so methodlcally,‘and the
whole scene was so accordant and well arranged, that it would have produced a fine

effect upon any theatre whatever.

935 . % g
Dilworth, interview.
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" Ekwueme, 128.

7 Fredrika Bremer. Homes of the New World: Impressions of America, (New York: 1833), 174, quoted in

Eileen Southern, Readings in Black American Music (New York: W. W. Norton and Company, 1972) 115.
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From Bremer’s first-hand account we can see the inherent dramatic quality of movement with

the music.

Slaves also danced in worship. One of the traditional dances that slaves would use was

the ring shout. The ring shout has been described M. Shawn Copland:*®*

The spiritual is linked most intimately to the staid shuffling of the ring-shout. A distinct
form of worship, the ring-shout is basically a dancing-singing phenomenon in which the
song is danced with the whole body—hands, feet, shoulders, [and] hips. When the
spiritual was sounded, the ring-shout would begin. The dancers formed a circle and
moved counterclockwise in a ring, first by walking slowly, and then by shuffling—the
foot just slightly lifted from the floor. Sometimes the people danced silently; most after
they sang the chorus of the spiritual as they shuffled. At other times the entire song itself
was sung by the dancers. Frequently the best singers and tired shouters stood at the side
of the room to “base” the others, singing the body or stanzas of the song and clapping
their hands. The singing and dancing would increase in intensity and energy and
sometimes went on for hours.

One spiritual that is part of the ring-shout tradition is “Ezekiel Saw de Wheel.” Marvin Curtis
and Lee cloud offer this description:”’

The verse that says, “You'd better min” my brother how you walk on the cross, your foot
might slip and your soul get lost,” gives reference to where the shout occurred and
specific instructions of what to do while shouting. The first line of the text in this portion
of the song (You’d better min® my brother how you walk on the cross) refers to the front
of the church where the pews are pulled back to the side: a group of shouters forms a
circle that moves counterclockwise, and a group of singers forms off to the side to
provide the music. With the pews pulled back, the circle is positioned at the point of the
church called the “nave™ or the “cross™ where one aisle intersects the other. The next
portion of the text (your foot might slip and your soul get lost) refers to the shouters and
church’s beliet of difterences between sacred and secular dance; secular dance takes the
feet up off the ground while sacred dance maintains contact with the earth. . . The
references to a wheel in a wheel. as they are correlated with the nature of the shout being
in a circle, focus our minds on more than a trivial song: we see a philosophical
connection between God and man. and direct contact with the carth. The shout should
start with a slow tempo and gradually get faster and faster.

M. Shawn Copland. " The African American Catholic Hymnal™ and the African American Spiritual,” U.
S. Catholic Historian 19, no. 2 (Spring 2001): 78, accessed May 20. 2015, hitp: www jstor.org/stable/25154768.

“'Marvin V. Curtis and Lee V. Cloud. “The African-American Spiritual: Traditions and Performance
) = . h ’ 4 vy > ¢ R R S
Practices,™ The Choral Journal 32. no. 4 (November 1991): 18, accessed May 20. 2015,
hip://www Jstor.org/stable/23548373.



Curtis and Lee’s deseription of the performance of a spiritual would be a powerful way to

present Ezekiel Saw de Wheel™ and other spirituals that are part of the ring-shout tradition such

as Dawson’s arrangements of “Ev'ry Time [ Feel the Spirit” and “Ain’-a That Good News!™'""
Another reason to incorporate movement into the performance and rehearsal of spirituals

is it lends another dimension to the performance. According to Ekwueme, African cultural
]

expressions often have two distinct parts:'"!

Whenever there is cultural expression, it consists of at least two parts—an outward
visible part (appealing to the visual senses) and an acoustic audible part (appealing to the
aural senses). No one, whether in Africa or in the New World goes to a musical event
merely to hear [Author’s italics] black music; people go to see [Author’s italics] it also.

Performance of a spiritual without movement, no matter how subtle or nuanced, is not a
complete performance. Curtis and Cloud offer the following concrete examples as to how
movement during performance can make the performance of spirituals more expressive:'"

In general, knowledge and conveyance of body motions can greatly aid the performance
of spirituals. This can be seen, for instance, in “Sometimes I feel like a Motherless
Child,” which is a lament. Its tempo should be as a gentle rocking, with arms folded
across the chest. Another lament is “By an’ By.” This should be performed as if sadly
singing to oneself. A contrast to this is “Great day, the righteous marching’ which should
lead the conductor to use a march-like tempo in performance. Another example is “Ain’t
no grave can hold any body down, when the bright trumpet sounds I’ll be getting up and
walking ‘round.” Tempos for these marches should reflect the shuffle-step of the
African-American church tradition: the foot slides along the floor and creates the drama
that is associated with the sound of large marching units. Such a march is not, by any
means, like that of a drum and bugle corps.

Rollo Dilworth adds to this thought by saying:'"”

" Thomas Lloyd, “Shout All Over God’s Heaven!™ How the African-American Spiritual Has Maintained
Its Integrity in the Face of Social and Musical Challenges.” The Choral Journal 43, no. 1 (August 2004): 20,
aceessed May 20, 2013, http://www Jjstor.org/stable/23555217.

" Ekwueme, 137.

" Curtis and Cloud, 20.
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[ think we as choral directors have

: ( Lo give our singers permission and license to perhaps
conceptualize themselves in

. : : an organic kind of movement experience—not to the point of
distraction but Lc!lmn!y to allcvcl that says “I'm not only engaging the mind, but I'm
engaging the body in this music-making experience.”

The movement associated with a spiritual can also give the conductor guidance towards an

appropriate performance tempo. Curtis and Cloud remark:'"*

The spirituals are based upon various functions in everyday life. Consequently, they
should be sung in tempos appropriate to those functions and their attendant moods. The
work song used to accompany the chopping down of a tree with axes, or to pick cotton,

cannot be any faster than the work entailed in routine chopping or picking. The tempo
should reflect the activity.

Arranger Dilworth describes the use of movement in a work song:'”

[f I'm doing this, “Keep your hand on the plow, Hold on,” now there’s no mistake that
the spiritual sounds the way it sounds and grooves the way it does because you can
imagine a slave being behind a mule, grabbing on to the handles of the plow and digging
in, getting their leverage, because if they didn’t when that mule took off they were going
to go flying over the tope of it. So you can imagine this grip and this kind of sinking into
the soil. And that’s probably how that song was composed. So I'm not saying that when
a choir sings that spiritual that they must engage in this, but think of how much more
powerful it will be if they did.

Movement that is appropriate to the original use of the song can add much depth and
understanding to the performance. Dilworth goes on to say, “We have to think about again the

genesis of this style of music. And in understanding it fully in terms of its development, we

. . < - 12106
know that the movement was an integral and inherent part of the composition process.

Conductor Judith Willoughby states the following: “Ifit is hard rof to move, tap, or clap, then

. . e »107 . : -
I’'s probably appropriate for some of the up-tempo spirituals. Some movement, however, is

"™ Curtis and Cloud, 20.
" Ibid.
" Dilworth, interview.
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not appropriate for use when performing spirituals. A movement such as finger snapping is more

appropriate in gospel or jazz music.'"

Even if not used in the performance of a spiritual, movement should be used in the
rehearsal and learning process. Since slaves wrote spirituals as they moved in worship or in
work, movement in the rehearsal can help singers to experience the flow of the music. In an
article by Susan Muller, she states “It [physical movement] offers a natural experience of the
underlying pulse that is the driving force of the music, and yet keeps this pulse in perspective as
existing beneath and within larger sweeps of melody and rhythm.”'”” Mary Ellen Pinzino writes,
“Movement in the choral rehearsal can activate musicality, build music skills, develop vocal
technique, and stimulate energy in singers of all ages. Every musical nuance can be represented

. 110
in movement.”

Unlike music from Western European traditions in which melody is the most
important element of music, African musical traditions and its descendants, including spirituals,

gospel, and jazz, are much more rhythmically driven.'"" Movement in rehearsal is essential for

singers to experience the rhythmic drive of spirituals.

Conclusion
Movement in performance and rehearsal of spirituals is appropriate. African American
spirituals originated in African tribes who moved as they created music. They moved at work, at

play, and in worship. These traditions came to the United States with them. Movement, even

" Curtis and Cloud, 20.
* Music Educators Journal 70, no. 5 (Jan. 1984): 54,

" Susan Muller, “What Dancers Can Teach Pianists.
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CHAPTER V

Choral Timbre

Choral timbre encompasses many elements of singing including vocal resonance, use of
or lack of vibrato, articulation, and vowel uniformity and shape. These elements can be
manipulated to obtain an unending spectrum of choral colors or timbres. One timbre for all
music will not do. Today’s choral conductor must consider many questions when approaching
the appropriate timbre for an African American spiritual. “What sounds are appropriate for this
composition?” “What sounds will help communicate the meaning of the music and text to the
audience” “What sounds would have been sung by the composer of this anonymous spiritual?”
“What are the limitations of this particular choral ensemble?”” All these questions music be
considered when approaching any spiritual. There is very little information about the timbre
used by the slaves. Hall Johnson, who grew up hearing former slaves sing, was known for

»ll2

“pulling the music from the throats of his singers.

Vocal Resonance
Chiaroscuro is often the term used to discuss vocal placement or resonance in singing
classical music. Linked with the bel canto style of singing, chiaroscuro is the balancing of
chiaro, brightness and clearness of the voice, with oscuro, the dark and warm qualities of the

voice. Laurier Fagnan describes chiaroscuro as “a sort of acoustical yin-yang that [is] pleasing

e = =
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(o the car and true in P“Ch'"I = Choristers have a spectrum of vocal timbres available to them by
manipulating the chiaro and oscuro elements of the voice.

Rollo Dilworth describes the resonance he wants to hear from a choir as “just in back of
chiaroscuro but not all the way back to the point that it’s what | consider throatiness.”'"* Roland
Carter describes his ideal choral timbre as “a dark timbre but I don’t want a weighty timbre.”'"
In her dissertation Loneka Battiste states that “an ideal choral tone for Moses Hogan spirituals
was described by former members of his ensembles and expert choral conductors as warm, rich,
round, dark, and heavy, with lighter sounds used for fast pieces and darker sounds used on slow
pieces.”''* André Thomas also prefers that the sound be “warmer and richer.” He goes on to
say, “I would warm up the sound, which means I must give more space in the mouth, more
pharyngeal presence, but I would not have it so openly dark that the pitch would suffer.”""” The
basic timbre deemed appropriate for the singing of spirituals may be somewhat darker in color
than the typical timbre appropriate for the singing of much choral music.

The use of one choral timbre for all pieces on a program could be boring and ineffective.
Choral timbre should mirror the meaning of the text. According to Thomas:'"®

Most importantly, though, the tone quality must match the message of the text and

reinforce the arranger’s intent. Because of the harmonic language involved in Moses

Hogan’s “Ev’ry Time I Feel the Spirit,” for example, a brighter vowel might be utilized.
A similar approach would be taken with Larry Farrow’s setting of “Ev’ry Time I Feel the

" Laurier Fagnan, Research Report: “Chiaroscuro Resonance Balancing_: The Bel Canto Ans_\\‘er to
Choral Tone and Intonation Problems. The Choral Journal 49, (November 2008), 52, accessed January 5, 2016,
http://www jstor.org/stable/23556992.

" Dilworth, interview.

" Roland Carter, interviewed by the author, Clarksville, Tennessee, May 15,2015, (See Appendix A).

" Loneka Wilkinson Battiste, *’Music Down In My Soul:’ Achieving a Sound Ideal for Moses Hogan
Spirituals” (PhD diss.. Louisiana State University, 2014). 180-181.

(See Appendix D).
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Spint.” This would be in absolute contrast to St
Beulah Lan™.™ In this selection, a d
popular African American singers
Franklin to Beyoncé.

acey Gibb’s setting of “Way Over in

arker vowel would be better suited. . . Think about

Ican sing -m.)m Nat King Cole to James Brown to Aretha

B : : I'he ‘dllﬁlcrcnccs in the tonal quality of their voices are striking.

.l hat same variety exists within our great body of spirituals. Exploit that variety in your
interpretations by letting there be meaningful contrasts influenced by the text.

Conductors must be able to guide their choirs into producing a choral timbre that will be

effective in communicating with the audience. Moses Hogan varied his ensemble’s timbre

depending on the qualities of the music. According to Battiste, “Participants felt that Hogan did

not seek to create one particular tone for his choral groups, but desired to produce tones that

would reflect qualities needed in various pieces.”1 " This variation in timbre allows choral

musicians and audiences to experience a full spectrum of choral sound.

Vibrato

In the African American spiritual vibrato can be used. Jonathan Wayne Pilkington states
the following:'*

The great singers of spirituals sing them in a way that is full of emotion and expresses the

message within the songs, whether the message is joyful or sorrowful. Whether singers

are trained opera singers or “untrained” gospel singers, they generally sing with vibrato.

While the vibrato may not be on every note, as singers are encouraged to do in classical

singing, there is typically no obvious restraint of vibrato, unless an occasional tone is

sung straight for an expressive reason. Although vibrato is generally present, it should

simply be an element of free vocal production, and it should never distract from the text.
Thomas agrees that vibrato should be used in the performance of spirituals. However, he

cautions that the use of vibrato should not be “so out of control [that] there’s no center in

pitch ™'

" Battiste, 108.
" Pilkington, 40.

“Thomas, interview.



In contrast Moses Hogan preferred a limited amount of vibrato to be used in his choral
ensembles. Battiste reports the following from two of Hogan's former singers Larry and
b= )
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Louis:

Larry: [Hogan wanted] A very pure, straight, minimized vibrato tone...that’s one of the
main ways he achieved such a great blend and obviously that’s where most of the sound
comes from, because people were able to blend their voices to make each section sound
like one voice. And he would say that from time to time, “I want you to sound like one
person.” So we were able to do that. But then it sounded like hundreds of that one person.

Louis: The lirpited use of vibrato was necessary because of the density of Hogan’s

chords, “The little bit of vibrato that you were allowed to have, that made for that clean

sound because a lot of vibrato in those chords, those crunched chords and things like

that...you just wouldn’t get the impact that he was trying to achieve.
Pilkington offers the following thoughts on limiting the use of vibrato: “Quickly moving syllabic
passages may be frequently sung without vibrato, because it would likely sound too effortful to
allow vibrato on each note. One example of when a singer might choose to eliminate vibrato on a
sustained note is when the pitch creates a dissonance with the accompaniment [or other vocal
parts], especially if it helps to express the text.”"’

Conductors and choirs should explore the use of vibrato in the singing of spirituals.
Vibrato should be used to heighten beauty of the vocal line and the drama of the music and text.

However. care should be taken that vibrato does not destroy the center of pitch, nor does it

interfere with the delivery of the text.

Articulation

In choral music. articulation encompasses diction. w ord stress. and the amount of legato

in the singing. Just as in the performance of choral music from the Western European tradition,

e e e e e o e
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the manner in which choirs articulate sounds when performing spirituals greatly influences the
timbre of the choir as well as the level of communication a choir can achieve with an audience.
The articulation of consonants in spirituals must be considered carefully. The use of
AAVE dialect will change the way sounds are articulated. However, singers must be careful that
the articulation of dialect does not become so affected that it could be seen as creating a
caricature of the spiritual. Hall Johnson, who grew up hearing former slaves sing spirituals,
states that the articulation of dialect “should neither be unduly exaggerated in the hope of being
more entertaining nor, still worse, ‘purified’ into correct English—for any reason whatsoever:
Either process would utterly spoil the artistic integrity of the performance.”'** André Thomas
offers the advice that the articulation should never bring attention to itself.'” Barber suggests
that in many performances of spirituals, the articulation is just “too crisp—as opposed to being
soft and rounded off.”'*® Roland Carter offers, “If it interferes with the flow of the music, don’t
do it.”"!
Word stress must also be carefully considered in the performance of spirituals.
Unimportant words should not be accented or stressed. An example of this is the exaggeration
by many choirs of the article “the.” In an attempt to sing “the™ in the AAVE dialect, [di] or [d3],

many singers will mistakenly accent this word. Thomas recommends that singers not “put all the

energy on an article or preposition. What happens is that you bring so much attention to the

4 Hall Johnson, Thirty Negro Spirituals Arranged for Voice and Piano (New York Qﬂd Londop: G. .
Schirmer, 1949), 4 quoted in Lourin Plant, “Singing African-American Spirituals: A Reflection on Racial Barriers

in Classical Vocal Music,” Jowrnal of Singing 62, no. 3 (May/June 2003): 459.

125 . .
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2% Eelicia Barber. interviewed by the author., v ia telephone, August 7, 2015. (See Appendix C).
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Carter, interview.
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article the ershadowed, and so then the piece sounds affected.”'®® Carter also suggests

that conductors should not accent syncopated rhythms. He states, “A syncopation is not a

dynamic accent and does not require to be reemphasized. And if you over do it. . . it just flows

: 129
against the pulse.”

In many spiritual arrangements, especially those by Moses Hogan, the articulation of
consonants becomes a text-painting device. One example of this is Hogan’s arrangement of

“Battle of Jericho” (See Figure 5.1). Battiste states that the “Consonants used in the tenor and

Figure 5.1. “The Battle of Jericho,” mm. 3-6., arr. Moses Hogan.
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bass sections are pitted against consonants sung in the soprano and alto sections to create the
feeling of a battle.”™ Hogan describes the text painting:'*’
| envision@ a battle. And I envisioned perhaps opposing forces. And [ asked in my
interpretation, though 'the “t's™ were not prevalent in many instances, when you interpret
the singing of the spirituals, but I asked for the “t” sound in the word battle, and the “sh”
sound, Joshua fit the battle of Jericho. When you have the juxtaposition of the “sh”
sounds and the “t's” going with the regular “t”, you have got these opposing forces. So

that 1s what I envisioned. That is why the rhythm is really strong. But at the same time,

always knowing the melody is still present. And I wanted that to be present within this
dialogue, opposing forces of the battle.

In instances of text painting, conductors should adjust the articulation to highlight the effect of

the text.

Vowel Shape and Unification

The timbre of a choral ensemble is tied directly to the choir’s ability to unify the vowel
sounds on which they sing. According to Kenneth Phillips, “The beauty of the vocal tone is the
vowel.”"*" Poor vowel alignment can also result in intonation issues.'”* Since the text of
spirituals, even those written in dialect, are essentially English, many conductors will have choirs
use American English vowels. Felicia Barber, who has researched the linguistic aspects of
AAVE, uses American English vowels, which she describes as “warm and round.”"" However,
some conductors would rather their choirs use Italianate vowels. Battiste suggests that “One

effective way of training choirs to produce a unified vowel sound is to study Italian vowel

B Moses Hogan, interview with K. Romney, (2002), unedited transcript, quoted in Battiste, 123.

" Kenneth Phillips. Directing the Choral Music Program (New York: Oxford University Press, 2004),
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counds and use them in singing spirituals. Carter agrees stating that he typically asks choirs

‘ _|}§ IS e .
(o use Italian vowels.”™ In her article, “The African-American Spiritual: Preparation and

performance Considerations, Roscphanye Dunn-Powell transcribes several common words
which are often found in spirituals. She uses the Italian “ah” sound, [a], as well."*® See
’ L] . K

Appendix A for more examples of Dunn-Powell’s transcriptions. Regardless of the vowels used,

they must be unified throughout the choral ensemble.

Conclusion
The ideal choral timbre for an African American spiritual, or any piece of choral music,
will not be the same for each group. A conductor must consider the ensemble’s abilities and
limitations, the musical and textual meanings of the piece, an understanding of performance

practices relevant to the piece (See Figure 5.2). By manipulating vocal resonance, the use of

Figure 5.2. Ideal Choral Timbre.
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\ibrato. articulation, and vowel unification, conductors and choirs can explore a wide palette of
vocal colors and produce a more expressive choral experience for audience and performers,
alike. The conductor must be careful in the manipulation of the choral timbre so that vocal
faults, such as intonation or visible tension in singers, do not occur. The manipulation of the
clements of choral timbre should only serve the communication of the textual and musical

meanings to the audience and not serve to draw attention to the elements themselves.



CHAPTER VI

Rhythm, Tempo, and Phrasing

Rhythm

Rhythm is the dominant element of the African American spiritual. According to Robert
Herremea, “Rhythm has always been an important feature of the music of the American Negro—
it is not that all other music lacks rhythm, but it is a fact that the Negro has emphasized
rhythm.”137 The rhythmic elements of the spiritual include the predominance of simple meters,
the shifting of strong beats from beats one and two to beats two and four, and a use of
polyrhythms or cross rhythms. The conductor must realize that African American spirituals are
not inherently European and should not be approached as thus.

Most spirituals are written in a “simple and pragmatic duple meter.”"**

This use of duple
meter stems from the influence of the body’s movement in the creation of spirituals.””” The use
of duple meter also allows for the layering of polyrhythms. Sharp states, “Early shouts and
hollers demonstrated the Africanism of a free rhythm, pragmatic work rhythms; foot tapping and
hand clapping dictate a regular duple pulse, enlivened by syncopation and another Africanism,
polyrhythms.”"*" Eileen Southern describes polyrhythms in spirituals:]“

Against the fixed rhythms of the pulse, the melodies moved freely, producing cross-

rhythms that constantly clashed with the pulse patterns. It has becom'e conventional to
notate the cross-rhythms of slave melodies as syncopation, but in reality, the phenomenon

1Y Robert D. Herrema. “Choral Music by Black Composers,” The Choral Journal 10, no. 4 (January 1970)

15, hltp://\\'ww.jstor.org,ezpro.\y.lib.apsu.edu/slable/ZS543248.

b Sharp, 96.
" Trice, 17.
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Sharp, 96.

"' Southern. The Music of Black Americans. 195.



is more complex thdn that. While it is true that in some songs there is syncopati

because of the shl.ftmg of melodic accents from strong to weaker beats >i/n LO(EE: I('m s th
melodies are moving in different rhythms than those of the basic ulse, What : SOTgS-t. :
no longer simple syncopation but rather polyrhythms or multimetr::rs | e

The placement of polyrhythms on top of a steady pulse is one of the primary characteristics of
the African American spiritual. Figure 6.1 shows rhythmic figures built upon the steady pulse

of the Bass Il part. Polyrhythms and complex rhythms became ever more popular in concert

Figure 6.1. Rhythmic notation of “Elijah Rock,” mm. 36-37, arr. Moses Hogan.
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professional choirs. According to Lloyd, “Johnson sought to bring the palpable sound of the
community singing of the slave songs on the plantations to the concert hall by involving a larger
number of voices in more complex counterpoint.”'** Due to the complexity of the polyrhythms
in spirituals it is necessary that they be performed accurately or the intensity of the musical affect
will be lost.

Performers of spirituals must be aware of many rhythmic pitfalls. Like most music with
African roots, the strongest beats in spirituals occur on beats two and four. This is unlike music
of the Western European tradition in which the strong beats occur on one and three.'*® This shift
in the metrical feel is one of the elements that creates the rhythmic momentum in spirituals.
Carter approaches the metrical feel of spirituals as having as few pulses per measure as possible.
He describes the metrical feel as being like a circle and only having one or two, at most, strong
pulses per measure. According to Carter, too many strong beats create a plodding feel in
spirituals. '

André Thomas describes another pitfall common in the performance of spirituals as
wearing the “rhythm on your shirtsleeve.”™™ In an attempt to help choirs correctly perform
complicated rhythms, conductors can let the rhythm become angular and “mcr-cmphasized."'“1
He goes on to say that the result is “an unconvincing performance at best and a caricature of the

i

5. . . e gt R A .
original at worst.”'*” Carter advises that choirs not accent syncopations. According to
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Battiste:

He [Ro.lamd Carter] addresses that difficulty by teaching his choirs the difference betwee
dynamic accents (those articulated with an accent marking) and those that occur .
naturally, agogic (achieved by holding a note longer) and tonic (one occurring on a
higher note) accents. He feels that approaching the latter of the two in a natural manner
without over doing them lends a greater feeling of authenticity to the piece.

Thomas describes the rhythm of spirituals as having a roundness or smoothness to them. This is
not to be confused with the swing feel often associated with jazz. Unless the arranger has
marked that the section is to be performed with a swing feel, the use of swing should be avoided
in the performance of the spiritual. According to Carter, “So many people approach spirituals
with the idea, ‘Oh, we gotta swing it. Put just a little before the beat.’ I think that is deadly...For

the most part we [arrangers] have written down what we wanted and if you want to do your

59150

arrangement, then do your own arrangement.

Tempo
Conductors must carefully choose a tempo for the performance of'a spiritual. This choice
begins with the arranger’s suggested tempo. However, this is only a beginning point. The tempo

must be seen as a tool used to help communicate the story, and like most elements of a spiritual

should not draw attention to itself. “A song’s tempo depends on the text, function, mood, and

: . .. i o .15l o —
the physical circumstance of its performance, states Trice.”" One of the most prevalent

mistakes conductors make in regards to the tempo of spirituals is taking a tempo that is too fast.

The first step in discovering the performance tempo of a spiritual is to consult the

148 ~ " .
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arranger’s markings. Many arrangers place very clear tempo marking on their scores and these

should be followed. This tempo marking can be adjusted slightly to better accommodate the

acoustical qualities of the performance space as well as the choir’s technical limitations. Anton
Armstrong warns conductors not to take pieces with complex rhythms any faster than marked.
According to him, “When we see more highly intricate rhythms, we forget the tempo, rushing
even already-fast tempos. We need to give intricate rhythms more space to occur. It is like
Bach; when we see more black notes, we need to sing slower.”'*> Felicia Barber describes this
slowing down of tempos when performing pieces with complex rhythms as “a slow groove,

5153

getting into a slower groove. Roland Carter learned a technique for discovering the correct

tempo for a spiritual from Hall Johnson. According to Carter, Johnson described spirituals as all
having the same tempo or pulse.”™* Carter explains:'>
He [Hall Johnson] established what he called a “rocking chair rhythm”...an understanding
that there is only one, two pulses at most within a measure of music and this works...in
the spiritual...You rock forward and down and back...So between fast or slow there’s still
that overall, “umph, 2, 3,4, umph” that goes through most spirituals.
As described earlier, Carter also works to only have one or two heavy beats per measure.
Conductors must be careful to consider the activity that would be associated with the
spiritual being performed. Was this spiritual a work song? Was this spiritual used in worship?
Since spirituals were tied so directly with the daily activities of the slave, the tempo would be

influenced by the activity performed. Curtis and Cloud state, “The spirituals are based upon

various functions in everyday life. Consequently, they should be sung in tempos appropriate to
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(hose functions. .. The tempo should reflect the activity.”"™ Rollo Dilworth says that clues in

(he text can offer msight into what activity would be associated with some spirituals: “The
reason | ook at the text is because that will often give me a context [to] begin to think about
what the tempo may have been. For example, the spiritual *‘Walk Together, Children,’. . .well, |

pretty much know what tempo to take that piece because the slaves were likely walking around

in the fields when they conceived it.”"”’

Conductors have many components to balance when choosing a performance tempo.
They must consider the arranger’s markings, complexity of the rhythms, harmonic rhythm,
acoustical properties of the performance space, functionality of the music, meaning of the text,
and the technical limitations of the performing ensemble. Conductors should resist the urge to
take these songs too fast as that destroys the inherent dramatic quality of the music and can

create a less than artistic and authentic performance.

Phrasing
Spirituals often present text in repeated phrases resulting in an aaba form. These
repetitions should be phrased in such a way that builds to the climax of the phrase. Repetitions
that are performed in a stagnant way rob the spiritual of the emotional impact inherent in this
music. Roland Carter describes the effective performance of repeated phrases by comparing the

s - . 158
repetition to his mother calling him:

I'm a big person about repeated phrases in that composers and arrangers repeat things for
a purp();e_,.l remember growing up and my mother calling me and I'm not responding
and she would call and if I didn’t respond, ‘cause I knew she wanted me to do something,

" Curtis and Cloud, 20.
"Dilworth, interview.

" Carter, quoted in Battiste, 170
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lh_cn ll?c next time she calls it has a little more intensity. Ok? And then if she has to call a
third time, then she’ll call you about three of your names!... That’s where | go with
repeated phrases.

Fach phrase must be adjusted with regards to dynamics and intensity to remain effective. Rollo
Dilworth describes this aaab form as a “hyper-phrase structure.” Each small phrase builds

towards the resolution found in the final phrase. In the following he describes this hyper-phrase

159
structure:

[f you look at the phrase structure of many African American spirituals there is this very
fascinating feature. And it has to do with the onset of the phrase and its very deliberate
climb to an apex or a peak climactic moment some people might say. And then its
deliberate taper to what I call the resolution. It allows you to really know where the
phrase has its apex, and it will automatically take care of the line of the phrase. If you
look at each one of those little micro-phrases and the shapes they take on, when you
string all four of them together they take on what I call a hyper-phrase structure, in which
you have four of these little ones inside of one of these big ones. And so if you look at
the mathematics of it, if you have four phrases stacked together under this hyper-phrase
structure, the third phrase ends up having the climactic moment.

See Figure 6.2 for a graphic representation of the hyper-phrase structure.

Figure 6.2. Hyper-phrase Structure.

Hyper-phrase Structure

T e TS

| want to be ready, | want to be ready, I want to be ready to walk in
Jerusalem

just like John.

159 Dilworth, interview.



Conclusion

Rhythm. tempo. and phrasing work together to provide the driving force of the spiritual.
I'he rhythmic aspects of spirituals have roots in the music of Africa. Care should be taken that
these often-complex rhythms are performed correctly without over-emphasizing syncopations.
Also. the use of a swing feel should be avoided unless indicated in the music by the arranger.
The tempo of the music should be carefully considered and movement away from the arranger’s
indicated tempo, especially to a faster tempo, should occur if the choral ensemble struggles to
sing well at a slower tempo. Conductors should also be aware of the phrase structure found in
spirituals and how the creation of a hyper-phrase can help to build drama and excitement in the

performance.
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CHAPTER VI

A Conductor’s Guide to
Look What Dey Doin’ to Jesus” arranged by Richard Jackson

ard Jackson has written an arrangement of this spiritual that tells the story of Christ’s

crucifixion. This piece, scored for SATB choir and soloists, is no longer in print but is included

in The Oxford Book of Spirituals edited by Moses Hogan. Dramatic and challenging, this

spiritual setting is appropriate for advanced choirs.

Subtext and Symbolism: A Discussion of the Text

The following is the text of “Look What Dey Doin’ to Jesus.” Bold type indicates text sung by

soloists.

Section |

Section I1

Section [1]

Oh, look what dey doin’ to Jesus, spi’n in His face an’ “vilin’ His name.
Look what dey doin’ to Jesus. Lordy, Lordy, what a shame.

Dey put dat blin’ fol’ on His head, My Lord, my Lord.

Dey lead Him roun’ to Herrod. Lordy, Lordy what a shame.

Dey mashed dem thorns down on His head, My Lord, my Lord.

Dey whipped Him till He was nearly dead. Lordy, Lordy what a shame.

Oh, look what dey doin’ to Jesus, spi'n in His face an” *vilin® His name.
Look what dey doin’ to Jesus. Lordy, Lordy, what a shame.

Dey nailed His han’s an’ pierced His side. My Lord, my Lord.
But still my Lord made not a cry. Lordy, Lordy what a shame.
Dey hung Him high an’ stretched Him wide. My Lord. my Lord.
An’ on dat cross my Lord did die. Lordy, Lordy what a shame.

(Tenor/Bass)
Oh, look what dey do
to my Jesus, duh Savior.

(Soprano/Alto)

Oh, look what dey do.

Oh, look what dey do,

crucify my Lord upon Calvary.

Lordy, Lordy, what a shame.



JJ

I'he text for “Look What Dey Doin’ to Jesus” is a retelling of the crucifixion narrative of

Christ. Slaves were often drawn to the crucifixion story of Christ. According to Cone, “They
[slaves] were deeply moved by the Passion story because they too had been rejected, beaten, and
shot without a chance to say a word in defense of their humanity. In Jesus’ death black slaves
saw themselves, and they unleashed their imagination, describing what they felt and saw.”'®’
The Gospel of Luke most likely inspired this text, since it is the only gospel that remarks that
Jesus was blindfolded by the Roman guards.'®' In this spiritual the choir takes on the role of
onlookers or the Greek chorus who are watching the narrative unfold and responding
appropriately. As they watch the tragedy before them, they respond repeatedly “Lordy, Lordy,
what a shame.” The bulk of the storytelling is left to the soloists giving this song the familiar
call and response form found in many African American spirituals.

Since the texts found in spirituals often have meanings that extend beyond the realm of
religion, this text recounting the crucifixion could easily be seen as recounting the abuse
experienced by many slaves, telling of how the African American race was so brutally treated,
especially in the Southern United States, and how they were seen as little more than farm
cquipment. Cone describes this symbolism:'“:

Through the blood of slavery, black slaves transcended the limitations of space and time.

Jesus’ time became their time, and they encountered a new historical existence. Through

the experience of being slaves, they encountered the theological significance of Jesus
death: through the crucifixion, Jesus makes an unqualified identification with the poor
and the helpless and takes their pain upon himself.

The person of Jesus could easily be substituted in this story forany slave, their child, their

parent, their spouse. or their friend. The slaves.w ho stood by and witnessed these horrific
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cvents, could only, much like Jesus’ followers, shake their heads and exclaim, “What a shame.”

The slave masters that would carry out these beatings, and the Roman soldiers that crucified

Christ, did so in a very public way. In this public manner, slaves and Christ’s followers were

assured of their fate if they did not do as they were told. They were powerless at the hands of the
masters.

Another interesting element to this text is the remark that Jesus did not cry out during
crucifixion [“But still my Lord made not a cry”]. According to all three of the synoptic gospels,
Jesus did cry out immediately before death. Luke 23:46 (KJV) states, “And when Jesus had
cried with a loud voice, he said, Father, into thy hands I commend my spirit: and having said
thus, he gave up the ghost.” Similar accounts are found in the Gospels of Matthew and Mark. In
many spirituals that deal with the crucifixion of Christ, he is often reported as not responding to
his accusers. Arthur C. Jones writes that element of silence “illustrates the fact that the theology
revealed in the spirituals is not fundamentalist religion; rather, the core symbolism, as it speaks
to the life of an oppressed people, is embraced and utilized as material for songs.™'*" This
stoicism of Christ can be seen in “Look What Dey Doin’ to Jesus™ as well as spirituals such as
“He Never Said A Mumbalin® Word.™ Jones goes on to describe this symbolism:'**

[n this particular case [regarding “He Never Said A Mumbalin® Word], Fhe most

important symbolism is embodied in Jesus the stoic, parallcling the abiln}‘f' of African

people to endure stoically the physical and emotional agony of slavery. They could be

beaten, raped, sold away from family, forced to “breed.” and finally killed at the whim of
their oppressors; the abuse they experienced was a cructfixion every bit as real as thelone
suffered by Jesus. Although they could not control the m'u\\'ard circumstances of th?ll‘
abuse, they could control very definitely the extent to which they acknowledged their

pain. To be silent was one powerful form of resistance.
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The slave’s silence was one of their few avenues of retaliation against their captors. Howard

Thurman, in his book Deep River: The Wisdom of the Spirituals. refers to this silence as “the

. 163
silence of a great hatred.

" Thurman, 3N




Jackson’s arrangement makes e

Use of Dialect

Xtensive use of AAVE. See Figure 7.1 for an IPA

transcription of the text found in “Look What Dey Doin’ to Jesus.”

Figure 7. l.

IPA Transcription, “Look What Dey Doin’ to Jesus.”

Oh, look wh at dey doin’ to Jesus,

spi'n’ in His face an” “vilin’ His name.
Oh, look what dey doin’ to Jesus,

Lordy, Lordy, what a shame. Hoo

Dey put dat blin” fol” on His head,

my Lord.

Dey lead Him roun’ to Herrod.

Lordy, Lordy, what a shame. Hoo

Dey mashed dem thorns down on His head
Dey whipped Him till He was nearly dead.
Look what dey doin’ to mah Lord Jesus,
Lordy, Lordy, what a shame. Hoo

Dey nailed his han’s an’ pierced His side.

But still my Lord made not a cry.

Dey hung Him high an’ stretched Him wide.

An’ on dat cross my Lord did die.
Oh, look what dey do, crucify my Lord

duh Saviour, upon Calvary.

[0 lok wa der "du:in ta "d3i zas]
['sp1? in hiz feis @n 'vai lin hiz neim]
[0 lok wa der "du:in ta "d3i zas]
['Todi 'Io di wa da feim hu)

[der po d 'blam fol an hiz hed]
[mar lod]

[de lid him raon ta "he rad]

['lodi 'lo di wa da ferm hu]

[de ma[ dem Bornz davn on hiz hed]
[der wipd him til hi waz ‘nir li ded]
[lok wa der "du:in ta ma lod 'd3i zas]
['Todi 'lo di wa da feim hu]

[de1 neild hiz henz @n pirst hr said]
[bat stil mai lad merd nada krai]

[der han him hai @n stret/t him waid]
[@n an deet kros mar o di dai]

[0 lok wa der du ‘kru st far mar lad]

[da 'servja a'pan kel vari]

20

Many of the final consonants in this spiritual should be softene
word “what™ when followed by “dey.

nstead of [wat de1]. These eliminations have been expresse

d. For example in the

* the ¢ can be completely eliminated creating [wa det]

d in the IPA transcription. However,



(here are times, such as in mm. 33-38, that the final consonants can be used to heighten the

energy in rhythmic passages by moving them through the rests and placing them on the next
note. See Figure 7.2 for an example. In this example, the final consonants of the words have
been moved to the beginning of the next syllable of text. Although diphthongs have been
included in the IPA transcription, the second vowel sound in words such as “doin’” [du:n]
should be negated as much as possible or left out completely. In the case of the latter, “doin’”

would be pronounced [dun].

Figure 7.2. Rhythmic Reduction of “Look What Dey Doin’ to Jesus.” mm. 33-35, arr. Richard
Jackson.

Sop./Alto Voices —Y—~—F% T R - S - -
Oh, look what dey do, oh, look what dey do, cru-ci - fy my Lord
[o v kwa de du o lu kwa d¢ du kru-sl - fa ma [d]
Tenor/Bass Voices e S 2 e il e T
/ / /
look what dey do to my Je - sus, duh
[lu kwa de du tu ma d3i - zas da)

Use of Movement
Beginning at m. 33 and continuing until the end, movement is appropriate for this
spiritual. This section is characterized by polyrhythms between the tenor/bass parts, soprano/alto
parts, and the solo and soprano obbligato lines. A gentle rocking or step on beats two and four

can help to energize and clarify the rhythms in this section. This movement can also help to

. 5 s - = o AR = 22_20
Intensify the building tension of the story, which climaxes on the third repeat of mm. 33-39. On

cach repeat of these measures. the movements should intensify. After taking the third ending,

the movements should become less intense and stop completely on beat four of m. 44.
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hile rehearsing this piece. it is immearay:
Whilce g prece, 1tis imperative to cncourage singers to move in an organic

way. Movement that grows from the music will aid in the learning process. This organic

movement will also assist singers who may get stuck in the intellectual realm of pitches and

thythms and help them to step into the emotional realm of music. Movement will help singers
perform with less physical tension and freedom resulting in better intonation and energized

singing.
Choral Timbre

Vocal Resonance

The resonance needed for this spiritual is a balancing act between the dark and bright
aspects of the singing voice. In “Look What Dey Doin’ to Jesus™ a darker timbre could be used.
However, care must be taken to not let the sound become throaty or the intonation to suffer. Due
to the low tessitura of the choral parts in this spiritual, singers may find it more successful to sing
with a brighter and more forward sound. This brighter placement with the warmer pharyngeal
space of the vowels will create a sound that is easier to project and sing in tune. Soloists should
be encouraged to explore vocal colors that mirror the meaning found in the text. Directors would
nge of available vocal colors while encouraging

be wise to allow singers to explore their entire ra

singing with a healthy vocal technique.
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Vibrato
Vibrate eamioe lissd fn i Spiritual to heighten the drama and give the vocal lines

orward € . Hov i ; .
forward energy. However, singers should use vibrato in a way that gives forward movement to

the musical line and does not distort pitch.

Articulation
Jackson makes use of both staccato and marcato markings in this arrangement. See
. P . i
Figure 7.3. The accents in Jackson’s arrangement should be followed with great care. The

staccato markings occur at mm. 3 and 18 on the final syllable of the word “Jesus.” This marking

Figure 7.3. “Look What Dey Doin’ to Jesus,” mm. 1-3, arr. Richard Jackson.
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Oh look what dey doin' to Je - sus, spi-n' in HIs face an

IS a device which will create space between the final s of ~Jesus™ and the inttial s of “spi’in’.

The marcato markings should be executed by stressing the initial consonants in words such as

“look,” “doin’ * *my.” and ~Lord" while not accenting the final consonants of the words.

l%allm\'ing the accent. the sound should fade quickly. Often times 1n this spiritual, as inm. 7 in




the soprano, alto, and tenor parts, the note that is accented is lower in pitch than the note

following it which should not be accented. The second note must be softer than the accented

note for the accents to be heard clearly. Throughout this spiritual the sound of “hoo” is used to

accompany solo passages. Sharply aspirating the 4 and then fading the sound before the onset
of the next “hoo” will help to keep rhythmic integrity intact as well as forward momentum of the
piece.

Jackson has marked that when singing the word “shame” that the choir should close the
vowel to an m. Despite Jackson’s notation that the choir closes to the m on the second eighth
note, the choir should go directly to the m and shorten the second eighth note so that the accent
on the word that follows can be prepared by a break in the sound. In the last measure of this
spiritual, again on the word “shame,” the choir should go directly to the m sound and on the
conductors cue, produce a shadow vowel using a schwa which can then be allowed to fall in
pitch as Jackson has notated.

In measures 12 and 28, Jackson has notated a glissando downward on the release of the
word “Lord.” This glissando should occur on the vowel of “Lord™ and precede a very light
articulation of the final & These vocal slides should not be as long or pronounced as glissandi
found in jazz or gospel music. However, the slides occurring in “Look What Dey Doin’ to

Jesus” should be shorter and resemble sighs of deep emotional resignation.

Vowel Shape and Agreement

Whether the conductor chooses to use AAVE or Standard English, the vowels must be

ifi g o way to achieve vowel
unified throughout the choir for a quality choral sound to emerge. One way

» - ~hord usi ‘hythms found in the
Unification in spirituals is to chant the texton a static chord using the rhy



rangement. By removing the difficulty af w .
arrangemet . g the difficulty of pitches changing, singers can focus more closely on

vonel sounds as well as their manners ofarticulation

Rhythm and Tempo

Rhythm

This spiritual contains a rhythmic figure that appears in all voice parts throughout the
song. See Figure 7.4. This syncopated figure should not be executed in a way that creates an
angular feel. Also, a feeling of swing is to be avoided. Giving full value the eighth notes will
help achieve precision without loosing what André Thomas calls a “roundness” of the rhythm.

Figure 7.4. Prevalent Rhythmic Pattern in “Look What Dey Doin’ to Jesus,” arr. Richard
Jackson.

zBrBrr]

The solo in mm. 33-40 has an improvisatory feel. Typically in spirituals, it is not
dppropriate to improvise. This is also the case in Jackson’s arrangement. He has written in
Zrace notes as well as melismatic passages that will give this spiritual moments that sound
Improvised. Therefore, the soloists should not feel the need to add any embellishments to
lackson’s arrangement. That being said, the soloist should not feel obligated to rush through m.

45,



Tempo
The tempo marking for this spiritual is quarter note equals 80 b p.m. This tempo should
not be rushed. The layering of thythms that begins at measure 33 wil] “feel” faster than the

previous sections. However, the quarter-note pulse should not be faster than the previous

sections

Biography of Richard Jackson
Richard Jackson (1964-2001) is known primarily for his spiritual arrangements such as
“Crossin’ Ovah,” which won an award from the National Association of Negro Musicians,
“Look What Dey Doin’ to Jesus,” and “Rock My Soul.” A graduate of Loma Linda University

in California, Jackson was a member of the Albert McNeil Jubilee Singers, Screen Actors Guild,

and the American Federation of Television and Radio Artists.

Conclusion

Richard Jackson’s arrangement of “Look What Dey Doin" to Jesus™ is a perfect choice of
spiritual for the advanced choral ensemble. The tessitura in all parts tends to lie in the middle to

low registers of the voice. Jackson uses AAVE in his rhythmic setting of this dramatic text.
This text speaks of Christ’s suffering as well as the suffering of the slaves that first sang these
words. Jackson’s arrangement is full of op;mrlunilics (o showcase a choir’s best soloists.



CHAPTER vIi1

A Conductor’s Guide to
[ Want To Die Easy” arranged by Roland M. Carter

Roland Carter has arranged this spiritual for SATB choir. Although this arrangement is

much less complicated than “Look What Dey Doin’ to Jesys” by Richard Jackson, it is equally

effective and dramatic. Due to its lessened degree of difficulty, this arrangement is much more

appropriate for the high school choral ensemble or church choir.
Subtext and Symbolism: A Discussion of the Text

Textof I Want To Die Easy”

Section | [ want to die easy when [ die,
[ want to die easy when [ die.
[ want to die easy when [ die, Shout salvation as | fly,
[ want to die casy when [ die.

Section I' I want to see my Jesus, when I die.
[ want to see my Jesus, when [ die.
Yes, see Him when I die. Shout salvation as [ fly
I want to see Jesus, when I die.

Section 11 Good Lord, when [ die.
Good Lord, when I die.
Good Lord. when I die, Hallelujah.
Good Lord. when I die.

Section | [ want to die casy when I dic.
[ want to die easy when I dic. ‘
[ want to die casy when [ dic. Shout salvation as [ fly.

I want to die casy when I die.

Section I When | die. [ want to die casy.
When I die. Oh my Lord. .
Let me die easy. Oh my Lord. w hen [ die.



My Lord.

In this anonymous spiritual text there are many repetitions of the phrase

“I want to die

casy when [ die.” What did this mean for a slave “to die easy”? Spiritual texts commonly have

several layers of meanings. On the most superficial layer to “die easy” could perhaps mean to

die of natural causes and not at the hand of a vicious slave master or overseer. On another layer
one could interpret this as dying in the grace of Christ and without fear of the afterlife. Howard
Thurman, in his book The Negro Spiritual Speaks of Life and Death, states that “A quiet death
without the seizure of panic, the silent closing of the door of early life, this is the simple human
aspiration” of these words.'®® At it deepest core, this idea of dying “easy” can be interpreted as
dying as a free man, not as a slave.

Death surrounded slaves on the plantations—death of animals, crops, and most
disturbingly, other slaves and family members. Death was all too familiar to those in bondage.
Therefore, the word “when™ in this spiritual is especially poignant. For the slave it was not a
question of *if” I will die but more a question of “when™ I will die. Slaves, who often found
themselves surrounded by death and suffering, saw death as a beginning of freedom when
freedom was not achievable in life. It is not enough for the slave to just die and to be free from
this world and its problems and pains. The slave wanted to leave this existence “when™ they died

as a free person, not bound by anything or bound to anything. Roland Carter understands that

this text reaches far beyond the desires of the enslaved African American. According to Carter,

SN[ , RS T o, [P « love of the spiritual being so universal is
Now, the thing about the music of the spiritual and the love ¢ I

S

B " How ard Thurman, Deep River and The
fiends United Press: 1990), 20.

Negro Spirital Speaks of Life and Death. (Richmond, Indiana,
veg . .



that it speaks L0 everyone is some way. So, everybody has something to bring to these s
g ongs.

Everybody shares. Everybody wants to be free of something.”'¢’

The second section of this spiritual is contrasted wih the first. The text “Good Lord

when I die, Hallelujah™ is set in the parallel major of the first section. This movement from E

minor to E major gives this text a more celebratory feel—as if the one enslaved is able to
experience some of the joy of freedom, even if it is only in experienced in the mind and for a

short time. The text then moves back into E minor with a shortened version of Section 1.

Use of Dialect
Although the text used in this spiritual does not reflect the use of AAVE. the use of
dialect in performance is certainly appropriate. See Figure 8.1 for an IPA transcription of the
text found in I Want To Die Easy.” With the exception of the word “shout.” most final

consonants, such as the final 7 in “want” should be softened or eliminated.

Figure 8.1. IPA Transcription, “1 Want To Die Easy.”
[ want to die easy when [ die.
lar won 2 dar i zt win ar dat]

Shout salvation as I fly.
Lot sl ver fan @z ar flai]

I want to see myv Jesus. when 1 die.
[t wan ta si mau dsg1 zas win ai dai]

Good Lord, when [ die. Hallelujah. Good Lord. when | dic. My Lord.

) ad
lgod Isd win ar dar ha le u ja god lad win ar dar mat 1ad]

——

-

T " “
Carter, interview.
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Use of Movement

The slow rocking feel of this SONg creates an atmosphere that welcomes movement. Any
movement used should reinforce the feel of two strong beats per measure. Simple and subtle
movements, such as stepping in place, walking around the room, or a gentle rocking motion of
the body could add much forward momentum in a performance or rehearsal. These movements
should call to mind a slave carrying a heavy load on a long journey. Beginning at m. 42 a change
must occur. At this point, the dynamic is suddenly forte and the key has shifted from E minor to
E major. Larger movements that mirror celebration and that have a momentum that moves up
and not down would be appropriate in this section. This upward motion would help to change
the color of the voice into something brighter and more jubilant. Any original movements
should return after m. 50. In the coda there are several instances where the soprano voices
continues to sing while the alto, tenor, and bass voices rest. Movements here could resemble a
slave setting down their heavy load—perhaps a heavy bag of grain. On the next entrance, the

alto, tenor, and bass voices should pick up their heavy load again and take a few more burdened
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Figure 8.2. “1 Want To Die Easy,” mm 50-57, arr. Roland Carter
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For directors who do not feel comfortable with chore h
ography,

care should be taken so

’ K .': 1S arg C]ILOUl'aL’Ld tO ]T]OVG the l)('(l 1 i i |
[hnu ( hOl 1S1¢ C y Whlle Slng] i 1 i
. IS movement

will help alleviate tension, energize the choral sound, and help singers to internalize the hyth
rhythm.

Choral Timbre

Vocal Resonance

There should be two contrasting vocal colors used when singing this spiritual. Sections I

and 11 of the text should have different sounds associated with them. Section I is characterized

by a darker sound while Section II is characterized by a brighter more celebratory sound. The
darker sounds, which call to mind a feeling of weariness, should not loose the forward
placement. Choirs can experiment with this darker tone by first, finding a bright forward
placement through the use of lip trills or by vocalizing on sounds that naturally bring the sound
forward, such as [vi]. Once this placement is obtained, more pharyngeal space can be added to

darken the sound to the desired color.

Vibrato

Vibrato can be used in this spiritual in a manner that helps the vocal lines to have forward

direction.

Articulation

ok a4 beautiful legato. Carter has marked
For the most part, this spiritual should be sung witha beautiful legato. C

Indj Tt ith staccato or marcato markings.
dications of changes away from this legato articulation with stacca

i : o marcato accents. This is one of the
The worg “shout” is always marked with either staccato or mare Lo ¢
= D d [ b



few instances in this spirityg| Where the f
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I'here are also staccato markings on the alto, tenor, and by
) 5 §S parts at mm. 52, 54, and 56

ese should be very gentle and light, T
[hese shou Yy 8 ght. The rests Carter has
added to the alto. ten
, tenor, and bass

s along with the staccatos on the words “dj ” i
parts. along 1€ casy,” will make the m is pi
omentum of this piece

hegin O slow as 1f we are moving closer and closer to death

vowel Shape and Agreement

In order to have matching vowel shapes, Roland Carter prefers that his choirs use Italian

vowels without diphthongs for the singing of any music.'**

Rhythm, Tempo, and Phrasing

Rhythm

The rhythms found in “I Want To Die Easy™ are to be performed without swinging the
eighth notes and, with the exception of the previously discussed m. 33, without accenting
syncopations. Precision without angularity should be the governing thought when working on

the rhythmic aspects of this spiritual.

Tempo

_ w3 balEnnte cauals 52 . This marking
The tempo marking for *I Want to Die Easy™ is half-note equals 52 b.p.m. This marking

. . oo At in E minor. However, the
should be followed in the beginning and ending sections that are both in E mut

_ ' - allelniah.” could be taken a bit faster.
section written in E major, “Good Lord, When | Die, Hallelujah.” coulc

Thi ‘g - is section. This energy will help
this faster tempo will help breathe a new life and energy into this sectic y
qv that is more celebratory and hopeful than

\ o : T c /
gers brighten the tone and color the voice M a W

e

16y | 3 9
Carter, interview.



oinnine and ending sections of thic m: .
abegintE & scetions of this piece in ABA form The choi
; Cnoir can return to the

b it N l‘ hlllf—l]()tC Cqua] S 52 a ‘e 0
o['l"”ml lLIhpO 0 S tt r the f‘emata ln | 8
g m. 5 . he SOpI‘anO 0 i
ne pal’t mnm. 5

dould be taken ata very free tempo and never seem rushed

Phrasing

This spiritual displays a variation of the hyper-phrase structure that Rollo Dilworth
discussed in Chapter 6. Usually the hyper-phrase structure is in an aaab form with the third a
section becoming the apex of the phrase. See Figure 8.5. “I Want to Die Easy™ is characterized

by similar phrase structure that builds to an apex in the third section. See Figure 8.6

Figure 8.5. Typical Hyper-phrase Structure.

Hyper-phrase Structure

a 2 am

I want to be ready, | want to be ready, I want to be ready to walk in
Jerusalem
just like John.

Figure 8.6. Phrase Structure in “1 Want To Die Easy.”

s a b X
/ N\ / N\ # ~
| want to die easy

| want to die easy
I want to die eas | want to die easy eas)
when I die Y when | die when 1 die, Shout when | die

{\ salvation as I fly




Biography of Roland Carter

and Marvin Carter, w : :
Roland Carter, who according to Battiste “is perhaps the most significant living

qranger of African American Choral music and is noted as an authority of the perform d
ance an

. s ki . - 9169
eservation of African American music,” i i
ores was born in 1942, in Chattanooga, Tennessee, to

Horace Carter, St. and Willie Mae Carter. According to his parents, he began playing the piano
at age four. He would come home from church and play the tunes he had heard there. At age
six, he began studying piano with Alma Stovall and continued to study with her for twelve years.
[n high school, he began studying music with Edmonia Simmons. It was Simmons, a former
student of Robert Nathaniel Dett, who urged Carter to pursue a career as a musician.

Following high school, Carter attended the Hampton Institute in Virginia. Carter says it
was Simmons who “literally took me in her car, deposited me on the Hampton campus for my

undergraduate studies and that's where I studied and came under the influence of several of

55170

Nathaniel's Dett's students. [t was at Hampton that Carter also became interested in

Dett’s work studying African American Spirituals.
After graduating from Hampton with a B.A. in music, Carter attended New York

Uni\'crsity. Graduating with a master’s degree in music, he also did doctoral work at New York

University. However, he left the doctoral program before completing it. He was later awarded

an honorary doctorate from Shaw University in Raleigh, North Carolina.

5 . ~F rhAlre ¢ > Ha stitute,
Carter spent almost twenty-five years as the director of choirs at the Hampton Institute
_ s fueie Department. Following this he

and also served for several years as the Chairman of the Music Department. F¢ g
Professor of American Music at the Cadek

became the Ruth S. Holmberg UTC Foundation
e

169 "
Battiste, 150.

) N . .
Carter, interview.



2riment of Music and Conservator ivers
Departmen Scrvatory at the University of T
cennessee at Chattanooga, a
versity that, because of his race, he w
niversity t » 1€ Was unable to attend a5
an undergraduate. He taugh
: ght at

Chattanooga for twenty-three years and served ag head of the department from 1989 until 1995
unti f

As a composer, Carter is best known for his arrangement of John Rosamond Johnson’s

“Lift Every Voice and Sing.” This work has been performed all over the world. He has written

many arrangements of spirituals such as “In Bright Mansions™ and “You Must Have that True

Religion” for both choral ensembles and solo voice. He has also written for organ and orchestra.
The Chattanooga Symphony Orchestra performed his orchestral composition, Common Ground,
which is based on tunes from spirituals, as part of its 2001-2002 season.

Carter’s work has garnered many awards and recognitions. He is only one of three
musicians to be awarded honorary membership into the famed Moorehouse College Glee Club—
a distinction he shares with luminaries Robert Shaw and Leonard DePaur. In 2003, the
Tennessee Governor’s Arts Awards honored Carter as a Distinguished Artist.  He was granted
honorary membership into Phi Mu Alpha Sinfonia and was a member of the charter class of
“Signature Sinfonians.™ He is a member of the National Association of Negro Musicians—a
group over which he has presided. His biography appears in Qur Musical Heritage,
International Dictionary of Black Composers. and The New Grove Dictionary of American
ale University High School Festival (2008),

Music. As a conductor, he has appeared with the Y

. . e et O ‘tor). as well as the
the Houston Ebony Opera Guild (Music Advisor and Principal Guest Conductor). as cl

Iy - ; 5 . A frican American Songs.
(lmllunooga Choral Society for Preservation of African Americ g

+ment recorde rlumes of
_ : S + Choral Department recorded two ve
Recently, the University of Chattanooga Choral Dey

( Larecation of Cascade United Methodist

Aer’s choral music. He presently serves the cor



Church I Atlanta as the director of the Chancel Choir and continues to teach about spirituals in

srkshops throughout the United States.
WOLRS

Conclusion
Roland Carter’s arrangement is an appropriate choice of spiritual for most high school or
church choral ensembles. Carter’s arrangement is less complicated harmonically, rhythmically,
and melodically than Jackson’s “Look What Dey Doin’ To Jesus.” However, it is an inherently
dramatic arrangement which allows a wider color palette than Jackson’s arrangement. Vocal
ranges in this arrangement lie in areas of the voice in which young or less experienced singers
can be successful. This arrangement would be suitable piece for working on phrasing due to the

hyper-phrase structure prevalent in this work.
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Appendix A: Transcript of Interview With Dr. Roland .
’ arter

ccorded May15, 2015

/Mass Communications Building

Austin Peay State University, Clarksville, TN

J. Nelson:

Dr. R. Carter:

). Nelson:

DeR. Carter:

‘|~ NCI.\‘(\n;

DLR. Carter:

And first thing is could you tell me about

I . your training g
musician? Where you've had that training? ¢ that you've had as a

Let's start there.

'

glssl}l/g [[;it] i ;t:i.ol(\)/llyﬁ:’:?rl)é carly tre?'mmg was pianp studies from the age of six

. gh sct years with a lady named [Alma Stovall] who was a
nexghborhoo_d p1ano teacher in Chattanooga, Tennessee. My parents told me |
started playlhng at the age of four, picking up tunes in c'hurrch aﬁd coming
home and climbing up on the piano stool at age four, but I didn't start lcssonz
... as [ remember now until | was six years old. Brothers played. My brother
[Vince] was studying piano at the time., my older brother. ‘

So | went to the same teacher that he had. There were always instruments
around. I had an aunt who used to play carnivals and she would come to the
house and play ragtime stuff, she played in the teens and the 20s and 30s. So
my high school music teacher, who was not my piano teacher. but was a great
influence on me because she taught me on the side. | had a teacher and she
taught me also as | was accompanist and assistant and student back there in
high school.

So she was a student of Dr. Robert Nathaniel Dett. So she was insistent that |
would ¢o to him where he had been. where she studied. So she literally took
me in I;cr car, deposited me on the Hampton Campus lijr my lllldcrgl".ldll;llC'
studies and that's where | studied and came under the mﬂpcncc several of
Nathaniel's Dett's students. I developed a great interest in his work and lhgl
became my big influence in spirituals at Hampton. Did a masters and then did
some docl;nul‘sludics there but 1 dropped out of the program probably in the

80s having fun, doing what ['was doing.

- itute. night?
So vou got your undergraduate at Hampton [nstitute. ng

[n the Hampton Institute. yeah.

little bit here. So if [ were to use

just a : _
' authentic performance

of a spiritual. an
ey )
jind as a musician.

Fantastic. We're going 1o jump board
the phrase an authentic pcrlorm;mu" "
of a spiritual. what things come to youl

ase authentic performance

phr - perlon ;
of authentic singing of

' witant about the
Well. let me say | guess I'm hesitant kijl_x .
) iy are recordings. 11 any.
only because there are so rare recording



J. Nelson:

Dr. R. Carter:

I, Nelson:

spirituals in. the field. So underst
am nlm rying to capture the NWhCn l:as arranger, |
eople who co roh: Ow, there are some
:mx'lscl out d(()'Ukrj g.l(‘)‘bably - everybody who has arranged or set a s irilTaLl
g ing different intent | think. T think th h ‘ .
capture the authentic style m ¢ one who perhaps may

i | \ ore than anybody else would babl
Johnson. I think of that as he was 3 Hollywood person. He Esr::)dio }cliobzllHtilé

and that when we are
authentic performance.

Well, that's fascinating that you said that. My next question is can a concert

arrangement of a spiritual be authentic or are they too removed from the
original sound?

They are too removed, and only the ones of Hall Johnson would come close to
that I think. I think we've done what we call ... in my solo arrangements | like
to call them solo art ... spiritual art songs, but I'm not sure ... they're basically
choral arrangements. I think if you study all the different composers or
arrangers for example, Dawson really did the big concert arrangement. Hall
Johnson was a concert but much more with a flare and flavor and I think
closer to the authentic. Burleigh did sort of straight forward harmonization's
of spirituals. Jester Hairston is a show person. So his spirituals are show
pieces.

Lord forgive me, Jester. [ mean, there are flavors in his work that are more
show because he was the movie Hollywood type person. He came out of the
Hall Johnson tradition but he came out in a different kind of tradition. William
Grant Still, Nathaniel Dett ... for example, Dett did not con§ider his works as
arrangements. He, for the most part, took themalig material anfi re-used it
emot;ve or a fragment to write a new piece of music. He reqlly followed tl}e
admonition of Antonin Dvorak to American COMPOSETS SO he is really sort oL a
pioneer for me in terms of the American national kind of school that he

undertook.

“vieces that ... because I say not arrangements because

{:r?;r;’gtiq};istsa t%(;ugqlz (e)ll;eppieces that structurally -baslica]l); T:S'Ea{,rlltﬂ;z;?;?g
You don't tamper. You can extend a measure or extend a ['né h e

' ¢ erse chorus thing is still there. Dett didn't do that. vih
the e LthS o iﬁe Lambs, he only uses the call.aljd response, the initia
hlilplega Lpl(s)trf:et([)iverythino e’lse in there 1s [unintelligible 00:10:28].
call and res . g
expands on it.

. . *n idea and just
So he takes a germ of an idea J
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J. Nelson:

Dr.R. Carter:

J.Nelson:

Dr.R. Carter:

! Nelson:

Yeah, expands in -

great co ]p‘) . most of his pieces. So all of the :

great concert pieces. My spirituals, I think m et AT e
) 0

put down anvbod ' st of mine ... and this is
ybody else's, not all arrangements are spirituals or suitab?g tfg;

worship. 1t

o $hat'srzvlt1(; ?T(]) l?hqre of a church related or much more for the church

fotap st Fny Vg'r‘t_mgs are not t.h_at difficult to do. And at the time, I was

i Dl fhh 1ting, [ was writing for a church music conferenc,e. Sol
audience. And some had small choirs, some had big choirs. So

my choice of arrangements and
style was more worship ori ink i
long part. So what's authentic here? RS

What if I change that thought process a little bit. If we think to that idea of a

That changes it a bit. A couple of things. There are two factors that I think are
1]np0rtant for me. It has nothing to do with the sound of the choir. The two
factors have to do ... the principle one is rhythm and meter and which will
impact the other and dialect. Okay. Those are two things that I focus on when
I'm talking about stylistic ... I like the word stylistic rather than authentic. A
stylistic performance of spiritual. And again, it will depend on the arranger. |
think most people probably ... and this came from my experience with Hall
Johnson. I had sessions with him back in the 60s when I was going to NYU. |
had a couple of sessions with him and just sat and talked with him. But the
mistake ... and I think at this point in my life, the mistake that most people
make with spirituals is that tempos are 100 fast and too many beats in a
measure. By that [ mean ... no, go on.

No. no, because | bet you were about to talk about this. S0 w hen you say t0o

many beats per measure, You're talking ...

That's how it needs to be and Hall Johnson ...

And there's no feeling of the meter. It's justa beat. beat. beat, beat.

t. beat. Yeah. Hall Johnson was a person who believed
g ” ‘< anvwhere . oxplained to me that
and 1 don't know if he's written this anywhere but l;lL L;!l ‘l“ o okt
x:¢ > e ras slow. £ F1E1NL.
most spirituals have the same tempo. same Pg“_“& [L]Nl “‘l ‘1 o =
L o . g s - 1¢] =1 got a robe. g
i - king chair. That's the pulse. [Singing] "1 € .
Almost like a rocking chair. . . o y 16 Bt
be. All God's children ot a robe. When they get 10 h““g‘”-lg“m‘: “gp I
a robe. RS S and” o+ =greal away. Steal away. Stea
S : er God's Heaven. —S5 y. Sted ) :
 robe and shout all ove . e S 1O v .. 1 don't
(X] o “t; L [Ummelli«viblc 00:15:19] thats 00 fast. lls‘lllndmt:l e
ay to Jesus. 5 ] .+ arms of the pulse for
k o '[f yu were taught or if you ever had this in terms ¢ f p
now if you aug >

o)
How do you determine:

Beat. beat, beat, bea

renaissance music.

Well, what [ was taught ...
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Dr. R. Carter:

J. Nelson:

Dr. R. Carter:

J. Nelson:

Dr.R. Carter:

J. Nelson:

Dr.R. Carter:

I'm old school so YOu go right

in some factors of things like

i o wil e performing, el of your choir. That's what I
- I'nat's what

got. the ability ley

Right, but no. [Holding his index finger on the wrist of the opposite hand]

Oh, your pulse?

Your pulse is the pulse that you use. [ was taught this a long time ago.

Wow. See, I told you I was going to leave here smarter.

Nq, no, no, no, but it may not mean anything in particular. Now, understand, |
think I was a little slow in my example because finding that right pulse is
[Singing] “Ezekiel saw the wheel, way in the middle of the™... but if you go
[Sings the same phrase rather quickly] if you start doing that rather than ... I
teach spirituals with one beat per measure. You strum back and release it.
[Singing] “Way up in the middle of the airs. Swing low. Sweet chariot.”

So it's kind of that circular idea again?
Yeah, circular what Hall Johnson called a rocking chair.

The rocking chair.

Yeah, finding that right pulse within that. I think Jester captured that also ina
way. Especially in one of his demonstration videos. He was ‘\\().r!\‘ll"l‘%‘l\\ll'h I
think the Mormon Tabernacle Choir and l.hc'\' were doing his puu ) l\\ ant
Jesus to walk with me.”™ Jester had this thing about when yo‘u \\I\IH\ ?\|II'L|)1:,'
oh walk with me, walk with me, [ want you a.nd‘\\‘hcr; htg ‘[|L:j::]:, iberty
because many of these songs were used to march in from the helds also.

a rhythm but then this wonderful liberty that he
{ eavy on one shoulder and you want to
1 ) that before you go back to
hat circle, that same circle.

So you see that had to be a rh
explains when the bag got a lml.c h L el
change sides. [t takes a little ime 1n IhC. mus:g\ i
the march. So that's the ?lasticn}' [h)al l)k;:i\i\; setting 1 want to die ecasy.”
: L‘lse'it o Setlil;‘;’ ‘(;l;\?t\i?l:];ﬁli'dic,"‘Slep, Step. “[ want to c.i.ic 'e‘a’sy‘ wfzeg
[Singing] "I want 0 1e‘[e ]}éa\-y, «] want to die easy when .l dlC.) It's L}hStr;hCa[
: Qie.” T.hen g gtbfw from one shoulder to ano[helf‘mhlllt]?dg;arc :

ot m(l)\'n}:g ctlhs; Jﬁg:ltht ;l-ester used to demonstrate. [ love tha :

was the Kin B
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So that idea that there ;
¢ ere
o Aot IS a concrete reason fo ing i
slow down because YOI Gt I'a marking in music, I's not just

Sure.

And many of these songs are about being free from slav
students from their drug addiction, it can be free graduating from high school
We can all relate to these emotions. One in the cbrossover.‘And if \\?e get into'
those and bring those emotions into it, it doesn't have to just relate to leves.

ery and be as [ tell

That's fascinating. We have answered questions all over the place.
['m sorry.
No, I love it. [ love it. I love it. This is fascinating.

You're probably going to throw my interview out once you get to the other
four.

No. when I talk to everybody else I say you've got some big shoes to fill
because | have learned so much. So one of the questions was d'o‘ you have any
suggestions for determining an acceptable pcr.t'ormance tempo if the composer
or arranger has not indicated a tempo and I think you've answered that.

I think so. I think you have it. It has to be with the flow of the music. Now, if
it's too fast for the text and that's the other thing. That's too much. You can

determine what has to happen.

i < ifvou as the conductor disagree with an

well, and ares o il e “I?'b . '\O'U \"];Ll[]::l;‘l\' with just saying | will do
5 >mpo markings arc a) just saying
arranger or composers empe g
what [ feel is right?
i < tust having this discussion with
[ probably do that to most of the music. [ was Just ha\'nL R
i yG( il Robinson Oturu] today about that. I'm not s

Gail [Dr. Gail Robinsot- :

' der mvself a composer as
[ly want. Of course, [ don't consider my self "; LO\l\'hpo el
P W ca : 5 are people
-y “hm.?l]ey r:holz bag that's be)’ond me. Tbere }:r spiritphits o AS @
e e i c\i\ that l?ion't do that. [ write W hen the sp
everyday, who do that
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matter of fact, yoy' :
wibier Toenc you'd be Surprised, most of my arr :
Vas in my late 20s anq early 3(s Aneements were determined

Really?

Right, who's to say that tomg

Irow :
else to say. that may not change? You have something

Quite honestly, most of my stuff germinated when | was a
my most popular things [unintelligible 00:23:54],
done when I was 22 years old. Now, it has evolv
something else.

youngster. One of
my first arrangement was
ed over the past 50 years into

Well, I ...
And to lift every voice is 40 some years old.

I hadn't really thought about talking about that but the [End the bright
mansions] that you're speaking of, how has that piece changed from the 22
year old to you looking at it today or as a conductor, how have you changed
your approach to that?

I have changed. I've lived longer and when that modulation comes, I'm not
sure 1t was iT] the first one but when it comes to a major and | chose a major
because it's kind of the military marshal key but not so much military as it is
marshal. It marches. My interpretation there is that that's when | start
marching into the city in that key, in that a .majo\r key. But that w qs .n?\\'. /Tn‘d
then the scripture came at the end of it If' the S?Flpl%ll'g:. wasn't there,
[unintelligible 00:25:25] in my father's house. That evolved later.

o has arranged or written looks at

cad it fascinati sar how someone wh £
| find it fascinating to hear anie chimnk of what

I { it because that's a |
thines. Let's ¢o back to dialect for a bit because that's
['m writing about.

Y 1 . use of dialect and the performance in
eel ¢ able with the use ¢
Okay. Do you feel comfort:
scriptures?

[ do. But a person who ...
' ialect really is. Now, my
3¢ hat dialect really is. Now, 1
¢ it has to understand W : ally & ik
sl flow of the music, don't do it. The level

But a person who us .
k hard at it. don't do it. [ tell people all

rule of thumb it it inl‘er .
at which you do 1t. If you ha

feres with the
e to Wor
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sic] had workeq as ha

there to interfere with the flow 0‘;‘:111(:\;;:1;11(1 th.eﬁ
m ent

was just looking at it, «] Heard the

rd as saying dee and duh as
an;i the by that time. It's not
cither. I have an arrangement ... |
Zreachmg of the Elders.” [Singing]
I heard the preaching of the elders.”
teat(:hhmg of the elders. Thee preaching of
g ¢ those words, but at th ' '
. going to v01ce'all the consonants hard at the time. I h dehSame chin Im‘
the ... you know, I'm not going to do ok, Bttt

that. It's a d i .
languages and let's take the Afri ropping why. Most romantic
in vowels. frican languages first--most of the words ended

So there were no endin i i

bl _fg's. .If we were _droppmg a G preachin', preaching, do
e a'v ere 11t interferes with the rhythmic flow? And the other
F mgﬂ the [01] and the [69] are _really weak articles. The exaggeration of them
just floors .me,'but again, TH did not exist or doesn't exist in my ... and I don't
think it exists in any other ... and [ don't think it exists in any language other
than English. There's not a the in Italian, German, French, Spanish. So it was a
hard §0und to make. Dialect, everybody has a dialect. We have dialect within
the dialects.

So what happens ... | think musically we have to be intelligent about the ... if
we're doing a concept of spiritual, then you're going to be concerned also
about the unification of the vowel. So that's going to take away from ... that's
going to impact the dialect also. Then also you want to be sure that you don't
want hard consonants interfering with the flow of the line. And I think those
are two things that you want to be concerned with. And to be careful not to ...
what do they call it? Boy I can't think of .. don't “Minstrelize™ either the

rhythm or the dialect.

In one of Rosephanye Powell’s articles, §I}c's \\.'rilt_cn a lot on dialect ;11jd hoT\"
to approach it for people who aren't familiar \\.nh IF or do.nl kno“ldl“.“\t‘“-)‘l'l?L
it in its best way. And she talks aboul}rcalnng‘ it as _\‘OU \I\Q‘lll ]1 mu(:__lz
language where you spend time mnh‘ it and you learn which |p. aLHul:tt
streussea. which don't. And then André T l)gmas Says somcth‘llng to the effect ¢
if the dialect is drawing attention to itself, it may be too much.

That is absolutely right. If it

ke that. Absolutely. tely
Il ow of the music. 1Us well done

ain. impacting the fl

Okay. | like that.
overshadows the music, ag
and well said.

1t in which the composer or the

arrangemer ‘ -
1 s it okay to take that text

y to take an S
. Enelish in it?

to use standard s
opposite Way-

Do you think it's oka
arranger has decided
and sing it with dialect of the

No, because ...
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that's kind .
hard one. No, I wouldn't ... that depend(s)fu.};o\:};,? happens I guess is ... that's a

think anybody ... ' ur approach to dialect. '
accordiné o K/Iadelligonl\tl know who would want the articulatiof 2? Elnglolr;}:
e B, T Uit o teiisi]: ot i b Singing of a spiritual. Alihough |
R ————— Iy much because I think dialect to me ... well,

The consonants, the lack of consonants is

[unmtellllglble 00:33:04]. But it has to relate to the music. And I think if you
c’an doit ... |1 almost think it makes sense if people are sensitive to the mu);ic
I'm glmgst sure it is. I've never honestly been a person who has emphasizeci
thf: singing of dialect or even raised a real concern about dialect in the singing
of Fhe spiritual because [ sing the style of the spiritual will not allow me t; be
articulative with final Ts. For example, in my piece I mentioned I wanted to ...
you don't sing I want to. Okay. So I naturally lead a song with one T. The T
on two, not the T on one. [ wan to. Not | want to.

one aspect of that. And when do you

Sure.

So I probably ... I don't know that I sing dialect. I think my choirs have a lazy
speech pattern. I don't emphasize the dialect either in a piece or in a piece that
does not have. 1 let the style of the music influence me more. And the
unification that I'm seeking from my singers, whatever that takes, if dialect
works, if it has an emphasis on the word, but I do more of ... even most of my
singing in English. I like to use Italian vowels. Separating [unintelligible
00:35:34] SO I'm not that conscious admittedly of dialect when I'm singing

spirituals. That may create a problem for you.

stly in Cha ra. right, and then you taught at
No. Now, you've taught mostly in Chattanooga. rig \

Hampton.

R 24 in Chattanooga.
I taught at Hampton 24 years and then 24
oy have it a little easier because almost
Right. I think in the south we may .hd“t 'lmlthc carith
e\'grybociy speaks with some kind of dialect g
Ve . there are dialects
Yeah, dial s everywhere in the world. So even now, there a
eah, dialect exis , :
within dialects. That's what I'm saying.
. necsee where ['m from ...
We have our southern but in East Tennessce
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And your southern black, right?

Let's see. That takes care of those. Th
movement a bit. [ know a lot of peop

swaying or stepping to music, they think more of a gospel kind of influence
Since a lf)t of the songs that spirituals were based o\n had to dom\\ |llll:nthi
rhyt‘hm of WOI:k or the rhythm Qt moving, like, you were talking about coming
in from th? helds.‘do you think it's ever appropriate to have a choir use
movement in a pertormance of the spiritual? And there's one I'm thinking of.
And I don't know if you would actually call it a spiritual or not. There's a
song, I've got a rainbow tied all around my shoulder. Is that the song? I've got
a rainbow tied around my shoulder. It's like a group of prisoners all w orkﬁ]g
together. They get a letter from home and you get the sound of them with their
pickaxes on the side of the road.

1S 1s wonderful. I wanted to talk about
le when they think of a choir moving,

[t depends on the song. I'm not a choreographer. So | don't do a lot of that. |
have people who do that. 1 don't mind even personal individual expression
within the choir as long as it doesn't interfere with the total expression on the
interpretation. | leave the movement probably more to gospel as you suggest.
But I probably would do something but I'm not the person to talk to about
choreographer. I rarely used it with my choirs.

But it sounds like you're saying it needs to be very organic. It doesn't need to
be something put on the music. It needs to come from the music.
Oh. 1 think from the music rather than yeah. than not put on the music. I

wouldn't stress that at all.

2 A choral sound. Do you have a .. you
q styvlistically appropriate choral imbre
: ritual? Is it a rich thick

All right. What about timbre of a choir
don't ]ikc the word authentic. IS l.hC.l'C
that you like to hear when a ‘chﬂll' i i 5 dark
sounli. is it lots of vibrato. 1s 1t less vibrato. is 1bd de

placement?

srforming a spl
performing : _
placement, 1s 1t a bright

sl 0f My experience ... | cuess I like ...

scause m _ iy
o , dark umbre but | don't want a

That's a difticult one forme T

> ! ) Y
I'm scared to say ... well, I'm nc¢

weighty timbre.

| understand.
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I ' want the vowe] shape darker taller

But not pressed.

But not pressed. I don't know if that makes sense

Oh it makes perfect sense in my book.

]?aedca:i}s(fstll;ltavl?éi h;idilnftf;a\l\l/tg/ and especially ... well, with the choirs, I've

; ‘ ‘When I was at Hampton so my problem was
adgptmg them, taking out vibrato for music ... to do Bach or to have a good
mixture when l.d(.) Brahms. It's so interesting my experience with Robert
Shaw was that his ideal sound, and not necessarily with the spiritual, was the
fact that he said to have an integrated choir was the most idea because you had
that wonderful blend and it would Just work. But for the spiritual, again, ['ve
heard my colleagues, my friends and probably André would have much more
to do or to say about this than I because I remember he and Antoine [Amster]
having a conversation about the sound of a choir and doing spirituals. And
I've never quite ever made that a concern of mine. Maybe that's why I never
had a good choir then.

[ doubt you had any bad choirs.

Well, I've had some bad ones I tell you. I didn't have a particular timbre for
spirituals. It just happened. I'm sure that I must have shaked and changed
some things.

Did you notice any difference between the choirs that you had at Hampton
, "CY
[nstitute and the ones that you had at UTC"

Well. I didn't do a lot of choral work at UTC. 1 had ic [umnlclllglblc
00: “;'37] at UTC and maybe a couple of years | did choirs w hlldc we “guLl
oy X iterature fi ' as 2. So
lookine for a choral director. I chose the literature for what I was doing. S¢

—- ¢ L

; ‘ou're causl > to think
io difference 1 o students. no. You're causing me to tl
didn't notice a big difference in those studen
and work.
: oune conductor or someone beginning their
Wl fiow sl d ol By" Lll i} Olm:l Il them. to give them so they could
idelines you te ,log . €)

smEEaRD at cuidelines would ) i ¥ e By fHE
career? What gu et " . b sl

: yach a spiritual successfully? And lhls' ud)mu g 2
’ roac \ ‘ ! 1 ! > ¢ us dd Sdy ¢ S
B ti (t) in front of the choir time. what things do )
preparation (¢ ‘
a young conductor find

th ~ - ,
hered prior to the 20 " Century. By that |

ings suggest 1s that
Perhaps one of the first things W ould sugg
(e .
: o b AR
collections of Spm[uals‘th 1t B e
ave songs of the United 2
(e o =

vere gat

mean the sl
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Oh yeah where they
yei 1CY use
¢y used to £0 around an( collccting tunes?

Yeah, collecting tunes. What is it? The rel;
: S 17 The rel

arranger is tr}/ing to do. And to understand that these arr
authentic performances of slaves in the field

They are what thf?y are. And by that I mean you have to bring the same
n?USlcallty a musician should to the spiritual arrangements. They ain't going to
sing themselves although most people think they will. Just give then% a
spiritual and l.et. them go. No, they will not sing themselves. So you've got to
have the musicianship that you would bring to Brahms or Beethoven. You've
got to understand the language, the shaping of vowels, consonants, when to

explode or when to implode or when to forget. And then I would probably ask
them to listen to a lot of spirituals.

Unfortunately we don't have a lot of..we have some field singings of
individuals but not really a lot of group singing is done. And much of it is an
attempt to recreate what was done and I'm afraid of those. So I guess the main
thing is to develop an understanding and one of the books that I would refer
you or anyone else to is Black Song.

[s that “The Forge and the Flame?”
Yeah.

That is a fascinating book.
It is. To understand and appreciate the spiritual. Its probably the Bible of
spirituals.

ask them to listen to some spirituals. I
those authentic, but are there some
that you would tell someone ... for
ng and you're a baritone like I am,
" Who would you tell a young
Low their choir does it. That will

Let's o back to that idea of you \\'Oll!d
know we don't have recordings of
composers or conductors or groups "
example, if you're singing a German'arL;u
you're told go listen to.Flscher Dlesh ;}
conductor, go listen to this person and hea
give you a good starting point.

[ don't know. Dr. R. Carter.

Go find Dr. R. Carter on YouTube.
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I don't know. | have to
now? I don't know. [ thi

'y powerful [unintelligible
hing to learn there with his

had recordings of albums

on 12-inch albums and they're hard to find, if they are existine. But you've got

the work now. That's hard.

That's hard. Again, it brings me back to the importance of knowing what the
arranger had. For example, if I were going to do a Hall Johnson Zpiritual I
would llsFen to the recording and [ think it's been reissued by a guy nam;:d
Eugene Simpson of the Virginia State choir. He has a Hall Johnson songbook.
He worked with Hall for years. So his recordings of Johnson are fabulous, I
understand the Jester worked within the Belmont group in the performance of
his pieces. They have a CD on his pieces.

You've got wonderful resources like Damon Dandridge who performs his own
pieces. And he and Stacey Gibbs, he and Stacey were in school together. They
came from the same high school in Detroit. | think three or four people came
out of that school. You've got those guys doing their own work. I don't know
how much conducting Stacey is doing these days. Is he doing a lot of
conducting?

I'm not sure. | know he does writing. That's his thing.

1 3 SN A . 'Q S N W 1 as
So it's hard to find where to do ... I mean. Dawson recorded his own thing

and those were ... but there is not one place I would say one could go to do
them but there are some historic recordings out there.

about using instruments with spirituals such as ... and [ know

/ ou feel :
How do you 1 written to be a cappella but there

the bulk of the spiritual literature has Ibccn i o
i ¥ e of pieces that are accompanic ano.
are a handful here and there of p

5 I sed to that at all. I think
e come. It all depends. I'm not Opposc . '
sl LUGHE 31 57 0 e did some and William Grant still has ... |
Dawson has a couple that ... but Dettdids B € s i e
they are there and I'm not opposed to that. that -
A R , ou can't think as your authentic ...
1;1‘_21! 't}?the spiril That's why | say you can't think of Il[ 1;_ o ereted o
DINEg WI & db s J g . i g e .
tl(“k formance of arrangements e e IL"]IIlm( omposer. It's only
C i~ v . R > C )
d]e' e (d 'Ls authentic. Only within the S}}]L o -klsthal riaht?
es;\gnd'te ) but not in quthentic in terms of the genre. 13 s
authentic as ... ¢
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I think so Let's see i
YU LECLS See. > I
€ (,)m of my questions are what

that sheds light ... you talkeq about books contains information

the Forge and the Flame.,
Yes, that's historically f
also ... the introductions of Hall Joh

i Introduction to the Sha i
i ; ) wn [work] coll
of spirituals, the intro to those ... not the arran emeEt o i
arrangements but to the collections. They S TS, O G s

were put together.

[ think that's about it.
Feel free at any time to get back to me,

This came up n a voice class that [ was in, Every so often our studio teacher,
and [ study with Sharon Mabry... get us together in the studio, we perform for
each other and give notes and things like that. One of the guys did an
arrangement ... [ know it was either “Swing Low Sweet Chariot” or it was
very familiar. I don't know why I can't think of it. I'm not sure. But anyway, at
the ending, he took quite a bit of liberties improvising around ... and my
thought was I don't know if that's appropriate. For me, it's not appropriate and
what [ suggest is that that person has to understand the difference. It depends
on whose piece it was because some guys will write and allow that kind of
stuff in there. It's important to understand the difference, as you well know, in
the gospel and the spiritual.

That was my thought.

And the improvisation process is ... the ornaments and decorations are quite
different.

So gospel ornaments are more direct.

ng that just came to mind. You tglked earlier abou't rhylt(hm.
¢ ated rhythm in a spiritual, is that ... | hop? ln.1 asking
to be taken literally as what's printed on
[ am wording this so poorly. Should it
ore about I can divide this and this

There is one thi
When you look at a not
this question correctly. Is that rhythm
the page or is it to be taken as more ... .
be more about a feeling of the rhythm or'm

and make it all square?
1k [ would take it as the person wrote it. [ hear

' hat's something I assume has gotten beyond me
people talk about swing and tha g

i le probably do too. Or they
i .ico thythms. I think other peop o .
because [ write precise 1h){t ' [ would try to adhere pretty
wLiTl indicate that it's permissi

i hythms, you've got to
the problem In doing syncopatlor;] anfih rth):n [hm}(/l. i
much to d 1 1 pthat's other part about the T y g
understand anc c

X and appreciate.
understand the type of accents there are and app
inderstz :

If it's an arrangement, [ thir

ble to do that. Yeah.



1. Nelson:

There are three distinguished accent types:

agogic, tonic, and dynamnc
There's an accent called an agogic accent. An agogic is like a syllable that is

accented-S\mpl'y because it's held longer. The tonic accent is the one simply

because Its a higher note. It jumps out at you. And then the dynamic accent is
the reinforced one. A note ...

: a syncopation is not a dynamic accent and does
not require to be reemphasized. And that's what happens. Because of its

rhythmic placement it makes it syncopation. And if you go and overdo it, the
same train, that kind of reminds me .

. no, that doesn't work. The syncopation
itself, it just flows against the pulse.
[ think that's maybe what I was wanting to get to in a roundabout why. I was

taking the wrong train. Thank you for your time. I have found this fascinating.
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The first thing I’d like to K, i
. now 1s:
performance of a spiritual,” what i1S When you hear the phrase “authentic

deas :
term or that phrase mean tc you? come to your mind? What does that

Well, I think that there are Et "

mind. Ther e some sy ey 31 it come 1
about vocal tone. I think about the deliver ' il \ne Bl
a .couple o'f'different layers. 1 cenainlyytlol{n?eatlj:g:ni a&i’tt}}:ré: ;Zufeitzl;etﬁz
primary driving concept. Because music of African and African-Amecrican
origins, rhythm is actually the primary component, as opposed to melody
although melody can be important. But unlike the music of the Westerr;
classical tradition, rhythm is often the driving feature, even in a slow piece of
music.

[ think about the intent behind the delivery of the music. I think about the
desire on the performer’s part to provide us with accurate, historical context.
And certainly I think about the outward expression of the music. I think about
how one has to present oneself, especially when it comes to the emotion and
the emoting behind the emotion in the performance of the piece. And I could
certainly talk more about all of those things at some point.

principles, I think, when I think about

So those are really some of the guiding .
[ly to the spiritual, but to other styles,

authentic performance practice, speci~ﬁca |
as well. Specifically to the spiritual, for this.

o look for an authentic performance of a

spiritual? Because I've heard from some in the choir profession that tlk:e
. ] , started. So maybe
spirituals are somewhat removed from where ‘lhe) f\l‘l.rtLﬁ" ’S( '1 q..)'ue
“authentic” isn’t the correct phrase but in more of a stylistically appropriz
authentic™ 1 .

performance?

Do you think it’s a wise thing t

nticity in a number of ways. Yes, the
ts original context in that they were not
\’511 know. Originally, they were, of
formed out in the fields and during

art. Also, they were certainly
’ ary focus. We

[ think that one can strive for ‘authg
spiritual is very much removed n"omlla“
performed standing still at a comendl e}
course, conceived and comp‘osed and p !
labor ’intensive activities for the mos

{ ot the rim
g camp meetings when labor was n p
o o

composed durir
know that, for sure.
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And so in order (o Strive for

music in that particulay ity, we don't :

! i ar cont . ceessarily ook 5
of thought whep : XL i ¥ put the
specifically referring Vocal tone, g;

, di

L)

alect, There are °
sort of tw °
that we should s 0 schools of

:;irrz lare peop!e who believg that — many people who are on sort of the more
» Taw, n-the-field king of sound, Which the slaves would have

employed — they would not have been striyj '
; ng for anything that we think of
sort of bel canto, Western, European classicalg Lot

the English language into your own native tongue and whatever lexicon from
which you drew your own vocal native vocabulary, and whatever sort of
phones and phonemes you were able to master through muscle control in your
own language, versus what you are now trying to assimilate. So there are all
sorts of issues with what it really means to be authentic.

But I think if we go back to those sort of six principles earlier that I talked
about, these are ce}tainly, in my mind, concepts that will at least move us in
that direction. Because if you think about it, even \\'nh classural n'msw.. how
authentic can you really be? We simply strive to move in that direction as best

We can.

Have you read Bruce Haynes’ book, “The End of Early Music*

[ have not.
o historically performed performances,
Yeah, he is very much an advocate t.m l]]bt()rt]a']iil‘EZ;cre; dowg performers,
y , e untouched in that. He - 5 this idea
and he leaves no on o vards. He gets everybody in. Let’s go to i
conductors, the _‘VhOIe Hie yare ah.gadv addressed, or brought up, ‘t.he issue
of dialect for a little while. You've erson having a lot to do with their

: " " the
of the geographical placement of the P
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dialect. But when YOU prepare 3
are

, —— spiritual, if it
another one, how do yoy handle Pifitual, if it’s one that you've arranged or

the use of dialect?

So an initial T is often sounded as we would

Gt S ot ] v U
: a:da] So internal T’s are often
dentalized and softened and tapered to more of a D kind of sound. And if it
were a final T it would also be pretty much the same. So that’s hox'v [ handle
it, and so I use that framework to discuss dialect with my singers. And we talk
about, for example, the letter R and we talk about final "inzz‘s“ and whether
we’re going to say “going to,” “gonna,” or “goin’ to” or some other,
depending upon, again, regionally what would have been more accurate.

if we were saying, “Take me to

It varies with me greatly. Most of the spirituals that I arrange for modern day |
don’t go that far with the dialect. But the more general subtle things — such as
the initials, internals and finals when it comes to “ing” or the letter T, the
letter R, for example, those things I do want my singers to experience. And I
help them to understand that this is not something that would be offensive to
African Americans because many African Americans, if they have roots in the
South, still speak that way in some cases. And also we want to help our
audiences to understand that African Americans as they were attempting to
assimilate the English language into whatever language that they had been
speaking, their native tongue, they were approyf}mtmg.as"cllose as p(?s::\'lb.li:
And so the fact that African Americans say “dis” and “de” instead of “this
and “the” has nothing to do with their imclligcncc.lc\'cl. It lwsvcycrytmng to
do with the fact that the “th” sound, as we kno§\‘ it, hard’ly a'n_\\\ ht'f(l;(;‘nln‘ a]r:Z
laneuage or dialect on the African commel}t exists. l mncan Y 'ou mig . cor ;

S . . s more or a “tuh™ as opposed to a
close with Zulu, a “th” sound, but even that’s more

“th” sound as we know it.

ays of saying these words were
1d have said 1t, and as people \\'ould. have
more authentic. The same ratlona!e
Mozart Requiem with a Germanic
at. but [ have colleagues who say to
heard it, and that’s the way the

. y >se W
So once we began 1o understand that these

the approximations as they wou s
heard it being said or sung. helps us to] e
goes for people who cho‘ose to sing 111;
Latin. Well there’s lots of debatg atl)guhﬂe
me, “That’s the way Mozart would N
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people would have sung it
will, a German accent on Lat
but there

: hey woulq have gy
i - ; In. And
re1s some Mientionality
case with the African American

ng it with that accent if
, if you
towarzo you can argue the pros and cons of it,
o authenticity there. And the same is the
piritual, at least jt’g my belief,
There’s a lot of correlation

. there betwe
slave dialect, and the Haitia o the

African A 1
merican, w
n Creole, , What we call

Absolutely.

You know how the French -
a5 Best theyrsenld, » When they left them, they assimilated their French

Exactly, and that mixture ... and some people either, in a positive or in a

pejorative way, refer to it as sort of a patois, but that’s exactly right. And to be
honest wlth you, some of that also crept into African American dialect. When
you think of certain words that occur . that you see in spirituals, for

example, that’s very possible. So absolutely, there’s just sort of a mixture
there.

Well do you feel like it’s ever appropriate to do a spiritual, or to perform a
spiritual, with Madeline Marshall style of English diction? Is that something
you would see as appropriate, or would it leave you thinking there’s a color of
sound missing there? How would you approach that?

Yeah, personally 1 would probably say that something would be missing.
There are choirs that choose to do that, and there are certainly people who
have arranged the spiritual absent of any dialect and have chosen the sort qt‘
the standard form of the English language as we know it and insist that th§1r
choirs sing in that particular way. And to me that’s - not necessanlz
inappropriate. But I do think that we have enough evidence andtenou%

performance practice scholarly writings that would ‘perhaps 'mtorm us to mOV\e
in a direction a little bit more closely connected with the way this music was

probably performed.

ere in terms of what the possibilities
re if you’ve gotten all the way to the
ly stylistic nuances that we sh9uld
re performing so!neth{ng from
f we were performing somelhmgvtrom ,the
something from ... 1f we were
he same is true. [ mean there are
f certain languages, and [ say,
e closer?” And so I think

And again, there’s a whole contmugm th
might be, and no one really knows for su

mark. But I think that there are ceﬂfl;” i
perhaps pay attention to, as W€ would it W

the carly music repertory o ! -forming
operatic repertory or if We Were pei mean tl
performing a Portuguese tolke SQ‘Ug. d versions 0
people who choose to use An‘glmzebut can we mov
“Okay, well you can think of that,

that’s my argument.
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Okay. l'lhink YOU've answer d
conversations like that I’ e

X M going t .
pwplc. most choral directors whinothtalk a_blt abou
as simple as - €y think of m

x;)nd_er;llrlllc,1 if}tlzs. I dj_ust Workeq with them about a month ago — well in earl
y ¢y did a combined chorg] set with the Strathmore Children’}s/

Chorus, and they did “Walk in J
L) . eru l M ¢ ’
couple things. So fhey sy e donesil em,” “Take me to the Water” and a

Yeah, that’s the two they did.

Yeah, that’s great.

It was extremely enjoyable. Do you think there are movements appropriate to
spirituals, or would you use that?

Yes, [ would. It’s sometimes challenging to incorporate movement into a
choral setting because there are other considerations that one has to think
about in terms of if they’re wearing tuxedos and formal gowns and if they’re
on risers versus being on the floor. So there are other considerations that one
must think about. But my feeling is that movement should be a part of every
single spiritual that is performed. People often argue with me on that, and they
ask why. Well that’s because when spirituals were conceived the slaves were
moving when they sang them. That doesn’t necessarily mean we have to move
in the same way when we're performing a spiritual. But.\\'e cannot stand
perfectly still because the movement that helped to create this music was very

much inherent in the genesis of this music.

In fact, you can’t go anywhere on th.ehAt‘rican conti‘nexzt.‘ to my l[(n_ol\;Ifj%;;
and I’ve asked a lot of friends from dlftgrerll parts of the Tonvn'nle:]. it
what the word is for music in their native tongue. Aljd nc;\ alv )a{{g follow i
up by saying, “Well this word doesn’t just mean music. lt.a 5(? n?‘cad‘ %h : ;re
also lneansc;nowre1nent.” So movement anq music are 'mt[e)nt:;:gf“jo l :ﬁmk
tethered at the hip in African culture. So for us t(?fbefr‘)tl”i]:‘n[ici[ i
' little bit further away from the mark o d‘L,l e }g e Iy
g 'US : - we'll never quite get all the way there. S50
e e Andt ar%lil\r:',let me say this. | don’t think that the movement has
that that’s important.

to be very pronounced all the time. |
er’s not going to be able to get this
~Keep your hand on th.e
| sounds the way It

about this. Your record

al. Butif ['m doing this, ™
o c P
mistake that that spiritua

But let’s just think :

because it’s going to be VIsU .
L] ] , S

plow. Hold on,” now there
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sounds and grooves he .
behind a muic, ngb‘izty Way 1t does because You can imagj i
& £ 0n to the handles of the plow d%_ne 2 slave betiE
and digging in, getting

their leverage because if
age, se if they didn’t
when that mule t i
0ok off they were goin
) _ g

to go flying over the top of it. S
l“::( l:(%t lsl;to' thethSOil' And that’ ably how that son
ing tha - was ¢
thi, Tt th>i/nkgof h(t)\z,\’}rl:n ?, choir sings that Spiritual thatgthey ml(J)snt1 2?1;(;68;
hets T ik mhog: aléca inm:)}:e powerful it be if they did. And so | think we
. . € genesis of thig style of musi i
: music.
understanding it fully I terms of itg development, we kn v I
movement was an integral and inh : » WS alow (hat the

Everything I’ve read kind of mirrors what you’ve just said. But you are there
first choral director I’ve talked to that has said yes to [unintelligible 00:21 :38].
Some have said, “I’'m not really comfortable with movement. I'm not a
choreographer.” And the same one that said that also said, “But if it’s an
organic movement, why not?”

Yeah, absolutely. And it can be. It can be. I think we as choral directors have
to give our singers permission and license to perhaps conceptgalize‘
themselves in an organic kind of movement experience — not to the point of
distraction — but certainly to a level that says I'm not iny engaging the mind,
but I’'m engaging the body in this music-making experience. And .to‘be h-o_nest
with you, Justin, I wouldn’t knock movement 1n a Clgss\n)cal\pwge\ (;1 l[r;]i
Baroque piece or a renaissance piece or even a moden? pisEE o‘t l]]tISIL'.iI 45}1
matter because this is the instrument. And if we look at .m.sn L{n{unza -15_S£h2
the time, they are — the good ones who are n'laklr.lg t_he 1;)1.1.111:2;(;1&«\?}1]&[ [he;/
are physically engaging with that instrun@nl m ()f?e],r[(i)(jlxgs]f_g11()u1d g
believe is a heartfelt, artisticaltlﬁsotﬁzf t]?t\i)etfli;“:;ni e o e s
so why do we, as singers, no ES S

n iri 1 / — [ think so.
! USiC, but the spmtual WGJUSt have to [t

d I Ider

bit about tempos. Some o
nderfl ['hi s ti I \\'anted to talk a : X
. This 1s tlﬁd to that. . i, "

WO Iitutlh t I have seen dOIl‘t olve a tempo mark. Now a ducto
spmlua S tha ¢

- 1 any guidance or
i hinking when you look at a spiritual ¥ ;th‘ogt the} ;;erformance

Buidsa JENE Tl 1_5 ¢? How do you address ... this 18

with very little guidance:

tempo?
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ure. \\,dl the first thing 1 look g i the T
harmonic rhythm, and 1 often lct\ lhk text. The g
foremost. But the reason I look at the loxt
ex

context for while [ can heo: .
¢ I can begin (o think about what the tempo have b
may have been.

For example, the spiri g T

5 Spiritual “Walk 0 i

fisiote mien BT R e that lece ieet?er Children” cowell T pretty much
a

sl TEilra s use the slaves were likely walking
e 1t. “Walk to i ’
Z g:)lu;_:lt] L\\tealy. \l’)\/alk together children. Don’t you getgeth’e’rTC}l:elllt(’isreS : ll?ol?lt
; > tempo bec if i -

p refmoving around that is the tempz
' ’ _ ! OF ... sort of casual. It certain]
wouldn’t be hurried. So | think about those kinds of considerations whenallr}n%/l

! : S a margin there, or maybe a range that
I have to think about based upon the number of singers in my chogir, the

acoustical properties of space, and so those things obviously go into play as

well. But in general, [ try very hard to look at those two things — the text and
the harmonic rhythm are extremely important to me.

) ccond thing I look at is the
.wt()) concepts guide me, first and
IS because that will often give me a

As a conductor...you have two unique roles. You're a conductor and an

arranger. But as a conductor do you ever look at a tempo marking and just go,
“That’s not a good tempo for this piece?”

Yes, I do. And I realize that tempo markings...it depends on whose tempo
marking it is. If it’s Randall Thompson’s tempo marking I knew he knew
exactly what tempo he wanted because he was very meticulous in his writing.
But in most cases I think the tempo markings are a guide. And I won’t have
any of my music published without circa in front of the tempo marking
because it is relative. It is relative. And there are circumstances, obviously,
that may push you a little bit ahead of that marking or pull you a little bit
behind it. And I try to use my best judgment based upon the text and based
upon the harmonic rhythm and certainly the context. H1§tor1cally, what most
likely precipitated the development of this piece? So I think about those kinds
of things.

o be a very informed dissention or disagreement. It

But it sounds like it has to- .
can’t be “well, I just don’t like that tempo.

Right, yes.
ation of the spiritual — do
here 1s a difference in the way the beats are

Western classical music? For e.xample,.m my
t he feels the two biggest mistakes
beats per measure, and they are
discussion we talked abput, it’s
here the down is heavier and

This has to do with tempo — but the metrical organiz

you feel that in a spiritual t

: st
weighted as opposed to mo .
discussion with Roland Carter he said

. i o0 many
made with spirituals are there alle ltiie 4
taken usually too fast. So he feels lIKe,

) cle idea W
almost like that rendl

cverything else 1s up-

gsance clr
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R Milworth: - Yeaho well 1 think that there IS
‘ arrange my spirituals in such .
often means that | wij Write
and w r;l‘c 1tm common time it i
many. For example, mv are > ne LN cut time with half as
s s ple, my arrangement of “Walking to Jerusalem” . hdl't ht
. & ) o ¢ dale some
l te it Wantto be ready. | wang " that’s a nice two. Wel] il?'m'mllght
wrote 1t I want to be re \ P amity
ool at e by ready.” And that is because if you
N American spirituals there s this
ith the onset of the phrase. And its
or a climactic moment some people
what I call the resolution.

Something to be spjg

a way th; > me:

mmf‘y ‘l'hal the measures are much larger, which
‘ ¢ cighth and sixteenth notes in the

as opposed to writ

about that. | tend to

the measure

. 1© PATase structure of many Africq
very fascinating feature,
very deliberate ¢

And if you don’t mind Il write in your book. I'll show you what it looks like.

H}“‘ 's where it starts; here’s where it peaks; and here’s where it tapers. It kind
of tapers there. And so that kind of phrase structure is something that when
one becomes aware of it it very much supports what Professor Carter said in
that it doesn’t go too fast. It allows you to really know where the phrase has
its apex, and it will automatically take care of the line of the phrase. And it
will automatically take care of the syllabic stress of the phrase, the weight
within the phrase. So if you just take what I just sang, and you do that entire
phrase in four as opposed to doing it in two, watch what happens. I’'m going to
try to graft the phrase this way, so you’re looking at it, “I want to be ready. I
want to be ready. | want to be ready to walk in Jerusalem just like John.” It all
makes sense. So if you think of those little micro-phrases, four of them, then
you begin to understand not only how these phrases were very sort of
carefully formed, but you also begin to understand how these phrases fit

together.

A lot of people say, “Why is there so much repetifion in the text .c(;f a
spiritual?” Well there’s a reason for that. [ mean you're movnl]g to.wat1 1?1(2
resolution, and that’s what the final phrz{se “to vyalk in Jerusha em JLlSd ke
John” is. But if you look at each one of those l.lttlF l:mcrto-petrssfsthaer; e
shapes that they take on, when you string all four of the\rlz fgir e i
on what | calt@ hypt?r-phraS§ StrUCtUXfl;(lj“S(‘)V 1};‘;}(1)3, (I)SOkaat the mathematics of
OtmtS msj(:cli) é (f?(])quopthtrzzz ZEC?(ZZSiogether under this hyper-phrase structure,
it, if you hav

; ~ : ment.
the third phrase ends up having the climactic mo

I'r at’s the ion” dney
| 1 hat’ h “Golden POI‘pOI‘thﬂ that Ro
‘Il \CI\()n: So Y [ illSl had a flash from. . . that’s t

Eichenberger speaks of-

1 v
IR, Dilworth- Absolutely.

lson: Sixty-six pereent.
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Ihat’s what it s, yeah. That’g what it i
is.

[ have to email him ang say wow

He knows what he’s talking aboyt

Again, there are a numbe g
EFE s r of considerati :

will depen crations. It will depend on the
pend on whose arrangement it is. But in general [ tend to lilizn;ptoc;nlé

that is a little bit darker than ... if we i i

te.nd to be just a little bit more on the ozl(irz)h:iccigng:tu xgt Olistth Z Ch]a(rioscuro I
piece as well because there are some spiritual; or somje mo?r?ent S OT? ltihe
spirituals, where I need more brilliance, and I'll ask for more chiean : \l;m i
most cases [ try to be just a little bit ... again, if you think of the C(r)z.tin iy
and chiaroscuro being in the middle, I'm just a little bit back of that o

Now is that to be confused with throatiness? Is that what you're describing, or
almost throatiness?

Okay. That’s a good question. I like to be just in back of chiaroscuro but not
all the way back to the point that it’s what | consider throatiness. And I'll tell
you why I like that sound. Just back of chiaroscuro, just to the back of it, |
think that there is an entire realm of resonators that we don’t often think about
using, especially when we’re in classical music. If we go all the way back to
the pharyngeal resonators, way back here, then yes, it’s going to be a wooty,
dark, throaty — you may even get a little bit of [fry] back there, I don't know -
when you’re doing it. That sound, for me. is not practical for modern singers
to do on a regular basis because I think technically it is not something that’s
done all the ti}ne for most classical singers unless you grew up that way.

vou'll hear a lot of throaty gospel and
And culturally that’s the norm, and so
many church-related choirs, who will
i 1 it's oreat. The problem 1s most
' i i and [ think it's grea 1 :
e kind o! SOU]?d‘ hat. So I have to figure out what 1s
cilers tghiod SHUESER T S d“_“d . l Ip them to be vocally healthy
' { S1 What'’s going to help tie _ y
most practical for my singers. WHeE= S e Heronerandbe
muchpof the time? But what's going to help t ast give the
o *the coloristic t
singers a glimpse of some of t.hc .co]oxsld T falth
African folk and ritual singing: nd it's that 1 = anatomically and
id oF'ean So | have to figure out PhVS‘OlOi—"LJ Y d“d S( : st |
. ‘ . So 1 hav - " lace that sound. So that's whe
kind of sound help my singers (© place that sound
technically where I can heip e ['m working with children.
g0 for in most places — €SP

Like in the African American church
spirituals and hymns being lined out.
you’ll hear African American choirs,

s at le ‘
hings that 1s very much a part of
h roat, no head voice,

ecially when

ith s o are late teens up-
you're working with students W h
Well let’s assume g
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Okay, sure.

So we're talking college choirs. H
— to get that sound that you're s ]

wd :
.  th " 40 You work — or what ideas do you use
it turning nto that 16-year-o|q

peaking of? How do :
o you describe th i
bass trying to sound Russian? at without

horale down in Texas for many years. And what I do, like

him, 1s I dial it forward. I turn sidewa .
_ ’ s and th o 'l s .
that with my singers. ys and then I sing. I'll sing like ... I do

And we exl,)erlment with that. And we do this sort of dialing back and forth.
And I don’t even talk abput resonators. | don’t use any fancy language,
becayse [ QO this with little kids too. And I keep them exploring the
continuum, if you will, and when we get to about here is where I tell them to
stop. And I'll say, “Okay. Let’s sing this phrase now, and let’s keep our hands
here, and let’s sing it like that.” And then I'll have them go all the way back
and say, “Stop. Let’s sing it like that.” Then I'll go all the way forward, “Stop.
Let’s sing it like that.” So I help them to explore the continuum of brilliance
versus darkness. And when I get it to where I hear it I stop them, but it’s
usually about right here. It’s usually just a little bit past 1:00, 2:00. It's like
right there.

Do you ever notice that pulling the placement back some ... does it affect the

intonation any?

It can, and I think it’s important {0 teac_h your singtjfs how lf‘ j“i"jatlcy ”Ti};
because just as you do it this way, intonation c‘an hedat‘tcc.tﬁii. \S\IIL: \,::[;f: i)f
the way here the same problems. can 08C¥- én' 5[0‘ ]m"nil'n‘vc that. Yeah,
il il g " \Siclf ilo t:i:r;hey Ib;il'l\]n l(hcv"rc‘:uisilm .lhc soft

N re you go back, ¢ . S TS Fila tan
t];aellcjttscbf:ihlantciolgue starts to get in the way- SO”":“}”}LT.[l;:b{::ckr:ta[l_}lc :;:I:
are t0’<retl1e1‘ Andvl'm like. “Don’t put them together. ¢

. - ation.
things that can get in the way of intonatic

. e the back of the tongue.
[ can imagine people wanting to press the back
Ju start to bring it forward, the mtonatlog
ag VC Sl = . . 5 -
ok ¢ beginning to activate what’s here. An

Absolutely. And of course. . ;
qoe their intonation alotasit's

- ause they'T
becomes more in focus because !  really man
for so many people these resonator )
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commg forward here <
to mitigate that,

Okay. That's a new idey. I'm intereste

arranger for just a big. ed in that. Sg e 'S t;

Okay, sure.

That's a good question.
That's not a greatly worded question

That’s okay.
But I think you understand what I’'m after.

['do. I 'think that there are a couple of principles that I would like for people to
apply when approaching my music, and it’s the same principle I use when I
approach anyone else’s. Three things — one, do everything you can to learn all
that you can about that music and about the genre and the performance
practice, historical context, all of that. That’s number one, do your best to do
your homework on the piece. Second, study it like crazy. Know everything
that it has to say. And once you know what it has to say, let it tell you what to
do in terms of gesture and in terms of sequence of rehearsal and teaching the
piece. | know it sounds crazy, but I believe if we study any piece of music
well enough that it will tell us what it needs. It will. It’ll tell us everything that

it needs for us to do in order to deliver it, if you will.

The third thing is once it has told you everything that it needs from tyout (3)(;‘
your best to be the composer or the arranger’s advocate, arclidl’t]};etn“geogtivh
the way. Sorry to be so crass, but that’s really what it is. An ell'y y

iC | ' ican art
| say that. Yes, the spirituals and gospel music 1S an African Americ

' icl ' laced in artistic
‘ ' sic in order for it to be p
A o he things that ['m always concerned

arenas all over the world. But one of e d conductors — we will take our
about is that we often tend — all of us as traine d our Western gestures and
Western principles and our Western ideas an And we do that not only for
impose them upon something that’s not Weks)tet”\;e also do it because we think
our ()Awn level of comfort and convenience, bU feeling is that if we g0 the
5 i ds to be done. And my < is what I'm going to
that that’s the way 1t neeas & » “That's in four, SO this 18 wl o baclz -
N n ) AT 0 Q

((’jf 5?): thcat et us look at ... for -ex?;‘m:re Do;s it really
wire tire phrase is in one bat of tour.
” that entire PHEe>

way

opposite route — instead
do to it.” Rather than us
the, *I want to be ready,

C hlS \Vay‘.
n .C(l l() h{‘ (()Hd 1IClC < .
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conduct the music. But our Western conducting gestures do not accommodate

rhythm: They accommodate metrics. And so what does it mean to conduct
rhythmically as opposed to metrically? Well we don’t know what that means,
most of us, because that’s not what we learned. And that’s not what was
written in ... I’'m not going to name the names of anybody’s books. But it’s
not written in anybody’s books. We are taught, as conductors, to conduct
metrically not rhythmically. So what does that mean when you're dealing with
this kind of music? Should I impose my metric framework on something that
should be interpreted rhythmically? Well that's what most of us do. So I
challenge conductors to rethink their entire construct of what it means to be a
conductor when they’re looking at my music in particular because I'm going
to write it in such a way that’s going to challenge to not think about baseline
and boxes and whatever.

— ~axi 1439
Wonderful. You mentioned Agordoh. Is that how you say it

Yes, A. A. Agordoh, and I don't think you can find tl’m jﬂm:k »:Llrl:g b\ut[nlL::
going to sendvyou a bibliography. | h:d\'ci 9 tourﬁqg: .}:d][:\m,l\n(d it mu\ be in
Amevrican spiritual, and the last page 1s like 1 bi ‘It‘:l:;l{‘]:l;]‘mm o email it
there. but I don't know if the Agordoh book is there. T

to you right now.
Are there composers of pieces. splrm‘luls.
A o get stuck on the things

Fav eat.
Well that answers that. Okay, gred ‘ e d
) Because We .
hey're great, but

that you’d like to se¢ perfo‘rmed lm:[;:d stuff like that, which ¢ y

- ~onferences and § ) s > stage time

i ol ACDAbwl)]tt' the past that you wish w (;:I']qbélul()?;:r(;:l];

e writers maybe ¢ & e [unintelligible OV 1]

Ere here \t‘m}[extsthe);’re doing or what they re [uninteli
ecause of wha 5
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Yeah, sure. Well | think

‘ —and ||| '
eople — bu mention
peoy on ik when the miq. 1990, 1" PECase I Know al thse
Hogan came on the scene * hit, mid 1o late

A lot of Harry Thacker Burlej

gh’s choral spiritual arrangements have never

?ﬁrlgr;.t;l)"h:;eaﬁrf;tatgu;;l;erlof them that are up there, and | had a resource.
- 1 printed it all out, but there are a number of
arrangements that never saw the printing press. And I plan to go up there,
actually, this fall and dig through some of them. Robert Nathanial Dett - he’s
got some great arrangements, and I think people have just sort of forgotten
about them — not totally — but then there are other people who have
arrangements that are really cool, like Roland Carter, but people like Evelyn
Simpson-Curenton, who’s down in Washington, DC.

People like ... a young kid, 31 years old, Marques Garrett, well he’s on his
way down to Florida State to study with André Thomas. He was director of
choral activities at Cheyney University here just outside of Philadcl.phia. And
so there are people like them. There’s Damon [)zmdr'idgc. who's now at
Bethune-Cookman, and he’s got a few arrangements. Alliance has published a

few of them. But there are people like Augustus Hill who l-ms just : handful of
things, maybe only one or two things in print. And.l think lhc'?.rc bl?thyk?y
Alliance. Augustus lives up in Detroit. Albert Mcle - noh«rd_\rs !(ji»kfn;,t:l
his stuff anymore. I was just hanging out with him a nple ol WeSks BEO:

That man’s 95 years old.

[ was surprised to hear he’s still alive.

d I put together. He is quite thg \pr\ t‘usg[y
d better than people halt his age. So
arter. his stuft gets around, but more
So | think there are ... Bchy
as. but she lived in
“them are out of

And he’s more alive than you an !
sts aro
95-year-old man. [ mean he guslar(du(‘
' at, ¢ 1
there are people like that, and Roland €4FEF
young people need to know W hat he’s g

) ¢ an W

S many of
-angements. And ) -
Chicagco. and she’s got some great arrangeme! icago. Lena must be like 90
et nson MeLin = Len? ik ~alifornia was publishing
print now. Lena Johnson 1970s, Neil Kjos out 1t Califo
ack in the , 2

years old. Well b
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e € Wrote. She hac o o
Undine Smith Moore - 5 few of her :h'has 'ons of arrangements of spirituals
. In 4 > D

label. I'Ve got few things of oo K the Lunintelligible 00:53.55)
stuff'is still in print anyn — I don't know if any of his
but again, because of that I hope folk know about
spirilua.l, which is rea]|
much single-handedly, we’re ; - ork of Moses Hogan, pretty
which is too bad.,

Yeah, unfortunately, when | sta

rted thi i
André Thomas and Undine Moo 'S project I was aware of your work,

re Just because we sang “Daniel, Daniel.”

Yeah, good.

And that’s about ... and Rosa [Filkins)

ki . That’s about it. So I j :
wealth of things that I'm like — 1t. 50 | just found all this

Yeah, Margaret Bonds is a name you should put down. A number of her
things are no longer in print, but Margaret Bonds — I did my dissertation on
her. So I know her stuff. Yeah, these are great souls of the past who ... every
last one of those people I'm standing on their shoulders. I mean if it weren’t
for what they did I wouldn’t be doing what I’'m doing, period.

It’s a fascinating legacy.
Yeah, indeed.

I just have a couple more here. I only have one more, apd this was §omethmg
... it just came up recently when I was reading. And I wish I had written (.jOWln
the name of the book. But for so long I had always underslogd that spirituals
the level of this is what I'm saying and the leve?l
last two weeks because I circled it
where basically the author said

were written on two levels — . :
of this is what I mean. And it was in the

his ... said

and put a notes to find out about this . b %

somerihing to the effect of that we’re giving the ssmtuals too Elllhcel:ncgetdtl‘ace
2 ' was we need to approac !

we approach them that way. His take i R sl

e T L bOOé(q p;Obits)lz:\}:\e:: [ found it was somebody else
1 inki titw /
shade its thinking somewhat. Bu

/ had it at the library at our

. intelligi .56:41] and we actually atou
W}]:O dlldl[tllmrllteclihftlbilte (1)3(1&5 ?s it] your understanding that the symbolism n
school. I looke )

2
ose’
spirituals was very much there on purp

ere are some you can probably just take at

that have gained the most popularit'y
elsand metaphysical levels. And there 1s

' ings
ind that there were multiple meam'nve
- ember when the slaves wer

Yeah, the spirituals ... I think that th

g on
face value, but by and large, t?esica
they speak to us on both thebli :;’ -
absolutely, positively, no dou e to rem
in these spirituals because YO



as just to say, “Hey,
-~ Sometimes it was to
[hollars] out in the woods
twas to say, “We’re abou
. d t
£0Ing to plan an escape.”

And if you look very carefy]]

atalo
clearly, very dlearly. T miean iy t of these texts you can see that

f 'm here, and the :
) : > ext slave is wa
those steps, and I'm walking along and I'm saying, “Meeting tOnigh{ ;Zirti:g

ton’lght, meeting on the old camp ground,” well the slave owners thouch
we're training them tq be good Christian soldiers, so they’re talking abouotut% :
great camp mc?et up in the sky. We'll let them be. What they wgre reall a—
the_y were talking about that — but they were also saying, “Guess what wey’re
going to get together tonight, and we’re going to mee;, and we're og)ing to
hgvg a little celebration.” I mean there’s no doubt about that. Why \VZre they
singing, “Wade in the water. God’s going to trouble the water?”

very

Well we know that’s a form of spiritual cleansing and baptism, and that’s
what they wanted the slave owners to think. But that also meant I'm going to
make my way to the water because if | can get to the water it’ll throw off the
scents of the dogs, and [ am home free. No doubt about that — no doubt about
that. I mean when a slave was walking through the field singing, “Shine on
me, shine on me. [ wonder if the lighthouse will shine on me,” again, the slave
owners thought that lighthouse is Jesus Christ, and they're singing about if the
lighthouse is going to shine on them. Well what they were talking about was
where on earth is the North Star? That’s why “Follow the Drinking Gourd™ 1s
an important spiritual because they knew if they could find that North Star,

boom, | can make it.

There’s no doubt in my mind about that. And [ think that the more we look at

i e w > of the biblical narrative
these spirituals the more We¢ would see lh}iz A.l.l s s (0
Spitugls e T ORI Y(lm'r "G?&mn Moses.” | mean all of
It 1t “Hot indow Noah, — e
it g t'he ino 5. these spirituals were re-enforcing the
ELEAES it 18 this notion Tt 3% - wiving from the evangelists, and that’s
Christian teachings tha they W& I‘beuﬂl\m‘:zum: token, as th} evangelists and
& OWIEES W _But by the s . & e !
what the slave O““I?els t;\ asnetesd aves were creating songs a:out tht;nr
reachers were telling the » o . he Lord can take care
Eecause they found resonance with the fact Fhat Itl :nean that’s just ... it was
M I ly he’s soing to take care of me.
oses, then sure gomg

i - them to prove o the slave
an affirmation of their faith. And 1t helped fOIIiLI';C . ar[J B
owners th‘al they were taking In

all this informa e for them while they
was giving them the hope that if Ir

tories. the sl

eedom could not cor
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were living in this form on R
made their way (o heay » they knew

. freedon

L0 o B 1 w
i} ' Elijah Rock
about that — no doubys, ’

en. ‘
shout, shout.’

ould come when they
So I have no doubts

lh'ill. S ‘c"_“’d' Did we hit all of those? Tone i
driving, intent. Yeah. e de]"’ery e e

[ actually
sometimes
now this handout

would like a transcri
Ipt wh :
[ don’t p Cnever you send jt — only because

remember what [ gay /
on the African Y- I'm going to actually send you right

e 8 Ameri iri ; :
There it is. I can send it to your APST] eniz?l:plrltual S0 that you will have it.

Yes.

And I can get that book if you want to look at it.

No, I think I'll be fine. I can get it through the library. It’s there at APSU
Library.

Okay. Well I don't know if you’ll be able to find the book, to be honest with
you, because I bought it in Ghana I think. So while this is coming to you let
me just run into my office. I’'m going to have to cover my face because there’s
dust everywhere. That’s why we didn’t have the meeting in my office. It’s
dusty, but I’m going to run back there because I want to ...
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[ know it’s [research into dialect]

) y endin icati
summarize your research in a nutsh 1 o Publication, but can you kind of

ell, basically?

talking about how the slaves acqui

:E:r;il:lrzcs) ;?eatsc?rlxs EllbouF. So I did touch briefly on Gullah l.apguage, that

pirituals using Gullah language as well as Louisiana Creole
But. my focus on AAVE, which is African American Vernacular English'
which is a dialect of course of standard English and is the primary dialeci
that’s found in most spirituals that you will find all the way back to the
earliest collection that was published Slave Songs of the United States in 1867,

So then the focus of my dissertation was then trying to figure out what the
performance practice should be in spirituals. I did this through two things. I
wanted to research the actual scores and again even though there are some
transcriptions that were dated prior to the publication in 1867, that is what we
kind of think of as...I don’t want to say our gold standard of where we're to
begin, but looking at that early publication, which actually 1s transcr‘ipti.o_ns
taken from slaves. I don't know if you’re familiar with it. Are you familiar

with that collection?

The “Slave Songs of the United States,” yes.

Okay. So you already know that the transcriptions came from se\.'e‘rj'l clin‘ ferent
. , /as
slave plantations in several states. And so then I'w an.ted to St?ec letS \]\?azcltt\o\ok
actually reflected in the music. So part of my dll,sser;a:gr}: c\){,hgt “,;15 the other
ble that I've Seen. . ;
tw s, “Nobody Knows the Trou i rtation out.
S Ooioﬂit me look %ere. Actually, I'll make sure | p“”efi_.m}./ dlSZid s
](mcl.] d two songs and looked at the earliest transcription _
pulled tw g

- “1n Bricht Mansions Above,”
sve Seen” and “In Bright ¥ A
“Dlolbady Kuows UE TrOUbleAI;je[Sactually traced them from their earliest
I

both that are familiar Lexts. inti nd actually just looked at dialect.

transcription to the modern transcriptions a 4 in written scores, and then

/\(“21Su Ipuo'il was to see how dialect was reﬂecttz ot of time at the Library of

m; o?ﬁyrbt'o‘cus was doing listening. And I spen
€ S o

Congress specifically.
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[ also did some researe
carly recordings. The eqrl: £480 and was Jooki
as 2 P! .
\‘\ 1S .I‘mm 1893, But | listened ¢ :
choirs, or what we think of collegi -+ recording of not only college
Hampton Institute ;
§ an

kel 5 d Tu also looked

ooked at several studies that were d A ensembles. And then I

I also looked at th Iversi Isaiaeinm
s e o Ha; [im\/}?rsu-y of Mississippi Del.ta research collection. And
Library of Congressp ZI:I dn]Stll'tL'tte research collection. All of these are at the
A 1 : :
actually made 3 digital g OSfeI;sg to everything. | had cylinders that they
: _ py of, then I had also several reels. And these
studies actua'lly h.ad Iterviews with people from various states — again, across
Fhe Sogth primarily — and then also did recordings of individuals singi’ng not
just spmtual.s, but also traditional folk tunes and then also recordings ot: full
church services. And so it was fascinating, and what I did was take a
collection from that and actually transcribed myself what was being stated as
the dialect that was being stated and then actually located that.

My other emphasis, and I guess the final approach to my work that I'm
working on, is trying other come up with a helpful guide for teachers. And one
of the ways that I'm trying to do this is through using IPA because one of the
things that I noticed was a need for IPA because of inconsistencies of how —
even from one specific transcriber to another — how you would define it or
how a sound would be transcribed. Whereas if you use IPA that is something

that is of course familiar to...are you a choral major?

Yes.

Okay. So that would be something, of course, familiar to anyone who’s a
vocal major. So that’s the other part and focus of my research.

nting all at the same time. So in your research
‘the dialect from the earliest sources you

derstand as that dialect today?

It sounds fascinating and dauntir
did you notice an evolution of t
encountered to what most people un

nd most fascinating, and I think this was...ll hdont
'« has a lot to do with my
if ‘ ¢ maybe a...this . )
' d say evolution, il . i ot t in the United
kno‘\‘\ i WOPl g d the time of the civil rights movemen Un
stuff. But I think around t o carlier transcriptions

- g ift i ications frot
HiEg, e Ol s Shm’l;ndppr?gsgry single spiritual, whether they
: , : I anscribed 1M ey = ¥ - R
where you would see dlialec[t tise T i it ietion
. [’'m going L0 US&

d ] Tt W “betta.”
1 “petter’ It W ould be

” S0 So mstead of

hwa S und.

One of the things that I fou

were writing ..
or the R turned mto S
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L0 come up with a system, and one of the

e i ent through and came up with several things
Over again — if that makes sense — that I clearly could

see as part of the i ; -
o T T et e s
lot of people haven’t looked at a lot — this 1S one otyta};e fez\??h(;tthfsr itr?m% e
Ro a \,/’owel — that is the diphthong becoming a monophthong. lr::tee;znz?
wide” you would see “wahd” — Just the first vowel being used. And so I
guess one of the things that I noticed most strikingly was that there was almost
...in the idea of political correctness because one of the things I also address,
even when [ articulate this out at conferences, is that we clearvly have to realize
that there is a negative connotation associated with slavery attached to using
dialect.

And you have African Americans who are not wanting to use it because there
was so much in the literature — and this was something I found even when I
was looking back at books — most of the books or transcriptions were done by
Caucasians. And you would have this huge introduction that would be very,
very negative before you would move to the spiritual. It was fascinating to me
about how it was broken. The language was broken. And all this was again
because of this type of slavery. And there was already a negative to it, which
is another reason why I addressed my research thrgugh lunguag.c because
when you think of it, any other culture who was coming to lh.c‘ Umth SFajtcs
when they acquire English there may be some soupds lhal‘au n(?l nd:]I«\ L} To
them. Asians or the Hispanic community - .thc mllghl be some So.u,n, s/;u;l
were not found in their native tongue. And this [umnlclllglblui‘((i)'().1’|:—-’]- t'tll:e
so what was called broken was really not broken. It (\j\;ail ['h[m\:'gréu:g:Kt)'::u(:]d o
English language because there were SC\gmI-}s'o\ﬁllis(,,]ld(ﬂ‘ S
their native tongue. And so Fhat “th™ soun L i\ n: w}‘tchd ke . o i
which is not found in African I\anguageb‘-]“‘i‘ ]‘UU'WC a'nd the “'th™ became
overall effect, that there was a softening of the [angUase.

aD.

' g ' of

*the things that I noticed ... | think around 1961((). |na[t]hoecresrzjusl

S . et f1E it ¢ the civil rights movement, | think arr g o
being pOliIIC‘d”?’ cmT?LLh,O But it appeared that they began not [O‘-u,b-tlz ?ihts
EER o o I_an“dt llS’think it was in connection with the civil rights,
or even reflect 1t. Al

I tl tl] ’['h.lt'f [he O]]]}' [hlnv_ l LOLlld come p
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; Y fascinati
stimulate a conversation for ating. And so m

y hope is that :
e 5 mode my research will
some really significant perfo”nancznparraflgers and also that | can provide
feel comfort ractice ideg
e a:fl‘ea t;ecause what’s happening g Syg(:’rt:aChe?S so that they

i se
S, juostt (r)lgtlléerature, especially of the early ilir;gra?ur:eac‘f(‘ o
Burleigh. So that’ €ing performed by Dett and o
gh. 5o that’s part of my passion, as you can tel| even Dawson nov,

It’s fascinating. I alwa o Bt

' ys enjoy listeni , .
what they’re doing. They ¥ Ng to someone who is passionate about

can make the ; : g 15
wonderful. So how many . Phone book interesting, so this is

.- I know you talked ab ;
t AA
Gullah, and there was another one that | didn’t Writeoélo\t\tf .5 diala) ko

AAVE is the Only‘dialect. Gullah is actually a language, and then Louisiana
Creole is also considered a language as opposed to a dialect of English.

Are there other dialects that you discovered or came across?

Nq, AAVE was called Black English early on. It’s all talking about the same
thing. So if you hear something about Black English or Black Vernacular
English, AAVE, African American Vernacular or African American
Vernacular English — they’re all names for the same thing. But what I did also
discover is that modern day Ebonics is actually a direct descendant of AAVE,
if that makes sense, through my linguistics classes. So you'll see the same
things being dropped or volicean or substitutions that we sce in AAVE. It’s
justa ... I guess you would say Ebonics has developed out of that dialect.

Okay. Let me go through my notes here. When you listen to choirs perform or

even while you were doing research, are there some common mistakes you

hear ensembles making when they perform spirituals’
L) . 8 3. 240
That’s a loaded question, 1sn Uit

Well you don’t have to mention any names.
_ because performance

os | think specific . rforman
- igible 00:15:25]). I'm

ooing to be [unintell
] 1¢. which

No. I will not. One of the thm‘
practice of spirituals In general 1s o i B et It Fight
i i ialec ‘hy s anothe g -
starting with dialect, but lh)lhm' 1S other g iggest no-no i
g et e $ hd'[ Il]:l they us:‘hgl'mdard English. And
. “hoirs 18 thd y use Sl ng :
you want to say that | hear from chc ir " \ere performing <omething Latin or
[ think of it like when we talk aboqt if we \ ¢ S d(;thc N arch anid do
if we were performing something 1n French \\c‘ ey
e e' 'k % figure ozlt the exact diction because \\g) e o ation
Iheg\ i fmﬁ o:sible And | thiple 12 - llh'e:\";\' t'rm?] it. if that makes
o e s ?d'alect that we’ve gone Cqmple[e : [‘ 'n;{ really hoping that my
on the use 0l ‘lk e | st things that 1 2 |
sense. So I think on £
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written that it’s so e dey. I don't know is See 1s that because there s very little

. off. 1 . It has a lot of corners
othe'r thing would be with Pt T p o t Just sounds too crisp. And the

me--"water [wa:' ta].”

And there’s li ' '
ere’s like a lift and a going down. So I guess it’s one of the nuances of

hearing it, and | dpn't know if it’s because people are not exposed to s f
the egrher_repordmgs. But I do think one of the things lhétPs ‘huninsometl?l
mffSt is this idea of being politically correct and the idea ot: not \\'a?t?nso [;
offend anyone, so therefore we won't use any dialect at all. You know \\c'hal
[’m saying? |

Yes.
[ think that’s my biggest issue or pet peeve.

Right, okay. So wow, you hit so many questions at once. You're really good
at this. I think you must have read my mind. When you are working with a
choral group, and this doesn’t have to be about dialect. This can be about
movement, tempos, choral tone, anywhere you want to go, basically. But
when you’re working with a choir, what suggestions or what ideas do you find
yourself using to guide people towards what you want to hear? Are there some
phrases that you use a lot that you think really l.ktlp people understand what it
is that you’re going for in a performance of a spiritual?

v is kinesthetic movement because | feel
' beat you will not get a feel for it.
asl'\'car. and I had my kids over
and doing a sway to the march
and then I turned it into a
o — that is the strong beat —

One of the things I use a lot | will sa
if you do not internalize the sound and thc”
We did Dawson’s “Ain’-a That Good News I
exaggerate. At one point [ had them marchmgl a
on step together so that they would be together,

i T 5i thre
e, Besuas TAt WERSE o ]‘5_ m;:url'l:ld music. at least of African or
~ - i st multiculturd s
but in spirituals, and n most

' St e're two

[ : not the string. So we re on

' . IS e beat. hat 1S nc b |

ISpanic descent, that 1S not th e , ’ - e ki

or four or a G}’ncopation of that within the beal}. :1(; I[(hq[ T e e
sometimes \\‘\ill have them either clap, or something 3

onger empha ¢ [ ill say that I do
¢ a 1  or four. But [ will say th

one and then to a stronger €m hasis on the (WO (wlnto:md e i
' : 5 ’ - ’ E g

. CI porate lot of movement, especmll) early 0 aoe
Incorporate a
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movement during the

1hlut they’re still internaliz; not necessarily together swayin
a lot.

. talk aboy
Ny perlormances, no matter jf i t the text because | am text driven in

discussing the tex L Was spirituals or not,
e soundgof— yoxi’ lz}rllf)vsvovlj/r}fet (l)f the text and then the dictionA(?fqt}?g t’c:;(ttu erz
1l eittier speak ft lies % at 1'mean — the overall sound. And so sometimes
- samefifing ul ;1 poem, have them close their eyes, have them
lat of Bies even s at they can hear the sound or repeat the 56 d

' ome of the rhythms s Ut A2
portion of the rhythm. I’ve done this i i o mlfght -
speak it in rhythm and have them justd
sound of the dialect. Does that make se

Another thing that | do js [ do
all of 1

0@ sway, no music, but just getting the
nse? i

Yes.
So that’s something often I do as well.

Okgy. Do you have any suggestions regarding tempo? And the reason I'm
asking...one of the people I interviewed...one of the first things he remarked
about was he thinks most people take spirituals too fast.

They do. I think they think of them as [a closer] and that if it’s loud and fast
it’s good as opposed to...you know what I'm saying? So again, the tempo |
think that a lot of it most of the time is a slow groove instead of a fast ... |
don't know how to say it fast, a shuffle or something. I like think of it, and |
always tell it to my kids, as thinking of a slow groove. gcn‘ing.imo a slmysr
groove. Let me try to get a metronome out while you're talkmg.Jusl to see .11 I
would have a recommended tempo. [ would think usually \\'allgng tempo-ish.
[ don't know if this is even helping. Let me find it now. I'm going to see t\'hflt
72 sounds like. Like I want to use Moses Hogan's I can Tell the World for
example. Sometimes | hear that so fast. “I can tell the \‘\*orlld.lﬂcsd. aboul[lt]lzls.il
can tell ...” It really is a slower groove. | probably wou ; ‘o it...this

t this slow. Hang on. It"s about 69, 70.
probably about 66, 67. Well maybe no s 108 8 i wahich 1 thisk & lo
And the slowest they’ve taken it 1s SOMEW here around 80,

of people take it — or above.

«goon-ah-will be Done,” the

Right. The spiritual that comes to mind 18

Dawson.

eSS and h d h ey ca 't g€ [+ \\‘OrdS out.
Y t Cy 0 l[ SO faSt that [h y nt g t 1h
R e ma k. g or that N l"d[hC[' fast.
-hh b t [ ems llkC ]f IneanTV serves. the mar ng t
1gnt, but 1 SE B J
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11y
I'do not have thyy In fron of

know I'have that i, my pe
['m sorry.

me, and |y, at my off;

rsonal collection, but [ 4 oo ' not g my home, |

Not have i in front of me,

But regardless your sy i
g " ggestion would b
€ to relax the te
mpo.

[t would be in general to re]
g ax from What we
are currently hearip
g.

Sure, sure. | understand.

Warm, rounded tone, but yet clear — i
want to hear covered: | want it far bg

you can sometimes get where jt’s too covered and it feels Jike the vowels are

all in the back of your throat. [ stil] want clear vowels in the center, but [ want
rounded or warm tones,

Yes. Do you think of the sections in a typical choir, SATB, as having different
roles when performing spirituals than they do in most Western musjc? A
better way to ask that would be does your idea of balance change when you're
doing a spiritual?

No, it does not.

All right. You mentioned earlier that there are a lot of arrangements an.d
arrangérs that are overlooked now because of lhelr.use of‘ q:alcc; 1‘n I}h)Cl{‘
arrangement. And that kind of is what spurred tl]ls‘ql{$5['()3.|{~r:j )t‘:;r.:
arranéers that you would like to see get more prograrn’n?gtg..l‘f}n\‘ m(nx::m L( :iuu
have to necessarily be an arranger from the past — may L)l:r\ c;'cs e \'m;
for whatever reason isn’t getting enough attention, in yc ves, ]

would like to see more of their music performed.

ind. and when | was actually answering ll]{ll‘
[ think the one who comes to mind, an g i gt
it Blio Fofal b 0 Rt i Nﬂ[ham’a 'son -and I would like to
: is doing a spiritual you may sec d Dd“-b.(, e s
someone is doing a sp for the most part you're seeing B
emphasize “may.” But .It/h“s e of Rollo Dilworth l’ﬂ‘lf]‘:vlpf el
composers like Thomas ond ﬂ(;sce al-ehfamas[ic. P gt mkm'g‘ d\(; ‘:;\mbc an
or even Stacey Gles. An'n:iS o o il e peaplegd b::kHu% B;;leigh :
of them, but what I'm sayi .ce Simliely Nat.hamal De } i ao-es uriig
vl e s IOtACIOC?IIZfPe‘)ple pertC h][; S()[?};eblgn]ecl was thinking
well has some choral. it

< well.
i s as wel
a collection of choral arrangement
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primarily ol was Nath
And a lotof his work
middle...1 had a fami]
behind on my

anial Dett iy, hi
: 1S work at 4
We're pro , anson Instityte > di
" cmcrgengmmm'mg Some this year, ['m actt:::ltl h? o
Programming, §q i/ Which you know, of, and so | it
going to do of Dett. Byt he w.ill b i 19 figure oy Sy sir: a hlme
e on my sprin ces I'm
g program.
And so I just even goin
work by Thomas. [ couyl

Yes, | know the name, yeah.

g:;ag’t »a tzii(l)qr(]is t(})]t?r;llEt\}/]eely;ne?iﬁﬁssyz r:\/hlte.' Those two have gollections aqd

s published. And some things are not in
pubhca'non anymore. So that was one of the things I was running into even
doing my research trying to find a copy. I was going online at times trying to
find a copy of things I could actually have to analyze. I know had to buy one
from England — one or two — some of the earlier work. So I would just
encourage people to actually investigate because there’s a lot of treasures that
are just not being performed as much, especially from the earlier arrangers,
turn of the century and then early 1900’s.

[ think this is the last question because you answer several in a row. And this
question makes people a bit uncomfortable at times. But are there‘choral
conductors or recordings that are readily available that you know of that a
young conductor could turn to and say thgse are exemplars of l'hc best
performances of spirituals that I can find at this pomt?‘)Are there are names or
albums that you know of that would be good to look at’

e best, but I will give you some tha} [ would
me idea for performance practice of \}‘hat tbe

o there’s Fisk Jubileg Singers, of c'ou.rsf:.
¢ a couple of collections that :he;q 1h;me
Fisk Jubilee Singers. Vplume 2, 1913 u;
would be “The Earliest Negro Voca

I guess I won’t say they're th
recommend just to give you sO
sounds could be. Some early ones..
Tuskegee Jubilee Singers. There ar
from the early 1900s out — the on¢
1920. This is professional choirs ...
Groups,” 1893 to 1922.

2n0)
And what were those dates again’
1893 to 1922.

Okay.
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And otherwise 1 would say speci
ensemble ones specifically ... Tu
- camgle of thg“&g:eesnkl{oookmg at recordings of ﬁ:{gi(?h:ss S§~V eral quartet
specifically. 1 have a Couga\m ones, but that's not what lnw inggens. 1 v
Ouartet. Same thing. lik ple again from Tuskegee Insti as tbmkmg of
, like Fisk |, turn of the centu;y 19%5;1?%\987‘? gES. aid
0 1927, 1926 to

S { . ave C()HEC.UOIIS tha[ are eaﬂie! C()“ 1
‘! e / N ections that you can get
] t are ava lable ”\]()\lgh 1 [u"es a“d or A“laZ()n. ‘

Thank you very much, Justin. Have a good day
You too, bye.

Bye.
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[ Nelson: Could you briefly describe

. your musical educati
) . . X ucation and
experience you have regarding African American spirituals? any relevant

or. A. Thomas: ~ Oh, man. Okay. All of that information is

. . . retty mu :
bio. My information about my musical trai pretty much on my website on my

ning is all there.

J. Nelson: Okay, good.

Dr. A. Thomas: | have a bachelor’s degree from Friends University, Music Education. [ have a
Master’s degree in Performance from Northwestern University in Chicago.
That’s in Piano Performance. I have a doctorate, DMA, Choral Conducting, at
University of Illinois. That’s my educational experience.

I Nelson: Okay. When you hear the phrase “authentic choral performance of a spiritual”
what ideas come to your mind?

Dr.A. Thomas:  Generally, I think people are kind of misinformed when they' say they’re
going to do an authentic version of a spiritual. Obvious}){, trying to do an
authentic version of a spiritual would permit doing the spiritual as the slaves
would have sung it. I think most people, when they say they want’tyo do ag
authentic performance of a spiritual, think in the terms of what they’ve ggar
on recordings from historical black colleges, all the way E)ack to r}e]ci)r mfs
from Nathanial Dett, William Dawson. John Work dldljht hallve E\v:m]:;adz
recordings. Paul Johnson...I think that’s what they think \l\k er: ;t]eer{al L
a performance of a spiritual, not a rendition of thg gothen - .to o
thinking of concert arrangement that they are saymng they

authentic performance.

@) i ' they are
| i - worrying about authentic because. .
JNQ]SOH: o gl o (f)rtllzlel ;laves, to think about styllstlcally

. o O
somewhat removed from the songs

1 v 9
appropriate performances: | y
onsideration of a stylisti

i ings 1n €
Dr'A'ThomaS: Well, yes. | think there s WP 1:1hb5 a better phrase 10 &Y than t}C]}e]
performance. | would say that W,OU soing to do is 1o Y to recreate as mu

[ think what YO8 e S intended in the arrangement of the

er has mnten William Dawson,

authentic version.
neement by

as humanly possible whe
spiritual. For instance, 1
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obviously, the slaves were not |

vou would know from he
historically black school
outlet for composition an
could get published wag
teachers that were i

0 the field gino:
o nglng Wlth l ‘
aring  th a lifted soft
and that f()re DaWsop recording that lEiaslate. But
d b .many of these com : was a
probably, in posers this was the

It’s like this. Often people don’t :

the music. It’s like for igstance if\;l?;];st(;(:?: etthf(:j ot s gy enough sbou
and l. was a baritone, and I’'m looking at onge :))f t%:r;;?&%e?tr ?ie:iman iy
certainly ‘would look at Dietrich Fischer-Dieskau and his i’ntee ertsqngs,l
those performances of it. I would have other choices that I would L}?arzs:éotn : f
back anq have a reference for, as long as what we know of [unintelli ible]0 §2
[ think it would be the same thing when I look at Dawson or% lool‘( at
Nathanial Dett, so that would be my major consideration.

Okay. You have written a lot on the subject of dialect in spirituals. In your
book you advise that dialect shouldn’t be forced or overdone and unwritten
accents certainly shouldn’t be added on words that does not warrant them.
Would you expand on that thought and perhaps offer an example of what
forced dialect would sound like to you?

Well, what I really mean by that is making it a part of, part of. this \\;ill also
depend on how well the arranger has arranged the piece of music. We ll.take,
for instance the article “the”, and it will be notated often as “de” sometimes,
so everything is de, de, de, de, de. Well, there'§ }:ariation. there.b ll(si dep?::d
duh. So they’ll just take advantage that all “the’s” are gomgil to be Ue.on :;;
the next thing is that “t-h-¢” is not a noun. SO don’t p;llt al’l tu c; rel?:,rcsz o
article or preposition and that way what happens ‘5(; a[n?ioso e 1 gl
attention to the article that the noun 18 overshadowed, @

sounds affected.

R . o W t
: ic. for instance, W€ gc
. lay n populal‘ music, ’ ’
An example of that 13 Wb WX lar music And then what We
: oing popular g h

: of composers doing i of - to go through that
e dfrang?lﬁer\‘izm to have a good performance of that rlts [tr(; B T olher
have to QO if we \ ) ould be Westem’ﬂn o
and begin to soften some Michael Jackson's Beat It.

"] wouldn’t
h i
words, if 'm doing an arrangement O! Mic s decent diction, but
go “beat it [bit [t].” 1just W

ouldn’t do that, althO & If. And peOplC would
it’s not the diction appropriate

to bring attention - oing that? That’s a
foreet it was the song. What was tha

» Why are they sing
iction.
¢ood deal of what | mean by dic
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and n her dissertation, the entire (j DY Feliia Barber
looks at dialect from a i iy

transcriptions of slaves sip
out and all the slaves are si
She’s taking a look at a]]

- [Unintelligibje]
] lalect. And she
ging these song

; s .
nging these g aS people are tryin

ongs. She’g taking a look at 4] of that.

of the 200 recordi

: : rdin :

and she’s categorized thep according to linglgjsgsrirzithe LTllt],rary of Congress,
€as. This i

specific idea of how to ap g
: proach the ¢ o
fhtan, whats actual iy 1 e By o 1J<;t10n. Lots of it is not all that different

many years ago. And as [ said, if dictio
experience they’re missing the heart 0

color, not [unintelligible 00:09:55)
recorded.

f the music: the dicti
_ : iction should be g
of itself. That was a whole lot, but it’s

SY?:i’tJaT]Wr-fl:O;.dllrl & S.O that's good. Do you feel comfortable performing a
P ith dialect if the arranger chose not to use dialect when setting the

i 9
text or vice versa? Do you feel comfortable not using dialect if the arranger
chose to set an arrangement with dialect? )

Well, often what I will do is I will often implement dialect because I'm there
to control it. I will often implement even if it’s not clearly indicated. For
instance, in my own arrangement of “Keep Your Lamps™ I did not write any
dialect into that arrangement simply because | didn’t want people trying to
improvise dialect and not being able to explain it to the singers what they were
doing, so that people that don’t talk about heritage, are embarrassed about it -
especially if they’re African American - they're embarrassed about their
heritage because some conductors aren’t informed enough to explain _\\'h_\'
there were no “th’s”, why they’re saying “the” and “thuh™ because th didnt
exist in that African Dialect, so [ left it out there.

n with some dialect. I was not going. “I"hzu s fine,
is drawin’ nigh’, “drawing nigh. hutl I\ was

' -onal choice. okay? Even if I'm

. ' / hat is a personal choice. oKa) -
sl : ' dpl decide not to use the dialect. the
doing somebody else’s arrangement and f €EE 7 il
piece still remains a spiritual, whether or not Iliﬁl\ eep g
i (N Most cases S
{ .o choice., and 1 thin
That becomes a performance choice, @ Bk e il
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knqw how to do it anyway so I probably would not have them sing w?th a
straight tone. But on the other hand, I wouldn’t have a vibrato 5; out of
control there’s no center in pitch. I think there has to be clarity of pitch, you
know, and I think I would do more with timbre than trying to broaden the
vibrato.

Do you feel like the basic sections in a choral ensemble take on a different
role when signing spirituals? I guess what I'm asking here is should a typical
choral balance be adjusted when performing spirituals? For example, do you
like to hear a heavier bass section than you would in more traditional Western

; : : -
art music or do you like a richer alto section

No. I don’t look at each section and decide that I \\'in a‘rlchcr - a more
ge a possibility of arrangement, of

abundant bass in my balance. There’s a hu e . I's
what the arranger has done. For instance. “My Lord, mhaaw o b
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constitute what I do with balance and what [ dow
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! : ha choir whenever there was a performance,
Everybody does a little [unintelligible 00:19:08], you do what you've got to

do; 'when YOu go to Ghana, and I was with Ghana people when theyre
singing. That’s all up the West coast of Africa, people move. They move as
they sing, and especially descended from this kind of song it is. But what
what [ become offended by is if the same people do versions of “Oh When the
Saints” and all of a sudden people have broken into, what do you call it, a jazz
square where they’re going up and down and open jazz hands, and all of that,

That bothers me because I think that becomes distracting in gospel music our
end and in a presentation, so I possibly would tend not to want to have that
happen. Also, I’d want to be careful that I'm not trying to bring in §C$UI?Y
movements to a piece that basically has a sagrcd function. The piece is
basically a sacred piece so I’m not going to bring in secularness to that.
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armonic rhythm changes. Do you

onto the arrangement. Now, sometimes the
slow I can go based on how quickly the h
understand what I mean by that?

Yes.

That means that every eighth note is a change of harmonic color; I probably
can’t go real fast because even in the arranger did not put anything down
there, there are really quick shifts of harmony, will be pretty problematic
which means [ have to go at a slower tempo.

Do you feel like you always must follow tempo indications or do you feel
comfortable with taking your preferred tempos if they difter?

[ think that’s what varies from conductor to conductor. My very closest

friends. Anton Armstrong. did the recording for Dawson’s spinitual
as a question of what he talks about
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arrangements and you'll see - I think it
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[Singing] - that’s how they do it.

Okay.

That’s angular; this is [singing] - do you hear the difference?

Uh-ha, but how do you -

There’s a roundness of the sound rather than making it all angular and short

Uh-ha.

What often happens, especially if they’re European Americans doing this
music, 1s that they work so hard to get the rhythm correct so it can become
kind of a caricature, but that happens not only with spirituals; it also happens
when people get challenging rhythms, and when they see the syncopation in
the rhythm they try so hard to get the syncopation, then it becomes almost
comical.

Does the trying to achieve a roundness of rhythm create a problem with
choirs’ swinging rhythms?

No. Roundness of rhythm and swing are two different things. S\\'ing‘ is‘whcrj‘
you have something that is indicated even, you know, and‘ t]wll] n*lb[::?ic(:]l
comes [unintelligible 00:27:55] fashion for us, the J.a‘zz t‘htrutl’ly n(%u;%erin
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No, I'think it’s metric music, it’g ki
a weight to it, you know? Si
beat, yeah? And there g
[singing], and the second
anacrusis function to one
metrically, but I don’t be;l' i
would be really boring,

and you’ i
Nd you've already saiq quite a bit about this

e arranger when studying and
You give a choral conductor in

Flrs.t of all I think - well, we ‘llve In a digital age now and so we now have
choices of what we can hear, for example, on You Tube, or more importan
the arrangers themselves have recorded all the music themselves %mt \\'iﬁ
give you some idea of what might be expected. You have to be céreful with
You Tube because everybody might do it, and just because something is on
You Tube it could be a day that that composer or that arranger [unintelﬂgible]
with a group of singers that are really struggling.

But little Jonny’s mother loves little Johnny so they’ve recorded it and of
course it’s now on You Tube, and you’d want to [unintelligible] on that piece
of music rather than go because you can’t just [unintelligible 00:31:37], so
you have to go a little bit longer, a little bit more. You have to look at a
number of different recordings until you get to You Tube. But if the
composer, arranger has a CD of some sort that would give you some idea.
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}’f | Gt 4 y question her_e who are some composers or pieces that
you feel like deserve more attention or performance time? Are there some

pieces out there that you wish people would perform more that seem to get
over looked? -

Well, I think one of the purposes of the book, well, for me, was to make
people aware of many of the wonderful arrangements that existed and to
[pique] their interest about it. And in a way the book has been successful
about doing that because many of the arrangements that were out of print are
now in print. So I would say I think there is no way that I would ignore works
of Jester Harriston, of Rosamond Johnson, [unintelligible 00:36:52]. Mitchel
Southall - I think those would be quite [unintelligible] which we don’t hear
that much about. Many of his settings would be wonderful sgllings u? take 1
look at. Undine Moore does get some attention but always with class she has:
I would love to see more performances of her work.
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ainly more of
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whose music is out of print. | o

arain]y appreciate your .
[ think that’s all [ have for you. I certainly 2pPrec
Okay. Well, I think that s
know you’re a very busy person.
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AUSTIN PEAY STATE
4 UNI
l’ INSTITUTIONAL REwEw\égﬁ'g’
Date: 4/10/2015

RE: 15-025: Performance practices in the choral performance of spirituals

Dear Justin Nelson,

We apprecigtg your cooperation with the human research review process. This letter is to i fi
you that revisions to study 15-025 have been reviewed, It is my pleasure to inform vou thl:t orm
study has been approved. You are free to conduct the study at this time. g e

This approval is subject to APSU Policies and Procedures governing human subject research
The IRB reserves the right to withdraw approval if unresolved issues are raised during the review
period. Any changes or deviations from the approved protocol must be submitted in \:'rilina to
the IRB for further review and approval before continuing. )

This approval is for one calendar year and a closed study report or request for continuing review
is required on or before the expiration date, 4/10/2016. If you have any questions or require
further information, you can contact me by phone (931-221-6106) or email
(shepherdo@apsu.edu).

Sincerely,

j’ ,1/‘ /7

({C;r—u— qup/mé/

Omie Shepherd, Ph. D. Chair, APIRB
Ce: Dr. Ann Silverberg
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