


The Sriritual: Its Hi story, Meanings, and Pcrlim11a ncc 
Prac ti ces as Demonstrated in Two Settings lor SA TB Choir 

A Thesis 

Presented to 

The College of Graduate Studies 

Austin Peay State University 

In Partial Fulfillment 

Of the Requirements for the Degree 

Master of Music Performance 

Justin Ryan Nelson 

May, 2016 



Copyrighted © 20 16 

By 

Justin Ryan Nelson 

All Rights Reserved 

May, 20 16 



To the Co llege of Graduate Studies: 

We are submitting a thesis written by Justin Ryan Nelson entitled "The Spiritual: Its Hi story, 

Meanings, and Perfonnance Practices as Demonstrated in Two Settings for SATB Choir." 

We have examined the final copy of this thesis for form and content. We recommend that it be 

accepted in partial fulfillment of the requirements for the degree of Master of Music Perfonnance 

in Choral Conducting. 

Accepted for the Graduate and Research Council 

Raj Dakshinarnurthy= Ph .D. 

Dean, Coll ege or Graduate Studies 

(Ori ginal signatures arc on li lc \\ ith oflicial student records. ) 

Korre Foster D.M.A. 

Research/Committee Advisor/Chair 

Sharon Mabr D.M.A. 

Committee Member 

Jeffre Wood Ph .D. 

Committee Member 



Statement of Permi ss ion lo Use 

In presenting this thesis in partial fulfillment of the requirements fo r the Master of Music 

Performance in Choral Conducting at Austin Peay State Uni versity, I agree that the li brary shall 

make it avai lable to borrowers under the rules of the library. Brief quotations from thi s fi eld 

study are allowable without special permiss ion, provided that accurate acknowledgement of the 

source is made. Permiss ions for extensive quotation or reproduction of this fi eld study may be 

granted by my major professor, or in his/her absence, by the Head of the Interlibrary Services 

when, in the opinion of either, the proposed use of the material is for scholarly purposes. Any 

copying or use of the material in this thes is for financial gain shall not be allowed without my 

written permiss ion. 

Justin R an Nelson 05/06/20 16 



ABSRACT 

JUSTIN R. ELSON. The Spiritual: Its History, Meanings, and Perfo rmance 
Practi ces 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 fo rm, spiri tuals have moved from the plantation to the 

concert hall. Choral conductors must address many questions regarding perfo rmance practices 

assoc iated with the spiritual. These questi ons incl ude the origins of spirituals, use of dialect, 

movement, appropriate choral tim bre, and issues dealing with tempo, phras ing, and rhythm. 

Al o included in thi study are conduc tor' guide to t\\'O piritual : ·' [ Want to Die Easy" 

arranged by Roland Carter and "Look What Dey ' Doin to Je u " arranged by Richard Jackson. 

These conductor's guides address the afo rementioned que ti ons regarding performance practi ce 

as well a · include bi ograp hi ca l information on the ,m anger · . . ource fo r th i tudy include 

journal arti cles, book , and doctora l di ·sertatio ns " ri tten by e.\pert · in the lie Id or chora l music. 

Sources also include in ten·ie,,·s ,, it h Dr. Rol lo Dih,·orth . Dr. Feli cia Barber. Dr. ndre Thomas, 

and Dr. Roland Caner. al I respected e.\perts in the lie Id of chora l spiritual.. Future study could 

include other performance practices associated ,, ith spiri tuals such as the use or body percuss ion 

and musica l lorms round in sp irituals such as call and response pa11erns. 
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CIIAPTE R I 

Origins or the Spiritual 

The genre of the spiritual was born out of a seemingly "perfect storm" of hum an ri ghts 

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 ofone of the greatest musical trea ures 

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 

hardl y enough room for movement." 1 In From Slavery to Freedom, Franklin and Moss, describe 

1 1-. i lee n Southern, Th e Music o/B lock Americons. A f-l is tm y. 3
rd 

ed. ( Ni.:11 York: W. W. N urillll :111d 

Com pany, 199 7), 3. 



the journc to the United States endured by slave·: 2 

There are records of ship a 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 fi ve 
laves could be carried for every 3 tons of the burden of a ship of200 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.3 Slaves were usually captured from the western coast of Africa, from the people of the 

"empires of Ghana, Mali, Songhay, Kanem-Bornu, and the Moss i, Hausa, and other states."4 

Although the actual figure is unknown, some have estimated that between ten to fifteen million 

slaves were brought to the United States. 5 

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 li vestock. Family gro ups found themselves separated, so ld to different 

" John Hope Franklin and A lfred A. Moss . .Ir. , Fro111 Slove,y to Freedom: A Histor1· u/A/i'ican Americons. 
7th ed. (New York : A lfred A Knopf, Inc. , 199-1 ). 37. 

3 Ibid . 

-1 Southern, ,\l/11sic o/Block ...J111erirn11s. 3. 

' Ibid. , 20. 



planta tions, paren ts separated from chil dren, husbands separated from wives. Howard Thurman, 

in his book Deep River describes the inhumani ty 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 uni t was destroyed, 
and all immediate tribal and fa mily ties were ruthless ly broken. Thi s meant the severing 
of the link that gave the individual Afri can a sense of persona. There is no more hapless 
victim than one who is cut off from famil y, from language, from one's roots. 6 

The slave' s arri val on a plantation offered no relief from this injustice- usually only 

backbreaking labor. [t 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, "[n 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 pl antations 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."8 

Slaves were also expected to li ve in nothing more than sheds or huts and survive on slim 

rations. Cabins often had only dirt fl oors, wa ll s that fa iled to keep the elements out, and usually 

no windows. Weekly food suppli es fo r the typical adult slave was "about a peck of meal and 

three to fo ur pounds of meat [usually sa lt pork]. "9 Booker T. Washington describes lean times on 

the plantation when he had to eat Indian corn that had been boiled fo r cattle feed: "At the times 

when I had fa il ed to get any other breakfast, I used to go to the pl aces where the cows and pigs 

6 Howard Thurman, Deep River and The Negro Spiritual Speuks a/Life and Death. (Richmond, IN: 
Frie nds United Press, 1975), 35. 

7 Franklin and Moss, 129. 

X Ibid. 

'J Ibid, 129. 



\\Crc led 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." 1° Clothing for 

the slave consisted of clothing made from "jeans, linseys, kerseys, and onasburgs for the men 

and ca li co and homespun fabrics for the women. Shoes, called 'Negro brogans,' were not 

provided except for the winter months." 11 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 Netti 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." 12 In thi s fo reign land, slaves used music as a psychological tool to process their 

struggles for freedom and survival. W. E. B. Dubois called spirituals son-ow songs; they were 

"music of an unhappy people, of the children of di sappointment; they tell of death and suffering 

and unvoiced longing toward a truer world, of misty wanderings and hidden ways." 13 According 

to Hall Johnson, slaves brought from Africa: 14 

10 Booker T. Washington, Mr Larger Education. Begin Clwp1ers From My Experience. (New York, 
Doubleday, Page and Company: 19 11 ). 7, accessed October 8, 2015. 
http ://docsouth. unc.edu/ fpn/washeduca ti on/,, as hi ng. htm I. 

11 Franklin and Moss, 12 9. 

11 Bruno Ne tti , Folk and Tracli1ional 1\!lusic o/1he Wesrern Con1ine111s ( 1965 ): Quoted in Thomas. Way 
Over in Beu/uh Lon ·_. Unders!Oncling and Per/im11ing 1he Negro Spirifllal (Dayton, OH: Heritage Mus ic Press, 
2007), 5. 

13 w. E. B. Dubois, The Suuls o/B/ack Folk ( Ne,, York: Fa,,·cett Pub! ications. I 96 I). 183 . 

14 Hall Johnson, "Notes on the Negro Spiritual," ( I 965), quoted in Readings in Bluck Amerirnn Music. 
comp. and ed. Ei leen Southern. 2nd ed. (New York: W.W. No rton. 1983), 27 1. 



I. Fine natura l VO ICES, deve loped by centuries or habitual singing out-or-doors. 
2. An unerTing sense or DR AMATIC VAL UES, - wo rds and music- due to the wide 
Yariety or their runctional songs. 
3. A dazzling facility in IMPROVISATION and EMB ELLISHM NT. 
4. Above all , and underlying all , a supreme understanding of the bas ic laws of 
RHYTHM- with all its implications and potentialities as appli ed to music. 

They di scovered in the New World-

!. A more serviceable MUSICAL SCALE- with longer range but smaller interval s. 
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." 15 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 modem concert arrangements of 

spirituals. 

1
' Benj amin , May, quoted in Andre Thomas, Wm • Over in Beulah Lan ·. Uncler.,·1unding u ll{ / Pe1/im11i11g 

ihe Negro Si1iri1ual. (Dayton 0 11 , I leritage Music Press : 200 7), 5. 



From the Field to the Concert Hall 

Spi rituals were originall y heard in the ti elds on southern pl antations. 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. " 16 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." 17 Slaves also sang in order to pass along secret messages to other slaves. In 

Black Song, John Lovell , Jr. , shares: 18 

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-Com in"' 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. 

Ironically, many slave owners used their slaves' singing as a way to keep track of their locations 

on the plantation as we ll 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 rec ited to sweeten the service or improve the ritual. They are the aching, poignant cry 

16 Richard Crawford, An /n1rod11ction to Americu ·s Music ( ew Yo rk: W.W. No rton, 200 I), 250. 

17 Frederick Douglass, quoted in Crawfo rd . An ln1roc/11ction to Amerirn "s 1'v/11 .1 ic. 249. 

ix John Lo ve ll , .Jr ., Black Song. The Forge uncl The Flome (Ne11 York: MacMi ll an , 1 l)72) , I%. 



or an entire P ' oplc."
19 

Slave worship services were di ITerent than those or the white Christi ans. 

Olten times, sla es were not allowed to congregate at all. On many pl antations, the slaves held 

clandestine wor hip services. According to Southern , many "scholars refer to the reli gious 

community of slaves that existed outside the formal church as ' the invisible institution ' or ' the 

invisible church. '"
20 

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."21 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 Garri son, 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 fi elds of slavery to become one of America 's greatest 

19 V . F. Ca lverton, ' 'The Negro and A merican C ulture,' ' quoted in Mil es Mark Fi sher, Negro Sla \le Songs in 

Th e United States, ( Ithaca. Y: Corn ell Uni versity Press, I 953 ), 25 . 

"
11 Southern , Music o(Black Americans. 179. 

21 
Ibid ., 179- 180. 

"" Thomas, Way O ver , 13. 



musical treasures. Harry T. Burleigh ( 1866-1949) is credited with be ing one of the first 

arrangers of spirituals. Burleigh had a great reverence for spirituals and is quoted as saying, 

··Spi rituals 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."23 

From all accounts, Burleigh was a fine baritone vocalist. 24 He attended the National 

Conservatory of Music in New York during the tenure of Antonin Dvorak. According to 

Thomas, " It was Burleigh who introduced him [Dvorak] to the spiritual. They became friends 

and often Burleigh would copy manuscripts for Dvorak. When Dvorak arranged the song 'Old 

Folks at Home,' Burleigh was the soloist for the performance."25 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, 

"lam 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."26 Burleigh later created many arrangements 

of spirituals for both solo vo ice 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 estab lish the spiritual as a part of the standard choral 

repertoire. Following the Civ il War, Fisk Univers ity in Nashville was organized to educate freed 

slaves. One of the schoo l's fac ulty members, George L. White, gathered a group of Fisk students 

23 Harry T. Burleigh, quoted in Thomas. Wu_r O,·er. 23. 

24 Southern, The Music of Black A111ericu11s. 271. 

25 Thomas, War O,·er. 2 1. 

26 Antoni n Dvohik , ""Dvorak 011 Negro Melodies."' The lvfu sical Record (Boston) .Jul y 1893, p. 13, quoted in 

Southern , The Music of 267. 



to si ng at a national teachers' convention that was held in Nashville in 1870. Their performance, 

,, hich foc used on spiritual s, wa received so well that they embarked on a tour in the fa ll of 

187 1. During thi s and subsequent tours, which encompas ed the Northeast as well as the Briti sh 

Isles and Europe, the Fisk Jubilee Singers raised over $150,000 between 1871 and 1878 to help 

fund the fledgling school. 27 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."28 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 hannonization. Some early 

a1i-angers, such as Harry T. Burleigh, chose to set the spirituals in a simple and straightforward 

way. One author describes Burleigh's so lo aiTangement 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 di screetl y, so as not to destroy the balance between 

piano and vocal line."29 Burleigh sa id that in his a1Tangements, hi s desire "was to preserve them 

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

27 Cra\\ford . 258-259. 

2
~ Southern. The 1vf11sic o/Bluck rl111 ericuns. 229. 

2
'
1 Ibid ., 27 1. 



. j' I . . I l·l " lO I melodics o t 1cir rac1a avor. · -farry Burl eigh 's work advanced the status of the spiritual 

from folk music to concert music. R. Nathan iel Dett comments, "Burleigh was preeminent in 

ad ancing the art of serious Negro music."31 

Dett ( 1882-1 943), unlike Burleigh, res isted using African American traditional music as a 

bas is for composition. According to Dett: 32 

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 perfonnance of Dvorak's American 

Quartet performed at Oberlin College, began considering the use of traditional music as a basis 

for classical music.33 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 stiJTed my spirit to its very center, the meaning of the songs, which had given her 

I h I d ,,34 sou sue peace, was revea e to me. 

Dett's compositions utilizing fo lk music materia l fall into two categories. One category 

is characterized by what Thomas describes as Dett' s attempt at writing "harmonizations that are 

3u Harry Burliegh, quoted Southern, The Music of 271. 

31 R. Nathaniel Dell, '·Negro Music," fnrernarional Cyc/opeclia of Music and Musicians, quoted in John 

Love ll , Jr. , Black Song, I 96. 

32 R. Nathaniel Dett, "He lping to Lay Foundation for Negro Music ol' Future," Black Perspecitve in Music 
I, no. I (Spring J 973) 64-69 . Previously pub li shed in /\1/usicol America (Ju ly 8, 1918), quoted 111 Thomas, Way 
O\'er. 25. 

" Anne Key Simpson, Folloii · /vie. The Life am! 1\l/11si~· o(R. Narlwniel Dert (Metuchen, ew .J ersey: 
Scarecrnll' Press, 1993) 21-22, quoted in Thomas. IVm · Oi·er, 2). 

1
~ R. Nathan iel Dell, quoted in Thomas, Way O,-er , 25. 



simp le and authentic, based on the singing of these songs by the Hampton studenls."35 Despite 

Dett's "simple and authentic" treatment of these spirituals, he was often criticized for over 

polishing these works. George Pullen Jackson, when refeITing to some of Dett' s arrangements, 

36 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 
boITowed 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 va luable 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. Hi s "Listen to the Lambs" is a prime example of this type of writing. 

Moses Hogan ( 1957-2003) is credited as being "the composer/aITanger who revitalized 

the performance of spirituals."37 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 hi s background in an African-American Baptist church, his 

aJTangements are inspired by spirituals but do not necessaril y reflect what he heard while 

attending church as a child.3
R Unlike Burleigh 's stra ight forward arrangements of spirituals, 

Hooan's arranoements can be challenoing even for the best choirs. Unfo rtunately Hogan died in 
b b b ~ 

2003 at the age of fo rty-fi ve. Thankfull y we have many recordings of hi s works performed by 

hi s two professional choirs, the Moses Hogan Chora le and the Moses Hogan Singers. According 

to Isa iah R. McGee in hi s di ssertat ion en ti tled "The Origin and Deve lopment of Prominent 

3
' Thomas. Wm· 01·a. 26. 

36 Geors?.e Pull en Jackson. While and .\'egru SJJiri11 w!s: Tl1 l! ir Life SJJon am! Kindship (New York : 
Augustin. I 9-1-1 )-1-+ I - I -12. quoted in Thomas. 11'11_1 · Cha 2 7 • 

·'
7 

Thomas. /Ven· O\'er. 72. 

-'~ Ibid. 



Proh,sional Black Choirs in the nited States," Hogan "pub lished over 70 works and was an 

editor for the ne\\' Oxford Book or Sp irituals ... Hogan's arrangements have become greatl y used 

I . . Id . ,9 by chora rnus1c1ans wor -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.4° 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. A1Tangers, 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. 

39 Isa iah R. McGee, "The Origin and Hi storical Deve lopment o i' Prominen t Pro fess ional Blac k Choirs in 
the Uni ted States" (PhD di ss., Florida State Uni ve rsity, 2007), I 06, accessed September 12, 20 14, 
http: //d igi nole. Ii b. l's u .edu/cg i/viewcontent.cgi'lartic le=3662 &conte:,.; t=etd. 

4" Arthur c. Jones, Wude in the Wuter: The Wisdo/11 of'the Spiri11wls, (Maryk noll . e11· Ymk. Orb is Boob: 
1993 ), 3. 



CHAPT ER 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 

peculiar to a specific region or social group."4 1 When discussing spirituals, the dialect used is 

someti mes referred to as slave dialect. Felicia Barber has researched the linguistics of slave 

dialect and refers to the dialect as African American Vernacular English (AA VE).42 In his 

di ssertation "Guidelines for the Classical Singer of Non-classical American Song," Jonathan 

Wayne Pilkington describes dialect in the following way: 43 

"S lave 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 AA VE 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 establi sh a medium of communication between 

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

.i i '"Dialect,' ' Oxford Online Dictionaries, accessed Nov 19, 20 14, 
http ://www .ox fordd ictionaries.com/de fi nition/engl ish/d ialec t. 

.J l Fe li cia Barber, interviewed by the author via phone, August 7, 20 15. 

-1 3 Jonathan Wayne Pilkington, "G uidelines for the Class ica l Singe r of Non-c lass ica l Ameri can Song." 
/ l)M !\ diss ., Uni versity of Georgia, 20 14), 43 , accessed Nov. 2, 20 14, 
http, ://getd I ibs. uga.edu/pcl ls/pi lkingtonjonathan_ w _20 1405 _ dma.pclf. 



phono logica ll y and grammati ca ll y simplifi ed Eng li s h ."4 ➔ It is important to note that dialect was 

not con i ten tl y used throughout the south or even on nearby plantati ons. When gathering song 

for S!al'e Songs of the Un ited States, Allen, Ware, and Ga1Ti son noted that "different pl antations 

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 morn in ' and world becomes worl '. 46 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 [ d;:i] before those beginning with 

a consonant sound. In this it follows the rule for the article the."➔ 7 Rosephanye Dunn-Powell 

offers the following guidelines for using dialect in the performance of spirituals:48 

Vowels 
I. The article "a" is normally pronounced [ ;:i]. 
2. The diphthong [a :1] is pronounced [a]. Example: "sky," is pronounced [ska]. 
3. When the letter "a" precedes or fo llows a hyphen, it wi II be pronounced [ ;:i]. 

Example: In the phrase " I've got a home in-a dat rock," the pronunciation is [m;:i]. 
In the phrase "Keep a-inchin ' along," the pronunciation is [Jmtfm]. 

4. When "a" or ··e" I ies between two consonants in the last unstressed syllable of a 
word, it will be pronounced as schwa [;:i]. Example: "Beul ah" is pronounced 
[bjul ;:i]. 

44 James Weldon Johnson, .. A Note On Dia lec t, .. The Books o(.-l111ericon Negro Spiri111a/s ( 1925): preface, 
quoted in Moses Ho2:an. ed. , The Oxfiml Book o(Spiri11wls ( rn York: Oxford Uni ve rsity Press, 2002), xvi i. 

~ . . 

4' Willi am Francis Allen, Charl es Pi card Ware, Lucy McKim Garri son, Slol"e Songs of the United States, 
(1867; repr .. New York: Oak Publications, 1965), \ .xiii . 

46 Anton Armstrong, quoted in Thomas. IVor 01·er. 183. 

47 James Weldon Johnson, X\·iii . 

4x Rosephanyc Dunn-Po"·ell , .. The A!'rican-A meri can Spi ritual: Preparation and Performance 
Considerations." Journol of Singing 61. no. 5 (May/June ~005 ): --1 72- --1 73 · 



5. In final sy llables ending in "er," the r is dropped and the "e" is pronounced [di. 
Example: "Peter" is pronounced [pid;:i]. 

Consonants 
1. Genera ll y, final consonants will be unspoken or lightly articulated. Example: The 

word "blind" is pronounced [blan]. The d may be lightly articulated by gentl y 
stopping the tongue against the roof of the mouth . 

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

3. In words ending in "ing," the g is dropped. The resulting syllable is [m]. Example: 
"going" is pronounced [gom). 

4. An interior tis often pronounced as [d). Example, "city" is pronounced [s1d1). 
5. The combination th as in "that" is pronounced as the single consonant [d]. 

Example: "that" is pronounced [dc:et]. 
6. The combination th as in"thick" is pronounced as the single consonant [t). 

Example: "thick" is pronounced [t1k]. 
7. The article "the" before a word beginning with a vowel is pronounced [ di). 
8. The article "the" before a word beginning with a consonant is pronounced [ d;:i). 
9. Generally, clear distinctions between the beginnings and endings of words are 

blun-ed. 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 sbmE: inb din d;:i bd) . 



Fo llo,\'ing these ru les will aid the singer in appropriately using dialect in performance. See 

Figures 2. 1 and 2.2 for examples of standard Engli sh pronunciation verses AA VE pronunciation. 

Figure 2. 1. "My Lord, What A Morning," Standard English Pronunciation. 

My Lord, what a morning 
[ma:1 b:1d Mat d 'm::,:1n nJ] 

when the stars begin to fall. 
[ M.En Od sta:1z bi' gm tu fol] 

Figure 2.2. "My Lord, What A Morning," AA VE Pronunciation . 

My Lord, what a mommg 
[ma b dwa dd 'm::m m] 

when the stars 
[wm dd staz 

begin to fall. 
bd ' gm td fol] 

Dr. Dunn-Powell also offers the fo llowing adv ice on preparing the spiritual for 

performance. While her comments are directed towards voca l so loists, they certainly are 

app licab le to the choral setting. First, voca li sts and conductors should research the song, its 

hi storica l background, the composer, the stylistic elements, and the culture of slavery. Secondly, 

study the text, its mean ing as we ll as possible hidden messages that other slaves wo uld have 

understood . Thirdly, speak the text repeatedly ,,·hile using dialect. Just as in preparing an art 

song in a different language, singers must work to put stress on the appropriate sy ll ab les. 



Finall y, the conductor, should be able to "feel" the music and be able to communicate thi s to the 

choir and, ultimately, the choir to the audience.49 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: 50 

I 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- fa mous St. Olaf Choir observes, "those 

who attempt to bring the greatest integrity and so me aspect of authenticity to the perfonnance [ of 

spirituals] seem to favor the use of slave dial ect. "51 Andre Thomas also fa vors the use of dialect 

" .. "' to add authenticity to performances. He otters: · -

Just as the use of dialect in literature allo\\'S a writer to present a more complete picture of 
a character, the use of dialect \\ ith in a concert spi ritua I he I ps to create a sty! istical ly 
appropriate performance of the e arrangements. It is similar to the use of German Latin 
when performing Latin te\tS set by Mozart . Thi s \\'as the language that was in Mozart's 
ear when he composed; why not try to recreate that':1 

.i•i Dunn-PO\\·ell.-+ 71. 

'
11 James We ldon Johnson. quoted in Dunn-PO\\ CII. -+ 71. 

si Anton Armstro ng, quoted in Thomas. ll'ar On!r. 183. 

,c Thomas. Wm · Orer. 89 . 



By trying to re 'rcatc the dia lect the compo er wou ld have had in their ear, the choir can add 

111 uch drama and authenticity to the performance of the spiritual. 

Despite these reasons to use dialect, some conductors may feel uncomfortab le with the 

use of dialect. Pilkington states: 53 

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: 54 

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 
Jub ilee Singers (Marsh l 880) and their later recordings (after l 909) 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 perfonn 

spirituals with dialect because of the derogatory caricatures of slaves created by performers in 

minstrel shows that depicted life on the plantations.55 

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. Andre Thomas offers the following thoughts: 
56 

53 Pilkington, 43. 

5-1 Joh n Graz iano, "The Use of Dialec t in African- American Spirituals, Popular Songs, and Folk Songs," 
Block Music ReseC1rch Journlll 24. no. 2 (Autumn 2004 ): 26 1, accessed 
August 30, 20 14, http ://ww\\.jsto r.org/stable/-l I 4549-l . 

'
5 Ibid. 

'
1
' Thomas, Wuy Over. 90. 



If you are hes itant 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 di srespect thi s culture,' or 
'don 't want embarrass or otherwise make uncomfortable the black students in my choir,' 
I offer a respectful , 'just chill out folks.' 

l think of dialect as adding a little seasoning to the piece. And just as when making 
dinner, if the 'seasoning' 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, I 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. ' 57 

Working towards stylistically authentic performances will add yet another facet to a performance 

of an African American spiritual. Choral conductors need not wo1Ty about using dialect if they 

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

Conclusion 

Today 's choral conductor must be comfortable perfo1111ing music in many different 

genres and languages. The spiritual, just as other genres of choral music, brings oppo11unities for 

choirs to offer sty I istica lly authentic performances . One \\ ay the choral conductor can add 

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

' 7 Loneka Wilkinson Battiste. ···Music Do" n In My Soul :· Achie\ing a Sound Idea l for Moses Hogan 
Spirituals" (PhD di ss ., Loui siana State Un i\ ers ity. 201-1 ). 123, accessed .I an. I 2.201 5. 
http://ctd lsu ed u/docs/ava il ab le/etd-11 0820 1-1-00 13-1 7/. 



111 ust make sure the use or dialect is done with care and respect. Spirituals using di alect must be 

performed with the same care one would take to effective ly sing music in any forei gn language. 

Dunn-Powell suggests "that non-black singers approach the performance of the spiritual in the 

same manner they would approach a French mefodie, Gennan lied, or English folk song."58 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 perfonnance. 

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 perfonnance."59 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 Andre Thomas regarding 

the use of dialect. He states that " if the 'seasoning ' [use of dialect] brings attention to itself, it is 

probably too much ." 60 

,x 
· Dunn-Po"e ll. --l 7 \. 

'
9 1r 1k· · 1 ·111gton. 50. 

1,1, Thomas, Wur 01 ·er. 90. 



CHAPT ER Ill 

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: "( I) 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 ' ."61 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 li ves of the authors and the characters they depict. One says 

one thing and means another, and which message is the rea l meaning is often di scernable, by 

design, to the ' self but not to the 'other' ."62 It is in thi s technique of"double vo icing" that 

subtext and symbolism are most used in spirituals. 

Using the inspiration of Biblical narrati ves taken primarily from the Old Testament, 

slaves carefully chose lyrics that expres ed their des ire for freedom. Drawing from the stories of 

the Hebrews and their struaa le for freedom under the oppress ion of Pharaoh, slaves identified 
::,t, 

with the Hebrews and their bondage. Arthur Jones states, "The stori es of the Old Testament held 

particularly special meaning ... . The stori es of the Hebre,,· children became their stori es. In their 

spiritual imagination they li ved and breathed the e.\peri ences of such biblical heroes as Dav id, 

61 John Love ll , "The Soc ial Impli cati ons of the Negro Sp iritual." in Bernard Katz (ed .), The Social 
lmplirntions o(Eurly Negrn Music in the United Swtes (Ne\\ York : A rno Press, 1969). 128. 

1'~ Lauri Ramey, "The Theology of the Lyric Tradi t ion in Afr ican A mer i:an Spiri tuals,' ' Journal of'the 
I · · · · - 1 .., ( I , 1001)- '')1 ·1ecessed J\ 13)' 10 20 1) / l11 1!1' tc1111 Ac(l( /e111_1 · of Re/1g1011 ; ( . no. _ . un<.: - - · .J _ - · ' - · • 

http ://\\\\\\ .j stor .org/stab le/ I -+ 66-+66. 



Daniel. Moses and Joshua, all engaged in di vinely inspired battl es for freedom ."63 These were 

not mer ly 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 deli vered from 

their captors. Charshee Charlotte Lawrence-McIntyre states, "Slaves viewed themselves as 

God 's children, the chosen people of their time, analogous to the Israelites of ancient Bible 

times."64 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."65 Consider the text of the spiritual "Go Down, Moses." 66 

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 sa id, 
Let my people go; 
If not, I 'II 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 readino of this text is a retelling of the Exodus story. A look into the subtext of these 
b 

lyrics reveal a captive people that believed God would indeed deli ver them from the hands of 

63 Jones, 42 . 

r,4 C Cl I L . . , ' 'lclilt)' re "The Double Meani ngs of the Spiri tual s,'' Joumol of'B/ock harshee iar otte m, 1 ence- ,v , . - _ 
Sruclies 17. no. 4 (June I 987). 396, accessed July 29. 20 I 5.http://" -"" ._1store .org/stable.278-l I )8 . 

65 M • V C _ · '·At· · American Spiriwals and the Gospel Music : Hi storica l Sim ilarit ies and 
arv 111 . u!ll s, ncan- ' 10 10 I -

0 ·1·1· / '/ 8 ( larch 1 001 )· 11 accessed May - . - ), 
1 crenccs,'· The Choral Joumo -, , no. - · - · 

http://\\\\W.jstorc .org/stab le/23 5 5686. 

M, Songs o{Zion. ( as lw ille : Ab ingdon Press. I 981 ). 11 2. 



their enslavers, the southern Pharoses. Who would thi s new "Moses" be? Thi s new Moses cou ld 

be seen in the person of Abraham Lincoln or perhaps in the person of Harriet Tubman. 

According to the Library of Congress on line 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."67 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.68 One spiritual 

speaks to this contradiction and God's judgment on the captors:69 

l 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 go ing 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 ai n' t going there. '' According to Jones , "U nbeknownst to slave 

holders who thmioht son as like thi s to be playfu l and frivolous, the slave composer of this song 
' b b 

used poetic subtlety to poke fun at the hypocri sy of the uncomprehend ing outsider, rejoicing in 

(, 7 ·•A frican American Spirituals:· Library 01·congrcss. accessed Sept. 10. 20 15. 

http ://\\\\W .l oc.gov/item/ihas.200 ! 97~95#itcm-artick. 

"~ Jones, 7. 

"
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the conlidcnl knowledge that the linal judgment of the divine rul er wo uld preva il."70 The slave 

\\'ou ld sing this song with a smil e on hi s 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; 

Got another mind for what I know is me."71 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 

accept their definitions of black and white."72 

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 

along the routes of the Underground Railroad."73 Nat Turner used the signal song ''Steal Away 

to Jesus'' to call fellow slaves to secret meetings when planning a revo lt in Virginia. 7
.i The 

Library of Congress ' article on African American Spirituals states: 
75 

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 

70 Jones, 8. 

71 John Lovell , •'The Social lrn plications", 129 . 

7~ James H. Cone, The SpirituC1ls C1ncl The Blues (Maryk nol l, Ne\\ York: Orbi s Books, 199 1 ), 26 . 

73 '·Sp irituals As Coded Communicat ion," S1i'ee/ Choriot. The Storr o(the SpirituC1ls. accessed Sept. I 0, 
20 15, http ://w-...vw .sp i ri tualsproject .org/s\\ eetchariot/F reedom/codcd.php . 

7-1 •'M · ,, p ; 1 F . ,,clu,n · Mo/'\'loncl and the U11clerf!,ro11ncl Railroad accessed Sept. I 0, 2015. 
LI SIC , Of 71\'0)'S O I 1::e · . , 
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in ' il -111 c11 ts lo csca re slave ry. Because the Underground Railroad or the mid-nineteenth 
century used terminology from ra il roads as a secret language for ass isting slaves to 
freedo m. it i ollcn speculated that songs li ke "I Got My Ticket" may have been a code 
for c. cape. Hard evidence is difficult to come by because ass isting slaves to freedom was 
ill ega l. 

These signal songs gave slaves a way to operate without ra ising the suspicions of the lave 

masters. Escape to the north was one of the few options a slave in the south had fo r freedom, 

and the use of signal songs was one of the few tool s slaves had with which to communicate 

safe ly. According to one source, "Since the struggle for freedom was such a sa lient part of daily 

li fe 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 thi s effo rt."76 

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 trave ling in the direction of the Big Dipper."77 "Wade in the Water" was 

originally composed for the Chri sti an ritual of baptism. However, Harriet Tubman used "Wade 

in the Water" with improvised lyrics to signal to runaway slaves that their safest fo n11 of trave l 

was in the creeks and the ri vers because bloodhounds tra ined to track fugitives would loose the 

scent in the water: 78 

Jordan's water is chilly and cold , 
God's go ing to trouble the water, 
It chills the body but li fts the soul , 
God's go ing to tro uble the water. 

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

7
" " Sp ir itua ls As Coded Commun icati on," S11"ee1 Churio1: The S101y of'!l1e Spiri111uls. 

Jones, -1 5. 
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Wade in the \\'ate r. 

Ir you ge t there be lore I do , 
(iod's go ing to trouble the water, 
Tell all or my fri ends 1 'm com in ' too . . . 

In addition to the use of subtex t, spiritual s are rich with symbolism. The Merriam­

Webster on line dictionary defines symbolism as "the art or practice of using symbols espec ially 

by investing things with a symbolic meaning or by expressing the invisible or intangible by 

means of visible or sensuous representations."79 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."80 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."81 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 

American laws that allowed people to capture runaway slaves had no effect."
82 

Other terms that 

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

79 '' Symboli sm," Merr iam-Webster On line, accessed September 7, 20 15, http ://www.merri am­

webster com/dictionary/symbo li sm. 

xo Cone, 40. 

XI Ibid , 18. 

xc "Follow the Drinkin c: Gou rd ," Puth 1rny.1· to Freedo111.· 1\llwJ1luncl one/ rhe U11clergm11ncl Ruilmwl. 
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I )(Htgla:,,~ "lated that " keen obsen·er mi ght have detectc..:d in our singing or ' () ·anaan, c.,wcct 

( ·:111aa11 . I am hound !'or the land or Canaan,' someth ing more than a hore or reaching heaven. 

We mc..:ant to reach north- and the north was our Canaan." 83 

nother prom inent ymbo l is the person of Jesus. Slaves identified with Chri t as the 

su ffering servant. In Jesus, the slave saw someone who had done no wrong, yet was beaten and 

abu ed by tho e in power. According to Jones, " In their actual li fe experiences, enslaved 

African must have recognized the para llels between the crucifixion of Jesus and the hangings, 

whippings, and other violent abuses experienced by members of their own community."8
.i In 

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 

di senfranchised or gives him a right to his li fe.' 'Hell [ was] often being so ld South,' and "Jordan 

[was] the push for freedom. "'85 

Conclusion 

The anonymous authors of many slave songs used a ri ch tapestry of symbolism that 

wo uld only be fu lly understood by those in the slave community. Symbolism and subtext were 

used as a means of surviva l and as a means of obtaining freedom. Slaves could sing about things 

and understand the true mean ing while keeping the ve il of secrecy we ll in place. The use of 

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

x3 Frederick Dougl ass, Reodingi· in Block American J\llusic. Eileen Southern. ed. , ( ew York. W . W . 1 onon 

and Company, Inc .: 1972), 87. 



nH.:ctings and activities that worked toward freedom . It all owed them a safe and effecti ve 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. 



CHAPT ER IV 

Movement 

The choral tradition has long dictated that singers stand tall and often without much 

movement while perfonning. 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."
86 

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."87 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. 88 African tribes incorporate music with 

movement into every activity-work, celebration, and worship. According to John Lovell, Jr., 

"The African characteristically transfonns acoustically or sensually received impulses into 

kinetic energy, that is, movement or motion."89 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:90 

Movement should be a part of every single spiritual that is perfonned. 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 

86 Mary Ellen Pinzino, "Awakening Arti stry in the Choral Rehearsa l,'" Come Children Singcom, accessed 
December 20, 20 15, http: //www.comechildrensing.com/pdf/other _arti cles_ by_ M EP/ 
I _Awaken ing_Al1i stry _ ln_the_ Chora l_ Rehearsa l.pdf. 

87 Helen Kemp, "An Interv iew with Anton Armstrong,'" Augsburg Fortress .OJ-g. 
http :/ /www .augsb urg fort ress. org/worsh i p/anton _ armstrong.j s p. 

xx Roll o Dil worth , inte rviewed by the author, Philadelphi a, July 18, 20 15. (See Appendi x B) 

x{J Love ll , 44. 

'
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same way when we 're performing a spiritual. But we cannot stand perfectly still because 
th~ movement that helped to create this music was very much inherent in the genes is 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 perfonners. Dilworth goes on to say, "For us to separate the two [music and 

movement], I think again moves us a little bit further away from the mark of authenticity."91 

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 li ves. According to A. A. Agordoh in 

hi s book Studies in Aji-ican Mus ic, he describes music' use in African cu ltures :92 

Music is used for initiation ceremonies, ritual and acrili ces, death and fun erals, for 
work, hunting and fo r hea ling. In the political orga nisation, the functions of music are 
apparent in song sung in prai se of chiers and " ·cal th y men. In the lie Id of social 
organi sation , function s or music for rires c/e pas.rnge [au thor' italics]- birth, puberty, 
marri age and death arc apparent. Music i · also as a soc ial contro l- there is music to 
criti cize those in au thority ... There arc ,,·ork . ongs not onl y dealing ,,·ith labour but also 
accompanying rh ythmi c " ·ork by groups. and making it easier. In economic li fe, songs 
fun ction as an aid to co-operati,-c labour e.g. in canoe paddling and hauling up or ti hing 
nets in Africa . Songs arc used as a hi storical de,·icc . . . There is also cop ious u e or 
music during traditi onal \\ 'Or hip. 

Lazarus Ekwueme has a similar, ic\\· or 1\l'ri can music: "Mu. ic ser\'es the black peoples of the 

\\orld in all 1~1ccts or human lik from the cradle to gra , c. or. more colloquia ll y. · from the womb 

to the tomb ."''1·
1 Agordoh goes on to say. "M ore than clsc\\hcrc. music [in Afric a] i assoc iated 

\\ith dancc ."9~ Simes brought these ,·unctions and the association ol·music \\ith da nce to the 

'' 2 !\ . .-\ . ,\ g.ordoh. SiucliL'-' in . l/r icon .1/il.'it' ( I IL,: \C\\ .\ g.c l' uhli c:1tin11 . 1 lJlJ-l ). 28. 
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, ou thcrn pl antati ons. According lo Dilworth , "They [spirituals] were not performed standing 

still in a concert hall , you know. Originally, they were, of course, conceived and composed and 

perfo rmed out in the fields and during labor-intensive activities for the most part. Al so, they 

were certainly composed during camp meetings when labor was not the primary focus. "95 

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 

survival of the slave:96 

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: 97 

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. lt 
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 into the 
yawning fiery gulf. Every thing went on with so much life, and so methodically, and the 
whole scene was so accordant and we ll arranged, that it would have produced a fine 
effect upon any theatre whatever. 

95 
Dil worth , interv iew. 

96 
Ekwueme, 128. 
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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:98 

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 fom1ed 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 i '"Ezekiel aw de Wheel." Marvin Curtis 

and Lee cloud offer thi s descripti on:9') 

The verse that says, "You'd better min ' my brother how you wa lk on the cross, your foot 
might slip and your sou l get lost," gives reference to \\'here the shout occurred and 
specific instructions of what to do \\·hile shouting. The fir t line of the text in thi portion 
of the song (You'd better min' m brother hO\\" ou \\'alk on the cro ) refer to the front 
of the church where the pews are pulled back to the ide: a group of houter form s a 
circle that move counterclock\\'i e, and a group of inger fo rm off to the side to 
provide the music. With the pe\\. pull ed back. the circle i positioned at the point of the 
church called the "nave" or the "cross · \\·here one ai le intersec ts the other. The nex t 
porti on of the text (your foo t might slip and yo ur so ul get lost) refers to the houters and 
church' belief of dilTerences bet\\-Ccn sacred and secular dance: secular dance takes the 
fee t up oil the ground \\·bile sacred dance maintain cont~ct ,,·ith the eart!1 ... The . 
references to a ,rhee l in a ,,·heel. as they arc correl ated mth the nature ol the shout be ing 
in a circle. focus our minds on more than a tri, ial song: ,, c ·cc a phi lo ophical 
connection betm:"'.en God and man. and direct contac t,, ith the earth . The shout should 
start ,,·ith a slo,, tempo and gradually get l:.1stcr and 1·as tcr. 

•i x ' ·! SI c· 1 d •··Tl , ,·1.1· .. 111 .\ 111 cric- 111 C·uhnlic I I\ 11111a1 · and thc :\ frican r-\mcri can Spiritual," U. Iv . ia1111 op an . 1c : L , · ' ' · _ . - . . • • , - -
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Cu11i s and Lee's desc ripti on ol'thc performance of a spiritual would be a powerful way to 

present "Ezekiel ' aw de Whee l" and other spiritua ls that are part of the ring-shout tradition such 

as Da \\' on' s arrangements of "Ev' ry Time I Feel the Sp irit" and "Ain '-a That Good News!" 100 

Another reason to incorporate movement into the perfo rmance and rehearsa l of spi rituals 

is it lends another dimension to the perfo rmance. According to Ekwueme, African cultural 

express ions often have two di stinct parts: 101 

Whenever there is cultura l 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 
aura l 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 fo llowing concrete examples as to how 

movement during performance can make the performance of spiri tuals more express ive: 102 

In general , knowledge and conveyance of body motions can greatly aid the performance 
of spirituals. This can be seen, for instance, in "Sometimes I fee l like a Motherless 
Child," which is a lament. Its tempo should be as a gentle rocking, with anns fo lded 
across the chest. Another lament is "By an' By." This should be perfo m1ed as if sadl y 
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 perfo rmance. 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 fo r these marches should refl ect the shuffle-step of the 
Afri can-American church tradi tion: the foot slides along the fl oor 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. 

Ro llo Dilworth adds to this thought by saying: ' 03 

100 Tl LI d •'S I t All o 1e i· God' s Heaven'" How the African-Ameri can Spiri tual Has Maintained 1omas oy , 1ou , ' · _ ? . ? 
Its Integrity in the Face of Soc ial and Musical Chall enges,'' The Chornl Journo/ 4J. no. I (A ugust _004). _o, 
accessed May 20, 201 5, http ://www._j stor.org/stable/2355 52 I 7. 
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I think we as chora l direct?rs have to give our singers permi ss ion and li cense to perhaps 
c~1nccpt_ua I izc themse l_ves 111 an organic kind of movement experi ence- not to the point of 
di. tracti on- but ce~·tainly to a _leve l that says " I' m not only engaging the mind, but I' m 
cngagmg the body 111 this music-making experience." 

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

appropriate performance tempo. Curtis and Cloud remark: 104 

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. 

A1nnger Dilworth describes the use of movement in a work song: 105 

If 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 l '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 tenns of its development, we 

. f h . · ,, I 06 know that the movement was an integral and mherent pat1 o t e compos1t1on process. 

Conductor Judith Willoughby states the following: "If it is hard not to move, tap, or clap, then 

· ' b i-" f h t sp1·1·1·ruals "107 Some movement, however, is It s pro ably appropriate 1or some o t e up- empo · 
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not appropriate for use when perform ing spiritual . A movement such as fin ger snapping is more 

appropriate in gospel or jazz music.108 

Even if not used in the performance of a spiritual , movement should be used in the 

rehearsa l 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 

underl ying 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."109 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 

in movement." 11 0 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. 111 Movement in rehearsal is essential for 

singers to experience the rhythmic drive of spirituals. 

Conclusion 

Movement in performance and rehearsal of sp irituals 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 
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~ubtl c mo\'cmcnt, can add another clement to the performance of thi s music and bring us even 

closer to authenticity. 



.., , 

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 

"pulling the music from the throats of his singers." 11 2 

Vocal Resonance 

Chiaroscuro is often the term used to discuss voca l placement or resonance in singing 

classical music. Linked with the be/ canto style of singing, chiaroscuro is the balancing of 

chiaro, brightness and clearness of the vo ice, vvith oscuro, the dark and warm qualities of the 

voice. Laurier Fagnan describes chiaroscuro as "a sort of acoustical yin-yang that [is] pleas ing 

11 l McGh ee, 27 . 



d · · l ,,11 1 C 
w the car an true 111 pttc 1· · hori sters have a spectrum of vocal timbres avai lab le to them by 

manipulati ng the chiaro and oscuro elements of the voice. 

Rollo Dilwo1th 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 I consider throatiness." 114 Roland 

Carter describes his ideal choral timbre as "a dark timbre but I don't want a weighty timbre." 11 5 

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."
11 6 

Andre 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." 117 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: 11 8 

Most importantly, though, the tone quality must match the message of the text and 
reinforce the a1nnger's intent. Because of the harmonic language in vo lved 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 LaITy Fanw,v's setting of "Ev'ry Time I Feel the 

113 Lauri er Fagnan, Research Report: '"Cl,iorosc11ro Resonance Balancing: The Bel Conto Answer to 
Choral Tone and Intonation Problems, Th e Choral Journal 49, (November 2008), 52. accessed .J anuary 5, 20 16, 
http ://www.j stor. org/stab I e/23 5 5 699 2. 

114 
Dil wo rth , interview. 

1" Roland Carter, intervie\\'ed by the author, Clarksv ill e, Tennessee, May 15, 20 15. (See Appendix A). 

111, L k w·ik· B t · t ·" ' 'ILi si·c Do\\'n in My Soul ·' Achieving a Sound Idea l fo r Moses Hogan one ' a I ' lllS0n a tl S e, IV ' ~ 

Sp i1ituals" (PhD di ss .. Loui siana State Uni ve rsity, 20 I-+). 180-1 8 1. 

111 I b I Jil y 6 1 015 (SeeAppend ix D). Andre Thomas, interviewed by the aut 1or, Y P ione, L • - · 

i ix Andre Thomas, Woy Over. 93. 



.'pirit. " Thi.s.~vou ld be in ab_so lute contrast to Lacey Gibb 's setting of "Way Over in 
13 ' ulah La1.1 . · In tl11S sc lcc t1 on, a darker vowel woul d be better suited ... Thin k about 
popular lncan rn eri can ingers- frorn at King ole to James Brown to Aretha 
Fra nkin, to Bc_yonce._ The ?ifferences in the tonal quality of their voices arc ·triking. 
That sa me_ va riety exi~ts w1th1n our great body of spirituals. Ex ploit that variety in your 
1ntcrpretat1ons 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 

effecti ve in communicating with the audience. Moses Hogan varied his ensemble's timbre 

depending on the qua I ities of the music. According to Batti ste, "Participants fe lt that Hogan did 

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

wo uld refl ect qualities needed in various pieces." 11 9 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 fo llowing: 120 

The great singers of spirituals sing them in a way that is fu ll of emotion and expresses the 
message within the songs, whether the message is joyful or son-owful. Whether singers 
are trained opera singers or "untra ined" gospel singers, they generally sing with vibrato. 
While the vibrato may not be on every note, as singers are encouraged to do in class ical 
singing, there is typica lly no obvious restraint of vibrato, unless an occas ional tone is 
sung stra ight fo r an expressive reason. Although vibra to is genera lly present, it should 
simply be an element of free vocal production, and it should never distract fro m the text. 

Thomas aorees that vibrato should be used in the perfonnance of spi rituals. However, he 
0 

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

pitch ." 12 1 

119 
Batti ste, I 08. 

1211 
Pi lk ington, 40 . 

121 
T homas, intcrvie11 . 



In contrast Moses Hogan preferred a limited amount of vibrato to be used in hi s choral 

ensembles. Battiste reports the following from two of Hogan's former singers, Larry and 

. I JJ Louis : --

,v 

Lany: [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 vo ices to make each section sound 
like one vo ice. 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. 

Loui s: The limited 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 exampl e of when a singer might choose to eliminate vibrato on a 

sustained note is when the pitch creates a dis onance with the accompaniment [or other vocal 

parts] , espec iall y if it helps to express the te:,;,t ."
123 

Conductors and choirs should explore the use or vibrato in the singing of spirituals. 

Vibrato should be used to heighten beauty of the \'Oca l line and the drama or the music and text. 

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

interfere with the deli very or the te.\t. 

Articu lat ion 

· · · . ~ -d · ·tion ,, ord stress. and the amount of legato ln choral music, art1culat1on encompass~~ 1c -

· · t· , J •· J · from the Western European trad iti on, 
111 the singing. Just as in the pertormance o c 10 1 a music 

1

'' Batt ist~. 12 7. 

1
'
3 Pi lkington , -10--11 . 



the manner in whi ch choirs arti culate ounds when performing spirituals greatly influences the 

timbre or the choir as well as the level of communication a choir can achieve with an audience . 

The articul ation of consonants in spirituals must be considered carefully. The use of 

AA VE dialect will change the way sounds are a1iiculated. However, singers must be careful that 

the articulation of dialect does not become so affected that it could be seen as creating a 

cari cature of the spiritual. Hall Johnson, who grew up hearing fo rmer 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." 124 Andre Thomas 

offers the advice that the articulation should never bring attention to itself. 125 Barber suggests 

that in many perfo nnances of spirituals, the articulation is just "too cri sp-as opposed to being 

soft and rounded off." 126 Roland Carter offers, " If it interfe res with the flow of the music, don't 

do it. " 121 

Word stress must also be carefu lly considered in the performance of spiri tuals. 

Unim portant words should not be accented or stressed. An example of this is the exaggeration 

by many choi rs of the article "the." In an attempt to sing "the" in the AA YE dialect, [di] or [dd], 

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

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

124 Hall Johnson, Thirty Negro Sp irituals ~rrongedfor Voice and Piunu (Ne \\' York and London : G . .. · _ 

S I . · · Pl --s· o,·no African-Ameri can Sp irituals: A Re tl ec tion on Rac ial Ba111e1s c 11rmer, 1949), 4, quoted 111 Lourm ant , Ill ::: "' _ _ . _ 

in Class ica l Vocal Music," Journal u_f'Singing 62. no.) (May/.l une 200) ). -b9. 

12
' Thomas, interview. 

121> Fe li cia Barbe r, interviewed by the author. via telephone. August 7, 20 15. (See Appendi x C). 

127 Carter, in te rvie\\' . 



arti cle the noun is overshadowed, and so then the piece sounds affected." 128 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 reemphas ized. And if you over do it. . . it just fl ows 

. h I ,, 129 aoa 111 st t e pu se. 
b 

In many spiritual arrangements, especially those by Moses Hogan, the arti culation of 

consonants becomes a text-painting device. One example of thi s is Hogan's arrangement of 

"Battle of Jeri cho" (See Figure 5.1 ). Battiste states that the "Consonants used in the tenor and 

Figure 5.1. "The Batt le of Jericho," mm. 3-6 , arr . Moses Hogan. 
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bass sections arc pitted aga inst consonants sung in the soprano and alto sections to create the 

fee ling of a battle." Hogan describes the text painting: l 3o 

~ envision~d a battle. And I envisioned perhaps opposing forces. And I asked in my 
1nterpre~atton , thoug~ _the "t's" were not prevalent in many instances , when you interpret 
the smgmg of the spmtuals, 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 ~he "sh" 
soun_ds and the "t~s~' going with the regular "t" , you have got these opposing forces. So 
that ts what I _env1s10ned. That is why the rhythm is really strong . But at the same time , 
always knowmg 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 

VO\vel." 131 Poor vowel alignment can also result in intonation issues.132 Since the text of 

spirituals, even those written in dialect, are essentiall y Engli sh, many conductors will have choirs 

use American English vowels. Felicia Barber, ,-vho has researched the linguistic aspects of 

AA VE, uses American English vowels, which she describes as "warm and round."
133 

However, 

some conductors would rather their choirs use Itali anate vowels. Battiste suggests that "One 

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

1311 M H • • . ·ti K Romney (7001) unedi ted transcript, quoted in Ba tti ste, 123. oses ogan. 1nterv1e11 11 1 1 . . - - · 

131 . . D. . I Cl . I \,f111-1·c · Prvaro111 (Ne11· York: Oxford Unil'ersi ty Press, 2004), Ken neth Ph11!1ps. 1recr111g r 1e 10w ' · ,~ 

1
'~ Philli ps , 236. 

1 n 1-· 1- • -1 , 10 tlie author lanuary 7. 20 16. e 1c1a Barber, c-m a1 message ' · · 



~l,unds and use lliem in singing spirituals.' '' 
14 

Carter agrees staling that he typica ll y asks choirs 

I. I I 
1
' I I . I tl) us' !ta 1a11 \"O\\'e s. · · 11 ier art1 c c, "The African-American Spiritual: Prepara tion and 

Performance Con iderations," Rosephanye Dunn-Powell transcribes several common words 

,,hich are often fou nd in spirituals. She uses the Italian "ah" sound, [a], as well. 136 See 

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 perfom1ance 

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. arti culation, and vowel unification, conductors and choirs can explore a wide palette of 

\'ocal 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 

fau lts, such as intonation or visible tension in singers, do not occur. The manipulation of the 

elements 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. 



CHAPT ER VI 

Rhythm, Tempo, and Phrasing 

Rhythm 

Rhythm is the dominant element of the African American spiritual. According to Robert 

HeITemea, "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. "138 This use of duple 

meter stems from the influence of the body's movement in the creation of spirituals.139 The use 

of duple meter also allows for the layering of polyrhythms. Sharp states, "Early shouts and 

hollers demonstrated the African ism of a free rhythm, pragmatic work rhythms; foot tapping and 

hand clapping dictate a regular duple pulse, enli vened by syncopation and another Africanism, 

polyrhythms." 1.w Ei leen Southern describes polyrhythms in spirituals: I.JI 

Against the fixed rhythms of the pulse, the melodies moved freely, producing cross­
rhythms that constantly clashed with the pulse patterns._ It has becom~ conventional to 
notate the cross-rhythms of slave melodies as syncopat ion, but 111 rea lity, the phenomenon 

131 R b D H ''Cl . 1 M s,·c by Black Composers " The Choral Journal 10, no. 4 (January 1970) o ert . errema, 10 1 a u , 
15, http ://www.jstor.org.ezproxy. Ii b.apsu.edu/stab le/1 3 543 248. 

I ' ~ 0 Sharp, 96. 

139 . 
Trice, 17. 

1411 . 
Sharp. 96. 

1
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1 So uthern , The Music of'Block !'i !llericons . 195· 
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is more complex than that. While it is true that in some songs there is syncopation 
because of the shifting of melodic accents fro m strong to weaker beats, in other songs the 
melod ies are moving in di ffe rent rhythms than those of the bas ic pulse. What results is 
no longer simple syncopation but rather polyrhythms or multimeters. 

The placement of polyrhythms on top of a steady pulse is one of the primary characteri stics of 

the Afri can American spiritual. Figure 6. 1 shows rhythmic fi gures built upon the steady pulse 

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

Figure 6.1. Rhythmic notation of "Elij ah Rock," mm . 36-37, arr. Moses Hogan. 
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professiona l cho irs. 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 vo ices in more complex counterpoint." 142 Due to the complexity of the polyrhythms 

in spirituals it is necessary that they be perfonned 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. 1
·B 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 onl y having one or two, at most, strong 

pulses per measure. According to Carter, too many strong beats create a plodding feel in 

. . I i-1-1 spmtua s. 

Andre Thomas describes another pitfall common in the performance of spirituals as 

wearing the "rh ythm on your hirtsleeve."1-i s In an attempt to help choirs correctly perform 

d · h . d "1-1 6 
complicated rhythms, conductors can let the rhythm become angula r an · over-emp as1ze • 

He goes on to say that the result is "'an unc01wincing performance at best and a caricature of the 

• 1 -' ~ A d. t original at worst."1-' 7 Carter advises that choirs not accent yncopauons. ccor 111g o 

1-1' - Lloyd. I 9. 

i-1_; 13arber. inten·ie\\. 

i-1-1 Carter. intervie\\ . 

i -11, Ibid . 
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13atuste: 

He [Roland Carter] addresses that difficulty by teaching his choirs the difference between 
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 

h d t 
,, 150 

an-angement, t en o your own arrangemen . 

Tempo 

Conductors must carefully choose a tempo fo r the performance of a spiritual. This choice 

begins with the arranger 's suggested tempo. However, this is onl y 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 itse lf ''A song's tempo depends on the tex t, function , mood, and 

· · - · f' '' t tes Trice 151 One of the most prevalent the physical circumstance ot its per ormance, s a · 

· · h f · ··tuals is takin° a tempo that is too fast. mistakes conductors make m regards tot e tempo o sp111 ' =o 

· · t· · tempo of a spiri tual is to consult the The first step in discovering the per 0 1 mance 

i-1~ Carter, intervie\\·. 

i-1<> Battiste, 169. 

1
'
0 Roland Carter. quoted in Batt iste, 169. 
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arranger's mark ings. Many arra ngers place very clear tempo marking on their scores and these 

should be fo ll owed . This tempo marking can be adjusted slightly to better accommodate the 

acoustica l 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." 152 Felicia Barber describes this 

slowing down of tempos when performing pieces with complex rhythms as "a slow groove, 

getting into a slower groove."
153 

Roland Carter learned a technique for discovering the correct 

tempo for a spiritual from Hall Johnson. According to Carter, Johnson described spirituals as all 

· h I I 54 C j · 155 hav mg t e same tempo or pu se. arter exp ams: 

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, Caiier 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 dai ly activities of the slave, the tempo would be 

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

various function s in everyday life. Consequently, they should be sung in tempos appropriate to 

152 Anton Arm strong, quo ted in Thomas, War Over. 192 · 

153 Barber, interview. 

is.i Carter, interview. 

155 Ca rter, quoted in Batti ste, 167. 



tl ll''-l' functio ns . · · rhe tempo should rcllcct the activity." 15<' Roll o Dil worth says that clues in 

the t ' \ t -an offer insight into what ac ti vity wou ld be associated with some spiritual : "The 

reason I look at the text i becau e that will often give me a context [to] begin to think ab ut 

"hat the tempo may have been. For example, the sp iri tua l ' Walk Together, Children,' ... well , I 

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

in the field when they conceived it." 157 

Conductors have many components to balance when choosing a perfonnance tempo. 

They must consider the arranger's markings, complexity of the rhythms, hannonic 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 perfonnance. 

Phrasing 

Spirituals often present text in repeated phrases resulting in an aaba fonn. 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 

repetition to hi s mother calling him: 
158 

I, b. b t eated phrases in that composers and an-angers repeat things for m a 1g person a ou rep . , _ . 
I lbel. gi·owing up and my mother callmg me and I 111 not 1espond111g a purpose... re men I · 

and she would ca ll and if I didn 't respond, 'cause I knew she wanted me to do somet1111g, 

1
'
6 Curtis and Cloud , 20. 

1
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i,x Cancr, quoted in l3 attis tc, 170. 



then the next time she ca ll it ha a littl e 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 I go with 
repeated phrases. 

Eac h 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: 

If 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. 
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Conclusion 

Rhyth m, tempo, and phras ing work together to provide the driving force ol' the spiritual. 

The rh ythmic aspects or spirituals have roots in the music of Africa. Care shoul d be taken that 

these oft en-complex rh ythm are perfo rmed correctl y without over-emphas izing syncopations. 

Also. the use of a swing feel should be avo ided unless indicated in the music by the arranger. 

The tempo of the music should be carefully considered and movement away fro m the arranger's 

ind icated tempo, especially to a fas ter tempo, should occur if the chora l ensemble struggles to 

sing we ll at a slower tempo. Conductors should also be aware of the phrase structure fo und in 

spirituals and how the creation of a hyper-phrase can help to build drama and excitement in the 

performance. 



CHAPTER VII 

A Conductor's Guide to 
"Look What Dey Doin' to Jesus" arranged by Richard Jackson 

Richard Jackson has written an atTangement 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 I 

Section II 

Sect ion Ill 

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' 'v ilin ' 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. 

(Soprano/ A Ito) 
Oh, look what dey do. 
Oh, look what dey do, 
crucify my Lord upon Calva ry. 

Lordy, Lordy, what a shame. 

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



The text for "Look What Dey Doi ' t J "· 11 · · - · · n o esus 1s a rete mg of the cruc1flx1on 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." 160 

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. 16 1 In this spiritual the choir takes on the role of 

onlookers or the Greek chorus who are watching the na1Tati ve unfold and responding 

appropriately. As they watch the tragedy before them, they respond repeatedly "Lordy, Lordy, 

what a shame." The bulk of the storyte lling 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 rea lm of 

relioion thi s text recountin o the crucifixion could eas il y be seen as recounting the abuse b , b 

experi enced by many slaves, telling of how the African American race was so brutall y treated, 

espec iall y in the Southern United States, and ho\\' they \,·c1-c een as little more than farm 

equipment. Cone describes thi s symboli sm: 
162 

Through the blood of slavery, black sla,·es transcended the limitati ons of space and time. 
Jesus' time became their time, and they encountered a ne,,· h_i stoncal_e_.,, stence._ Thro~gh 
the experience of being sla\'es, they encountered the tl_1~olog1ca l _s:g rnl ,cance ot Jesus 
death · through the cruc iti.\i on, Jesus makes an unqua lil1ed 1dentil1ca11 on ,,·1th the poor 
and tl~e helpless and takes their pa in upon himself. 

· b · ~d · 1h ·s storv for anv slaYe, their child , their The person of Jesus could easily be su st1tute 111 L - ; ., -

d Tll ,, sla,·es, ,,·ho stood by and,, itnessed these horrific parent , their spouse, or their fri en . -.. -

1
r,

11 Conc.-1 7. 

1
''

1 Lk 22:6-1 (N IV). 

162 
Cone, -19. 
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c\'t:nts. could onl y, much like Jesus ' followers shake th · . h d d 
1 

• 
, e11 ea s an exc a1111, "What a shame." 

The slave masters that would carry out these beatings and th R Id " h · fi d , e oman so 1ers t at cruc1 1e 

Chri st, did so in a very public way. ln 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 crucifix ion of Christ, he is often reported as not responding to 

hi s accusers. Arthur C. Jones writes that element of silence "illustrates the fact that the theology 

revea led in the spiritual s is not fundamentali st religion ; rather, the core symboli sm, as it speaks 

to the life of an oppressed people, is embraced and utili zed as materia l fo r songs."163 This 

stoicism of Christ can be seen in "Look What Dey Doin ' to Jesus" as well as spirituals such as 

.b I . b 1· 16-1 ' 'He Never Said A Mumbai in ' Word." Jones goes on to descn e t 11 s sym o ism: 

In thi s particular case [regarding '·He ever Said A Mumbal_in · Word]_, the t~ost, _ 
important symboli sm is embod ied in Jesus the swic, para llelmg the ability ot Atncan 
people to endure stoically the physical and emotional a~.ony o~ slavery. They could _be , 
beaten, raped, sold away from fa mily, forced to "breed, __ and f 1nall y kdl ed at the whim of 

ti · th b se tliey e" pe' t·i·enced \\ as a crucift\1on every bit as real as the one 1e1r oppressors; ea u •' . . . 
rr db J Al ti I tliey coLild not control the out\\ard circ umstances of then su1 iere y esus. 1oug 1 . . .. 

b I Id . I - • det-1nitel)' the e\tent to \\·h1ch they acknO\\ !edged then a use, t 1ey cou contt o \ et Y . · . -
pain. To be sil ent \\'as one pO\\·erfu l fo rm ot res istance. 

163 
.J ones. 3 1. 

1
"

4 
Ibid ., 31-3~ . 



The slave's silence was one of their few avenues of retaliation again t their captors. Howard 

Thurman, in his book Deep River: The Wisdom of rhe Spiriruals. refers to this ilence as ·'the 

h d 
,,16-

silence of a great atre . 

" rl1llr111.111. ~ ~ 



Use of Dialect 

.l nckson ·s arrangement makes ex tensive use of AAY E. See Figure 7. 1 fo r an IPA 

transc ription of the tex t fo und in " Look What D D · , ey om to Jesus." 

Figure 7. 1. IPA Transcription , "Look What Dey Doin ' to Jesus." 

Oh, look wh at dey doin' to Jesus, 

sp i 'n' in His face an ' ' vil in' His name. 

Oh, look what dey doin ' to Jesus, 

Lardy, Lardy, what a shame. Hoo 

Dey put dat blin ' fol' on His head, 

my Lord. 

Dey lead Him roun ' to Herrod. 

Lardy, Lardy, 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, 

Lardy, Lardy, what a shame. Hoo 

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

But stil l 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, cruci fy my Lord 

duh Saviour, upon Calvary. 

[ 'sp1 ? 111 h1z frn a:n ·vm 1111 lllZ nrn11] 

[ ' I::, di · 1::, di wa d;ifE11n hu] 

[ dE1 po da! · bla111 f::i l an h1 z hEd] 

[mm bd] 

[ 'bdi 'b di wad;i Jrnnhu] 

[ df mxf df m 0::irnz daon ::in l11Z hEd] 

[dE1 w1pd him td hi WAZ '111r Ii dEd] 

[l ok wa dE1 'du:m t;i ma b d 'd3i z;is ] 

(' I::, di ·1::, di wa d;iJrnn hu] 

[dE1 n£J ld lllZ ha:nz a:n pirst h1 smd] 

[bAt st d ma1 l::id nmd nad;i kra1] 

[ d£J hA1J him ha1 a:n strEtft lmn wa1d] 

[a:n an da:t kr::is ma1 I:, d1 da1] 

[o lok wa dE1 du 'kru s1 fcu ma1 l::id] 

[da 'm v_j ;i ;i 'pan 'ka: I v;:i n] 

Many of the fin al consonants in thi s spiritual should be softened. For example in the 

word "what" when fo ll owed by "dey," the t can be completely eliminated creating [wa dEI] 

8 

instead ol'[wat dr t]. These eliminations have been expressed in the IPA transcri ption. However. 



there arc tim es, such as in 111111 - 33-3 8, 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:m] 

should be negated as much as possible or left out completely. In the case of the latter, "doin "' 

would be pronounced [dun] . 

59 

Figure 7.2. Rhythmic Reduction of "Look What Dey Dain ' to Jesus." mm. 33-35, arr. Richard 
Jackson. 

Sop./ Alto Voices 

Oh, look what dey do, 
[o Lu kwa dE du 

oh, look what dey do, 
0 lu kwa dE du 

cru-ci - fy my Lord 
kru-sl - fa ma IJd] 

Tenor/Bass Voices 

look 
[Ju 

what 
kwa 

ey 
dE 

do 
du 

Use of Movement 

tu 
my 
ma 

Je -
d~ - zas 

B . . t ...,..., and continuin a until the end , movement is appropri ate fo r thi s eg111n111g a 111 . .J .J e 

da] 

· · · . . .· d b polyrh ythm s bet\\ een the tenor/bass parts, soprano/alto spiritual. Thi s section 1s cha1acte11 ze Y 

. 1. A aentl e roc kin g or step on beats two and four parts, and the so lo and soprano obbligato mes. = ~ 

. - I ·I ti 11 s in thi s secti on. Thi s movement can also help to can help to energize and clar1 ty t 1e 1 1y 11 

. . _ . . . h l'ma\ es on the third repeat of mm. 33-39. On intensify the building tension ot the sto1y. \\hi e c 1 <-

its should intensify. each repeat of these measures, the movemei Atter taking the third ending, 

d to completely on beat four of m. 44. the movements should become less intense an s P 
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While rchcursing thi s piece, it is impera ti ve t _ . . . . 
0 encour age singers to move 1n an organi c 

,, ay . Mo\·c111ent that grows from the music will aid · 1 1 . . . 
111 tie eainmg process . Tim organic 

1110, ement will also assist singers who may get stuck · th · 
11 

• . 111 e mte ectual rea lm of pitches and 

rhythms and help them to step into the emotional realm f · M . . 
o music. ovement will help smgers 

perform with less phys ical tension and freedom resulting · b tt · • . 111 e er 111tonat1on and energized 

singing. 

Choral Timbre 

Voca l 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 suffe r. Due 

to the low tessitura of the choral parts in this spiritual, singers may fi nd it more successful to sing 

with a brighter and more fo rward sound . This brighter placement with the warmer pharyngeal 

space of the vowels wi II create a sound that is easier to project and sing in tune. Soloists should 

be encouraged to explore vocal colors that min-or the meaning fo und in the text. Directors would 

be wise to allow singers to explore their entire range of ava ilable voca l colors while encourag ing 

smging with a healthy voca l technique. 
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Vibrato 

Vibrato can be used in thi s spiritual to heighten the drama and give the vocal lines 

forwa rd energy. However, singers should use vibrato in a way that gives forward movement to 

the musical line and does not distort pitch. 

Ai1iculation 

Jackson makes use of both staccato and marcato markings in this arrangement. See 

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 sy ll ab le of the word "Jesus." This marking 

Figure 7.3 . "Look What Dey Doin ' to Jesus," mm. 1-3, arr. Richard Jackson. 

Soprano 
> 

Oh, look what dey doin' to Je - sus __ 

Alto 

Oh, look what to Je - SUS. - -

Tenor 
>- >-

look what dey doin' to Jc - S\IS, _ _ spi - n' in His face an' 

Bass 
>-

>-

Oh, look what dey doin' to Jc - SUS,-- spi - n' in HJs face an 

. . , 1- . I 1. 0 r--Jcsus" and the ini ti als or --spi'in '." 1s a dev ice which will create space bet,, een the 111a · 

. tl·i , 1·111·11·,, 1 consonants in ,, ords such as T . , . ~d by stress ,n u c " he marcato mark111 os should be necute ~ ::, 

., . " 1 0 the tin al consonants of the ,,·ords. "look " "d · , ,, .. " d •·Lord ,, hile not accent11 = , 0 111 , my, an 

. . kl ' Often times in thi s spi rit ua l, as in m. 7 in Fo llo\\ing the accent, the sound should tade qu,c 1 · 
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the soprano, alto, and tenor parts, the note that is accented · 1 . • . h h 
1s owe1 tn p1tc t an the note 

fo llowing 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 h 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 them 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 them 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 d. These vocal slides should not be as long or pronounced as glissandi 

f, · · · I 1·d ccunino in "Look What Dey Doin ' to ound 111 Jazz or gospel music . However, t 1e s I es o b 

Jesus" should be shorter and resemble sighs of deep emotional res ignat ion. 

Vowel Shape and Agreement 

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

d e One way to achieve vowel 
unified throughout the choir for a quality choral soun to emerg · 

. _ t t' c chord usino the rhythms fo und in the 
unJ!ication in spirituals is to chant the text on as a I 

b 
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'll,·;iJ1g ,111 'Ill. B removi ng the di lliculty or pitche h · 
_ c ang111g, singers can focus more closely on 

, () \\ ,, . ou11ds as ,,·ell as thei r manners of articulation . 

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 Andre Thomas calls a "roundness" of the rhythm. 

Figure 7.4. Prevalent Rhythmic Pattern in "Look What Dey Doin' to Jesus," arr. Richard 
Jackson. 

> > 

r r r 

The solo in mm. 33-40 has an improvisatory feel. Typically in spirituals, it is not 

· · · · · h · J kson 's arrangement He has written in appropriate to 1mprov1se. This 1s also t e case 111 ac · 

· h ·11 · e this spiritual moments that sound grace notes as well as melisrnat1c passages t at w1 giv 

. ti I th eed to add any embellishments to improvised . Therefore, the soloists should not ee e n 

. .d th loist should not feel obligated to rush through m. Jackson's arrangement. That be111g sa1 , e so 

45. 
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Tempo 

The tempo marking for this spiritual is quai1er t I 80 b no e equa s .p.m. This tempo should 

not be rushed. The layering of rhyth ms that begins at measure 33 will "feel" faster than the 

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

sections 

Biography of Richard Jackson 

Richard Jackson ( 1964-200 I) is known primarily for his spiritual an-angements 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 Uni versity 

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

and the American Federation of Telev ision and Radio Arti st . 

Conclusion 

Richard Jackson's arrangement of "Look What Dey Doin · to Jesus .. is a perfec t choice of 

spiritual for the advanced chora l ensemble. The te situra in all part tends to lie in the mi ddle to 

. . . AAVE . I . , ·l1vtl1111ic 'Cttin° or this dramatic te.\ l. lo\\ registers ol the vo ice. Jackson uses - 111 11s 1 1 ::-

Tl · k ·c 1 · · t·t· .· -~11 -1s the suffcrin" or the sla\cs that lirst sang these 11s text spea so l 1nst s su e1111g as \\ t: ' · ::-

\\·01·ds. J k , · 
1
- II or opportun iti es to slH1,, casc a choir"s best so loists. ac son s arrangement 1s u · 
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CHAPTER VIII 

A Conductor's Guide to 
" I Want To Die Easy" arranged by Roland M. Carter 

Roland Carter has arranged this spiritual for SA TB choir. Although this a1Tangement is 

much less complicated than "Look What Dey Doin ' to Jesus" by Richard Jackson, it is equally 

effecti ve and dramatic. Due to its lessened degree of difficul ty, thi s arrangement is much more 

appropriate for the high school choral ensemble or church choir. 

Section I 

Section I' 

Sect ion II 

Section I 

Section I" 

Subtext and Symboli sm: A Discus ion of the Text 

Text of " I Want To Die Ea y"' 

I want to di e easy when I di e. 
I want to di e easy \,·hen I die , 
I want to di e easy when I die, . hout sa h·ati on a I ll y. 
I want to di e easy \,·hen I die. 

I want to see my Jesus, " ·hen I die. 
I want to ee my Jesus, " ·hen I die. . 
Yes sec Him " ·hen I die . Shout ah a11on as I lly 
I \\'a,nt to sec Jesus. ,,·hen I die. 

Good Lord . \,·hen I die. 
Good Lord , ,,·hen I die. . 
Good Lo rd . \\·hen I die. 1-l allclu_1ah. 
Good Lord . " ·hen I die. 

I " ant 10 die easy '' hen I die. 
.. d. , eas,· ,,·hen I die. . 

I ,, c1 nt 10 Jc - , ·I , I Jie Shout ~al , a11011 as Illy. 
I \\ ·,1111 to die easy ,, lcll . . . 

I ,, ant to die easy \\hen I cl1e . 

When I di e. I ,, ant to die easy. 
· 0 1 y LL)rd 

When I die. 1 111
- . L. ·d ,,·hen I die . 

d. ' I Oh Ill) 01 . Let me 1e eas) • 
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My Lord. 

In this anonymous spiritual text there are many repetitions of the phrase "I want to die 

easy when I die ." What did this mean for a slave "to die easy"? s · ·t It t I h . pm ua ex s common y ave 

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.
166 

At it deepest core, thi s idea of dying "easy" can be interpreted as 

dying as a free man , not as a slave. 

Death surrounded slaves on the pl antations-death of animals, crops, and most 

di sturbingly, other slaves and family members. Death was all too fa mili ar to those in bondage. 

Therefore , the word "when" in this spiritual is e pec iall y poignant. For the slave it was not a 

question of "iP' I will di e but more a question of ·\,·hen" I \,·ill die. Slaves, who often found 

themselves surrounded by death and suffering, sa \\. dea th as a beginning of freedom when 

i'reedom was not achievable in life . It is not enough fo r the sla\·e to just die and to be free from 

· · Th I ·, · t 'd to lca\·e thi s n istence "\\"hen" they died thi s world and its problems and pains. es a\ e \\ an e ' · 

· · . b d th ino Roland Carter understands that as a lree person , not bound by anything 01 oun to any ::::· 

I · - · . t· I I.., · ,ct Afri can American. According to Carter, t 11s text reaches tar beyond the des 11 es o t 1e ens "\ c 

.. . . . .· 1 d the Ion.~ or the spiritual be ing so uni versa l is 
Now, the thing about the music ol the spit ttua an 

. . 15 , ;.;.. o(Li/e line/ Delllh. (Richmond, Indiana, 
Jr,r, .. ., • I The \"e<.!.ro S11Jr111w fitll · . · 

l-1 011 ard T hu rman. Deep Rn t1 0 111 · • 
I ·nl:nds United Press : I 990). 20. 



that it speaks to everyone is some way. So, everybody has something to bring to these songs. 

E,·erybody shares. Everybody wants to be free of something."1 67 

The second section of this spiritual is contrasted with the first. The text "Good Lord, 

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

minor to E major gives this tex t a more celebratory feel - a if the one en laved i ab le to 

experience some of the joy of freedom, even if it i only in experienc din the mind and for a 

short time. The text then moves back into E minor with a hortened ,. r ion of ection I. 

e of Dia le t 

Although the tex t used in thi piritual doe not rcllc ·t the u c f' . the u e r 

dialect in performance is certain I appropriate .. cc Figure c' . I for an IP tran:cription or 1hc 

text round in ··1 Want To Die a .. ith the cxcl:ption tr the \\ Ord". hout." most final 

consonant , such as the final tin "\\'ant" : hou l<l be ·olkne<l or climinatc<l. 

Figure 8. 1. IP Tran: cription. "I Want To Die Ea:y ... 

I \\'ant to die easy \\'hen I die. 
lat w:m tJ dat ·i z1 ,,·111 a1 da1l 

hout sa ln1tion as I tl . 
[Jaot ·sxl \TI J°Jn ;:ez a1 tl01 ] 

I \\'ant to sec my Jesus. ,,·hen 1 die . 
[u1 w:m tJ si 11101 'd:5i vs ,,·111 01 doi I 

, . , ·, 1 CiomJLord.,,hcnlJ i· . Good Lord \,·hen I die. lfalk:luJ,l L I JJ 
. . . d hd ,,·111 u1 du1 mo1 :-i [god bd \\'Ill a1 dOI ha Ir lu JJ go · 

\h· Lord. 

67 
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Use of Movement 

The slow rocking feel of this song creates an atmosphere th t I A 
a we comes movement. ny 

111ovement 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 jubi !ant. Any original movements 

should return after m. 50. In the coda there are several instances where the soprano vo ices 

continues to sing while the alto, tenor, and bass vo ices rest. Movements here could resemble a 

slave setting down their heavy load- perhaps a heavy bag of grain. On the next entrance, the 

al to, tenor, and bass voices should pick up their heavy load agai n and take a few more burdened 



See Fiaure 8.2. During the soprano solo beginning at m. 58 all movement steps. o , 

Id cease. At the final cadence, any movement that helps the singers experience the shoLI 

11 of sound into the final chord is appropriate. swe 

. e 8 2 "I Want To Die Easy," mm 50-57 , arr. Roland Carter. F1gur · · 
2. 

D S I Coda ♦ Coda "'P JO I\ " U ( I:\ ) opticnal . . a 
u 

tJ ~ 

'----' I want to die (h!n) When I 
11 u 1,1 (t:', ) optional u -=::::: =====-

A 
eJ ~-,J -,J ?J <f ~ 

(hm) Die ~ - y, 
11 " u (t:'- ) opoonal u -=::::: 

T 

f <run> Die cas - y. 
.. (I:\ ) oprional -=:::: =====-

B 

(h!n) Die cas - y. 
r2. 

D.S. ol Codi, 
j,I & Coda 

' 
iJO 11 " 1,1 (I:\) oorional 

I 

s r r -tJ i - r F r -' . . ( ti') optional I I 
' I 

l I 

j4 ,. u ril. ~ 

I 
Wbc,,( eJ - die cas y, I want 10 

.. " ===-- -==== ====-
A 

r5ie 
• ~ t) • ~ w y, 

eiis y, - ====-.. " ===-
T 

\' Die __ us . y. 
cas y, ====--===-

B : 

Die eas y. 
eas y. 

s, ,. " ' -
1 -- - f r tJ r r 

I ' ' 
I I 

: 
I I 

I I 

- -----die 

-=::: 

?J 
Die 
-=:::: 

Die 

--==== 

Die 

- F 
I 

====--di< ,,,, 

~ ,,,, 

Hm 

11P 

Hm 

d~ 
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For di rectors who do not feel comfortable w·th h 1 c oreography, care should be taken so 

1 
at chori sters are encouraged to move the body whil • . d . 

t 
1 e smgmg unng rehearsals. This movement 

·ill help alleviate tension, energize the choral sound and h 
1 

• . . 
,, , e p smgers to mtemalize the rhythm. 

Choral Timbre 

Vocal Resonance 

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

and II of the text should have different sounds associated with them. Section I is characteri zed 

by a darker sound while Section Ir 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 thi s darker tone by first , finding a bright forward 

placement through the use of lip trill s or by voca li zing on sounds that natura ll y bring the sound 

forward, such as [ vi]. Once this placement is obtained, more pharyngeal space can be added to 

darken the sound to the des ired color. 

Vibrato 

V.b b d · h. · ··t al 1·17 a manner that helps the meal lines to have forward 1 rato can e use 111 t 1s sp111 u 

directi on. 

Arti cu lation 

· t· I I ato Carter has marked . . . Id be sun Q: "ith a beaut , u eg . 
For the most part, thi s spmtual shou -

. . . 'th staccato or marcato mark ings. 
1nct · · h. I to art1cul at10n " 1 

1cat1ons of chancres away fro m t 1s ega 
b ' h 

. t or marcato accents. This is one ot t e 
The \\ord "shout" is always marked with e1ther stacca 0 



. . · ranees in this spiritual where the final consonant should be clearly articulated and 
It: \\ Jll S < 

I S

ized. The staccato should be interpreted as a separation and not necessarily as a 
t:l llP ia 

shorte111 ;:, 

71 

·no of the note to an extreme amount. The marcato on "shout" found in m. 36 should be 
ted 

by sharply accenting the [s] and also giving the pitch the full va lue. The final [t] should 
e.xecu 

be placed on the following rest. See Figure 8.3. 

figure • · > • 8 J"' " I Want To Die Easy," m. 36, arr. Roland Ca~ 

" " .J+-
s 

Shout sal 

> + ====== 
A 

Shout sal 

Carter has also marked a syncopated rhythm in m. 33 \\ 'It, a marca o . 
· 1 t accent ee Figure 

8.4. This is the only syncopation that should be ac 
. cented and should create the effec t of an 

i111provised moment of religious fervor. 

" "' 7 , , a1T Roland Carter. Figure 84. "I Want To Die Easy, rnm . J_-JJ, · > 

s 

A 

when die. 

Yes,_ 
> 

Yes,_ 



There arc also stacca to markings on th 
1 
_ 

e a to, tenor and b 
' ass parts at mm. 52, 54, and 56. 

These shou ld be very gentl e and light. The rests C 
arter has added to the alto, tenor, and bass 

arts. along with the staccatos on the words "die eas ,, . 
p y, will make the momentum of thi s piece 

begin to slow as if we are moving closer and closer to death . 

Vowel Shape and Agreement 

In order to have matching vowel shapes Roland c rt c h • . , a er pre1ers t at his choirs use Italian 

vowels without diphthongs for the singing of any music_ 16s 

Rhythm, Tempo, and Phrasing 

Rhythm 

The rhythms found in "I Want To Die Easy" are to be performed without swingi ng the 

eighth notes and, with the exception of the previously di scussed 111. 33, without accenting 

syncopat ions. Precision without angularity should be the governing thought when \\'Orking on 

the rhythmic aspects of thi s spiritual. 

Tempo 

The tempo mark ing for •' I Want to Die Easy" is half-note eq uals 52 b.p.m. This marking 

I I , · · ti I are both in E minor. HO\\-e\'er, the 
s iou d be toll owed in the beginning and end mg secti ons ,a 

~ ~ 

, . - H II I ·ah·· cou ld be taken a bit faster. stct ion \\Titten in E major, "Good Lord, When I Die, a e UJ · 

Th t' _ . . 
1
. , d eray into thi s secti on. Thi s energy will help 

is aster tempo will help breathe a ne\\ 1te an en = 

si . . . _· that is more celebratory and hopeful than 
ngers brighten the tone and color the ,·oice 111 a \\ ay 

lhX 
Carter, intcrv ie\\·. 



I ,,rinni11 u and ending secti ons of thi s piece in ABA c-
0

. 
the 

1
L t- ~ 11 1 m. The choir can return to the 

ori~ i11al tempo or hal !'- note equals 52 after the fe rmata in m. 50. The soprano one patt in m. 58 

~hould be taken at a very free tempo and never seem rushed. 

Phras ing 

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 fo nn with the third a 

section becoming the apex of the phrase. See Figure 8.5. "l Want to Die Easy" is characterized 

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

Figure 8.5. Typical Hyper-phrase Structure. 

Hyper-p hrase Structure 

a 

~ 
I want to be ready to wa lk in 

Jerusa lem 
just like john . 

Figure 8.6. Phrase Structure in '' I Want To Die Easy. " 

~ 

I wa nt t o d i e easy 
w h e n I di e 

b a ~ 

.,r _ _. .. a__..___, .... ~ d . asy ~ 
l w a n t t o 1ee . 

I w a nt t o di e easy 
w h e n I di e 

Id . S h o u t w he n I di e w h e n ie , 
sa lva ti o n as I ny 



Biography of Roland Carter 

Roland Marv in Carter, who according to Batti t "" h 
s e 1s per aps the most significant li ving 

tl"anQer of African American Choral music and is noted as h . f 
a - an aut onty o the performance and 

reservation of African American music " 169 was born in 1942 · Ch T 
p ' , 111 attanooga, ennessee, to 

Horace Ca11er, Sr. 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. 

In high school, he began studying music with Edmonia Simmons. It was Simmons, a former 

student of Robe11 Nathaniel Dett, who urged Carter to pursue a career as a musician. 

Fol lowing 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 

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

Nathaniel's Dett's students." 170 It was at Hampton that Carter al o became intere ted in 

Den 's work studying African American Spirituals. 

After graduating from Hampton with a B.A. in music , Carter attended ew York 

, · · I lso did doctora l work at ew York Uni versity. Graduating with a master s degree 111 music, ie a 

U . 
1 

. before completinQ it. He \\ as later awarded ni vers ity. However, he left the doctora program ~ 

an honorary doctorate from Shaw Uni vers ity in Raleigh, orth Caro lina. 

~ . director of choi rs at the Hampton Institute, 
Carter spent almost twenty-lwe yea, s as the 

. . f the Music Department. 
anct also served for several years as the Chau man ° Following thi s he 

. . . sor of Ameri can Music at the Cadek 
beca111e the Ruth S. Holmberg UTC Foundatwn Pi otes 

1(19 . 
l3 att1 ste, 150. 

1,t J , . . 
Carter, 1nterv1e\\. 



L)cpartmcnt or Music and Conservatory at the Universit ·f 
YO Tennessee at Chattanooga, a 

,iversity that, because of his race, he was unable to tt d 
ui a en as an undergraduate. He taught at 

Chattanooga for twenty-three years and served as head of th d _ . 
e epartment trom 1989 unttl 1995. 

As a composer, Ca11er is best known for his arranoem t f J h R 
b en o o n osamond Johnson's 

·'Lift Every Voice and Sing." This work has been performed all ove th Id H h • 
r e wor . e as written 

lnany anangements of spirituals such as "In Bright Mansions" and "Y M H h T ou ust ave t at rue 

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 onl y one of three 

musicians to be awarded honorary membership into the fam ed Moorehouse Co ll ege Glee Club­

a distinction he shares with luminaries Robert Shaw and Leonard DePaur. In 2003 , the 

Tenn essee Governor 's Arts Awards honored Carter as a Di stingui shed A11i st. He \\'as granted 

honorary membership into Phi Mu Alpha Sinfoni a and \\·as a member of the charter class of 

"Signature Sinfonians." He is a member of the Nati onal Assoc iati on or Negro Musicians- a 

group over which he has pres ided. Hi s biography appears in Our ,\1usicol Heriwge, 

I · · - -d Tl , \ ' ,1 · Cro\'C: DicrionmT o(American nternotwna/ Dictionor\' of Black Composers. an I<: ' E 1 · · 

'\·/i,.1.1·c. . d .·ti ti ~ Yal~ Uni,·ersity Hi !!h School Festi, al (2008 ), As a conductor, he has appem e ,, 1 1 1e e -

. . . . d P"incipa l Guest Conduc tor). as \\'ell as the the Houston Ebony Opera Guild (Music Ad, 1so1 an 1 

(. . . · Af ·· American Sonu:s. hattanooga Choral Society !or Presen auon ot 1 ican -

1 
., 1 Dep·irt mcnt recorded t,, o , olumes ol 

Recentl y, the Un1 vers1ty of Chattanooga C ioic1 ' 

. ot·cascade Uni ted Methodi st C ti e conure ua11 on ' arter' s choral music. He presentl y sen es 1 = = 
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l·Jitin:h in tl anta as the director or the Chancel Choir a d t· . . . 
n con mues to teach about spmtuals 111 

.1. ·li t111s throu~hout the United States. 
\ \ "( )11':S • ~ 

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 a1Tangement lie in areas of the voice in which young or less experienced singers 

can be success ful. 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 Carter 

·ded May 15, 20 15 Reco1 
4·00 P- 111 · . - . . 
Music/Mass Communicat1 ?nsCBiutldmg 

t. 1 Peay State Uni versity, arksville TN 
AUS II ' 

J. Ne lson: 

Dr. R. Carter: 

.I. Ne lson: 

\)r. R. Ca rt er: 

.I . Ne lson: 

Dr. R. Carter: 

And_ ~rst thing is could you te ll me about your training that you've had as a 
musician? Where you've had that tra ining? Let's start there. 

Okay. Let's start. My very early tra ining wa piano tudie from the age of ix 
th ro ugh high school fo r 12 years with a lady named [ Ima tovall] who wa a 
neighborhood piano teacher in Chattanooga, Tenne ee. y par n1 told me I 
started play ing at the age of four, picking up tune in church and com ing 
home and climbing up on the piano stool at age four, but I didn't tart le ons 
... as I remember now unt il I wa ix year old . Brother pla ed. broth r 
(V ince] was study ing piano at th time m older brother. 

So I went to the same teacher that he had. There were alway in trument 
aro und. I had an aunt who u ed to play cami\'al and he \\'Ould ornc to the 
house and play ragt ime tu!T, he pla ed in the teen · and the _Q and 30 . o 
my hi gh schoo l music teach r, \\'ho \\'a not m I p!ano 11.:achcr. but ,~a , a grca~ 
influence on me becau e he taught me on the ·,de. I had a tea ha and ht.: 
taught me also as I wa accompani I and as. i. tant and student back there 111 
hi gh school. 

, . d, f Dr Robert athanie l Dett . . o she was in. is tent that I 
So she ,, as a stu ent o . " "here she tudi cd . . o she li terall y took 
,,·oul d go to him \\·here he had bclc~.1 1a,11pto;1 C~mpus for my undergraduate 

· 1 . , . d ' posited me on t 1c 7 • • 

rn e 111 1e1 ca, , t: . d d , und ' r the inlluence :e,eral ol . d I t' . ·h ·r' I stud1e an came t: 
studies an 11a s '' L c · 

1 
d ·at in terest in hi . " ork and that 

' I' D I ·t d ' Ill I de, C ore a !!fL< . 'd 
Nathan,c s ell s s LI c ~ · . . I· H-~ 111011 Did a ma. ters and then d1 

h. . 17 , " ,n 111ntua at an . . I 
became my 1g 111 ucncc d t of thc pro!!rJm prol ab ly 111 11c 
so me doctoral studies there but I dro1 pc ou ~ 
80s ha,·ing fun. doing ,,·hat I " as do111 g . 

. , Hampwn ln:-. titu tc. right '.' So you go t your undergradu,llc at 

I ·1 t, \'C 'lh In the Hampton 11511 u L. · ' · 

. . . 1· I· hi t h ·rc . . n if I \\cre to use . l ·1rd iust ,1 111 L . • . , 
' n : ,, . ' no in n to jUillP 10, . . ' . · . I 3 11 'lltthcnt1c rerl or111,ll1Cl'. Fa 11 1as11c. vvL IL= = . 1· ·11 ·111CL' ot a sp111 tua., , • p •r 011 < · · •) the nhrase an authenllc l'. tr rn ind as :i mus1c1an. 

r- I . . ·ornc to , OL 
t- _ · -· wal "hat t 1111 gs L · . 

o a sp11 t · 1 .. 1 . , ·wthcntic pcrlormance 
· "lOlHll thc p 11 ' s ' · · . f 

.. . I uuess l'rn hcs1tant ' . . ·r -in, of authentic s111g1ng o Wel l. kt me sc1 ) = . . , recordings. 1 • - • 

I . are so ra11.: onl y because t 1eie ' 
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srir ituals in the li eld So u d 
. · n erstand that wh . 

am not trymg to capture ti 
1 

. en we ate ... when I as arranger I 
1e aut 1ent1c perf . ' 

people who could probably b 01 mance. Now, there are some 
.. . every ody who h d 

has et out doi ng different intent I think . as arrange or set a spiritual 
capture the authentic style more tha · 1 th111k the one who perhaps may 
Johnson. I think of that a I n anybody else would probably be Hall 

s le was a Hollywood H d choruses and the movies ·th I person. e use to do all the 
and lines he puts in hi s ttht . ks haves_and all of tha~. And the number of vo ices 

' 111 e giew up at the t1m th th h h d some of those th · d e a e may ave ear 

II b 
mfgsl one. But as fa r as an authentic performance I would 

persona y e care u to use th t · · · ' 
h . a m tenns of a spmtual because I'm not sure 

t at we can capture what I think authentic. 

We ll , that's fasc inati~g- that you said that. My next question is can a concert 
arrangement of a spmtual 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 I like 
to call them solo art ... spiritual art songs, but I'm not sure .. . they're bas ically 
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 fl are and fl avor and I think 
closer to the authentic . Burleigh did sort of straight fo rward hannonization's 
of spirituals. Jester Hairston is a show person. So hi s spirituals are show 
pieces . 

Lord fo rgive me, Jester. [ mean, there are fl avors in hi s 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 di ffe rent kind of trad ition. Will iam 
Grant Still , Nathaniel Oett ... fo r example, Dett did_ not con~ider hi s works a_s 

t H /:"or the most part took thematic material and re-used 1t arrangemen s. e, 11 
, • , • 

· fi ent to wri·te a new piece ot mus ic. He rea ll y fo llowed the emotive or a ragm . . . 
d · · f A t · Dvorak to American composers so he 1s 1ea ll y sort of a a montt1on o n 011111 . . 1 
· · f the American nat10nal kmd of school that 1e pi oneer fo r me 111 tenns o 

undertook. 

. th t because I say not aITangements because 
Now, he has a couple of pte~eses :h~~-structura lly basica lly remain the same. 
arrangements for me are ptec d i·e or extend a phrase but basicall y 

y an exten a measu , ' . 
You don't tamper. ou c . . t'II there Dett didn' t do that. Even with 

h e chorus thrno ts s t . . . . I 
the verse c orus vers ::o I s the ca ll and response, the m1t1a 

. . . h L bs he on y use ' 
hi s piece, Listen to t e ~m 'i . ti ere is [unintell igible 00 :10:28]. 
ca ll and response. Everyth111g e se 111 1 

.d d J. ust expands on it. 
So he takes a germ of an 1 ea an 
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Yeah, expands in most of h' . 
great concert pieces. My spi:·~t pi~cer h~o all of these _ guys, I see Moses did 
put down anybody else's not ualls, t mk moSt of mme ... and this is not to 

' a arrangement · · worship. l try to do more f h s are spmtuals or suitable for 
choir. That's why my th· o a c urch related or much more for the church 

mgs are not that diffi It d . 
doing most of my writin 1 w . . cu to o. And at the time, I was 
knew l had that audie gA d as wntmg for a chu:ch music conference. So I 

h 
. f nee. n some had small choirs some had big choirs So 

my c 01ce o arrangements d t I '. · 
1 

. S h , ~n s Y e was more worship oriented I think in the 
ong pa1 t. o w at s authentic here? 

~hat _if I ch_ange that thought process a little bit. If we think to that idea of a 
h1stonca~ly m_formed performance, what about that idea of authenticity? That 
changes 1t a bit. 

That changes it a bit. A couple of things. There are two fac tors that I think are 
important for me. It has nothing to do with the sound of the choir. The two 
factors have to do ... the principle one i rhythm and meter and which will 
impact the other and dialect. Okay. Those are two things that I foc us on when 
I'm talking about stylistic ... I like the word stylistic rather than authentic. A 
stylistic perfonnance of spiritual. And aga in , it wi ll depend on the ananger. I 
think most people probably ... and this came from my experience with Hall 
Johnson . I had sessions with him back in the 60 when I was going to YU . I 
had a couple of sess ions with him and just sat and talked with him . But the 
mistake ... and I think at thi s point in my li fe, the mistake that most p ople 
make with spirituals is that tempos are too fa t and too many beat in a 

measure. By that I mean ... no, go on . 

No, no, because I bet you were abo ut to talk about thi s. o ,,·hen you say too 

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 just a beat. beat. beat. beat. 

y l Hall Johnson ,,·as a person ,,·ho believed 
Beat, beat, beat, beat, beat. . ea 1·

1 
. .11 ,1" but he c:--plaincd to me that 

. t' h 's ,,-r1tten t 11 s any\\ t: I,; and I don't know I e 1e pul e Fast but slo,, . All ri ght. 
. . I I the same tempo. san . y most sp mtua s 1ave . , 

1 
lse [Sino in !!] ·· ( !!Ot a robe. ou got. 

. k. hair That s t1epu · = - - . 
Almost ltke a roe mg c · . l When they 2:e t to hea\'en. go ing 10 put 
a robe. All God's children got a io_,e.H . .. "St~al a,, ay. S1eal a\\'ay. Steal 

I II o\'er Gods ea, en. . - . Id 't 
on my robe and s 1out a . . . 1.:; • 19] tha1's too la l. It' tindrng ... , on 
Away to Jesus.·· [Un1ntell1 g1b~e 00. -_· . I d this in terms of the pulse tor the 

c 1 t or it you e, et 1a 
know if you were taug 1 · •) . H \' do you detennine. 
renaissance music. 0' 

Well , what I was taught ... 
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I'm old schoo l so you go right ... 

No, that's fin e. What I was taugl t . . h 
say ing, where the stress of the

1
t is it

1
_ as to do with the text, what the text is 

ext 1es because · · • 
don't really worry about a bar I' y . 111 renaissance music, you 
where you will be performing ;~e. b-~~ take 111 some factors of things like 
got. ' e a 1 ity level of your choir. That's what I 

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. I was taught this a long time ago. 

Wow. See, I told you I was going to leave here sma11er. 

No, no, no, no, but it may not mean anything in pa11icular. Now, understand, I 
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 aga in? 

Yeah, circular what Hall Johnson called a rocking chair. 

The rocking chair. 

Yeah findin o that right pulse within that. I think Jester captured th a_t al o_ in a 
way 'Especi:lly in one of hi s demonstration videos. He was. wmk1n~- with I 

. . T b le Choir and they ,,-ere do111g hi s piece I. want 
thmk the Mormon a ernac k · I 

. ,,, er had thi s thing abo ut ,,·hen you \\'al wit, me, 
Jesus to walk with me. Je_st 

1 
\\'ant y~u and \\'hen he takes a libe11y 

oh walk with m. e, wa lk with me, d 
1 1·11 

from the fields also 
- I were use to mare, . because many ot t 1ese songs 

h h but then thi s ,,·onderful liberty that he 
So you see that had to be a r . yt 111 

. one shoulder and you want to 
. h b o o t a little hea, y on . b k explams when t e a::, ::,o . . 

1 
is ic to do that betore you go ac to 

k 1 ·ttle time 111 t ,e ,m · I chanoe sides. It ta es a 1 . . 0 - ·e in that circle, that same circ e. 
o ' I last1c 1ty that you =1' d. " the march . So that s t , e e I l ·e a setting ··1 ,,·an t to ,e easy. 

· f ·ample ,a, ' ~ · h 
I use it in my settmg or e.\. , ·d. "Step.Step.·· ) ,,·ant to die easy w en 
[Singing] " I want to die easy whe'.\ \,-~~1-t to die easy ,,·hen I die. " It 's a stretch 
I d'e" Then that bag gets he~vy. , I Ider to another in the march. That 

, . b trorn one s ,ou h . d 
of movin g that cotton ag d to demonstrate. I love t at I ea. 
,vas the kii1d of thing that Jester use 
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o that idea that there is 
I a concrete r ~ 

s ow down because you can . eason or a marking in music. It's not just 

Yeah. Well , yes, but on th h 
f, d . e ot er hand l h h 
ree om m my own arrange b , ave t e freedom .. . I offered th 

ments ecause l th. k e 
my scores because I like for peopl t b m I put very few markings in 
Now, the thing about the mu . ef oh e a~I~ to bring something to the music 
b 

. . sic o t e spmtual d h . 
emg so urnversal is that it s k an t e love of the spiritual 

h h 
• pea s to everyone i 

as somet mg to bring to these son s Ev n some way. So everybody 
be free of something. g · erybody shares. Everybody wants to 

Sure. 

And many of these songs ar b b • . _e ~ out emg free from slavery and be as I tell 
students from their drug addiction it can be i;; d . . , 1ree gra uatmg from hioh school 
We can all ~elate to these ~mot!ons. One in the crossover. And if :e get int~ 
those and brmg those emotions mto it, it doesn't have to just relate to slaves. 

That's fascinating. We have answered questions all over the place. 

I'm sorry. 

No, l love it. l love it. I love it. This is fascinating. 

You're probably goi ng 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 I have learned so much . So one of the quest ions was do you have any 
suggestions for determining an acceptable performance tempo if the composer 
or arranger has not indicated a tempo and I think you'\'e ans\\'ered that. 

I think so. I think you have it. It has to be with the fl ow
1
of the music. ow, if 

· , f; t' I t t nd tliat's the other thin 2:. Thats 100 much. You can it s too ast or t1e ex a ~ 

determine what has to happen. 

· ·t· you as the conductor di sa2:ree \\·ith an 
W II d e Of the questwns was 1 --: . e , an on . kay \\·i·th J·ust say1110 I \\'Ill do ·kinos are you o c o arranger or composers tempo mat o 

what I fee l is right? 
• . 1 \\·as J. ust ha\' in 2: thi s discussion wi th 

tot the music. -I probably do that to mos d bout that. I'm not sure composers 
Gail [Dr. Gail Robinson-Oturu] to_ ay ladon't consider myse lf a composer as 

II . nt Of coLnse, 1 · know what they rea Y wa · d ,e There are people w 10 write 
b o that's beyon n · . . · 

such That's a whole 80 1 ·i·ite \\·hen the sp irit hits me. As a 
· I don't do that. w 

everyday, who do that. 
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matter of fact, you'd be su . 
when I was in I rpnsed, most of my 

my ate 20s and early 30s. arrangements were determined 

Reall y? 

Most of my work was do d . 
. d . ne urmg that peri d I' . 

revise some thmgs since then But it .· o . ve written very little .. . I've 
as a youngster and little to say . ;1 ightens me that I had so much to say 

now as I m older. 

Right, who's to say that tomorrow th t 
else to say. a may not change? You have something 

Quite honestly, most of my stuff germ inated 
my most popular things [ unintelligible 00•2ts~e]n I w~ a youngster. One of 
done when [ was 22 years old N . · · , my rrst arrangement was 
something else. . ow, It has evolved over the past 50 years into 

Well , l ... 

And to lift every vo ice is 40 some year old. 

I ha~n't really thought about talking about that but the (End the bright 
mansions] that you're speaking ot~ how ha that piece changed from the 22 
year old to you looking at it today or a a conductor, how have you changed 
your approach to that? 

I have changed. I've li ved longer and when that modulation comes, I'm not 
sure it was in the first one but when it comes to a major and I cho ea 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 \\'hen I start 
marching into the city in that key, in that a major key. But that was new. And 
then the scripture came at the end or it. 11· the sc ripture \\'a n't there, 
[unintelli gible 00:25:25] in my father's hou e. That ern h·ed later. 

I find it fascinat in g to hear hO\\. someone \,·ho has arranged or \\Titten lo?ks at 

h
. L , b~ k t d,.alect fo r a bit because that 's a large chunk ot \\'hat t mgs. et s go ac o ~ 

I'm writing about. 

_ t· bl ·ith the use or dialect and the perlormance in 
Okay. Do you tee! com orta e \\ 
scriptures? 

I do. But a person who ... 

. to understand \,·hat dialect really i_. O\\' , my 
But a person who uses _it has . 

1 
tl . of the music, don't do 1t. The leve l 

· · · · t ·teres \\ 1th t ,e O\\ I 11 rule of thumb rt 1t Ill er . ·k I ard at it don't do it. I tell peop ea 
. 1t· ha\·eto\\OI , ' , 

at which you do rt. you 
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the tim~ if my foreparents [sic] had worked as hard as saying dee and duh as 
many Stt~gers do, w_e probably could've said thee and the by that time. It's not 
there_to mterf~re with_ th~ flow of the rhythm either. l have an arrangement ... I 
was JUSt lookmg_ at tt. I Heard the Preaching of the Elders." [Singing] " I 
heard the preachmg of the elders. And I heard the preachino of the elders." 
But the line doesn't say I heard thee preaching of the elders. Thee preaching of 
thee elders. I'm not going to exaggerate those words, but at the same time, I'm 
not going to voice all the consonants hard at the time. I heard the preaching of 
the ... you know, I'm not going to do that. It's a dropping why. Most romantic 
languages and let's take the African languages first--most of the words ended 
in vowels. 

So there were no endings. If we were dropping a G preachin', preaching, do 
we want to go there if it interferes with the rhythmic flow? An_d the other 
thing the [6i] and the [6:;i] are :eally w~ak articles., The_ exaggeration of the1~1 
· ust floors me, but again, TH dtd not exist or do_esn t_ ex ist 111 my ... and I don t 
~hink it exists in any other ... and I don't think 11 ex ists m any language other 
than Enolish. There's not a the in Itali an, German, French, Spa111sh. So It was_ a 
hard so:nd to make. Dialect, everybody has a dialect. We have dialect w1th111 
the dialects . 

. k musica ll we have to be intelligent about the ... if 
So what happens ... I thm . . I y h yo u're oo in o to be concerned also 

d • cept of sp1r1tua t en o o 

1 

, 
we're omg a co~1 's h t' oino to take away from .. . t , at s 
about the unification of the vowe l. o t I a g :ant to be ure that you don't 
goi no to impact the dialect also. Then ahsotyl ou' ~f the line. nd I think those 

b · t fertn o wi th t e O\\ 
want hard consonants 111 er o d ,. th And to be carefu l not to .. . 

t t be concerne \\ 1 · . ,, • . . I are two things that you \.Van o ' h. k f don't "Min treli zc e1the1 t ,e 
what do they call it? Boy I can t t 111 o ... 

rhythm or the dialect. 

. he's \\Titten a lot on dialect and how 
f R sephanye Powell 's art1cl~s, s . . . · hit or don't knO\\' hO\\' to use 

In one o o I ho a1·en't tamiliat \\ it . Id a fore1on I · f · peop e w · · you \\ ou o 
to approac 1 tt o1 d I talks about trea11ng it a ·I . I places get 
. . . b t vay An s1e . . d )'OU learn \\ , 1c1 -
tt tn its es \· . nd time \\·1th II an , h. 10 to the effect of 
lanouage where you spe I Andre Thomas says on11::1 ii, = 0 

• h d 't And t , en . . , b, 100 muc 1. stressed, whtc on · · 1 to itse lf. 11 may e 
. . . d ·awin o at tent1 01 . . 

if the di alect rs r == . bsol utely right. It rt 
I ly Tha t ,s a . - I d 

. I t I like that. Abso ute h. tlo,,· of the music. ,i 's \\'el one Okay. I lrke t 1a . . ·, impacting t e 
I nus1c agan , overshadows t , e 1 ' -

and we ll sa id. h1ch the composer or the 
,ent 111 '' h t text t ke an arrangen ') Is it okay to take t a , I . k it's okay to a ·d Emd ish in it. Do you t 1111 se standar -

d ided to u , ay? arran ger has ec . the opposite, 
and s~1g it with dialect or 

No, because ... 
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Because there's some that you see both ways . 

y eah, you see it both ways but if I wrote I h d h h f h h' 
I . . , . ear t e preac o t e preac mg of the e de, s. Agam, thats gomg to impact th fl f · · h I 

. . . . e ow o my music wit t 1at kind of art1cu lat1on. [ thmk that's kind of what ha I · th t' 
.. • ppens guess 1s .. . a s a 

ha_rd one. No, I wouldn't, ... that depends upon your approach to dialect. I don't 
thmk ~nybody .. . I _don t know who would want the aiticulation of English 
according to Madel me Marshall and in the singing of a spiritual. Although I 
like her, I like that old text very much because I think dialect to me ... well, 
there are two aspects there. 

The consonants, the lack of consonants is one aspect of that. And when do you 
[unintelligible 00:33:04]. But it has to relate to the music . And I think if you 
can do it ... I almost think it makes sense if people are sensiti ve to the music. 
I'm almost sure it is . I've never honestly been a person who has emphasized 
the singing of dialect or even rai sed a real concern about dialect in the singing 
of the spiritual because I si ng the style of the spiritual will not all ow me to 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 wi th one T. The T 
on two, not the T on one. I wan to . ot I want to. 

Sure. 

S I b bl I don't know that I sing dialect. I think ~y choi_rs have a lazy 
o p~o ~t y .. i don't emphas ize the dialect either in a piece or m a piece th:t 

speec pa em. I of the music influence me more. And t e 
does not have. I let 

th
~ 

st
y e . whatever that takes, if dialect . . h I' eekmo from my singers, . 

unification t at 111 s _0 
, ·d b~ t I do more of ... e\'en most of my 

... h phas1s on the \VOt , u . . 11 · 'bl works, 1t 1t as an em 1 1. O\\·els Separatin g [u111nte 1g1 e . . · I 1 ·k t use ta 1an v · ~ , . . 
singing in English. , e o . s admittedl y of dialect when Im singing 
00·"'5·"'4] so I'm not that consc1ou . 

·-' ·-' . t problem lor you. spirituals. That may c,ea ea 

.· aht and then you taught at ' oht mostl y in Chattanooga. t t= . No. Now, you ve tauo 
Hampton. 

. and then 24 in Chananooga. 
I tauoht at Hampton 24 yeat s 

o . 1·n1e easier because almost . h we may ha\ e it a , 
Ri ght. I think Ill the sout , . d f di alect in the south. 

aks with some k111 o 
everybody spe . ll O\\ ' there are dial ects 

. h \\-orld . So e\ en , . rywhere 111 t e 
Yeah, dialect ex ists eve hat I'n1 say in g. 

· Tl t's \V ~ 
within dialects. , a ·here I'm from ... 

. East Tennessee \\ 
hern but 111 We have our sout 
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And your southern black, right? 

And in East Tennessee where I'm from we sound ery different from West Tennessee. 

Yeah , and t~e Georgia black might have had a different language from the 
North Carolma. And certainly ·f d · .__ ~ 

. . 1 you go own 111to Charle ton area you're 
gomg to get even the Gullah dialect that I can't even begin to tan ,,·ith . 

Let's see. That takes care of tho e. Thi i \\'Onderful. I \\'anted to talk about 
movement a bit. I know a lot of people \\'hen they think of a choir mo\'ing. 
swaying or stepping to music, they think more of a go p I kind or innuence. 
Since a lot of the songs that piritual \\'ere ba ed on had to do \\·ith the 
rhythm of work or the rhythm of mo ing, li ke, ou \\'Crc talking about coming 
in from the fi elds, do you think it ' ever appr priate to ha \·c a hoir u e 
movement in a performance of th piritual? nd there' one I'm thinking or. 
And I don't know if you would actual! call it a . piritual or not. There' a 
song, I' ve got a rainbo, ti ed all around my boulder. I that the ong? l'\'e ~ot 
a rainbow tied around my boulder. It' like a group or pri:oner , 11 \\ ork1 ng 
together. They g t a letter fr m home and you get the und tr them \\ ith their 
pickaxes on the ide of the road . 

It depend on the ong. I'm not a chon:ographer. . o I don't_ do a lo~ or 1_1:~L I 
I I \ •ho do tint I don't mind c, en per. onal 111dl\ 1dual 1:,1 r1:ss1011 1ave peop c ' ' · . 

1 
. · ti , 

. . h . I . ·1 do. ·n't interfere\\ 1th the tota c,pre:--.:--1011 on 11: w1th111 the c 01r a ong d 1 1: . • 

10 

• • 

. •. t t' on I lca\'C the mo,cment probabl) mon: 10 go. rel a. )OU . ug:::: st. 
mtet pre a t . . • I . ' hut 1'111 not the per. on to talk to abou t But I probably \\'ould do somd1111g . 

I I , . ·I . 1. ·d it" 1th 111, chrnr:-- . chorcograp1er. r.uc) L.1: • 

. . • ·d 1 , h•· , Cr\ ori.!:.llli •. It dt1l·:--n't ne ·d 10 . 1·k , • ·av1n (l ti n1:1: s (, " . ~ 
But tt sounds t ·c you re · •.· . =-

1 
• ·d · 

10 
com. from th· mu~, · . 

he so mething put on the mus1L. t llll: ~ 

Oh. I think 1·ro111 the music 
,,·ou ldn 't stress that at all. 

I . l1 than not put on the mu~ic. I rather t 1a11 ~ a · 

. . . . . ·hnir'.1 :\ choral , \lund . l)o ~ PU ha\~ a ·: · ~ u~ 
II ··nl t What ahout 11111h1L ol ,1 1· ... ,lh annn1pr1,11c cho1,tl 11111hr1: 

I I=- 1 . . . I . th · re a ~I, I. II L, . r r • . • . • I I · k 
don 't like the ,, ord authent1L . ::- ·. 1: . p'rl~11111inl! a ~p iriwal.' 1-.. ,1 l, nn 11\ 
that you like LO hear \\ hen ~ _ch,\1~~ :~bratn. i~ ii ;l darl, pla ·cm ·111. I:- II a hng I 

. . . 1· brall1. I~ it L •. sound. 1~ 11 lots o ' 1 

placement·.> . . . . I "lie~~ I like ... 
fill\ •,p •n ll .. . = 

. . . h 'cau:-c nw:--1 ll . . I . hut I don 't want a 
Tll., t's ·1 di flicult one lt)l 111L L - .. r 'd I like a dark 1,111,rL 

" l , , , 1'111 1101 ~L ,I L . 
d l ·a,· \\ L • l'm scare o ~ .... 

,,·eighty timbre. 

l understand. 
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I want the vowe l shape darker tall , er. 

But not pressed . 

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

Oh it makes perfect sense in my book. 

Because I always had difficulty and especially ... we ll , wi th the choirs, I've 
had mostly black students when I was at Hampton so my problem was 
adapting them, taking out vibrato for music ... to do Bach or to have a good 
mixture when I do Brahms. It's so interesting my experience with Robert 
Shaw was that his ideal sound, and not necessaril y wi th 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 ju t work. But fo r the piritual, again, I've 
heard my colleagues, my friend and probably Andre would have much more 
to do or to say about this than I becau e I remember he and Antoine [Amster] 
having a conversation abo ut the ound of a choir and doing pirituals. And 
I' ve never quite ever made that a concern or mine. Maybe that's why I never 
had a good choir then. 

I doubt you had any bad choirs. 

Well, I've had some bad one I tell you. I didn't ha\'e a particular timbre for 
spirituals. It just happened. I'm sure that I mu t ha\·e shaked and changed 
some things. 

1 hoir that you had at Hampton Did you notice any difference bet\\·een t.~c c 
Institute and the ones that you had at TC. 

_ I . ·k ,11 TC I had the [ uninte lligible 
d.d , d lot ol chora \\ O J ' · . 

Well, I 1 n t o a I r years I did choir \\·h,le \\·e \\'ere 
00:43 :37] at UTC and maybe a coupt,~ ·t 'raturc for \,·hat I ,,·as doing. So I 
lookin a for a choral director. I chose t 1cd, l ' . You're causing me to think = . . . those tu cnts. no. -didn't notice a big ditterence 111 -

and \\·ork . . 

d ·tor or ornconc beginning their · . a youn!! con uc Id 
Well, ho\\' \\'ou ld you_ 111s1tuct ·ou-tcll thern. to gi\t~ them . o th ~y cou 
career? What guidelmes ,, ou~d11) •) And thi s can be anything lrom the 

· · I success tu Y · . d , ay and do 0 approach a spintua .. · , \,·hat things O )OU · 
c . • f the cho11 t11nc . 
Preparation to 1n tront O - d 

. 1 1 a you n£ conductor tin . Id uaoest IS t ia ' -
.· I t- . t thin £S I \\ ou s == . . I ,01 11 Century. By that I Perhaps one o1 t ,e " s . - . . oathered pno1 to t ,e -

. . . Is that ,, e1 c =' 
col lect ions ot spintua : 

1 
United SratcS. 

mean the sla\'e songs of 1 ic 
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< )h yeah \\·here they u ed to go a. d d . 1 oun an co ll ecting tunes? 

Yeah. co ll ecting tunes What is ·t? Th . . 
00:45:28] ha had to i · · 

1 
· e_ re_ligioL~s folks song [unintelligible 

. . n titute. The firS t Jubilee singer is history which has a 
\\'Onderlul co llect1on of tunes in the end ofth h' W , . . 
h I Id d e 1story. hat I m saying 1s that t e person s 1ou eve lop an appre · t· ~ h · · 
. . c1a 10n 1or t e spmtual. In order to perform 
It I Just want the persons most d t · · 

, . _ , con uc ors to respect the spmtual, respect the 
music fir_s t an_d then understand the approach, or as I tried to, what the 
arrange ~· IS trymg to do. And to understand that these arrangements are not 
authentic performances of slaves in the field. 

They are what they are. And by that I mean you have to bring the same 
musicality a musician should to the spiritual arrangements. They ain't going to 
sing themsel ves although most people think they will. Just give them a 
spiritual and let them go. No, they wi ll 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 li sten to a lot of spirituals. 

Unfortunately we don't have a lot of...we have some field singi~g_s of 
individuals but not really a lot of group singing is done. And much of 1t 1s ~n 
attempt to recreate what was done and I'm afraid of those. So I guess the mam 
thing is to develop an understanding and one of the books that I would refer 
you or anyone else to is Black Song. 

ls that "The Forge and the Flame?" 

Yeah. 

That is a fascinating book. 

· · I It's probably the Bible of It is. To understand and appreciate the spmtua. 

spirituals. 

Id k them to listen to some spirituals. I 
h .d of you wou as h 

Let's go back to t at I ea . f those authentic, but are t ere some 
know we don't have recordmgs o ti t you would tell someone .. . fo r 
composers or conductors or groups ,a o and you're a baritone like I am, 
exampl e, if you're singing a_ Gen~ia;i::~:~~o Who would_ you t~II a you~g 
you're told go li sten to F1sche1 d hear how their choir does it. That will 
conductor, go li sten to thisyerson an 

d t ting pomt. give you a goo s ar 

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

Cio lind Dr. R. Carter on You Tube. 
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1 don't know. I have to get back t 
now? I don't know. I think ou' 

0 
you on that one. Who _is doing the work 

excellent job with s • y ve got some fine ... I think Moses did an 
that has collectio ot~e ~1eces of other people. He has a couple of recordings 
00·50·04] f . ~s I at mclude~ some of the really powerful [unintelligible 

· · 
0 

spmtua s. And I think there's something to learn there with his 
performances of ~hose people. And you're going to find a lot of those .. . 
u~fort_unately, we ve lost a lot of the old recordings of what I would've .. . 
h1ston~ally they started black choirs because they had recordings of albums 
on 12-mch albums and they're hard to find, if they are existing. 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 go ing to do a Hall Johnson spiritual, I 
would listen to the recording and I think it's been reissued by a guy named 
Eugene Simpson of the Virginia State choir. He has a Hall Johnson songbook. 
He worked with Hall for years. So his record ings 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 I ike Damon Dandridge who performs hi own 
pieces. And he and Stacey Gibbs, he and Stacey were in scho?I together. They 
came from the same hi gh school in Detro it. l think _three or tour peopl

1

e came 
out of that school. You' ve got those guys doing their O\\'n work .. I don t know_ 
how much conducting Stacey is doing these days. Is he do111g a lot of 
conducting? 

I'm not sure. 1 know he does writing. That's hi thing. 

. _ h _ d I mean. Da,, 0 11 recorded his o,,·n things 
So it' s hard to hnd w eie rn ° ... ~ I I ,rnuld say one could go to do 
and those were ... but there is not one. p ace . . -

l • .· . cord,nas out thc1e. them but there are some ii sro, ic I e = 

.· 1 · .· 1 al uch as .. . and I know - . a ·nstrurnents ,, it 7 sp11, u 
How do you tee! about us111= I l b ,,·1·itten to be a cappella but there 

- . . · I l t ·ature ias een . . 
the bulk ot the sp 11 itua , e1 - . that are accompanied \\'Ith piano. 
are a handful here and there o t pieces 

d I' noI oppo ed to that at all. I think 
Yeah there are some. It . all depen s .. d'~ , a11d Williarn Grant still has ... I 

' b Dett d1 ~orn1.: < 

Dawson has a couple that .. ,. ut osed 10 that. But ihat 's "hat they were 
l ·e there and Im not opp , 1 ·nk or it as your authenti c .. . mean, t1ey at . . , .1 1 say you cant 111 . ted or 

doina with the sp int. Thats,, iy nd sett in 2:s cannot be ,nterpr~ 
c - of arrangements a ,- of the composer. It s onl y 

the pertormance . 0- ly " ·ithin the sty e l .· l t') 
des ianated as authentic . n . . 1 terms of the genre. ls t ,at, ,g 1 . 

c . but not in authentic II authentic as ... 
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I th ink so . Let's see. One of m . 

. Y questions are what b k . . . that sheds light ... you talked ab t h oo s conta111s 111 fo rmati on 
ou t e Forge and the Flame. 

Yes, that's hi storicall y from that . 
perspecti ve I would read I t f b h' also ... the introductions of H 11 J h · . o s o ... ut t 111gs 

• a O nson. The 111tros to th J h b h co llect1 ons and spirituals and th . . e o nson rot ers 
f . . t I th . . e mtroduct1on to the Shawn [work] collection 

o spm ua s, e mtro mto those ... not the arrangements not to the 
a1Tangements but to the collections They w t h ' 

· ere pu toget er. 

I think that's about it. 

Feel free at any time to get back to me. 

This came up in a voice class that I was in. Every so often our studio teacher, 
and I study with Sharon Mabry ... get us together in the studio, we perfonn for 
each other and give notes and things like that. One of the guys did an 
arrangement ... I 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 I suggest is that that person has to understand the di ffe rence. rt 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 we ll 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. 

. . to mind You talked earli er about rhythm. 
There is one th111g that JUS

t 
camt . ~iritual is that .. . I hope I'm asking 

When you look at a notated rhyt 1nh1 in abs taken 'litera ll y as what's printed on 
· ti Is that rhyt 111 to e Sh Id . thi s quest1 0~ c?rrec Y· ore ... 1 am wording this so poorl y._ ou _1t 

the paoe or 1s 1t to be taken as 111 
. . about I can di vide thi s and this 

be mo;e about a fee ling of the rhythm o1 mo1e 
and make it all square? 

d k .t as the person wrote it. I hear 
If it's an arranoement, I think I woul tla. eo 1I assume has gotten beyond me 

b . d ti t's so met 1111b O h 
people ta lk about swmg an , a I I . k other people probably do too. rt ey 
because I write prec ise rh~th~ns. t ~n that. Yeah . I would try to ad~ere pretty 
will indi cate that it's pen111 ss1~le_ t~ s~ncopation and rhythms, yo u,~: got ~o 

h t the probl em in Olll o b t the rhythm thing. peop e 
111 uc o . .. ther part a ou 
understand and that~s anot there are and apprec iate. 
understand the type of accen s 
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There are three distinguished accent types: agogic, tonic , and dynamic. 
There's an accent called an agogic accent. An agogic is like a syllable that is 
accented simply because it's held longer. The tonic accent is the one simply 
because it's a higher note. lt 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, ~he 
same train , that kind of reminds me ... no, that doesn't work. The yncopanon 
itself, it just flows against the pulse. 

I think that's maybe what I was wanting to get to in a roundabo_ut ~vhr I :vas 
taking the wrong train . Thank you for your time. I ha e found th1 fasc matmg. 
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Appendix 13 : Transcript of Intervie . h 
w wit Dr. Rollo Dilworth 

. l 'd lul y 18, 20 15 Rccot cc . 
1·00 p.l11. . . 
~· . Colleue ol Music and Dance 
soyet . ::, . . . . 

I Un1vers1ty, Phil adelphia, PA Te1np e 

.I. Nelson: 

Dr. R. Dilwo1ih: 

J. Nelson: 

Dr. R. Dilworth: 

The first thing I'd like to kn · · Wh 
. . ow IS. en you hear the phrase "authentic 

performance of a spmtual " what ideas come t · d? Wh d h 
' o your mm . at oes t at term or that phrase mean to you? 

Well , I think that there are a number of stylistic characteristics that come to 
mind. There are some very specific things that I think about. One is I think 
about vocal tone. I think about the delivery of the text, and that could take on 
a couple of different layers. I certainly think about rhythm as being the 
primary driving concept. Because music of African and African-American 
origins, rhythm is actually the primary component, as opposed to melody, 
although melody can be important. But unlike the music of the Western 
classical tradition, rhythm is often the driving feature, even in a slow piece of 
music. 

I think about the intent behind the deli very of the music. I think about the 
desire on the performer 's part to provide us with acc_urate, hi storica~ context. 
And certainly I think about the outward expressio~ of the music. I th111~ about 
how one has to present oneself, especially when 1t comes to_ the emotion and 
the emoting behind the emotion in the perfonnance o~ the piece. And I could 
ce1iainly talk more about all of those things at some pomt. 

ouidino rinciples, I think, when I think about 
So those are really some of _

th
e O 

. fi~:il to the spiritual, but to other styles, 
authentic performance practice, speci _Y 

as well. Specifically to the spiritual, for this. 

. . I k for an authentic performance of a 
Do you think it 's a wise thmg to oo . tl1e choir profession that the 

' I d from some 111 b 
spiritual? Because I ve ie~r d from where they started . So _ m~y e 
spirituals are somewhat I emove b . nore of a styli sticall y appIOpt iate 

t hrase ut 111 t "authentic" isn't the coiTec P ' 
performance? h 

. ber of ways. Yes, t e · ·t)' 111 a nurn .· fo r authentic, · l t they were not 
I think that one can stt ive d from its original context Ill t ,Ila they were of 

. . I . much remove know Onorna y, , 
spmtua is very . ·11 ta concert hall , ~ou . . . ~he fields and during 
performed standmg st1 a posed and pertormed oult tn they were certainly 

. ed and com art A so, W 
course, conce1v . . . for the most p . t the primary focus. e 
labor intensive act1 v1t1es . as when labor was no 

. 11p meetlllo composed during cai 
know that, fo r sure. 
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And so in order to strive fi . . . 
. • • . or authentrcrt , 

musrc 111 that particular co t . Y, We don t necessarily look t h 
. n ex t, agarn Ho o put t e 

of thought when it comes t h. _wever, there are a couple of schools · t-~ 11 · 0 aut entrc f:' 
speer rca y refemng to vocal t . per1onnance practice and I'm 
thought. One school of thou hto_ne,hd1alect. There are sort of two 'schools of 

h g is t at we sho Id . 
muc more l would say natu I u stnve vocally to recreate a 
" ,, 1 ra vocal tone And s 

1 raw voca tone. And then th , · 0me peop e sometimes say 
ere s a school f th h are, you know, trying to put the . . 0 oug t that, no, because we 

should strive for a more polish xiecel m more _of a concert tradition, that we 
when we ' re perfonning the pie~e' ~ ;a~ semi bel canto kind of vocal tone 
mixture of the two. · n t ere are people who try to go for a 

There are people who believe that _ many 
I 

h 
I . peop e w o are on sort of the more natura ' raw, rn-the-field kind of sound h. h h I 

, w 1c t e s aves would have employed - they would not have been striving for anything that we think of as 
soi t of bel canto, Western, European classical. 

There's this notion_ that the dialect has to also be very much the way the slaves 
would have sung it. Well , even that has its issues because depending upon 
whether you were a slave in Alabama, or Tennessee, versus someone who was 
in more Georgia, South Carolina, you may have pronounced things a little bit 
more differently just because of your own tribal traditions and what sort of 
limitations may have been placed on you in terms of your abi lity to ass imilate 
the English language into your own nati ve tongue and whatever lex icon from 
which you drew your own vocal nati ve vocabulary, and whatever sort of 
phones and phonemes you were able to master through muscle contro l in your 
own language, versus what you are now trying to ass imilate. So there are all 
sorts of issues with what it really means to be authenti c. 

But I think if we go back to those sort of six principles earlier that I talk~d 
b th tal.nly in my mind concepts th at wrll at least move us Ill a out, ese are cer , ' . . · 

1 . . 8 .f th,.rik about it even wrth classica l music, 10w that direction . ecause I you ' . • · b 
authentic can you I ea y e. e . . II b ? W simply strive to move 111 that d1rect1on as est 
we can. 

. . ') '' , b k ''The End of Ea rly Music. Have you read Bruce Haynes 00 ' 

l have not. 

t- . l11·stori ca lly perforn1ed performances, I advocate OJ t· Yeah he is very muci an . h He dresses down per ormers, 
' t ched 111 t at. h. ·ct 

and he leaves no one_ un OL'. He oets everybody in. Let 's go to t is_ i ea 
conductors, the whole ~me yar ~s. alr;ady addressed, or brought up, t_he issue 
of di alec t for a little whrl e. You vet· h person hav ing a lot to do with their 

. I I cement o t e of the geograph1ca P a 
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dia lect. 8ut when yo u prepare a · · 
another one, how do you h di spmtual , if it 's one that ' 

an e the use o·f d' 1 you ve arranged or 1a ect? 

Yeah, that's a good q . . . uest1on. Well I kn 
op1111ons about this as well O . ow a lot of people ha d' ·f:c ,·11 . • ependmg u h . . ve 1 ,erent 
\\ I most likely use some d' I . pon w at the spmtual is actu II I 
c- • , Ia ect. And m v ' a y' 
,01 example, the use of the I tt T ery_general ways I will think about 
I ' h · k e er When s · , et s t 111 about the placement f th. mgmg a spiritual oftentimes .. . 
th t T 

O at letter And th · · 
a . , or any letter for that matter can . . ts ts . my own system ... 

can either be at the beginning f ' occur In three different positions. It 
be in the middle of the word s 

O 
a ~

0rd
' and I call that the initial ; and it can 

it can be . .. if it 's at the end of~~ew edre,, and _I call that the internal; and then 
e wor call 1t the final. 

So an initial T is often sounded as w . 
the water," but notice when I sano the wo~I~ if we were saying, "Take me to 

d
.d " ,, b e wor water" that 's an internal T and I 
I not say water [ wa:tc:r] l said "water" [ ·ct ] S . , , d 1 · wa. ;:i o internal T s are often 
enta ized and _softened and tapered to more of a D kind of sound And if it 

~ere a final T 1t would also be pretty much the same. So that 's ho~v I handle 
1t, and so I use that framework to di scuss dialect wi th my singers. And we talk 
about, for_ example, the letter R and we talk about final "ino's" and whether 
we're gomg to say "going to," "gonna," or "goin ' to"b or some other 
depending upon, again, regionally what would have been more accura te. ' 

It varies with me greatly. Most of the spirituals that I arrange for modem day I 

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 \\'ant to help our 
audiences to understand that African Americans as they were attempt ing to 
assimilate the English language into whatever language that they had ~een 
speaking, their nati ve tongue, they were app:_o~ i ~~atin~. as __ c ~ose as po~~I b_l~; 
And so the fac t that African Americans say di s and de 111sread of. this 

d 
" I " h th . o to do wt.th their intellioence ]e\'el. It has everyth111g to an t 1e as no 111b · = . 

d 
. h 

I 
f; h t ti "tli" sound as we know it, hardl y anywhere 111 any o wit t 1e act t a 1e , . 

I d
. I t n the African continent exists. I mean you might come 

anouage or 1a ec o .. I " ct to 
I 

O 
• 

1 
z 

1 
"th" sound but even that's more or a tu 1 as oppose a 

c ose wit 1 u u, a , 
"th" sound as we know it. 

. that these ,,·ays of say ing these words were 
So once we began to unde1stand Id h sa i·d it and as people would have 

. . they wou ave ' . the approx1mat1ons as · b ,ore authentic. The same rationale 
. . ·d . o helps us to e 11 . · heard 1t bemg sa t 01 suno, . 1 Mozart Req ui em with a Gem1an1c 

h e to sm0 t 1e 
goes for people who c oos O 

I t but I ha,e co ll earwes who say to 
t. d bate about t 1a , ~ 

Latin Well there's lots O e d 1 1,eai·d it and that 's the way the · , ul ,ave , 
me "That's the way Mozart \.\O 

' 
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people \\'ould have sung it ,, Th 

··11 ( ' , · · ey would h • \\, , a JC J man accent o11 L t' ave sung it with that . f . . . a 1n . And so accent, 1 you 
but thc1 e I some mtent,·o 

1
• you can argue the pros and f . . . na Jty toward h . . cons o 1t 

case with the Afri can Am .· . . aut ent1c1ty there. And the sa • h ' e11can spintual at 1 . , . me 1s t e 
, east 1t s my beli ef. 

There's a lot of coiTelation th b 
• ere etween th A fl · 

slave di alect, and the Haitian Creole. e ncan American, what we call 

Dr. R. Dilworth : Absolutely. 

J. elson: 

Dr. R. Dilworth : 

J. Nelson: 

Dr. R. Dilworth : 

You know how the French, when the le . . 
as best they could. y ft them, they assimilated their French 

Exactly, and that mixture ... and some peo 1 'th . . . . . . . P e et er, tn a positive or in a 
peJorat1 v~ way, refer to it as sort of a patois, but that's exactly right. And to be 
honest ~ 1th you, so~e of that also crept into African American dialect. When 
you thmk of, certam wor_ds that occur .. . that you see in spirituals, for 
example, that s very poss ible. 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 perfonn 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 I would probably say that something would be 1rnss1ng. 
There are choirs that choose to do that, and there are certainly people who 
have arranged the spiritual absent of any dialect and ha_ve cho_se~ the sort ~f 
the standard form of the English language as we know 1t and insist that their 
choirs sing in that particular way. And to me that's not necessarily 
· · t B t I do th,·nk that we have enough evidence and enough 111appropna e. u ~ . 
performance practice scholarl y writings that would perhaps tn fo r~, us to_ move 
. d. . 1·ttl b.t more closely connected with the way this music was 111 a 1rect1 on a I e 1 
probabl y perfo rmed. 

. thei·e 1·n terms of what the poss ibilities 
A d · h , whole contmuum 

n aga 111 , t ere s a kn fi sure if you've aotten all the way to the 
might be, and no one rea lly ows 

0
~ . 1 styli sti c 1~uances that we should 

I h. k th t there are ce1tam y . 
mark. But t 111 a Id .f e \Vere perfomiina somethmg fro m . ve WO Li ) W ' O 
perhaps pay attent10n to, as \ . . . pet· .:ormi na something fro m the . . . . It we wet e , , o . 
the earl y music repe1toi y 01 ·t· . ·na somethina from ... 1f we were 

. . 'f were pe1 01m1 0 . 0 h operati c repertory 01 1 we the same 1s true. I mean t ere are 
D lk sona I mean d I perfo rming a Portuguese O .. 0 · d vers ions of certa in languages, an s_ay, 

Peopl e who choose to use Angl1 c1zeb we move closer?" And so I think 
. k f that ut can 

"Okay, we ll you can thm O 
' 

that's my argument. 
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Okay. I think you'v 

. . . . e answered ab 
conve, sa trons I rke that I' . out three questions th 

1 1 . m go111g to talk b' ere. ove 
people, most choral director h a it about movement I know t 
as simple as a step to a sid s w en they think of movement su~h as t~_os 
rea lm . And I know you've or_a [square] we mostly think of that in th:ngy mgl 
A d e wntten a lot of . ospe 

n I actually got to hear tw f . music for both gospel and choirs 
C I o o your piece Th d . . 

at iedral. The Children of th G s urs ay mght at the National 
e ospel sang and it was fantastic. 

Wonderful, yes. I just worked 'th h 
M wi t em about a th . ay - and they did a combined h 

1 
. mon ago - well m early 

Chorus and they did "W lk • Jc ora set w1th the Strathmore Children's 
' a m erusalem" "T k 

couple things So they may h d ' a e me to the Water" and a · ave one-

Yeah, that's the two they did. 

Dr. R. Dilworth: Yeah, that's great. 

J. Nelson: It ~-as extremely enjoyable. Do you think there are movements appropriate to 
spmtuals, or would you use that? 

Dr. R. Dilworth: Yes, I 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 necessaril y mean we have to move 
in the 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. 

I ~ t an't ao anywhere on the African continent, to my knowledge -n 1ac , you c o · II 
and l 've asked a lot of friends from different parts of the continent - t~ te m_e 
what the word is for music in their nati ve tongue. And they always tallow it 

. " . ·d d sn ' t J. ust mean music . It also means dance. It 
up by saymo Well this wo1 oe . . • d Th , 

0 ' e ,t aiid music are 111tertw1ne . ey re 
1 t " So movem 1 . a so means movemen · . S c . us to separate the two I think 

1 · · A f· can culture. o 101 
tethered at the 11p 111 11 f'· the mark of authenticity as we try 

I. I b'tf ·theraway ,om again moves us a 1tt e I u, _ .t aet all the way there. So I think 
. · e'll neve1 qui e c 

to approach 1t. And agam, w h. 1 don 't think that the movement has 
that that ' s important. Now let ,~e say t ,s . 
to be very pronounced all the tune. . 

·d _, not ao in£ to be able to get thi s I . your reco1 e1 s ::, ~ I 
But let's just think about tllS. ut if I'm doing thi s, ·'Keep your hand on t1_e 
because it 's go ing to be visual. B . k that that sp iritual sounds the way it 

" w there 's no m1sta e 
plow. Hold on, no 



[Off topic] 

J. Nelson: 

Dr. R. Dilworth: 
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sou nds and grooves the way it does because y · · I b · 
. . ou can 1mag111e a s ave emg 

behind a mule, grabbing on to the handles of the plow and digging in , getting 
their I e v erage, bee a use If they didn ' t when that mu le took off they were go ing 
to g? fl ~mg over tl~e top of it. So you can imagine this grip and this kind of 
sink111g mt~ the so II . And that 's probably how that song was composed. So 
I'm not saymg that when a choir sings that spiritual that they must engage in 
thi s, but think of how much more powerful it be if they did. And so I think we 
have to think about again the genesis of this style of music. And in 
understanding it fully in terms of its development, we know that the 
movement was an integral and inherent part of the composition process. So I 
think it's important for conductors and choirs to strongly consider movement. 
And we may not know what the exact movement is, but think about the 
emotion that's tied up in every single one of those pieces. I can't imagine 
performing a spiritual and being able to credibly and artistically bring out t~e 
emotion without motion. I just don't see it. I could be wrong on that, but that s 
been my contention for a long time. 

Ever thin I've read kind of mirrors what you've just s~ id . Bu~ you a~e t_~ere 
fi t \ora~ director I've talked to that has said yes to [ un111tell1 g1ble 00.21..,8]. 
irs c h 'd " l 'm not really comfortable with movement. I '_m. not a 

Some ave sai , . h I ·d "But 1f it 's an h " And the same one that said t at a so sa1 ' choreograp er. 
?" organic movement, why not. 

b I think we as choral directors have 
Yeah, absolutely. And it can _be: It c:~d e.license to perhaps conceptuali ze 
to give our singers perm1ss1on t experience - not to the po111t of 

· k' d of movemen , . · d 
themselves in an org~mc m I I that says I'm not onl y engagmg the m111 ' 
distraction - but certamly to a ~ve . akino experience. And to be honest 

h b d ·n this 111us1c-111 :::, · 
1 

· r in a but I' m engaging t e o y I' k vement in a class1ca piece o 
. h Justin I wouldn t knoc 111 0 odern piece of music fo r that wit you, , . · or even a 111 I' II 

B e piece or a renaissance piece A d . f we look at instrumenta ists, a 
aroqu b se this is the instrument. n I kino the millions a year - they 

matter ecau . - the oood ones who are n~a . => r to bring about what they 
the time, they aie . t;, 'th that instrument 111 mde d t ~I should say. And . 11 gagmo w1 .· e pro uc _ 
are phys1ca y en I o_t' stically sound expe1 ienc , th. io \\'ith any genre ot 
believe is a heartfe t, a1 I d that. It 's the same 11 => 

. ers not o k 
so why do we, as smg ' . t ha ve to - I thin so. 

h pi ritual we JUS Id · 
music, butt es bit about tempos. Some o e1 

. . . that. I wanted to talk a . Now as a conductor, wha~ 
Wonderful. This is tied to don' t give a tempo I~~a1\ without any guidance o1 
sp irituals that I have seeh11 you look at a sp11 itua this is the perfo rmance 

· k · g w en ddress .. · guides your thm I~ ? How do you a 
with very little guidance . 
tempo? 
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Sure . Wel l the lirs t thing I I . 
I . . · , ook atr s th - t 
1,111110111c rhythm and 1 1, e ex t. The second ti · 1 1 k . • . , . ' o ten let tho . irng oo at rs the 
lnr l:lllOst. Hut the reaso11 I I k se two concepts guide f- d . . oo at the t . · me, rrst an 
con tex t lor wh rl e I can b . ext rs because that will ofte · 

. . eg111 to think abo n grve me a 
For example, the spiritual "Walk To e ut w~at the tempo may have been . 
know what tempo to take that . gb ther Children" .. . well I pretty much 

d · - piece ecause th I aroun 111 the helds when th . . e saves were likely walking 
ey conceived t "W lk 

you get weary. Walk together h'ld 1 · a together children. Don 't 
b I c I ren. Don't you t " Th ' a out t 1e tempo because if th • d ge • •. at s probably . ey 111 eed were mo · . 

that most likely would match th k. vmg around that 1s the tempo 
, at md of rt f . wouldn t be hurried So I thi· k b h . · · · so O casual. It certamly 

· n a out t ose k1 ct f ·ct • lookino at tempo Now cert · 1 h n s O cons1 erations when I'm 
b · am y t ere' · 

I have to think about based h s a margm ther~, or maybe a range that 
. upon t e number of sm · h · 

acoustical properties of space and so th th· b ~ers m m~ c oir, the 
II B · ' ose mgs o v10usly go mto play as 

we . ut I~ general, I try very hard to look at those two things - the text and 
the harmo111c rhythm are extremely important to me. 

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. Hi~torically, what 1:1ost 
likely prec ipitated the development of this piece? So I thmk about those kmds 

of things. 

B 
. d 

1
.k .t h to be a very informed dissention or disagreement. It ut 1t soun s I e I as 

can't be "well, I just don 't like that tempo." 

Dr. R. Dilworth: Ri ght, yes. 

J. Nelson· 
. . - but the metrical organization of the spiritual - do 

Thi s has to do with tempo . d't.:'.erence in the way the beats are 
• ·.· Jthere1sa 111 . yo u feel that 111 a spn itua 

1 
,·cal music? For example, rn my 

d t Western c ass . 
we ighted as oppose to mos 'd th t he feels the two biggest mistakes 

. . . I R I d Carter he sa1 a d ti d1 sc uss1on wit 1 o an beats per measure, an 1ey are 
. . I e are too many d b . ' made with sp mtual s are tier - . . the discussion we talke a out, rt s 

S h teels like, 10 · · d taken usuall y too fast. 0 e . .d where the down 1s heavier an 
. ance crrcle ' ea 

alm ost like that renarss 
everyth ing else is up. 
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Y ca Ii . " c 11 I t h i n k t In t t 1, , . . . . 
t ere rs son1 cth1n ' b . 

arr:t lH!C my spiri tuals in such g to c sard about that. I tend to 
- · a way that the 

nl trn means that I wi ll wri te . measures are much larger which 
. . . more eighth ar d · . . ' 

:md "rrte rt rn comm on time 1 sixteenth notes rn the measure 
as opposed to •·t' · · . 

m:my. For example, my arrangement of "W wr 1• rng rt rn cut t11n e with half as 
in cu t time, " I want to be read 1 ,, alkrng to Jerusalem" some might 

. y. want . . . that 's a . t W II h. . I \\Tote rt. " I want to be read [ nrce wo. e t rs rs how 
y. want to be ready " A d th · b • look at the phra e structure of n . . · . n at_ rs ecause rf you 

. , . 1• . . . t' . ,any African American spmtuals there is this , cry a c111at111 g eature. And rt has to do .th th . 
. . w1 e onset of the phrase And rts ,·cry deli bera te climb to an apex or a peak or 1. . · 

. . . a c unact1c moment some people 
might say. And then its deliberate taper to what I call the resolution. 

And '. f you do~' t mind I' ll write in your book. I' ll show you what it looks like. 
H~re s where It starts; here's where it peaks; and here's where it tapers. It kind 
ol 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. I 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 beoin to understand not only how these phrases were very sort of 
careful!~ formed, but you also begin to understand how these phrases fit 

together. 

f I "Why is there so much repetition in the text of a A lot o peop e say, , · t ·ds a 
. . " ' ason for that. I mean you re movmg owa1 

spmtual? Well there s a re fi I h se "to walk in Jerusalem just like 
reso lution, and_ that' s what the ~na p r; those little micro-phrases and the 
John" is. But 1f you look at eac on~-

0 

11 
four of them together they take 

shapes that they take on, when you str r~g a h·ch you have four of these little 
h se structure m w 1 • f on what I call a hyp.er-p ra . A' d if you look at the mathematics o 

. . f h e brg ones. n so 
ones 111 s1de of one o t es h der this hyper-phrase structure, 

c h ses stacked toget er un 
it, if yo u have 1our P ra . th climactic moment. 
the third phrase ends up havmg e 

' he "Golden Porportion" that Rodney 
. fl ·h from ... that s t Sorry, I JUSt had a as, 

Eic henberger speaks ot. 

Ur 1< Dil\\o rth: J\bso lutely. 

Sixty-s ix percen t. 
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1)1
•• R. l)ih\'orth: That's what it is yeah Tl , 

' . iat s what it is. 

.I. Nelson: I have to email him and say wow. 

DI·. R. Dilworth : He knows what he's talk. b mg a out. 

J. Nelson: 

Dr. R. Dilworth : 

J. el son: 

Dr. R. Dilworth: 

J. Nelson: 

Now let' s talk about the t fi . one and the timb . 
per ormmg a spiritual. What is that id re you like to hear from a choir 

eal sound or balance to your hear. 

Again, there are a number of ·ct . 
will depend on whose arrangeconst1 _er~ttons. It will depend on the tempo It 

. . men It is But in I I . 
that 1s a little bit darker than •f k. genera tend to like a tone 

• .. · 1 we ta e the conti f h · 
tend to be JUSt a little bit more 

O 
th . nuum o t e chiaroscuro I 

n e oscuro side but th t · d d 
piece as well because there are . . , a Just epen son the 

. . some spmtuals or so · · 
spmtuals where I need more b .11 . , me moments w1thm 

' n iance, and I' ll ask for more h. B · 
most cases I try to be just a little bit ag . ·r h. c iaro.. ut m 

d h · • . . · · · am, 1 you t mk of the continuum, 
an c iaroscuro bemg m the middle, l 'm just a little bit back of that. 

Now is that t? be confused with throatiness? Is that what you're describino or 
almost throatmess? 

0

' 

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 I consider throatiness. And I' ll tell 
you why 1 like that sound. Just back of chiaroscuro, just to the back of it, I 
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 go ing to be a woofy, 
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 reoular basis because I think technica ll y it is not something that's 

b 

done all the time for most classical singers unless you grew up that way. 

Like in the African American church you' ll hear a lot of th roaty gospel and 
spirituals and hymns being lined out. And cu ltura ll y that's the ~orm , and so 

_. A .· choirs many church-related choi r , who ,,·111 
you' ll hear Atncan me11can , . . . . d d I think it 's Q:rea t. The problem 1s most 
smg \,\/Ith that kmd of SO Ui; , an do that. So-, have to figure out what is 
modern tramed smgers_ aren t ab le ~o . 

0 
t help them to be voca ll y hea lthy 

· I t· oers What s 0 0 II1- 0 
most pract1ca or my Slllo · . =h 

1
- at least oive the li stener and the 

- . ? B I t's aomo to e pus' = much ot the tune. ut \\I ,a _::, = 
1 

.· . tl,inos that is , ery much a part of 
. . t· ot the co 011 st1 c = . 

smgers a glimpse o some . . A d •t• s that full-throat , no head vo ice, 
d . I Slll 0 lll 0 l1 I . d most African folk an ntua _ ::, ::,· 

1 
·o ioaica ll y and anatom1cally an 

I t tJ aure out P1Ys1 = , I I kind of sound. So I ,ave 0 = . I ce that sound. So that s w mt 
. h I my smgers to p a . . . 

technically where I can e P_ 
1 1, 11 workin!! ,vnh ch ildren. 

. c1ally w ,en t -
go fo r 111 most places - espe 

. . h t dents who are late teens up . 
, rk1n o vV lt S LI 

Well let ' s assume you re wo c 



j)r. lt l) ihn1rth : Oka y, sure. 

J. Nelson: 

Qr. R. Dilworth : 

J. Nelson: 

Dr. R. Dilworth : 

J. Nelson: 

Dr. R. Dilworth: 

So we' re talking college cho· H 
1rs. ow do yo k . 

- to get that sound that you ' re k. u wor - or what ideas do you use 
. . . spea mg of? How d d . 
1t turnmg mto that 16-year-old b . · 0 you escnbe that without 

ass trying to sound Russian? 

I use a variety of techniques but th 
boys but even with female singers ~ 0

1
n
1
~ thatl I use most often, especially with 

. . ' is itera ly have th d h h grapefruit nght here in the back f th . h em preten t ey ave a 
0 eir t roat And we \'t II h 

pharynx, and we say vocally it's like this And. what I d i_ erla y openhup ~de 
... and ['II tell who does a ood . ·. 0 is tum tot e s1 e 

. . . . g . Job of this, and he does a slight variation on 
this. But his name 1s Tnn Seelig and Tiin 1·s 1· s F · , n an ranc1sco now but he had 
the Turtle Creek Chorale down in Texas ~or man A d h' I d 1·k . . . . y years. n w at o, 1 e 
him, 1s l dial 1t forward. I turn sideways and then I sing. I' ll s· 1·k I d 
h 

· h · mg I e ... o 
t at wit my smgers. 

And we experiment with that. And we do this sort of dialing back and forth. 
And I don't even talk about resonators. I don ' t use any fanc y language, 
because I do 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 ' II 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. lt 's usually just a little bit past I :00, 2: 00. It 's like 

right there. 

Do you ever notice that pulling the placement back some ... does it affect the 

intonation any? 

. . ' . rtant to teach your singers how to manage that 
It can , and I thmk it s impo . . be ar·cected When yo u oo all 

. d · h. vay mtonat1 on can 1' • ::, 
because JUSt as you O it t is " ' . And so it 's just a matter of 

I roblems can occu1 . 
the way here t 1e same P . h ti y beo in to manage that. Yeah, . . h ce so t at ,e = ~ 
technically buildmg t e voi . 1 mean they' re ra ising the so ft 

back the m01 e .. . . h h 
because the more you go ' . h ,ay Sometimes the back ot t e teet 

·t to oet 111 I e 'v\ ' · 

Palate but that tongue st31 s :::: , 1 tooether. " So there are some 
, , .k "Don t put t 1em :::: 

are tooether. And I 111 11 e, . · 
:::: . h y of 111 tonat1 on. 

things that can get 111 t e wa 
ti e back of the tongue. 

. . I ntino to press 1 I can 1mag111e peop e wa ::, . . 
. · 

0 
.1 fo n\'ard, the mtonat1on 

start to bi Ill= 1 , • A d 
Absolute! . And of course, as you'. beoinning to ac tivate \\ hat s here. _n, 

y . . focus because they re = oe their intonation a lot as it s 
becomes 11101 e 1n ators really rnanao 

I these reson for so many peop e 



l'\l l11tll ~ l'nr \\ ard here 
· · 0 yea h · h I 

Ill 111111 1:!alc th at. 'c1 so utcly, those poss ·b·i· . . 
, , tlt es ex ist, but we try 
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< )k:1y. rhat ·s a new idea 1, . 
· • · 117 interested · h arranger lor Jus t a bit. in t at. So let's talk b 

a out you as an 

l)r. R. l) ih,orth: Okay. su re . 

Wha t wou ld you like to see d 
a con uctor do wh . 

arra nge ments that maybe they mi h . en approaching one of your 
g t not do in another arranger? 

Dr. R. Dihrnrth: That's a good question. 

J Nelson: That' s not a greatly worded question. 

Dr. R. Dihrnrth: That 's okay. 

J. Nelson: But I think you understand what I'm after. 

Dr. R. Dihrnrth: I do. I think that there_ are a couple of principles that I would like for people to 
app ly when approachmg 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, hi storical 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 tenns of sequence of rehearsal and teaching the 
pi ece. I know it sounds crazy, but I believe if we study any piece o'. music 
we ll enough that it will tell us what it needs. It wi!I. It ' ll tell us everything that 
it needs for us to do in order to deliver it, if you will. 

Th h. d h. . ·r has told you everything that it needs from you do 
e t ir t mg is once I ' and then et out of 

your best to be the composer or the ~rr~n~~r :~~:~ci:t\nd I ' ll teif you why 
the way. Sorry to be so crass, but that s 1 ea y . • ·African American art 

. • 1 d gospel music 1s an 
I say that. Yes, the spmtua s an_ . . der for it to be placed in artistic 
form, and we have concertized th isemo~s~~tt~;ngs that I'm always concerned 
arenas all over the world. But on . d conductors - we will take our 

. ft d all of us as trame d about 1s that we o en ten - _ .d nd our Western gestures an 
. . d Western I eas a I fi Western principl es an our W t n And we do that not on Y or 

. tht 'snot eser. 1· k 
impose them upon somethmg a . b t we also do it because wet 1111 

c . d convenience, u . • h ·f go the our own leve l of com101t an And my feelmg 1s t at 1 we . 
· ds to be done. • · h t I'm gomg to that th at 's the way it nee . " , · four so this 1s w a 

. d f aymg Thats in ' le to go back to oppos ite route - 111stea O s ' I ok at ... for examp . 
· d · that let us O f fi - Does 1t rea lly do to it. " Rather th an us omg . 

1 
. e is in one bar O out. . ? 

the , " I wa nt to be read(' that ~1~1~·~:e~~: need to be conducted this way. 
neeu to he co nuuctcd thi s way . I 
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Now the second gesture th t 
d • a you saw y , 

con uctmg book. But my . ou re not going to find in b d , 
more closely to what needsg~eshs IS that that gesture approximates :nrtt~ Yb .st 

. . I . o appen than th . S I e I 
pr111c1p e when 1t comes to not . . . is . o that 's kind of my guiding 

. Just spirituals and o I . my an an gem en ts - but anyb d , . ::,0spe music - my music 0 Y s music A d I h" , composer or the arranger to let th . · n t mk we owe it to the 
. . e music tell us wh t t d . . us 1mpos111g a blueprint or a fonn I a o o with 1t, rather than 

I ' b u a or a framework . t h , t 1at s ased on another tradition I th. k on I t at we ve learned 
unfortunately, many conductor~ 

111 
w~ ha_v; to let rhythm dominate, and 

understand that rhythm is • · · · may e It s because they don 't quite 
more important than m I d . Afr. . 

is all documented. This isn't anythin I' . e 0 Y 111 1can ... and this 
A A A d h , g m makmg up. A guy by the name of 

. . gor o ' who s a West African scholar I inea h . h. . h. 
b k I f: , n e wntes t 1s 111 1s oo . n act, I can go get the book and show it to you. 

Rhythm is domin~nt, so we have to allow rhythm to be the driving force when 
we teach the m~s1c and when we perform the music, and certainly when we 
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 metri call y? Well we don 't know what that means, 
most of us, because that 's not what we learned. And that ' not \ hat was 
written in ... 1 ' m not go ing to name the name of anybody' book . But it ' 
not written in anybody's books. We are taught , a conductor , to conduct 
metrically not rhythmically. So what does that mean when you're dealing with 
thi s kind of music? Should I impose my metric frame\\'ork on omething that 
should be interpreted rhythmically? Well that' \\'hat mo t of u do. o I 
challeno-e conductors to rethink their en tire con truct of what it mean to be a 
conduc~or when they' re lookin g at my music in particular ~ecau e I'm going 
to write it in such a way that's going to challenge to not think about ba elme 
and boxes and whatever. 

'') 
Wonderfu I. you mentioned Agordoh. Is th at hO\\' you say it. 

d ' I . k you can find the book here. but f"m y A A Agordoh and I on t 11111 h r · 
es, . . ' . . I h . fo ur-pa!!e handou t on t e ncan 

go ing to send you a bibliography. a\~-: bibli ;!!raphy. nd it may be in 
American spiritual , and the laSt page isb 1 

: a th ~re -but 1·111 go ing to email it 
there but I don't know if the Agordoh oo is e . -

' 
to you right now. . . 

osers or pieces. spmtuals, 
0 . r Are there comp . 

0 Well that ansvvers that. Okay, =1ea · "
8 

ause \\·e do g:e t stuck on the th111=5 
· • d nore: ec ~ • · • t but that you 'd like to see perto1me I d tuff like that. \\foch they ie grea ' . 

h . . tie ACDA conferences an s .· h \\·ould Qet more stage t1111e 
we ear 111 1 _ ast that you \\ 1s . . . - -4

9
-4

1 
]? 

are there ,vriters maybe ot_ the ~ ,
1 

t rhe)' ·re [un1t1tell1gible OO. · 
I '. do111 0 o1 \\ ,a because of what t , ey I e = 
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Yeah , sure. Well I think _ d I ' . 

, I, • an II ment 
pcop c - but I th ink when the mid-J 99~~11 .nam~s because I know all these 
Hogan came on the scene and f hit, mid to late-I 990s hit Moses 

• · . . 0 course revolut' · d ' 
the spmtual m its concert vers· A ionize the way we think about 
. . . ion. nd what he h d f .. 
tresh and m~ovat1ve and stil l is to this da a too fer was exc1t111g and 
probably thmk a lot of h. . Y, of course. So there are people who 

1s music has rt f 
arrangements have sort of overshadowed the so O overshadowed . . . his 
there are people who have probabl I ft B wo~ks of other composers. And 
Hairston and sort of looking at th y e . urleigh and Dawson and Jester 

em as relics of the t B ·f I told none of us would b d · h pas · ut I t 1e truth be 
folk~. e omg w at we do to this day if it weren't for those 

A lot of ~arry Thacker Burleigh 's choral spiritual arrangements have never 
?een published. Go on line, if you can, but a number of his manuscripts are up 
m New York at the Schomburg Library up in Harlem the Schomburo 
collection. I think it 's at the Harlem - probably the public library up i~ 
Harlem. There are a number of them that are up there, and I had a resource. 
I' ll try to email it to you. I 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 athanial Dett - he ' 
got some great arrangements, and I think people have just sort of forgotten 
about them - not totally - but then there are other people ,,·ho ha e 
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, Marque Garrett , \\'ell h~'s on hi 
way down to Florida State to tudy with An_dre Thomas. ~e was d1r~ctor of 
choral activ ities at Cheyney Uni ersity here JU t out ide ol Phila_del,phi a. ~ nd 

I eople like them There ' Damon Dandridge, ,, ho no\\ at 
so t1ere are P · All. I as publi hed a 
Bethune-Cookman, and he's got a '.ew arrangemeHn_tlsl. ·1101~~:~eJ.l; ta handful of 

h . eople like Au 0 ustu 1 '' few of them. Butt ere aie P . . 0 
. · 

1 
And I think they're both by 

b I or two th mos in pt Ill . 
things , may e on Y one .· t: lb ·t Mc eil _ nobody' look ing at 

I. p 111 Detroit et 
Alliance. Augustus tves u . · ··th him a couple or ,,·eeks ago. 

I · ust hanomo out ,, t his stuff anymore. was J O 0 

That man's 95 years old. 

. d I r he's st ill alive. I was surpri se to iea . . 
ther He is qui te the spry, te1sty 

and I put to2:e · h 11· 1 · ae So And he's more ali ve than you . d b~t1er than people a 11 5 3= · 
he oets aroun . - . und but more 95-year-old man . I mean o I d Ca rter. hi s stult gets a10 , B 

I .k that and Ro an I I · k there are .. • etty there are people I e ' ' h , doin2:. So 11111 . d · 
d t kno\\' what e s - ,,·as but she li ve 111 

yo ung people nee o le know ,rho that ,,·oman ~f them are out of 
Jackson King, very few peo~reat a1Tan2:ements. A.nd manly na must be like 90 

. d I 's oot some - -. · Chicaoo. e . 
Chicago, an s ,e o Mclin - Lena 1t,·es in . c= li fomia ,,·as pub li sh111g 
print now. Lena Johnson 1970s eil Kjos out in a 
years old . Well back 111 the ' 
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just uhout cvcrytl · 109 . 1111g she . 
nd ,nc Sm ith Moo · _wiote. She has l 

l
· b ' I I' ie - a tewofh . onsof arran 
d c . vc got few th· er thmgs a gements of spirit I 

I
... . '--' mgs of h re on the [u . 11 · . ua . 

stu I 1s still in print ers. Ulysses K 
171

nte 1g1ble 00:53 ·55) 
. anymore s h ay - I don't k · · 

but agam, because of th . o t ese are people th t I h now if any of his 
spiritual, whi ch is rea l! e mo~e:n era that we' re : ope folk know about, 
much sinole-handedl y prec1p1tated by the w k ' the modern era of the 

h
. . 0 Y, we' re just . or of Moses H 

w 1ch 1s too bad. not paymg attent' ogan , pretty ion to these folks anymore 
' 

y eah, unfo rtunately wh I , ' en started th· 
Andre Thomas and Undine Mo . is project I was aware of ore Just because " . your work, 

we sang Da111el, Daniel." 

Yeah, good. 

And that' s about . . . and Rosa [F 'lk. 
I 

· 1 ms] That' b · wea th of thmgs that I'm like - . s a out it. So I just found all this 

y ~ah, Margaret Bonds is a name you should 
thmgs are no longer in print b t M put down. A number of her 
her. So I know her stuff y e~h ~h argaret Bonds - I did my dissertation on 

I 
· ' ese are great souls of th t h 

ast one of those people I'm sta d. h . e pas w o .. . every 
for what they did I wouldn 't b dn _mg ohn t ~ Ir sh~ulders. I mean if it weren't 

e omg w at I m domg, period. 

It ' s a fascinating legacy. 

Dr. R. Dilworth: Yeah, indeed. 

J. Nelson: 

Dr. R. Dil worth· 

I ju_st_ have a couple more here. I only have one more, and this was something 
... it JUSt came up recently when I was reading. And I wish I had written down 
the name of the book. But for so long I had always understood that spirituals 
were written on two levels - the leve l of this is what I'm saying and the level 
of this is what I mean. And it was in the last two weeks because I circled it 
and put a notes to find out about this ... where basica lly the author sa id 
something to the effect of that we ' re giving the spirituals too much credit if 
we approach them that way. His take was we need to approach them at face 
value. Thi s was an older book, probably written in the '60s, which could 
shade its thinking somewhat. But it was when I fo und _it was so~11ebody else 
who did [unintelligible 00:56 :4 1] and we actuall y_ had 1t at the l1brary_at 0 ~1r 

schoo l. J looked at it. But is it your understand111g that the symbolism 111 

spirituals was very much there on purpose? 

. . . hi k that there are some you can probably just take at 
Yeah, the spmtuals . .. I t n · d the most popularity 

f
. b d I . the ones that have game 
ace va lue, but y an ai ge, . d t hysical levels. And there is 

th k b ti the phys ical an me ap . ey spea to us on o 1 . . d that there were multiple mean111gs 
absolutely, positively, no doubt 111 my min . ember when the slaves were 
· b you have to ,em 
in these spirituals ecause 
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enslaved their drums w k . ere ta en a c 
taken away h-0111 them . b way irom them and the h 

. . ts ecause th 1 ' reason t ey were 
communicate through the A e save owners felt that th 1 m. nd the sl ey wou d 
so that they were not able to talk t aves were separated on the plantation 

· o each othe s h communicate was through th· . r. o t e way they were abl t . 1s music And . . e o 
how domg?" Sometimes it w . sometimes it was just to say "He 

"W ' . as to say, "Hang . th " . ' Y, 
say, e re gomg to get togeth . m ere. Sometunes it was to 

er m one of th [h II and have a secret camp meeting ,, And s · . ese. o ars] out in the woods 
to get the heck out of here and ~e' _omet1mes tt was to say, "We're about 

' re gomg to plan an escape." 

And if you look very carefully at a lot of th 
clearly, very clearly I mean 1-f I' h ese texts you can see that very 

· 111 ere, and the next I · those steps and I'm walk. 1 , . save 1s way over by 
' mg a ong and I m saymo "M t" · h . 

tonight, meeting on the old cam ,, i::» ee mg tontg t, meeting 
, • . P ground, well the slave owners thought 

we re tra111111g them t~ be good Christian soldiers, so they 're talking about that 
great camp meet up m the sky We'll let them be What th II . · . ey were rea y -
they were talkmg about that - but they were also saying "G h t , . . , uess w a , we re 
gomg t~ get togethe_r to,?1ght, and we're going to meet, and we're going to 
h_av~ a h,:tle cel~brat1on. I mean there 's no doubt about that. Why were they 
smgmg, Wade m the water. God 's going to trouble the water?" 

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 go ing to 
make my way to the water because if I can get to the water it ' ll throw off the 
scents of the dogs, and I 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. I wonder if the lighthou e will shine on me," again , the slave 
owners thought that lighthouse is Jesu Christ, and they 're singi1~g about if the 
lighthouse is going to shine on them. Well what they were t~lking about ~~~s 
where on earth is the Not1h Star? That 's why "Follow the Drinking Gourd 1s 

· · · h kn ·r tl1ey could find that orth Star, an important spmtual because t ey ew 1 
boom, I can make it. 

. ' . ·nd about th at. And I think that the more w loo~ at 
The1e s no doubt 111 my mt I All of the biblical narrati ve 

. . 1 h ·e we would see t 1at. 
these spmtua s t e m01 y . H ,, and '"Who Built the Ark? 

. . I 1·k "L. ti David Play on out arp, spmtua s, 1 e tt e , . 1 ,, ·'Go do,,·n Moses,'' I mean all of 
h B ·1 · " "H · t the W111dow oa l , c · I Noa ut t 1t, 01s . h sp irituals \\'ere re-en1 orc 1ng tie 

these point to this notion that, yes, t. e_ e f·om the e\'an!!e li sts, and that's 
. h I vere rece1vmg 1 ~ . d Christian teach111gs t at t iey ' 1 e token as the evangelists an 

what the slave owners wanted. But by tie sam ·e cr;atino songs about them 
.· the slaves wet o f 

preachers were telling these sto1 i~s, h c: t that if the Lord can take care o 
ce with t e iac , · t t was because they found resonan . f me. I mean that s JUS · · · 1 

, · o to take cat e O t the sla ve 
Moses, then surely he s gomo d . helped for them to prove O 

. . 
. . f th .. faith An tt . B t at the same time, it 

an affirmation o ell . · . 11 this information. u h'I they 
· takm 0 Ill a 11e for them w I e owners that they wet e O 

. t· t· edom could not cot 
h I pe that I re was giving them t e 10 



\\lT c Ii , i11 12, in thi s fl) r·rn 
O 

h 
. n ea rt ti k 

111 adc their way to heave,, "Ei·· ' i iey new freedom would com 
1 

·h 
· IJa 1 Ro k ·h e w 1en t ey 

abo ut that - no doubts. c ' s out, shout." So I have no doubts 

111 

I I cl~on: That's good. Did we hit all of ti ? 
~ . . . iose . Tone yes d 1· 
c,n vmg, mtent. Yeah . ' , e ivery and layers, rhythmic 

Qr. R. Dil\\'orth : I actually would like a transcri· t h 
. P w enever you d · omet1mes I don ' t remember what 1 1

, . sen It - only because 
now thi s handout on the Africa A sa~. 111 g_o~ng to actually send you right 

n mencan spmtual so th t ·11 h · There it is. I can send it to your APSU e .
1
? a you w1 ave 1t. 

ma1. 

J. Nelson: Yes. 

Dr. R. Dilworth: And I can get that book if you want to look at it. 

J. Nelson : No, I think l ' II be fine . l can get it through the library. It's there at APSU 
Library. 

Dr. R. Dilworth: Okay. Well I don't know if you'll be able to find the book, to be honest with 
you, because [ 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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ppcnd ix l': Transcript or Int . . . 

e1v1cw with Dr F 1· . 
· e 1c1a Barber 

I know it 's [research into di.al t] . 
. ec pending bl" · 

summarize your research in a n t h II b . pu 1cat1on, but can you kind of 
u s e , as1cally? 

I ' II put it in a nutshell. Certainly . 
acquisition of the language used by' tho ml Y research specifically was on the 

, · . e s aves and then the Ia h 
t~en tound I~ spirituals, languages and dialects. So n?uages t at are 
did several linguistics classes as well A d fl actual_Iy did :esearch and 

I k · b h · n part O my dissertation was just 
tah ld~gla out ow the slaves acquired the English language and then therefore 
t e 1a ects that came about. So I did touch briefl G II h I . . . Y on u a anguage, that 
there are some spmtuals usmg Gullah language as well as Louisiana Creole. 
Bu~ 111 ~ focu_s on AA VE, which is African American Vernacular English, 
wh1~h 1s a d1~lect of co~~se of standard English and is the primary dialect 
that s found m most spmtuals 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 is transcript!o_ns 
taken from slaves. [ don't know if you're familiar with it. Are you familiar 

with that collection? 

The "Slave Songs of the United States," yes. 

Ok S I d know that the transcriptions came from severa_l different 
ay. o yo~ a re_a y d so then I wanted to see tf dialect was 

slave plantations 111 several states. An f d. sei·tati·on or focus was I took 
. . S part o my ts ' ' 

actually reflected 111 the music. 0 
• 

1 
h t I've Seen." What was the other 

"N b d Knows the T1oub et a . two songs, o o Y I' ll make sure I pulled my dissertation out. 
song? Let me look here. Actually, 

1
- t transcription and then • • • 

d I k d at the ear 1es . ,, 
I pulled two songs an °0 e ,, d "In Briaht Mansions Above, 

bl I' e Seen an ° . • 
"Nobody Knows the Trou e v II t. ed them from their earliest 

. . A d I actua y tac . I 
both that are familiar texts. 11 . . nd actually just looked at dia ect. 

d transcnpt10ns a · and then 
transcription to the mo ern . was refl ected in written scores, . . 
And my goal was to see ho_w d1alectA d I spent a lot of time at the L1bra1y of 

, d · 1a l1 ste111ng. 11 
my other locus was 011 0 

Congress spec ifi ca ll y. 
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I also diu some research in Ch· 
car'. .':ccordi ngs. The earli est re~:~~nand was looking at spec ific studies in 
,, as 11 om 1893 . But I 1,·st d g that I have noted in my · .c . . ene to an I" . tn1ormat1 on 
choirs, or what we think of II . ear ier recordmg of not only coll . co eg1ate p fi . . ege 
Hampton Inst itute and Tuskeg l er otmances, like Fisk Jubilee and 
looked at severa l studies that ee, d also looked at ensembles. And then I 

were one at th L"b the turn of the century there e 1 rary of Congress. Around 
. were several stud. h 

trymg to record not only the d. 1 . . . tes t at were done that were 
. ta ect 111 smgmg b t 1 . . 

or _recordmgs of the dialect in justs eech u a so studies of the dialect, 
Wmslow Gordon collection. [ don/kn · ~fnd s? I loo~e_d at t_he Robert 

ow 1 you re famtl1ar with that. 

I also looked at the University f M. . . . 
. · . 

0 tssissippi Delta research collection And 
t~n the, ef I~ a Hampton Institute research collection. All of these are ~t the 

' rary o ongr~s~. And I listened to everything. I had cylinders that the 
actually made a d1g1tal copy of and then r had I I I y . . . , a so severa ree s. And these 
studies actually had mterv1ews with people from va · t t · . . nous s a es - agam, across 
~he So~t~ pnmanly - and then also did recordings of individuals singing, not 
JUSt spmtual_s, but also traditional folk tunes and then also recordings of 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. 

Ok S that would be something, of course, familiar to anyone who 's a 
ay · 0 

, h I rt and focus of my research. vocal major. So that st e otier pa 

. . in all at the same time. So in your research 
It sounds fascmatmg and daunt g d. 

1 
t from the earliest sources you 

. . lution of the ia ec 
did you notice an evo d t d as that dialect today? 
encountered to what most people un ers an 

c . t. a and I think this was ... I don't 
h I i:- nd most 1asc1na lilt, , • h 

One of the things t at iou b this has a lot to do wit my 
know if I would say evolution, but may ~ _al. ·.:ahts movement in the United 

h • of the c1v1 110 . . . 
stuff. But I think around_ t _e time_ . blications from earlier transcnpt1ons 
States, I 960s, we see a d1st111ct sh1~-Ill:~:, every single spiritual , w_hether they 
where you would see dial ect transc1 ,~~nstance, the traditional delet10n ,?fan ~ 

. . I' m go in a to use, fot . d f "better" it would be betta. were wntmg . . . 0 ,, d So 111stea o 
or the R turned into "shwa soun · 
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And so we would see that E or th t h . 
changed to a D. You would see that/ c ang_e, or even Just the "th" being 
about 1960. And the . eflected 111 scores all throughout up until 

n we see a shift where arranger b . t I d I di alect in the scores to ti · h s egm o put ess an ess 
. . ,, 

1
e pomt t at now where many arrangers of "traditional 

~pmtuals d~ not actually even reflect any dialect in the score at all. And there 
ts no help for those ':ho are trying to perform in how things should be 
pronounced or whether 1t should just be Standard English. 

T~is is another_ reason ~hy [ wanted to come up with a system, and one of the 
thmgs that I did was kmd of went through and came up with several things 
that were used over and over again - if that makes sense - that I clearly could 
see as part of the performance practice that in all of the scores that I saw this 
would be - like the "th" being changed or the "shwa." Or another thing that a 
lot of people haven ' t looked at a lot - this is one of the few that is in reference 
to a vowel - that is the diphthong becoming a monophthong. Instead of 
"wide" you would see "wahd" - just the first vowel being used. And so I 
guess one of the things that [ noticed most strikingly was that there was almost 
... in the idea of political correctness because one of the things I also address, 
even when I articulate this out at conferences, is that we clearly have to rea lize 
that there is a negative connotation assoc iated with slavery attached to using 
dialect. 

And you have African Americans who are not wanti1~g to u e it because there 
was so much in the literature - and this was something ! f? und even when I 

I k. back at books - most of the books or transcriptions \\·ere done by 
was oo mg . · h Id be very . A d Id have thi s huoe 111troduct1on t at wou ' 
Caucasians. n you woulb • ·tual It was fa scinatino to me 

• b r would move to t 1e spm · ::o 
very negati ve e,ore you b ·oken And all thi s was aga in 

. b. k The lanouaoe was 1 · . 
about how it was IO en. bd ho s al1·eady a negative to it , which . f I ery An t ere wa .... 
because of thi s type o s av · . ·cl1 th rouoh language because 

h I ddressed my t esea1 = ~ . 
is another reason w Y a . 

1 
,as comin g 10 the United States 

f · other cultlll e w,o \\ ~ . · 
when you think o 1t, any b me sounds that are not native to 
when they acquire English t_here may _e s~ the mi ght be ome sounds that 

. h H. pa111c community - . . OO · I I -2''] And them. Asians or t e . IS . oue And thi s [unintell1g1ble · : J · , 

" 'ere not found in their nati ve tono . b. ke11 It \\·as their adaptation ot the 
vv • all y not 10 • · d · 
so what was called broken was_ t e ' . severa l sounds that ~vere not t~un in 

Enolish language because the1 e ··\\l::e nd \\·hich is one of the pnma1y ones, 
i=i . oue And so that t, sou , . ftened and that was the 

their nati ve tono . . Af ·can languages, \\ as so . d I .. th" became 
which is not found Ill n ttening of the language. an t 1e 
overa ll effect, that there was a so .... 

aD. d !960 in the era of . d I think aroun , . 
s that I not1ce . . . t I think arrangers JUSt 

And so one of the thmg . the civ il rights movemenb, an not to use dialect 
· · 11 cotTect Ot d that they eg h beino pol1t1ca Y 'h. But it appeare ' ~-ith the civil rig ts, 

o d ' t know t is. . connection \\ d 
began . . . I on . And I think it was 111 o I could come up with that ma e 
or even re fl ect it.h t" e That's the onl y thin"' 
because that was t e 1 · 
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sense. But I found it very f; . . . . ascmatmg. A d . 
stimulate a conversation c 11 so my hope 1s that iny r h -11 . . 1or modem a esearc w1 
some really significant per£o rra~gers and also that I can provide 
I, I c rmance practic .d 
·ee co1111ortable because what's ha . e 1 ~as for teachers so that they 
performance of a lot of lite t ppe~mg ts you 're seeing a lack of 

ra ure, especially f h . 
arrangers that are just not be· c O t e early literature from 

. mg per1orrned b D ' 
Burleigh. So that 's part of my . Y ett and even Dawson now 

passion, as you can tell. ' 

It ' s fascinating. I always enjoy listenin to . . 
what they're doing They ca k gh someone who ts passionate about 

. n ma e t e pho b k . . . . 
wonderful. So how man I kn ne 00 mterestmg, so this 1s 

I 
y · · · ow you talked about the AA VE dialect and 

Gui ah, and there was another one that I d"d 't . d I n wnte own. 

AA VE _is the only. dialect. Gullah is actually a language, and then Louisiana 
Creole 1s also considered a language as opposed to a dialect of English. 

Are there other dialects that you discovered or came across? 

No, AA VE 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, AA VE, African American Vernacular or African American 
Vernacular English - they ' re all names for the same thing. But what I did also 
discover is that modem day Ebonics is actuall y a direct descendant of AA YE, 
if that makes sense, through my lingui stics classes. So you' ll see the same 
things being dropped or vo licean or sub titutions that we see in AA YE. It 's 
just a ... I guess you would say Ebonics has developed out of that dialect. 

Okay. Let me go through my note here. When you li sten to choirs _per-form or 
even while you were doing research , _are there son~e common mistake you 
hear ensembles making when they pertorm spmtuals. 

. ' ' . ') 
That 's a loaded question, 1sn t 1t . 

Well you don ' t have to mention any names. 

, . . a I think spec i ti c ... because performance 
No, I will not. One ot the th111=s . be [unintell i2 ible 00: 15:25). l 'm 

, . . I . eneral ts oo1n2 to - . . h 
practice ot spmtua s 111 g . = h . thin o ,,·hich l ,,·on ' t get into ng t 
startino with dialect, but rh y_ thm ts a not. el, l· . ::::tl,1' biooest no-no or ,, hatever 

:::: . - . I hink ,, hat 1ea1 t: == . d 
now. But spec1hc to dialect t . .

1 
t they use Standard English. An 

I h . from choirs 1s n a . l · L t" 
you want to say that eat .f ,,·e ,,·ere perfo rmlllg somet 1I11g a 111 or 
I think of it like when we talk aboL~t IF . l ,,·e would do the research and do 
if we were performing someth111g m . i~n~e~ause ,,·e ,, ant to so und as close to 

the work and fi gure out the e.x~ct d1ct1 0 ecause there is a negati ve _co nnotation 
authentic as possible. And I t!11nko~~: t :ompletely a,,·ay from i~, it_ r:a~h1:1t:; 
on the use of dialect that we v~ = t rhin os that I am rea ll y opino 

. f the b1 gges = 
sense . So I th111k one O -
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research wi II in stigate is looking at dialect throu h ne . 
it as a language and that w d , h g w eyes and really seeing 
. . . , e on t ave the strong guttural sounds used dialect, I Ike I ea II y st1 ong T s. The overall view should b ft · f h I 

, , . . e a so enmg o t e anguage and hopefully I m going to give some practi·cal sug t· f · h' h 
ges ions o ways 111 w 1c teachers can be able to do this, or performers. 

But that's I think the biggest thing that I see is that because there is very little 
written that it's so edgy. I don't know how else to say it. It has a lot of comers 
as opposed to being soft and rounded off. It just sounds too crisp. And the 
other thing would be with rhythm I find that a lot of people have a hard time 
feeling the syncopation of two and four and the ease and the emphasis not 
being on the first part of the word like we want to say it or that word is not 
even. I'm trying to think of an example, but like "Wade in the Water," "Wade 
in the water," so we don't have everything on the same--"water [wa:· t;i]." 
And there's like a lift and a going down. So I guess it 's one of the nuances of 
hearing it, and I don't know if it 's because people are not exposed to some of 
the earlier recordings. But I do think one of the things that 's hurting ~s the 
most is this idea of being politically correct and the idea of not wantmg to 
offend anyone, so therefore we won't use any dialect at all. You know what 
I' m saying? 

Yes. 

I think that's my biggest issue or pet peeve. 

y ' ·e reall y good hit so many question at once. ou r -:-
Ri oht okay. So wow, you . d When you are working with a 

b ' . t h e read my mrn . 
at this. I thmk you mus av b bout dialect. This can be about · d ' t have to e a 
choral group, and this oesn ·here you want to go, basicall y. ~ut 
movement, tempos, choral ton~, an~~ suooestions or \\'hat idea do you trnd 
when you ' re working with a choir, \> a h ~o OU \\·ant to hear? Are there some 
Yourself using to guide people towat1h~n~\:airy help people under tand what it 

lot that you 1 
phrases that you_ use a. . erformance of a spiritual? 
is that you ' re gomg foi 

111 
a p b a use I reel 

. k. nesthetic mo\·ernent ec . 
, . ea lot I wi ll say is r ,·ill not get a feel for rt. 

One ot the th11_1gs I u~. the sound and the beat you _' d I h;d my kids over 
if you do not mterna _1z~ That Good e\,·s· · last yeaL an sway to the march 

· 's ''Am -a · o and dorn!:! a " .. We did Dawson . 1 1 d them marchrr1::: d -
1 1 

turned rt rnto a A Po111t 1a . h r an t 1en 
exaggerate. t one the would be toget e '. - that is the strong beat -
on step together so that erf music is one and thr ee at least of African or 
sway. Beca~1se most We~t most multicultur~l mu~~c~ string. So ,,·e· '.·e on two 
but in sp irituals, and u t the beat. That rs not S to be able to tee! that I 
Hi spanic descent, that_ is n~- that ,,·ithin the bea\ in~ that they' re used to, on 
or four or a s yncopat1 ~n o either c I a p, or somell ro :, 8 u t I " i 11 say that \d~ 
sometimes will have t1e1~1 phasis on the t,,·o or an.d then I encourage t a 

·onae1 em . ii arly on, one and then to a st! 0 nt especia Y e 
. I ot moveme , incorporate a ot 
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movement durirw the _

1
_ 

I . I , . , . ? per onnance -
t 1dt t 1ey re strll rnternal· . not necessarily t h . 
a lot. izmg the rhythm. And that' oget er swayrng - but so 

s one of the things that I do 

Another thing that I do . l d - is o talk ab 
all ot my performances no inatt ·r _out the text because I am text d . . 
d

. · ' er 1 1t w • . nven m 
1scuss 111g the text the so f as spmtuals or not And ' urce o the text d · so actually 

the sound of - you know what I an then the diction of the text d 
I'_ll either speak it like in a po:~a~ - the overall sound. And so someti~:s 
picture something so that they 'h ave them close their eyes have them 

• ' can ear the d ' 
lot of times even some of the hyth s?un _or repeat the sound. And a 

· r ms especial] · · 
portion of the rhythm. I've don th ' 'i kn . Y 111 spmtuals, I might take a 

k 
· · e is ow m a H · 

spea 1t 111 rhythm and have the . d ogan piece before - and m Just o a sway · b . 
sound of the dialect. Does that make sense? ' no music, ut Just getting the 

Yes. 

So that 's something often I do as well. 

Ok~Y- Do you have any suggestions regarding tempo? And the reason I'm 
askmg ... one of the people l interviewed ... one of the first thinos he remarked 
about was he thinks most people take sp irituals too fast. 

0 

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 knmv what I'm saying? So aga in , the tempo I 
think that a lot of it most of the time is a slow groove instead of a fa t ... I 
don't know how to say it fast , a shuffle or something. I like think of it , and I 
always tell it to my kids, as thinking of a low groo,·e, getting into a slower 
groove. Let me try to get a metronome out while you're talking ju t to see if I 
would have a recommended tempo. I would think usuall y walking ternpo-ish. 
I don't know if this is even helping. Let me find it now. 1 ·111 go ing to see what 
72 sounds ] ike. Like I want to use Moses Hogan's "I can Tell the World"_ for 
example. Sometimes [ hear that so fast. "I can tell the world, yes. about th, .. I 

II 
" It ]l is a slower groove. I probably would do 1t ... th1 s r 

can te . .. rea Y ..., - b 69 70 
. b bl b t 66 67 Well maybe not this slo,,·. Hang on. It s a out , . 

p10 a ya ou , · I · I I I · k I t 
I 

' k .t ·s somewhere around 80. ,,· ,,c, t 1111 a o 
And the slowest t 1ey ve ta en 1 1 
of people take it - or above. 

t 
11ind is "Soon-ah-\\·ill be Done," the 

Right. The spiritual that comes O r 

Dawson . 
,1 oet the words out. 

Yes, and they do it so faS t that they can ° 
the markino for that is rather fast. 

Ri oht but it seems like, if memory serves, 
0 

b ' 
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llH I do not have that in front of m d , 
k I I I . e, an I m at my ffi I ' now ,ave I 1at in my personal Co/lectio o ice. m not at my home. I 
1 'm sony. n, but I do not have it in front of me. 

But regardless, your suggestion would 
6 e to relax the tempo. 

It would be in general to relax from what 

we are currently hearing. 
Sure, sure. I understand . 

Yeah, that 's what I would say in general would be to relax the tempo. 

Okay. Would you describe for me your ideal choral tone that you would hear in most spirituals? 

Warm, rounded tone, but yet clear - if that makes sense. Sometimes I don't 
want to hear covered; I want it far back so that the sound 's uncovered which 

' you can sometimes get where it 's too covered and it feels like the vowels are 
all in the back of your throat. I still want clear vowels in the center, but I want 
rounded or warm tones. 

Yes. Do you think of the sections in a typical choir, SA TB, as having di ~ferent 
roles when perfonning spirituals than they do in most Western mus,c?, A 
better way to ask that would be does your idea of balance change when you re 
doing a spiritual? 

No, it does not. 

. . . . h t there are a lot of an-angern ent an_d All right. You mentioned earl1 e1 t ba f their use of dialect in therr h rlooked now ecause o 
arrangers t at are ove . h ·ed this question. Are there 
arrangement. And that kind of is w at ~pup:grammin o? And this doe n't 

Id like to see oet mme c I t a1Tangers that you wou O 

I 
t _ maybe just someone t 

1
a , 

. b .. noer from tie pas h 
have to necessarily e an an a .° 

1 
ttention in yo ur eyes, t at you 

. 't ettmo enouo 1 a , for whatever reason isn g O . 0t, . d 
, h · sic per 01 me • would like to see more ot t err mu . 

d hen I \\'as ac tually ans,,·err ng that 
I think the one who comes t\mi~d•:;, :Othanial Dell. You d~ 11~~ ; ~:; ·,~ 

t' ho popped m my ea ' Dawson and I ,, ou 
ques ron w . s iritual you may see a ' • ·e ·see ing contemporary 
someone rs domg a p t' . the most part you _1 I b-. o performed -I • " ay " But 01 R llo Drhrnrt 1 em::::: emp 1as1ze m · . M es Hogan or o k. 

0 

a,,·ay from any l .k Thomas 01 os - · J 'm not ta 111- k 
composers I e d I e are fa ntas trc . b k~a nd maybe loo G'bb An t1os le oo ac 
or even Stacey 

I 
s. . . we rarely see peop . ::::: 

0 
tr H.T. Burleigh as 

of them, but what 1 'm saym;,'~awson, but Nathania~ b~t he does have qu ite 
at a [Hal] Johnson, of cow f pie perform hrs so l , e I was thinkmg 

l A lot o peo II But the on we ll has some chora · nts as we · 
. l . l arrangeme a co ll ection of c 101 3 
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I I I· 1 . ett in hi s w k 
Ill a ot o 11 s work we'. or at Hanson Insft 1 . , . :·· ie programmin . 1 ute t1at he did 

1111ddk . . . I had a lamil y e,,, . g some this year l' in t 11 . · 
, . . . e1 gency, which . . ac ua y in the 

behind on my p1ogrammmg S 1, you know of and so I 
1
. 

. . . · o m try" ' am a 1ttle 
go ing to do of Dett. But he will be on mg_ to figure out which pieces I'm 

my sprmg program. 

And so I just even going back and looki 
work by Thomas. I could recommend a c~~-/n~ a_nother great collection of 
people could actually go and do s . P ~ of different collections which 

, ome mvestigatio · h , . ' 
course Andre Thomas way over in "W 

O 
. n 111 w at s available. Of 

because he actually categorized by pe . ady ver 111 Beulah Lan"' it would be 
no , some of thes 

there are collections by Patricia Trice Id 't kn . e compos_ers. But also 
work. · on ow tf you're familiar with her 

Yes, I know the name, yeah. 

Okay, ~nd then Evelyn Davidson White. Those two have collections and 
anno_tat1?ns of all the ones that were published. And some things are not in 
publication anymore. So that was one of the things I was runnino into even 
doing my research trying to find a copy. I was going online at tim:s 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, 
tum of the century and then early 1900' s. 

I 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 ava ilable that you k_n°w of that a 
young conductor could tum to and say these are exempla1 s of the best 

. . h I fi d t this point? Are there are name or performances of spmtuals t at can 111 a · 
albums that you know of that would be good to look at? 

b t I will oive you some that I would 
I guess I won't say they ' re the be~t, ut_ .c

0
7,

111
ance practice of what the 

. . some idea or pe1 i , • 
recommend JUSt to give you h . , Fisk Jubilee Singers, ot coL.irse, 

S .1 ones so t et e s ~ 
1 sounds could be. ome eat Y · · · 1 f co ll ections that they iave 

S · There are a coup e O ? I 915 to Tuskegee Jubilee mgers. Fisk Jubilee Singers, Vol ume -, 
from the earl y 1900s out - the _one Id be "The Earliest Negro Vocal 

~ · I choirs wou 1920. This is pro1essiona 
Groups," 1893 to 1922. 

d aoa in '7 And what were those ates /;;) · 

1893 to 1922. 

Okay. 
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And otherwise l would say specifically ... Tuskegee has several quartet 
ensemble ones out. Even looking at recordings of Ha\ Johnson Singers. l have 
a couple of the Moses Hogan ones, but that's not what l was thinking of 
specifically. l have a couple again from Tuskegee Institute Singers and 
Quartet. Same thing, like Fisk , turn of the century 1914 to 1927, 1926 to 
l 928. So they have collections that are earlier, collections that you can get, 
that are available through iTunes and/or Amazon. 

Thank you very much, Justin. Have a good day. 

you too, bye. 

Bye. 
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Could you briefly des .b · en e your 1 · 
experience you have regarding Af . nus1ca_l education and any relevant 

ncan Amencan spirituals? 

Oh, man. Okay. All of that . ~ . . b. M . m1ormat1on is p tt 
IO. y mformation about my musical t . _re _Y much on my website on my 

rammg 1s all there. 

Okay, good. 

I have a bachelor's degree from Friends U . . 
Master's degree in Performance from N:~vts1ty, Musi~ Edu_cati?n. l ~ave a 
Th~t's i~ Piano Performance. I have a doctora:e~~ Umvers1ty m Ch_1cago. 
Urnvers1ty of Illinois. That's my educational ex;erienc~.Choral Conductmg, at 

Okay._ When you hear the phrase "authentic choral perfomrnnce of a spiritual" 
what ideas come to your mind? 

Ge_nerally, I think people are kind of misinformed when they say they're 
gomg to do an authentic version of a spiritual. Obviously, trying to do an 
authentic version of a spiritual would pennit doing the spiritual as the slaves 
would have sung it. I think most people, when they say they want to do an 
authentic perfonnance of a spiritual, think in the tenns of what they've heard 
on recordings from historical black colleges, all the way back to recordings 
from Nathanial Dett William Dawson. John Work didn't have that many 
recordings. Paul Joh;son ... I think that's what they think when the~ want to ~o 
a performance of a spiritual, not a rendition of the folk matenal. They re 
thinking of concert aiTangement that they are saying they want to do an 

authentic performance. 
. . d f ·-y'no about authentic because they are 

Okay. Would 1t be better, 111Stea O won 
1 

:iaves to think about stylistically 
somewhat removed from the songs of the ' 

appropriate perfonnances? 

h
. ·n consideration of a stylistic 

. k h many t mos I h Well , yes . I thm t ere are d b O better phrase to say than t e 
performance. I would say that woul . e ta do is to try to recreate as much 

. . h. k h t you're aomg o f th authentic version. I t m w a O 
. ded in the arrangement 

O 
e 

h 
·anger has mten . . D 

as humanly possible what t e an, anaement by Wtlltam awson, 
'f look at an arr o 

spiritual. For instance, 1 you 
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nln inusl , the sla e were not · th fi 

. in e ·1eld si · · . 
y t)ll wou ld know lrom hearing th ngmg with a lifted soft palate. But 
hi storica ll y black school and that c e Dawson recording that this was a 

. . . ior many of th . 
outlet lor compos1t1on and probabl . ese composers this was the 
could ge t published was througl, tyh, 

111 
ml any cases, the only ones that they 

e out et of th · · 
teachers that were teaching students h . ~ spmtual songs. You had 

ow to smg m the W t and so we have these choirs with lifted ft 
1 

. es em art manner, 
• so pa ate vibrato t I · h' about what did Dawson have in his head . d . ' , e_ c, so Just t mk 

· d' 111 omg these thmgs? And then I would 1111111e 1ately go to, my performance of D . · 
. .- awson, I would use that as the impetus 1or my performance consideration. 

It 's like _this., O~en pe~ple don'_t want to take the time to study enough about 
the music. It s lt_ke for msta?ce 1fl ~as going to do art song or German lieder, 
and I was a baritone, and I m looking at one of the Schubert, lieder songs, I 
certainly would look at Dietrich Fischer-Dieskau and his interpretation of 
those performances of it. I would have other choices that I would be able to go 
back and have a reference for, as long as what we know of [unintelligible]. So 
I think it would be the same thing when I look at Dawson or I look at 
Nathanial Dett, so that would be my major consideration. 

Okay. You have written a lot on the subject of dialect in spirituals. In ~our 
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? 

. k' ·t part of part of this will also 
Well, what I really mean by that is ma mg Id :he piec; of music. We'll take, 
depend on how well the arranger h_as a_rrllabnge tated often as "de" sometimes, 

· I " h " and 1t w1 e no d 
for instance the art1c e t e , d W II there 's variation there. It de an 
so everything is de, de, de, de, e. :t ;II "the 's" are going to be de. Plus, 
duh. So they ' ll just take adv_antage th S don 't put all the energy on an 

h "t h e" 1s not a noun. 0 b · 0 much the next thing is t at - - h t happens is that you nng s . 
article or preposition and that way w_ aovershadowed, and so then the piece 
attention to the article that the noun is 

sounds affected. . c • stance we get 
. lar music, ior Ill , 

. hen we play Ill popu . And then what we 
An example of that is worn osers doing, popular mt~~~~ is to go through that 
these a1Tangements of c p aood pertormance of t tradition. In other 

. f ant to have a o d b Westem ar Id 't have to do 1 we w f ;vhat woul e , "Beat It " I wou 11 

and begin to soften some o v ent of Michael Jackso~ ~'s decen~ diction, but 
words, if I' m doing a~ aITange;~n't do that, alt~ough .:s:lf. And people w~uld 
ao "beat it [bit It]." l JUSt w_out to bring attention toh ly sinaing that? Thats a 
0 

· ppropna e Why are t e 0 

it 's not the diction a What was that? 
fo rget it was the song. by diction. 
good deal of what I mean 
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an 111 1er dissertation th . 1011 Y Felicia B b . 
looks at di alect from ' ,~ en~ir~ dissertation focus ar er. _[ Unmtelligible] 

a mgu1stic es on dialect A ct h 
transcriptions of slaves singing th s standpoint. She takes all th. n s e 

d 11 h ese songs ose early 
out an a t e slaves are singing th as people are trying to w .t h 
Sh , k' ese songs Sh , n et em 

e s ta mg a look at all of the 200 . . e staking a look at all f h 
d h , . recordmg ~ o t at. 

an s e s categorized them acco d' . s 1rom the Library of Cong 
·fi ·d r mg to lmgu· t' •ct ress, 

spec1 1c I ea of how to approach th d. . is ic I eas. This is a really ve 
' e !Chon Lot f . . ry 

than what s actually in the book th t J · s O it 1s not all that different 
a ames Weld J h many years ago. And as I said if d. t· b on o nson gave us many 

· , . ' IC ion ecomes th fi . ' 
experience they re missing the heart f h . e ocus of the li stener's 

• 0 t e music· th ct · · color, not [ unmtelligible 00:09:SS] of it If T , e 1ct1on should be a 
recorded. se · hat was a whole lot, but it 's 

Yes, I'm recording so that's aood. Do you fi 1 !' b . 
- • I • . . b ee com1orta le perform 111o a 

spmtua with dialect 1f the arranger chose not to use d. 1 t h · 0 

. ? 1a ec w en settmg the 
text or vice versa. Do you feel comfortable not usi·ng ct · 1 t ·r I 
chose to set an arrangement with dialect? 

1a ec 1 t 1e arranger 

Well, often what I will do is I will often implement dialect becau e I m there 
to control it. I will often implement even if it not clearl indicated. For 
instance, in my own arrangement of "Keep Your Lamp " I did not writ any 
dialect into that arrangement simply becau e I didn 't want people trying 10 
improvise dialect and not being able to explain it to the inger what they were 
doing, so that people that don 't talk about heritage, are emba1Ta ed about it _­
especially if they ' re African American - they 're embarra ed about their 
heritage because some conductors aren 't infom1ed enough 10 expla111 _wh, 
there were no "th 's", why they ' re saying ''the" and ·'thuh" becau e th d1dn t 
exist in that African Dialect, so I left it out there . 

. h ct · I I I wa not ooino "Thar· fine. 
But I perform it most often wit some I~ ec ·. , "d _::: :::· h .. but I "·a 

. ] 'Th . . drawin ' n1 oh ra,, 1112: n1!.! . 
I'v~ got t~ go, [singmg e time is_ a er on~l ~hoice. okay? hen if I'm 
testmg this problem anyway. That is dpl d ·de not 10 u e the dialect. the 

• d I , ·anaement an eci . domg somebo y e se s an o . . keepino the dialect or not. 
. . ·t I whether or not it = . [ r 

piece st i II rem ams a sp in ua , . d I think in 1110 1 ca e 11 u e 0 

That becomes a performance choice,_ ~n ·1 done 10 do that. o that would 
· d really it s easi Y · d use dialect] enhances the music an Id ,

1 
criticize ,,·ho decide not to 

be my own personal decision, but I ,,·0~1 n 
- f .,,ed choices. 

dialect as long as vve have 111 0 11 . 
. . . In re2:a rds to choral 11111bre_ do 

' . a to switch gea1s here. - hoirs are s1ng1ng 
Okay; informed. I m gomo like to hear used_ ,,·hen c d . less vibrato, 
you have a timbre that you ·k . ounds. brighter soun s . 

. k hear da1 e1 
sp irituals? Do you II ,~ to 

0 
more vibrato? Things like that. 
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\\'armer and ri cher accordi e erence would be th t' h 
,- I I , . ' . ng to the abilitf . a s t e sound is 

\\1l 1. n othe1 words if l' rn k' Y O the srngers that l' . 
. ' wor 111g with h' m workrng 

\\'armer and richer sound tha I c rldren I'm sure go· t 
. . . . . n would if I . rng o want a 

Ca11 e10, which rs a Spanish was do111g the sarne · b . composer w·th h piece y 
probably lighten the sound more d ' 1 t ose same children I would 

, an maybe k · . · 
because that s what the Spanish preferr d . ~a e it a little bit more nasal 

e Ill their tonal concept. 

And the opposite with the spiritual I Id 
. ' wou warm up the d h. I must give more space in the mouth h . soun , w 1ch means 

but I would not have it so openly dark ;
0
;~: a:yngeal presence, you know, 

[unintelligible]. In other words when I sa ~ hp,tch would suffer and l could 
' ay nc er and warme J d , that they have to swallow the sound. r, on t mean 

Sure. 

N~w, the matter of vibrato - more than likely, if I'm doing Dawson, if I'm 
domg the composers - what I call the traditionalists in my book, I'm doino 
their music - I'm not going to have the choirs sing with a straight tone. Tha~ 
was one of the practices in their sound and their singers didn 't really quite 
know how to do it anyway so I probably would not have them sing wi th a 
straight tone. But on the other hand, I wouldn 't have a vibrato so out of 
control there's no center in pitch. I think there has to be clarity of pitch, you 
know and [ 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 1 'm as~ing here is should a typical 
choral balance be adjusted when performing spm~als? For exa_mple, do you 
like to hear a heavier bass section than you would Ill more trad1t1onal Western 

. ? 
art music or do you like a richer alto sect ion . 

. d decide that I want a richer - a more 
No. I don 't look at each section a~ h ossibility of arrangement, of 

· b I ce There s a uge a P . ,, 
1
, abundant bass m my a an · . ::M L -d What a Morn111g , 111 

d For rnstance y or , d ·1 what the arranger has one. . ' . to have to ha\'e that soun ; 1 

bass · I'm JUSt going I . ,- II going to have to have more ' . ·k It 's the amngement t 1at \\ i 
k that piece woi · I I · · tsel f has to be present to ma e h t l do with the actua c ,oir 1 

• 

constitute what I do wi th balance and w a . 
that's \\·hat I think of when 

. a . a to be warmer because . I don 't think I was 
My overall concept is ::,0111::,t'. American institution. . I dark but my 

, . f the A ncan I y're a litt e , 
I think of m~1s1c O . basses because 1 ,e I think everybody 
picking indi vidual sect1~~sh m/don 't think in thos~ te~~~.'ble] and then there 
tenors just have to be bllg t. t of the piece [ umnte 1=1 ' 
will have a genera l over~ll concepb the balance wi ll change. 

f ti Piece may e are certain parts O ,e 
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have a descending baseline da d dg of mine. Oh, like "Keep You L 
. . . ' ' a, a, da, da - I . r amps," I to make 1t a little bit more colorfi I b Want to bnng that out 

1 
. 

· I .- b , . u ecause I've d . . . gomg 
,tse I, ut I 111 not go 111g to say to the bassist I one It with the arrangement 
co lor comes out, but you have the 

11 
' want You always to be this one 

overa tonal , palette as the aITangement itself dictat concept, and then I teach the es. 

Okay; that did that and that actually answered t . . 
good. Most people think of bod his next question too, so that 's 

. . Y movement by a h · l"k . stepping side to side as associated with c oir I e swaymg or 
think that type of music or any ch:::ggos~e~ styles_ of_music,_ d~ you 
appropriate in a performance of a spiritual? rap e music is stylist1cally 

Well , let 's talk about African music in general Ac.r
1
·can mu · h I b 

• . • 11 s,c as a ways een 
associat~d with_ movement and dance; it just always has been. This was not 
necessarily a thmg t~at we do with a 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 they' re 
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 I 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 ca ll it, a jazz 
square where they 're going up and down and open jazz hand , and all of that. 

That bothers me because I think that becomes distracting in go pel music our 
end and in a presentation, so I possibly would tend not to want to . ha ve that 
happen Also I , d want to be careful that I'm not trying to bnng m . ecu l~r 

. ' . that basica lly has a sacred function. The piece is movements to a piece , . .· 
0 

• ulamess to that. 
basically a sacred piece so I m not gomg to b, 1110 111 sec 

he dances through va rious kinds of period 
It 's the same way when you see t I k at sacred dancing. when you 

. . f that When you oo ~ . f dancmg are functions o · · 
0 

to have the choir all o a 
' d -·aht? I'm not go1110 . -

look at dance for secular ance, 110 .·. b that dance has a spec1t1c. b spmtual ecause . ·r SL1dden start doin° a sam a on a · to ask people to do that, 1 0
., · d I'mnotgo1ng kind of tension and it s not sac, e so ~ 

that makes any sense. 

aaestions for determining a 
. d Do you have any SUoo . h not oiven an No it does; 1t rea lly oes. . . . h. h the a1Tange1 as 

0 ' . s mtual 111 w ,c performance tempo ot a P 

indication? doesn't oive an 
. f an an-anger o 

. d"fficult because i . ~ I tell my students d·t'fi ]t · that 1s 1 - · t rpretat1on. . Well that's ' ICU ' . 1t· open tor 111 e . 
11

- ns rhat come 111 ' I ave h1mse . certam t ins 
indicati on then he can e d PY it but the,e are d t,·na the Beethoven 

·d·naan co , 1 ·s con uc o b rt don't I isten to a reco, 
1 0. 1 d a student w 10 1 . ?" -- What does Ro e 

. e I f I 1a 
1 

· do the, e. a tradition . For lll Stanc ' "What does Sot, 
. 1, oina to say N111th okay, m g 0 
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Shaw do on this line?" "What does Toscanin · d h' . 

' 1 · 1 o on t 1s line?" [f y scores you I see various conductors' mark· h · ou see my 
• 

1 
ings on t ose scores I wi ll sti ll come up wit 1 my own but what that gives me · th · · . 

what was trad1t1on as 1t relates to the tune okay b t h • , . . · · · , Is at gives me the latitude of 
what the tune has said, okay? . , , u w en 1t s trad1t1on of 

Now, I'm going to be so wrong [ unintelligible] the tradition 
O
f how that tune 

would sound. If the arranger or composer has a recording that he or she ha 
supervised, that also gives me an idea of what the arranger's intent wa for 
tempo. But if the conductor or the arranger has no recording and I'm free now 
to make that decision, I go back to the source tune that he u e . If that tune i 
"Deep River" then I'm going to li sten to it a number of recording , hi toricall 
back - recordings of just the spiritual tune, "Deep Ri er ', and then getting a 
consensus of what's been done in the past I wi ll probabl continue with that 
onto the arrangement. Now, sometime the arranger will t II m how fa t or 
slow I can go based on how quickly the hannonic rhythm change . D u 
understand what I mean by that? 

Yes . 

. 1 h t . a change f harmoni c I r; I pro a I That means that every e1g ,t no ~ I hn ..... ger d1·d not put anything d \\11 I ~ b se ev n 111 t e arra - . can ' t oo rea ,ast ecau . .- II b pr tt pr bl mall 
there ~here are reall y quick h1ft of harm n , "I 
which means I have to go at a lm, er tempo. 

. . or do you fed . . mu t foli o\\' tempo ind, a11 on 
Do you feel like yo ~1 ah, ay_ referred tempo if the difTer'? 
comfortable with taking yo u, p , . 

d Iv , erv clo. est d 10 con uctor. • · f-om con uctor · · piritual I ti . k that 's what vanes I . , rdin !2 for Da" . on , 
11 n did the reeo - . h h, talk · about fri ends, Anton Arm trong, I 1, ·nk it \\'a a que tion ol w at c_ o ·, think 

d you' ll see - l 
I d •·th the tempo · arrangements an I ha decided to o " 1 I I , a personal 

and what he does or. whhat 1endL1ctor. For me. t c aul , I , ,~,,~uld "ant. . o 
· t t e co · - 11 · " 131 ll: · · 11 that's the choice o I kno"' J ccit,ca ) Id "an1 ,t a1 a 

. . h M. Daw on. I t he " ou relat ionshi p wit 1 · . . 
10 

implement " 13 
more th an likely I " ·ould tr y 

hum an ly poss ible. , a li tt l, b11 ·an:ful hcau ·e 
. ou·,e !.!OI IO he • . , .. ·omin!! in " ho I ark111 as y - complN.: I!'> - I ·r 

No\\ o tien with s imp e m r ~eople coming "'· .. id " · s ti , . ·Ii ·ks : O"(. 
, f e\ ,dence o t I t I " ant. a, ·1u·11c ol tll: 

you need a lot o ··Ah that"s ju ' " " . , ,o deal "Hh ,h, ac< I ·n rnu ·re 
then immed iate ly go,d. te.d so I \\Ottld l:a,, t: l . c l1 111l' into mind \\bH.:1 ;,hat I 

, e Ill ,ca . I t ol t 1111L, d a11on u 
than what they v o ble 00: 15 :2 -l ] a o oht ,; , ""'' " , ". - "· o " en 
room, the [ un mte I lie, So there """ I , sa id. ··Aah. ih, .. but ) au 
thinking about t~: -~~;~1,p~~ \\ hen he_ c~n~ha\~ it fo r this moment. 
suppose [ unmtelli=-1 hat I 111a1 ke . 

. t·t· ·ent than \\ though it 's d, ei 
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o· ser s intention, if it is 

You say in your book that spirit I h 
. d 1· ua s ave a ro d 

km o · move away from an ang 1 ..-- un ness of rhythm th t h 
1 . u ar tee! of ove . . a s ou d 

you give me an example of what yo r emphasizing accents C Id 
u meant by this? . ou 

[Singing] - that 's how they do it. 

Okay. 

That's angular; this is [singing]_ do you he th ct ·f .... ar e I terence? 

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, is 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? 

. ct·m t thinos Swino i where 
No. Roundness of rhythm and swtng are two , er~~ o d. the11 \ sort of 

. . · d · t d even you ru1ow, an 
you have somethmg that is 111 ica e. .- '. the J·azz here. In classical 

. 11 · "bl 00·2 7·55] fashion io1 us, . comes [ unmte 1g1 e · · · . F h usic of Lully Couperin, 
· 11 ·0 ·b1 ] 111 the renc m ' . 

music you see that [ unmte 1o ~ e b th y' re performed slower, m a 
. ' II eiohth notes ut e Charpentier; you see even o 

triplet manner. . . _ 
. . ac tuall y a trad1tton ot 

. . iritual unless it is b bl 
I don ' t implement swmgtng any sp 

1 
. that might come so I pro a Y 

that. There are really few examples :t~'s\ot J. azz. o,, , if the arranger hdas 
. · · t because 1 · Jean towar s 

wouldn ' t necessarily swmg 1
' h I'm probab ly going to 

. . · · z style t en . 1 
kept the spmtual Ill a J3Z d . cited it in a pzz stY e. 

. I 's alrea Y ie 
swinging it a bit because ,e . f tes 'I In other 

. on o no . · I ·oan1 zat1 r . t the metnca Olo sed to two or iour, 
In spirituals how do Y?u neab ats _ one and three as oppo nl y weiohted? 

r on e t are eve o words are stresses heavie ,_.. el like the bea 5 
. or do you ie 

or is it the opposite way, 



A Thomas: 
l)r. . 

.I. Nelson: 

Dr. A. Thomas: 

J. Nelson : 

Dr. A. Thomas: 

128 
o, I think it 's metric music it 's k' d f 

• • ' 111 o based d 
a weight to tl, you know? [Singing] h on ance so there's going t b 

, so t e dow b . o e 
bea t, yeah? And there are going to b . n eat ts going to be a down 
[ . . ] d h e times whe ' smgmg , an t e second beat become I' 

1 
. re you re going work 

anacrusis function to one so it depends a itt e bit stronger because it becomes 
' s upon ea h · d' · metrically, but I don ' t believe in maki c m tvidual piece what J do 

would be really boring. ng every exactly even. [Singing], that 

Sure. You speak in your book, and you've alread said u· . . 
already, about trying to .find the intent of the arry q tthe a bit ab_out this 

• • • anger w en studying and rehearsmg a spmtual. What guidance would you g· h . 
1 

. 
tve a c 01a conductor m 

orde_r to ensure themselve_s that they are travelling down the ri ht ath of 
findmg out that arranger's mtent? g P 

First of all I think - well, we live in a digital age now and so we now have 
choices of what we can hear, for example, on You Tube, or more importantly 
the arrangers themselves have recorded all the music themselves. That will 
give you some idea of what might be expected. You have to be careful with 
You Tube because everybody might do it, and just because omething i on 
You Tube it could be a day that that composer or that arranger [unintelligible] 
with a group of singers that are really struggling. 

But little Jonny ' s mother loves little Johnny so they 've recorded it an~ of 
se it's now on You Tube, and you 'd want to [unintelligible] on that piece 

~~~~usic rather than go because you can 't just [unintelligible 00:31 :37], o 

You have to go a little bit longer, a little bit more. You have toBloo~,-atl a 
. ·1 et to You Tube ut I tie number of different recordmgs untt you g . · .d 

I as a CD of some sort that would give you ome I ea . composer, arranger 1 

. . when I go back to do the arly haw-_ 
For instance, I find it really helpfu_l . - to oet 

10 
lice. ha,,· 1 ol 

Al . ·s still alive so its easy = 'd . A d Parker arrangement, ice i_ . ') I li sten to ho,,· Sha,,· d1 it. n 
course dead so how are their record111g~. can 1e11t but I think 1 ·m go ing to 

' II I I this anangen k 
then I can decide, okay, we ' ove . s-dec ision that I ,,·ould ma e 10 
deviate a little bit. That woul_d beW a colln~~-1~~e thing brings it closer to ,,·hat I 

h Id I deviate') e , 1 
deviate, but w Y ':"?u. . b bl · wouldn 't deviate. 
know of the style its 111 1 pto a y . . . 

1 
.-
1 . e of sp1n1 ua • . the pertormanc . . have a place 1n 

Okay. Does improv1sat1on ·t \'ersion of the 
. a If ic· s a cancer . I 

he s iritual is sun=- . - II oi\'en license t ,at 
Well , it all depends on howlt tl~e arranger has spec_1t1cah_Y =Co lor shifts are 

Id no un ess 
1 

· as \\'1th t 1s. h spiritual I wou say ' . do some t 11 17= more so t an 
it has a soloist to feel fre\ to color shifts and changes, 
different, lots of license or 
improvisation . 
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. . d .. I . . a gospel pie I' 11 - an 11 t 1c sp iritual is us d ce. ve now g· . e and set · iven wa b 
lor that to happen. For inst 111 a gospel manne I Y ecause I think 
··1 ·ve Got A Robe" [ . a~ce, something like R r am now giving way 

. _ - singing] _ · . aymond Wi , . 
emphasis lor thi piece· th· . is very different He . se s setting of 

, 1s 1s a gos I • · Just use · 
have to let loose by adding th I . pe piece so then the s I . _s it as an 

. e so 01st the o 01st 1s go· appropnate. re, and then for that . . . mg to 
sp1ntuals 1s most 

Okay. What books other than yo 
I 

, urs, would you p . 
to earn more about spirituals? Which books d omt someone to who wished 

o you find the most valuable? 

Well , I really wish that I had hand F 1 .. BARB E R . y e 1c1a Barber's th , F 
· - her dissertation on dialect I th . nk h - at s E L I C I A 

If you go in my book and look at the biblio ra1 h t at would be highly useful. 
books I would say are helpful· those book g dp hy, pages 265-267, all of those 

' s an t ose articles. 

Okay. And to my last question here - who are some c • 
J:- I 1 ·k d omposers or pieces that 

you 1ee I e eserve more attention or performance t· ? A h . ime. re t ere some 
pieces out there that you wish people would perfonn more that 
over looked? eem to get 

Well, I think one of the purposes of the book, well , for me, wa to make 
people aware of many of the wonderful arrangements that exi ted and to 
[pique] their interest about it. And in a way the book has been ucce sful 
about doing that because many of the arrangements that , ere out of print are 
now in print. So I would say I think there is no way that I would ignor work 
of Jester Ha1Ti ston, of Rosamond Johnson, [unintelligible 00:36:52], Mitchel 
Southall - I think those would be quite [unintelligible) \\'hich we don 't hear 
that much about. Many of hi s settings would be wonderful _etting to take a 
look at. Undine Moore does get some attention but ah\'ay mth cla he ha ; 
I would love to see more perfo1111ances of her work . 

r . I' t concerned about Mo e 
I think I've mentioned Paul Johnson beioi e. 111 no I f 

hough he's decea ed get p ent o 
Hogan; he's current and even t ~ , k . h or Den· ,,-ri ting 

I , t ~ ct We don t no" muc ~ 
performance, so t 1at s no a ia · 1 t· th 'nos but cenainly more of 

h L b ,, and a coup e o , - , f 
besides " Li sten to t e am s 1 .0~uld be nice to Qet hold o 

. . 1 f younosters t 1at " ~ 
hi s. Then there 1s a who e aiTay O . = .· 1 t 0 " . is the older composers 
a bit more of their work. My maJor th111g , ,g 

1 11 

whose music is out of print. 
. I pprec iate your ti me. I 

f . you I certain Y a 
Okay. Wel l, I think that's all I have 01 . 
know you ' re a very busy person. 1 t 

. . I' 11 try to scan t 1a 
. ood luck \\'ith your p1 0Ject. 

You are so we lcome, Just 111 · G ~ . 
and send it back to you; that consent 

01 
m. 
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1 Cl111ductcd tile I· 1rst I bpi 1st Church Sanct . C . 
• . . uaiy ho1r and J f 

1:11sc111hk~. . . oy ul Sounds Handbell 

111 .11111 cd ,, llrsli1p SLT\'1ccs and spec ial event ti . 
• , . . . s ir oughout the rt . . 

Supcn 1:--cd a graded choir and mi ss ions pro " . 1 ur g1cal year. 
· . . grams ,or children 
Conducted seasonal concerts with guest musi · f· ages 4 to grade 7. 

HO~ORS AN D A WARDS 

c1 ans ' om all over East T ennessee. 

132 

Cherokee High School Teacher of the Year 
2014, 201 I, 2007 

Haiik ins County High Schoo l Teacher of the Year 

Who's Who Among American Teachers 

Bi-\'ocational Staff Mini ster of the Year for the Tennessee Baptist Convention 

Who 's Who Among American College Students 

PRESENTATIONS 

2014 

2007, 2004 

2006 

2000 

"The Use of Dialect in African American Spirituals," Tennessee Music Educators Conference 

Research Poster Session, Dr. William Lee, moderator, Memphis, TN, April 8-11 , 201 5. 

"Port fo li o for Student Growth in the Arts," Austin Peay State University, Dr. Eric Branscome, 

fac il itator, Clarksv ille, TN, April 15, 2015 , Nov. 4, 2015 , and March 30, 201 6. 

WORKSHOP EXPERIENCES 

Cl IC. . M . Cl Participant Alexandria, VA, iora onductors Workshop with Rod Eichenberger, astet ass ' 
July 13-1 7,201 5. 

J Private Conducting Lesson, 
a-Michael Scheibe, Roy Acuff Chair of Excellence Res idency, 

Austin Peay State Uni versity, April I 6, 2015 . 

s, 
C'-itFICANT PERFORMANCES 

. . " Willie Anthony Waters, 
lulinin · . · I M ts Are Not Magic, N 
R ati ng Student Perfo rm ance, "Mag1ca omen . . •t Baritone soloist, ov. 
oy Acuff Chair of Exce ll ence Res idency, Austin Peay state Uni versi y, 

-!. 20 14, 

r Orchestra and Chorus, 
'v!o:sn,j; . . I . Gateway Chambe 
(. · cw by Durante/Pcrgoles1, Baritone So 01st' 

lctrk\v ill , 1- . . . D 6 20 14. c, N, Doug las Rose, Conducto1, ec . ' 
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_ 1 o(.\f11sic. l)in:ctor. Producer, Music Direct . Ch 

Thi' _c,01111, . o1' erokee High S h 
c ool, April 20 13 

... Bea11r,· ancl rhc Bmsr. Director, Producer Mus· D. · 
Dis11c1 ·' . ' tc trector, Cherokee Hi h 

)- g School April ;0( /. ' 

. Afoods of'Christmas by Robert Shaw and Russell Benn tt C 
\/(// II · . e , onductor First B · 
· · ry Choir and Cherokee H 1gh School Concert Choir M b ' apt1st 
sanctua , em ers of the Knox • 11 . ort Symphony Orchestras, Dec. 2007 and Dec. 20 13 vi e and K1ngsp · 

GI .. 0 by Antonio Vivaldi , Conductor, First Baptist Sanctuary Choi· d Ch . 
011 . . . ran erokee High School 

C Cert Choir Members of the Knoxville and Kingsport Symphony Orch t 
0 on ' es ras, ec . 12, 2004. 

Christmas Orotorio ~y Camille ~a int-Sae~s, Conductor, First Baptist Church Sanctuary Choir, 
Soloists, Members of the Knoxville and K111gsport Symphony Orchestras, Dec. 8, 2002_ 

\lessiah by G. F. Handel , Conductor, First Baptist Church Sanctuary Choir, Soloists, Member 
of the Knoxv ille and Kingsport Symphony Orchestras, Dec. 16, 200 I. 

PROFESSIONA L MEMBERSHIPS 

National Association for Music Education, Jan. 2001 - Present 

American Choral Directors Association, Jan. 200 I- Present 

COLLEGIATE MEMBERSHIPS 

Alpha Chi, at ional Honor Society, 1999- 2000 

Pi Kappa La mbda, National Honor Soc iety for Music, I 999- 2000 

Om icron Delta Kappa, National Leadership Honor Society, 1998- 2000 

Anieri can Guild of Organ ists, Carson- ewman University Chapter, 1998- 2000 

. . Cl ter 1997-2000 ~at· e\\'man Un1\"ers1ty 13P · 
· 10nal As oc iation for Music Ed ucation, Carson-
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