
INFORMATION TO USERS 

This manuscript has been reproduced from the microfilm master. UMI 

films the text directly from the original or copy submitted. Thus, some 

thesis and dissertation copies are in typewriter face, while others may be 

from any type of computer printer. 

The quality of this reproduction is dependent upon the quality of the 

copy submitted. Broken or indistinct print, colored or poor quality 

illustrations and photographs, print bleedthrough, substandard margins, 

and improper alignment can adversely affect reproduction. 

In the unlikely event that the author did not send UMI a complete 

manuscript and there are missing pages, these will be noted. Also, if 

unauthorized copyright material had to be removed, a note will indicate 

the deletion. 

Oversize materials (e.g., maps, drawings, charts) are reproduced by 

sectioning the original, beginning at the upper left-hand comer and 

continuing from left to right in equal sections with small overlaps. Each 

original is also photographed in one exposure and is included in reduced 

form at the back of the book. 

Photographs included in the original manuscript have been reproduced 

xerographically in this copy. Higher quality 6" x 9" black and white 

photographic prints are available for any photographs or illustrations 

appearing in this copy for an additional charge. Contact UMI directly to 

order. 

UMI 
A Bell & Howell Information Company 

300 North Zed) Road, Ami Aibor MI 48106-1346 USA 
313/761-4700 800/521-0600 





LEONARD DE PAUR'S ARRANGEMENTS OF SPIRITUALS, WORK SONGS, AND 

AFRICAN SONGS AS CONTRIBUTIONS TO CHORAL MUSIC: 

A BLACK CHORAL MUSICIAN IN THE MID-TWENTIETH CENTURY 

by 

Timothy Erickson Woods 

Copyright © Timothy Erickson Woods 1998 

A Dociiment Submitted to the Faculty of the 
SCHOOL OF MUSIC AND DANCE 

In Partial Fulfillment of the Requirements 
For the Degree of 

DOCTOR OF MUSICAL ARTS 
WITH A MAJOR IN CONDUCTING 

In the Graduate College 

THE UNIVERSITY OF ARIZONA 

19 9 8 



T3MI Number; 99 017 07 

Copyright 199 8 by-
Woods, Timothy Erickson 

All rights reserved. 

UMI Microform 9901707 
Copyright 1998, by UMI Company. All rights reserved. 

This microform edition is protected against unauthorized 
copying under Title 17, United States Code. 

UMI 
300 North Zeeb Road 
Ann Arbor, MI 48103 



THE UNIVERSITY OF ARIZONA 
GRADUATE COLLEGE 

2 

As members of the Final Examination Committee, we certify that we have 

read the document prepared by Timothy Erickson Woods 

entitled Leonard de Paur's Arrangements of Spirituals, Work Songs, 

and African Songs as Contributions to Choral Music: 

A Black Choral Musician in the Mid-Twentieth Century 

and recommend that it be accepted as fulfilling the requirements for 

the Degree of Doctor of Musical Arts 

Date 

~-
Date 

Date 

Date 

Final approval and acceptance of this document is contingent upon the 
candidate's submission of the final copy of the document to the 
Graduate College. 

I hereby certify that I have read this document prepared under my 
direction and recommend that it be accepted as fulfilling the 
requirement. 

Director Date 



STATEMENT BY AUTHOR 

This document has been submitted in partial 
fulfillment of requirements for an advanced degree at The 
University of Arizona and is deposited in the University 
Library to be made available to borrowers under rules of the 
Library. 

Brief quotations from this document are allowable 
without special permission, provided that accurate 
acknowledgement of source is made. Requests for permission 
for extended quotation from or reproduction of this 
manuscript in whole or in part may be granted by the 
copyright holder. 

SIGNED: 

3 



4 

ACKNOWLEDGEMENTS 

The author would like to thank first and foremost, Mr. 

Leonard de Paur, for his interest, materials, and the support 

he has given for this project. I also thank Mrs. Norma 

Childs de Paur for facilitating the interviews and for her 

hospitality. Friends and colleagues of Mr. de Paur were most 

helpful in this project; Jim Bjorge, Howard Scott, Luther 

Saxon, Hamilton Grandison, and especially Walter Gould, Mr. 

de Paur's publisher. 

I thanks at the University of Arizona begin with Dr. 

Roy Johnson who gave me the initial assistance and support 

for this project. I also thank the members of my committee 

who all assisted me; Dr. Maurice Skones, Dr. Kenneth 

Jennings, Thomas Hilbish, Dr. Jerry McCoy, Dr. Josef Knott, 

Dr. Steven Zielke, Dr. John Brobeck, Grayson Hirst, and Dr. 

Larry Day. I thank Diane Follet for her assistance in the 

theoretical analysis, and Lyneen Elmore for her help with the 

transcripts. 

Thanks to my parents for their support, interest, and 

their copy of the de Paur Infantry Chorus' "Spirituals and 

Work Songs," and to Amy, for her appreciation of the 

delicacies at the de Paur dinner table. 



5 

DEDICATION 

I dedica-be this effort to all who have joyfully 

persevered in the midst of adversity, particularly Leonard de 

Paur and Patrick. 



6 

TABLE OF CONTENTS 

List of Illustrations p. 8 

Abstract p. 13 

CHAPTER 1 

Leonard de Paur: His Life and Art p. 14 

CHAPTER 2 

Part I: A Discussion of the Historical Background 
of Black Folk Music and Musicians Important 
to Leonard de Paur p. 36 

Part II: Tendencies cuid Stylistic Characteristics 
Found in Leonard de Paur's Arrangements of 
Spirituals and Work Songs p. 46 

CHAPTER 3 

Leonard de Paur's Arrangements of Spirituals p. 57 

"A City Called Heaven" p. 59 
"All 'Round De Glory Manger" p. 78 
"Oh, Po' Little Jesus" p. 91 

CHAPTER 4 

Leonard de Paur's Arrangements of Work Songs p. 108 

"Don't You Hear Yo' Po' Mother Callin'?" p. Ill 
"Tol' My Cap'n" p. 125 
"Jerry (Lord Dis Timber Gotta Roll)" p. 130 
"Water Boy" p. 141 

CHAPTER 5 

Leonard de Paur's Arrangements of African Songs .. p. 150 

"Ose Yie" p. 151 
"Kro, Kro, Hinh, Hinh!" p. 154 
"Alexander" p. 159 
"Ye Ke Omo Mi" p. 164 

CHAPTER 6 

Summary and Conclusions p. 168 



7 

TABLE OF CONTENTS - Continued 

APPENDIX A 

Arremgements of Leoneird de Paur and Discography .. p. 181 

APPENDIX B 

Letters of Permission p. 188 

REFERENCES p. 191 



1 

2 

3 

4 

5 

6 

7 

8 

9 

10 

11  

12 

13 

14 

15 

16 

17 

18 

19 

2 0  

21 

2 2  

23 

8 

ige 

12 

50 

50 

53 

53 

61 

62 

64 

66 

67 

68 

69 

70 

71 

72 

73 

74 

74 

80 

81 

82 

83 

84 

List o£ Illustrations: 

Pitch/octave designations 

"In Bright Mansions Above," melody 

"Bright Mansions, " cadential harmony ..... 

"Jerry," 1st verse, mm. 11-12 

de Paur's "A City Called Heaven," mm. 3-4 

Johnson's "A City Called Heaven," mm. 1-4 

Johnson's "City," mm. 5-8 

de Paur's "A City Called Heaven," mm. 1-4 

de Paur's "City," mm. 5-8 

Johnson's "City," refrain, mm. 9-11 

Johnson's "City," refrain, mm. 12-16 ..... 

de Paur's "City," refrain, mm. 9-11 

de Paur's "City," refrain, mm. 12-16 

Johnson's, "City," mm. 17-20 

Johnson's, "City," mm. 21-24 

de Paur's, "City," mm. 17-18 

de Paur's, "City," mm. 19-20 

de Paur's, "City," mm. 21-24 

"All 'Round de Glory Manger," mm.1-2 

"All 'Round," mm.3-4 

"All 'Round," mm.5-6 

"All 'Round," mm.7-8 

"All 'Round," refrain, mm.9-10 



9 

Figures Page 

24 "All 'Round," refrain, nnn. 11-12 85 

25 "All 'Round," mm. 13-14 87 

26 "All 'Round," mm. 15-16 87 

27 "All 'Round," mm. 17-18 88 

28 "All "Round," mm. 19-20 90 

29 "Po' Little Jesus," mm. 1-2 93 

30 "Po' Little Jesus," mm. 3-43 94 

31 "Po' Little Jesus," mm. 44-6 95 

32 "Po' Little Jesus," mm. 7-8 97 

33 "Po' Little Jesus," interlude, mm. 9-10 98 

34 "Po' Little Jesus," mm. 11-12 99 

35 "Po' Little Jesus," mm. 13-143 100 

36 "Po' Little Jesus," mm. I44-I6 101 

37 "Po' Little Jesus," mm. 16-18 102 

38 "Po' Little Jesus," mm. 19-20 103 

39 "Po' Little Jesus," comparison of harmonic 
progressions 104 

40 "Po' Little Jesus," mm. 21-223 104 

41 "Po' Little Jesus," mm. 224-24 105 

42 "Po' Little Jesus," mm. 25-28 107 

43 "Don't You Hear Yo' Po' Mother Callin'?" 
mm. 1-3 112 

44 "Don't You Hear," mm. 4-9 113 

45 "Don't You Hear," mm. 10-14 114 

46 "Don't You Hear," mm. 15-19 115 



47 

48 

49 

50 

51 

52 

53 

54 

55 

56 

57 

58 

59 

60 

61 

62 

63 

64 

65 

6 6  

67 

68 

69 

70 

"Don't You Hear," mm. 20-

"Don't You Hear," mm. 26-

"Don't You Hear," mm. 31-35 . 

"Don't You Hear," mm. 47-

"Don't You Hear," mm. 58-60 . 

"Don't You Hear," mm. 63-

"Don't You Hear," mm. 74-78 . 

"Don't You Hear," mm. 116 -121 

"Don't You Hear," mm. 122 -126 

"Don't You Hear," mm. 127 -131 

"Tol* My Cap'n," mm. 1-4 

"Tol' My Cap'n," mm. 4-8 

"Jerry," mm. 1-4 

"Jerry," mm. 5-8 

"Jerry," melody, mm. 8 3 -I2 

"Jerry," 1st verse, mm. 8 3-IO 

"Jerry," 1st verse, mm. 11-12 

"Jerry," 1st verse, mm. 13-14 

"Jerry," 1st verse, mm. 15-16 

"Jerry," 2nd verse, mm. 29-30 

"Jerry," 1st verse,bass line, mm. 9-10 

"Jerry," 2nd verse, mm. 29-30 

"Water Boy," mm. 1-4 

"Water Boy," tenor part, mm. 5-7 



71 

72 

73 

74 

75 

76 

77 

78 

79 

80 

81 

82 

83 

84 

85 

86 

87 

88 

89 

90 

91 

92 

11 

Page 

145 

146 

148 

152 

152 

153 

155 

155 

156 

156 

156 

157 

158 

160 

160 

160 

161 

162 

162 

165 

165 

166 

"Water Boy," nan. 14-17 

"Water Boy," mm. 17-18 

"Water Boy," mm. 29-32 

"Ose Yie," mm. 1-6 

"Ose Yie," mm. 7-10 

"Ose Yie," mm. 19-30 

"Kro, Kro, Hihn, Hihn," mm. 1-3 

"Kro, Kro," mm. 24-6 

"Kro, Kro," mm. 94-13 

"Kro, Kro," mm. 173-22 

"Kro, Kro," mm. 25-28 

"Kro, Kro," codetta, mm. 85-90 

"Kro, Kro," codetta, mm. 94-97 

"Alexander," bass ostinato 

"Alexander," tenor ostinato 

"Alexander," mm. 13-16 

"Alexander," bass ostinato, 2nd verse 

"Alexander," tenor ostinato, 2nd verse 

"Alexander," mm. 51-54 

" Ye ke omo mi," " omele," 

"Ye ke omo mi," tenors 

"Ye ke omo mi," mm. 1-4 



12 

The designation of pitches for this study is seen in 

figure 1. 
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ABSTRACT 

This study discusses the artistic career of Leonard de 

Paur, particularly his work in choral music where he has been 

an important figure as an arranger, and founder and conductor 

of the de Paur Infantry Chorus and the de Paur Chorus. His 

arrangements of African-American and African folk music 

illustrate de Paur's artistic links and progression from two 

of the important leaders of the African-American folk 

tradition, Frederick Work of the Fisk Jubilee tradition, and 

Hall Johnson. With his musical training from these men and 

from Columbia University, the Juilliard School of Music, and 

private study with Pierre Monteux, de Paur and his 

arrangements exhibit what W. E. B. Du Bois described in The 

Souls of Black Folk as the duality of the black American. 

This study analyzes seven of de Paur's spiritual and 

work songs arrangements, and four African song arrangements, 

and reveals the duality of Western and African musical 

elements in de Paur and his arrangements. 
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Chapter 1 

Leonard de Paur: His Life and Art 

Claiming to have never applied for a job, he told 
Annette Beckles that he "backed into more things. " To 
Elizabeth Hanly he explained, "I was kicked out of high-
school, had to do something with myself, and wandered into 
what became a career. " And as Hanly concluded, "Throughout 
his life, de Paur's direction has found him. 

Leonard Etienne de Paur's^ career has taken him from the 

vaudeville stage to an administration position at Lincoln 

Center. His early musical experiences and training are in 

choral music. He began as a singer, beceime a copyist, 

arranger, and conductor, and later founded professional 

choirs. Choral music led him into radio and theatre in New 

York City, and national recognition in recording, film, 

television, and opera. In addition, his contributions in 

areas other than choral music are noteworthy; his involvement 

in the Federal Theater project in the 1930s and the creation 

of the Out-of-Doors Festival at Lincoln Center. However, his 

career in choral music is his most important. 

Walter Gould, de Paur's publisher, believes that choral 

music owes a great deal him. In the introduction to the 

Lawson-Gould Music Publishers, Inc.: Complete Catalogue, 

^The Hatch-Billops Collection, February 22, 1974 (videotape); Elizabeth 
Hanly, West Side TV Shopper. January 15-21, 1983, p. 17; Hanly, p. 17. 
^Throughout the paper the "d" in the neune "de Paur" is not capitalized, 
thereby following the wishes and and life-long practice of Leonard de 
Paur. Personal conversation with author, 7/18/97. 
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1992-1993, Gould states; 

When historians and musicologists write eibout the 
development of choral music in America, three names will 
appear as the leaders in this field: Robert Shaw, Roger 
Wagner, and Leonard de Paur. In the late 40s, early 50s, 
eind thereafter, these eirtists brought choral music to 
every city in America.^ 

The choruses of Robert Shaw, Roger Wagner, euid Leonard de 

Paur performed to audiences across the country through 

concerts and recordings. They set new standards both for 

performance and for choral eurrangements. 

Leonard de Paur ended his affiliation with his 

professional chorus in 1968. This may explain the lack of 

recognition he has today as compared to Robert Shaw and Roger 

Wagner. His three thousand concerts on five continents from 

1947 until 1968 dwarf the number of performances by Shaw and 

Wagner. The principal reasons that Leonard de Paur and his 

work are not well known today include the following 1) the 

interval of three decades since disbanding his professional 

chorus, 2) his dislike of self-promotion, and 3) that two of 

his professional choirs were male choruses, and the third 

group used a specialized repertoire drawn from opera.^ 

In speaking of his own career, de Paur credits his 

involvement in the Federal Theater Project, (1936-1939) a 

program of the Works Progress Administration (WPA) . He 

Walter Gould in the "Forward" of the Lawson-Goald Music Publishers, 
Inc.: Complete Catalogue, 1993-1994. 
^he de Paur Chorus, formed in the ecurly 19608, was integrated. 
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claims this experience as the cornerstone to his vision and 

his acceptcufice as em artist. As de Paur has said: 

The impact of the Federal Theater? ... It was total. 
Regardless of race, most of us who were involved with 
Federal Projects got our education there. ... I had 
opportunities to do things in the Federal Theatre that I 
couldn' t have hoped to do in the commercial theatre — 
even had I been lucky enough to gain the contacts euid the 
opportunities.^ 

The work in the Federal Theater Project gave him entrance to 

both the theater and music unions in New York City. The 

experience and contacts he gained would become the basis for 

his employment as a musical director in Broadway 

productions.® Furthermore, this opened artistic doors for 

him while serving in the infantry during World War II. 

The next crucial step in his artistic development was 

his service as the musical director of the 372nd Infantry 

Division glee club at Ft. Huachuca, Arizona. This group 

would become the de Paur Infantry Chorus. Captain de Paur 

decided that he would not necessarily perform the standard 

"Negro" repertoire. Further, his chorus would not end its 

concerts with the requisite spirituals and work songs, and, 

in fact, might not perform them at all. This departed 

radically from the convention for Black performing eurtists 

established chorally by the Fisk Jubilee Singers, and for 

soloists by Harry T. Burleigh and continued by Marian 

^Glenda E. Gill, "Leonsurd de Paur and the WPA Theatre," Freedomwavs. 
vol. 23 no. 4 1983, p. 240. 
®Gill, "Leonard de Paur and the WPA Theatre," Freedomwavs. p. 240. 
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Anderson, Paul Robeson, Roland Hayes and others. de Paur's 

desire to perform all types of music was a deviation from his 

training and experience in Negro choruses from the Fisk 

Jubilee tradition and in the Hall Johnson Chorale. These 

choirs had only performed Negro folk music. de Paur's 

position on this matter eventually allowed him to be viewed 

first as em artist, while many of his Black predecessors were 

viewed first by their race cuid then their eurt. 

Leonard de Paur's arrangements, published and 

unpublished,'^ illuminate both the artistry and capabilities 

of his choruses, as well as his own talent. Like the 

arrangements by Harry T. Burleigh, William Dawson, and Hall 

Johnson, de Paur's arrangements speak not only of the 

condition of the Blacks in the United States, but also show 

the airtistic soul of a people. Particular arrangements, such 

as "Water Boy," "Jerry," and "Sweet Little Jesus," show us on 

the page the specific talents of those singers who initially 

performed the pieces. From the vantage point of the mid-

twentieth century these arrangements reveal the continuing 

legacy and evolution of African-American music and show de 

Paur's search for connections to past and future. 

^Leonard de Paur's arrangeinent:s were written primarily for his 
professional men's choruses. This led to most being unpublished either 
because of their difficulty, auid/or because the market for men's choir 
music is much smaller than that for SATB. 
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Biography 

On November 18th, 1994, the de Paur family celebrated 

Leoneird de Paur's eightieth birthday. Born in Summit, New 

Jersey, de Paur attended the Nixon School and Lincoln School. 

His parents separated, and with his mother, Hettie (Carson) 

de Paur, he moved to Jersey City, where she had relatives. 

He attended PS34 at Clairmont and Rose, and later attended 

PS 14 on Union St.® His father, Ernst Leonard, active in 

Republican politics, beceuae a clerk for the State Supreme 

Court and resided in Trenton. 

Leonard de Paur began his music studies at the Manual 

Training Institute at Bordentown, New Jersey, a military 

academy euid industrial school. He played saixophone and oboe 

in the band, sang in the glee club, and took theory lessons. 

The Bordentown music ensembles were popular attractions, and 

performed throughout New Jersey.^ Frederick Work, the 

brother of John Work II and the uncle of John Work III, 

directed Bordentown's music program.Together, the Works 

carried on "the very great tradition in spirituals at Fisk 

University." 

^Personal interview with author, 11/12/94, tape 1, p. 2. 
Personal interview with author, 11/12/94, tape 1, pp. 7-8. 
'̂̂ The Work family, specifically these three men, are prominent in the 
musical tradition of Fisk University. 
^^John Lovell Jr., Black Sona; The Forae and the Fl|^, New York, p. 
451. 
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According to de Paur, he was expelled from the 

Bordentown Meuiual Training Institute prior to his graduation 

due to a misunderstanding with school authorities. ̂  Upon 

leaving Bordentown, he became a janitor for Loew's Theatres, 

but soon became a singing usher. He described himself at the 

time as a baritone with a 6'5" voice in a 5'8" body.^^ He 

performed in Jersey City, New York, Baltimore, emd Washington 

D.C., in the vaudeville circuit of the Loew's Theatre chain. 

After a year on tour, and on the eve of replacing an ill 

George Dewey Washington in Cleveland, friends of his mother 

(Phyllis Oliver and Kay Ethel Fields),^ arranged his 

introduction to Hall Johnson at a rehearsal of the Concert 

Chorale. At the time Johnson's first chorus was performing 

on Broadway in Marc Connelly's Pulitzer winning play The 

Green Pastures. 

Leonard de Paur sang for Hall Johnson and was invited 

to observe a rehearsal of Johnson's second chorus, the 

Concert Chorale. 

12to earn money while at Bordentown, de Paur set up a pawn business. A 
student demanding the return of his trumpet, without returning the 
moneys he had received, led to the disclosure of de Paur's enterprise 
by the school, and to his dismissal. 
^^Beckles, Hatch-Billops Collection, videotape, 2/22/74. 
^^Washington was feunous for his renditions of "Deep River " and 
"Without a Song." Personal interview by author, 11/12/94, tape 1, p. 
12. 
^"A conversation with Leonard de Paur," (sound recording),The Hatch-
Billops Oral History Collection of Black Culture, interviewed by 
Annette Eccles, New York, Februeury 22, 1974. 
^®Hall Johnson had several choirs. His first, and finest, performed in 
Broadway shows and in film. The Concert Chorale was the touring choir 
and his second choir. 
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Their work was stunning — almost shattering. I had 
never heaird the human voice do anything like that. Hall 
casually invited me to join the reheeursal. And for the 
next decade he was responsible for most of the steps I 
took in my life.^^ 

de Paur was placed in the baritone section next to "Brother 

Jester [Hairston]," Hall's assistant conductor. de Paur 

later served as the other assistant conductor (1932-1936). 

In this position de Paur rehearsed the men's chorus portion 

of the concerts. de Paur also worked with Johnson as a 

copyist while receiving lessons from him in theory and 

curranging. 

The position of assistant conductor for the Hall 

Johnson Chorale meant doing things that Johnson did not want 

to do. "Hall Johnson never came to terms with electronics," 

de Paur has said.^® He had no interest in recording and 

radio so these tasks were left to Jester Hairston and Leonard 

de Paur. These tasks gave de Paur knowledge of and access to 

those in the recording and radio business, from which he 

would later benefit. 

In 1936, planning for the filming of The Green Pastures 

required Johnson and Hairston and the members of the first 

chorus to go to Los Angeles well before production began. 

^^Elizabeth Hanly, West Side TV Shopper. January 15-21, 1983, p. 17. 

Interview with Leonard de Paur," (videorecording), Schomburg 
Center for Research in Black Culture,; interviewed by Jean Blackwell 
Hutson, 1980, 198I.Harold JacJonan Memorial Honory, New York Public 
Library, New York. 
^^Personal interview with author, 2/2/93, p. 19. 
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Johnson had already booked the concert season prior to 

knowledge of the filming. As the other assistant, de Paur 

was called upon to fulfill these concert commitments. Walter 

French, the founder of the "Community Concert Series," who 

had booked the concerts, required de Paur to re-audition Hall 

Johnson's second choir. This audition took place at Carnegie 

Hall. 

One might assume that this would be the formal 

commencement of de Paur conducting career. de Paur's 

parents, both college educated, felt that music was not a 

suitable career. Fortunately, Hall Johnson was a childhood 

friend of de Paur's mother, and the son of the president of 

her alma mater, Allen University, which she had attended. 

The two of them began to plan Leonard's education.20 Hall 

Johnson was instrumental in de Paur completing his high 

school degree and then continuing his studies at Columbia 

University and the Institute of Musical Arts, now known as 

The Juilliard School of Music.21 

In 1936, the same week he began his studies at 

Columbia, de Paur became the musical director of the Negro 

Unit of the Federal Theater Project in New York City.22 The 

20Beckles, Hatch-Billups Collection, videotape, 2/2/74. 
21"An Interview with Leonard de Paur," (videorecording), Schomburg 
Center for Research in Black Culture,; interviewed by Jean Blackwell 
Hutson, 1980, 1981.Harold Jackman memorial Honory, New York Public 
Library, New York. 
22This position arose from a recommendation from Hall Johnson. 
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Federal Theater Project was a boon for Blacks in the 

performing arts community. 

Through involvement in the theatre, its actors and other 
personnel gained access to the Hollywood film industry, 
and union protection became availeible for the first time 
to a group of workers who had been severely exploited. 
...The existence of the Federal Theater spurred the 
eventual integration of Broadway casts and audiences. 

The first production of the Federal Theatre Project was 

Macbeth. John Houseman was the producer, Leonard de Paur was 

its musical director, and the 23 year-old Orson Welles was 

its director. This production, known as "voodoo-Macbeth," 

was presented in the Lafayette Theater in Harlem to 

enthusiastic sold-out audiences and received critical 

national acclaim. Other Federal Theatre productions for 

which de Paur was musical director were Androcles and the 

Lion. Dr. Faustus, Conjure Man Dies. Haiti. and Natural Man. 

He composed the music for Haiti (William Du Bois) and S. 

Glencairn (E. O'Neill).24 Says de Paur of the Federal 

Theatre Project experience: 

I grew up musically eind every other way with the 
Federal Theater. What years they were ... 1936 to '391 
I did so much composing, even more conducting. One year 
I was knee-deep in fourteen different productions. And 
did we experiment! A whole maimer of things never 
attempted before in theater bloomed there.25 

In 1939 the Federal Theater Project was dismantled, but 

de Paur had capitalized on the experience. The Federal 

Freedomwavs. p. 242. 

Freedomwavs. p. 241. 
^^Hanly, West Side TV Shopoer. p. 17. 
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Theater not only provided him timely paychecks from 1936 to 

1939 and entrance into the unions in New York, but also 

eeurned him a reputation that allowed him to gain contacts in 

New York theatre, radio, emd recording studios. After 1939 

he prepared choruses and arranged music for the stage; he 

worked as a musician, actor, and producer in radio; and 

through his contacts with Hall Johnson and radio became 

involved in recording. 

In 1940 de Paur served as the musical director for John 

Henry. The show is remembered for bringing Paul Robeson back 

to the United States from Russia to play the leading role. 

The production also led to the re-discovery of Josh White, 

the great blues singer/guitarist, who was cast in the role of 

Blind Lemon, the itinerant blind guitarist in the play.26 as 

a byproduct of this production, de Paur supervised the 

recording of the album "Chain Gang" by Josh White and the New 

Carolinians. 27 

The Federal Theater Project had politicized de Paur to 

the extent that he was passionately opposed to Fascism, which 

led him to enlist in the Army on December 31, 1942.^8 He 

entered Officers' Training School and graduated with the rank 

^^Accordlng de Paur, the play by Wolfe was based on the story from 
singers in the folk tradition. Blind Lemon was an itinerant singer who 
furthered the legend of John Henry, and who was led from town to town 
by a boy named Josh White. 
'̂'personal interview with author, 11/12/94, tape 2, pp. 7-8. 

28(ie Paur's intent was always to fight the Nazis. Interview with the 
Author, 1/27/93. 
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of captain on September 11, 1943, eind was transferred from 

the Infantry to a special unit of the Army Air Corps. This 

unit was drumming up support for its service through the New 

York production of the musical. Winged Victory. Captain de 

Paur became its choral director. Winaed Victory was first 

performed on the stage in New York, and later was taken to 

Los Angeles for filming. It subsequently toured the United 

States of America from the West Coast to the East Coast. 

When the Winaed Victory tour reached Denver, Colorado, 

in late November of 1944, Captain de Paur received transfer 

orders back to the Infantry. He was to serve with the 372nd 

Infantry Division based in Fort Huachuca, Arizona. On the 

Friday night following Thanksgiving, he reported to 

Lieutenant Colonel Herbert A. Barrow, the second in command. 

The 372nd was a Negro reserve unit from Massachusetts. 

It had gone from Fort Dix, New Jersey, to Camp Breckenridge, 

Kentucky, to Fort Huachuca, Arizona, on its way to active 

duty in the Pacific. The 372nd Glee Club had been formed in 

Fort Dix: 

word spread that Fort Dix had the best singing outfit in 
the East, and the USO and the War Bond campaigners began 
to bid for its appesurance. ... [the chorus] semg to 
ctnyone who wanted to listen, [and] used its furloughs to 
tour for the USO.^s 

At the time of Captain de Paur's arrival at Fort Huachuca the 

glee club was without a conductor. 

^^Herbert Kupferberg, Colliers Magazine. October 28, 1950, p. 29. 
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Upon returning to the Infantry, de Paur had hoped to 

participate in the weir in Europe. Lt. Col. Barrow, however, 

recognized de Paur as the choral director for Winced victory 

and gave the Infantry captain the additional assignment of 

conducting the 372nd Glee Club. 

It was the colonel's intent that his 372nd Glee Club be 

known nationally. In early 1945, the glee club performed on 

the NBC Army Hour and The Stage Door Canteen. It also sang 

for the fourth Inaugural Ball of President Franklin D. 

Roosevelt at the Mayflower Hotel in Washington D.C., and, in 

addition, "they were detailed for war bond rallies across the 

country." 

In the spring of 1945 the regiment was "task-forced" 

(all of its soldiers were to replace another division in the 

Pacific Theater). Once in Hawaii, news of the 372nd Glee 

Club came to the attention of Major Maurice Evans and his 

assistant Alan Luden, who were in charge of entertainment for 

the officers and troops of General Richardson, Commander of 

all U. S. Army Forces in the Mid-Pacific. Captain de Paur 

and the members of the glee club were ordered to assemble 

from their individual units, begin rehearsals, and to perform 

for the Pacific High Command and Gen. Robert C. Richardson, 

Jr.31 The performance was a success, and consequently, de 

^"Turner, Dict-ionarv of Afro-American Performers. p. 139. 
"Concert Program for the 1951 tour," rninmhia Artists' Management. 

Inc. presents ;For Their Annual Tour of the United States. Canada. and 
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Paur and the entire glee club roster were detached from 

active duty emd assigned to the Special Services Unit as a 

morale booster to the soldiers in the battle areas.^2 

No island was too small, no outpost too remote for the 
singing infantrymen. Sometimes they gave six shows a 
day— in hospital wards, on the decks of battleships, on 
hidden bomber bases, in submarine pens, at drab supply 
bases other shows passed by. To the men of the armed 
forces this Infemtry Chorus was the outstanding 
attraction of its kind and it was this enthusiasm that 
inspired the singers' decision to stay together as a 
concert unit after the war.33 

Records indicate that the 372nd Glee Club performed 

over two thousand concerts. Performances consisted of five 

sets.The first half opened with art song repertory, 

followed by Caribbean folk music and calypso. The first half 

ended with jazz and popular numbers performed by the 

Vcirieteers, five singers suid a guitarist from the glee club. 

The second half of the program consisted of two sets, 

Negro spirituals and work songs followed by military songs. 

Captain de Paur's decision not to end concerts with 

spirituals departed from the custom of other Black choirs 

such as the Fisk Jubilee Singers, the Hall Johnson Choir, and 

Black concert singers.^ 

Sou-th America t de Paur Infantry Chorus. Leonard de Paur conductor. 
(Worldwide Management: Coppicus and Schang Inc.), pp. 5-6. 
^^Kupferberg, Colliers Magazine. p. 29. 

"Concert Program for the 1951 tour," p. 4. 
34upon this concert format de Paur later based his de Paur Infantry 
Chorus concerts. 
^"...In those days if you were a black performer regardless of who you 
were, you were supposed to close your performance with spirituals. 
Even Anderson, Roland Hayes, real artists, were to close their program 
with [spirituals]. I said, 'I'll be damned if I will. ... I damned 
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In 1946 de Paur's artistic triumphs in the Pacific 

Theater prevailed. Captain de Paur and 35 members of the 

372nd Glee Club were discharged together in New York City. 

Auditions with Columbia Arts Management and Columbia Records 

were successful. Although most soldiers, upon leaving the U. 

S. Army, had to start new careers, within a week of being 

discheurged de Paur emd his 35-voice chorus received contracts 

for recording and a concert tour and for the 1947 concert 

season. 

The chorus, however, had nothing to do until the fall 

of 1947. Gen. Richardson, one of the glee club's strongest 

supporters, was contacted, and arranged a three month tour 

for them with the USO in Europe. The contract and the tour 

were extended for an additional three months on the basis of 

their success. In the summer of 1947, after a short break 

from the USO tour, the de Paur Infantry Chorus re-assembled 

and began rehearsals for the fall and winter concert tour. 

The Varieteers set was dropped and replaced by the set "Songs 

of Faith." 

Leonard de Paur emerged upon the musical scene as a 

mature artist, with all of the contacts from his work before 

the war, and, with the seasoning from more than 2,000 well 

well don't intend to. If you want spirituals vou sing them. ' (And I 
could find a lot of ways to express this — mostly profane, and they 
finally let me alone. ) ...We did songs of World War II to end the 
program." 
Personal interview with author, 1/27/93, p. 9. 
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received concerts with the U. S. Army. Though dressed as 

soldiers, the Infantry Chorus was now a civilian 

orgeuiization. de Paur still refused to end his concerts with 

a set of traditional spirituals. A Columbia Records' news 

release telling of the signing of the de Paur Infantry Chorus 

stated: "The Infantry Chorus repertoire, unlike that of most 

Negro choruses, features no spirituals, but includes music 

from the many lands these soldiers have visited."^® Although 

an exaggeration of the facts, because the Infantry Chorus 

always had a "Spirituals and Work Songs set," this 

announcement underlined the artistic vision of Leonard de 

Paur. Asked in 1989 if he had even considered "racial 

beurriers before he set about a project in the musical world," 

he answered: "It never entered my mind that I couldn't 

accomplish something to which I set my mind. I just went 

ahead and did it." 

In its ensuing history, the de Paur Infantry Chorus set 

an unequalled standard for touring concert groups in North 

America. According to Variety Magazine, they "turned out to 

be the biggest moneymaker on the roster of Columbia Artists 

Management."^® For exeutiple,a trophy given to Leonard de 

Paur, from Columbia Artists' Management reads: 

36"Coluinbia signs de Paur's Infantry Chorus." News release, circa 1947, 
p. 29. 
^^Abdul, Amsterdam News. p. 23. 
^®Abdul, Amsterdam News , p. 23. 
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To 
LEONARD DE PAUR 

Soldier, Musicieui, Gentleman 
Founder and Leader of 

de PAUR'S INFANTRY CHORUS 
From his admiring managers 

COPPICUS AND SCHANG 
Of Columbia Artists Management 

Commemorating the record breaking 
North American tour of 180 concerts 

Season 1948-49.39 

Their foreign tours, especially Japan, received acclaim. In 

1954 "Calypso Christmas" became Columbia Record's number one 

Christmas album. 

The size of the touring bus determined the size of the 

chorus, 35. de Paur did not limit the Infantry Chorus to 

those who had sung in the 372nd, but added singers from other 

branches of the Armed Services as well as civilians 

For ten years the de Paur Infantry Chorus was the top 

performing group for Columbia Arts Management. The Chorus 

set records for Columbia in concert dates and receipts. By 

1957, however, de Paur had become discontented as conductor 

of the Infantry Chorus and he disbanded it. 

Meanwhile, in the off-seasons Leonard de Paur continued 

his training as a conductor eind musician. Beginning in 1956, 

upon Virgil Thomson's recommendation, de Paur began his 

studies in conducting with Pierre Monteux. This had a 

"Concert Program for the 1951 tour," p. 19. 
number of the singers stayed in the group from the days of the 

372nd glee club up to the last concert of the de Paur Chorus in 1968, 
but the tenure of the members of the choirs was never an issue for de 
Paur, nor the hiring of replacements. 
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profound affect. Not only did it mean that every svunmer de 

Paur would take his family to Maine while he worked with "the 

master," but it also changed his musical direction. 

In 1957 he created the de Paur Opera Gala, utilizing 

the services of former members and soloists of the Infantry 

Chorus, Inez Matthews as the featured female soloist, and 

qualified women choristers. His training with Monteux and 

his work in New York theatre led him to opera, and, 

specifically, to those pieces which were pertinent in the 

Black "coming of age." Works which figured prominently in 

the Opera Gala were Virgil Thomson' s Four Saints in Three 

Acts. George Gershwin's Porov emd Bess, and Oscar 

Hammerstein's Ccirmen Jones. 

In 1958 and 1959 Hallmark hired de Paur as musical 

director for a television presentations of Marc Connelly's 

The Green Pastures. The show aired both years and de Paur 

was nominated for an Emmy award for his work. 

In the early 1960s, as a result of the demise of the 

Don Cossacks and other men's choruses, Freddie Schang, 

president of Columbia Artists Management, convinced de Paur 

that there was a market for a professional men's chorus. 

L e o n a r d  d e  P a u r  a g r e e d  a n d  f o r m e d  t h e  d e  P a u r  C h o r u s . d e  

Paur replaced the "Spirituals and Work Songs" set with a set 

^^Onder a similar agreement to that of the Infantry Chorus, the de Paur 
Chorus toured half of each year for Columbia Artists' Management. 
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of his own African song arrangements. These were featured on 

the recording, "Songs of New Nations" (Mercury Records, 

1962). 

The highpoint of the new de Paur Chorus, and perhaps 

Leonard de Paur's men's chorus experience, was the USIA 

(United States Information Agency - a branch of the State 

Department) sponsored tour of 18 African nations in 1966. 

This 1966 tour culminated in Dakar, Senegal, at the First 

Festival of African Arts. At this festival he was the 

American co-chairman with Duke Ellington. 

Since World War II Leonard de Paur has had numerous 

activities beyond work with his professional choruses. He 

has been a guest conductor for the Cincinnati Orchestra, the 

Orchestra of America, the Miami Beach Orchestra, the 

Minnesota Symphony, and the Buffalo Philharmonic. In 

addition he has guest conducted Broadway shows, including the 

national tour of Purlie. de Paur lectured at the University 

of Colorado, Lewis and Clark College, and Ohio State 

University. He has recorded ten albums with the Infantry 

Chorus (Columbia Records) and two albums with the de Paur 

Chorus (Philips-Mercury Records). He arranged and conducted 

single album recordings on RCA Records with Leontyne Price 

and with Shirley Verrett.^^ 

^^Hildred Roach, Black American Music; Past and Present, Boston, p. 50. 
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After the chorus disbanded in 1968, de Paur began his 

association with the Lincoln Center. From 1970 to 1975, he 

was Associate Director of the Lincoln Center International 

Choral Festival. He served as coordinator for the First and 

Second Lincoln Center Collegiate Choral Celebrations, that 

brought together singers and choirs from across the United 

States and around the world. In 1971, William Schumann, the 

director of Lincoln Center, invited de Paur to assume the 

position of Director of Community Relations. The appointment 

was comparable to that of a senior vice president at Lincoln 

Center, de Paur accepted Schumann's offer with the proviso 

that he, de Paur, could maintain an active performing career. 

Schumann agreed and accepted the conditions of the hire. As 

Director of Community Relations, Leonard de Paur created the 

Lincoln Center Out-of-Doors Festival and the Community 

Holiday Concert Series, which continue to bring Lincoln 

Center, its performers, and the community closer to each 

other. de Paur remained at Lincoln Center until his 

retirement in 1988. 

While at Lincoln Center de Paur continued his work in 

the New York theatre. He conducted numerous Broadway shows 

and was nominated for a Tony award as musical director for 

Pur lie. From 1971 to 1973 he conducted the New World 

Symphony and Opera South.For J.C.Penney's Bicentennial 

^^Roach, Black American Music; Past and Present, p. 49. 
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Musical Celebration, de Paur was the Director of Choral 

Progrannning. ** 

A projected anthology of African-American music begun 

in the late 1950s with Harry Belafonte and Langston Hughes. 

The Belafonte name gave the project visibility and brought in 

young performers and experts from the recording industry to 

do the technical production work. Langston Hughes was to 

write the text of the work. Leonard de Paur was responsible 

for "digging up the material, and researching it and finding 

it. "45 In the early part of the project the recording 

engineer. Bob Balard, hired by Belafonte, died, de Paur took 

on the added responsibility of recording while continuing to 

supervise the performances. In 1967 Langston Hughes died. 

Work on the anthology, which by this time had undertaken to 

seek out the roots of American-Negro music from Africa to the 

West Indies and the different veins of Caribbean music, 

ceased. de Paur's extensive research and efforts were not 

enough to sustain it. Five albums for RCA Records resulted 

from a project with hundreds of pages of research and 

manuscript. To this date all research materials are packed 

away in storage at RCA Records and other places. Asked about 

the project in November, 1994, de Paur said: 

I don't know. Would [there] be interest now? There is 
a time for these things, and we had, I think, at that 

^Roach, Black American Music; Past and Present, p. 49. 
^Personal interview with author, 11/13/94, transcript tape 2, p. 15. 
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point, hit the right time. Whether there is a 
timelessness about it now, [or] whether anybody would be 
as interested now, is a question that I think [is] 
securely answered [ s ic ]. We may have been wrong about it 
then. 

Leonard de Paur has received numerous awards and 

honors. Lewis and Clark College and Morehouse College 

awcirded him honorary Doctor of Music degrees. In 1978 he 

received the University of Pennsylvania Glee Club Award of 

Merit. He received the New York City Mayor's Award of Honor 

for Arts and Culture. On June 6, 1988 Lincoln Center placed 

a plaque in the main plaza to honor his work as founder of 

the Lincoln Center Out-of-Doors Festival and Community 

Holiday Festival. 

In the spring of 1987, Leonard de Paur suffered a 

stroke and in 1988 retired from the Lincoln Center. He and 

his wife Norma [n6e Childs] maintain contact with the musical 

world and attend an occasional concert or benefit. Most 

recently he wrote the notes for Leontyne Price's 11 CD 

anthology. 

Colleagues, former singers, Walter Gould, his 

publisher, and Howard Scott, his record producer from 

Columbia, continue to maintain contact with him. Their roles 

have changed. Now they see it as their responsibility to 

tell us of Leonard de Paur, "Soldier, Musician, Gentleman 

^®Personal interview with author, 11/13/94, transcript tape 2, p. 15. 
^^Raoul Abdul, "Leonard de Paur: Lifetime of musical achievement," 
Amsterdam News. February 25, 1989, p. 23. 

Concert Program for the 1951 tour," p. 19. 
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conduct.or, and composer; and how he impacted the 

international audiences to whom he sang, and those with whom 

he worked. 
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Chapter 2 

Part I 

A Discussion of the Historical Background of Black Folk Music 

and Musicians Important to Leonard de Paur 

And so by fateful chance the Negro folk-song—the rhythmic 
cry of the slave—stands today not simply as the sole 
American music, but as the most beautiful expression of 
human experience, bom this side the seas.^^ 

American Blacks left an artistic legacy of songs that 

combined elements of their African heritage with their 

experiences in the New World. Viewed as "songs of sorrow," 

these pieces express the lives and hopes of an enslaved race. 

While looking at this Negro folk music, one writer commented 

that, "the richness of the African tradition has remained 

unrecognized and underestimated because of the European way 

of analyzing music, with tune more important than performance 

practice. "50 The spiritual, however, exists as a living art 

form in both realms: its African roots, and its American 

development. 

The survival and growth of the African-American folk 

music from the nineteenth century through the twentieth 

century depended primarily upon the oral tradition. The oral 

tradition incorporates choral elements and that it allow and 

encourage both vocal improvisation and embellishment. From 

Du Bois, The Souls of Black Folk, 1903; raprint «d. vith 
introduction by Saunders Redding, Nev 7ork, 1961, pp.181-82. 
5®Lovell, Black Song., p. 486. 
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this process arose a continuing practice of taking the best 

parts from individual versions and thereby creating new 

versions of both spirituals and work songs. 

Even in the twentieth century, African-American folk 

music functioned as a means to ease the strain of labor and 

provide a cathartic experience for the participants. 

Africsm-American folk music also developed an audience that 

appreciated the songs as entertainment. As this music grew 

in acceptance, demands were placed upon it: that it respond 

to Western musical expectations. Up to this point, Negro 

folk music had been created, developed, and refined through 

the creative process of euionymous choral singers embellishing 

and improvising on the music and text. With Western musical 

expectations, the process changed, and a single individual 

arranged or composed these works of music. Those who have 

sought to continue the line of the Negro spiritual, however, 

have not only the knowledge and understanding of the African 

oral tradition, but have used it in conjunction with Western 

compositional practice. 

The Negro spiritual is credited as the first musical 

art form to come from the western hemisphere.it was 

propagated by the concertizing of the Fisk Jubilee Singers, 

choirs from the Heunpton Institute, and Tuskegee, and the 

E. B. Du Bois may have been the first of many to make this claim 
in The Souls of Black Folk, p. 181. 
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recitals by such artists as H. T. Burleigh, Marian Anderson, 

Roland Hayes, and other soloists. In his preface to The 

Second Book of Neoro Spirituals, James Weldon Johnson argues 

that interpreting and creating the spiritual is vital for 

American art and can be done only by the Negro artists who 

are willing to: 

Draw fully on their racial resources and material, auid 
not being afraid of the truth. ... No other group 
encompasses in its actual history and experiences in this 
country so wide and varied an emotional sweep as the 
Negro; and none but Negro artists can ever give it its 
fullest artistic play. I am not even suggesting racial 
limits for Negro artists; any such bounds imposed would 
be strangling. 

I am rather re-stating what is suciomatic; that the 
artist produces best when working at his best with the 
materials he knows best.^^ 

By 1965 Hall Johnson bemoaned the eventual 

disappecLrance of the Negro spiritual. He complained that: 

No printed word can ever describe the actual sound of 
music, and the written score of any song is but a dry 
skeleton until breathed upon by the living human voice. 
This is particularly true in the case of the spirituals 
done in the true Negro style. The racial tendency to 
improvise ' between-notes' [and] the great variety of 
characteristic tone-color and rhythmic accent — all of 
these Negro techniques simply defy notation in any known 
system, 

Hall Johnson went on to state that demands on people had 

changed, leading to rehearsal difficulties, and now only by 

hearing, not by simply reading music, could these spirituals 

James weldon Johnson, The Second Book of Negro Spirituals. New York, 
1940, p. 22. 
^^Hall Johnson, "Notes on the Negro Spiritual [1965]," in Readings in 
Black American Music, ed. Eileen Southern, 1971, p. 275. 
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b e  s a v e d . " N o  m a t t e r  h o w  f i n e  t h e  v o i c e  o r  h o w  w e l l  

trained, every singer must be in every rehearsal to study the 

old techniques together, By the 1960s, however, Johnson 

found it difficult to carry out this rehearsal technique. It 

was too time consuming, euid singers lacked commitment 

W.E.B. Du Bois, in his The Souls of Black Folk (1903), 

describes the Black man entering the twentieth century, as 

being of two parts, two souls. One foot is metaphorically 

rooted in Africa and grounded in her culture and traditions. 

The other is firmly planted in the Western Hemisphere and its 

Euro-American traditions, knowledge, and customs. For a 

Black musician at the turn of the century, the two "musical" 

souls would have been be a knowledge and use of the theory of 

the late-nineteenth century, and the knowledge of the 

melodies and performance practice of Negro folk music. 

Oily Wilson posits in his article "Black Music as an 

Art Form" that Black music exists as art on two levels. Like 

Du Bois', Wilson sees Black art as consisting of two souls, 

two thoughts, and two ideals. As he states in his article; 

On one hand, there exists what might be described as a 
basic or folk African-American music tradition. This 
tradition evolved directly from West African musical 
tradition and shares most concepts and values of that 

Paur noted in an interview on November 12, 1994, that when he sang 
with Johnson's choir that reading music was not a responsibility of the 
singers, and literally, the music was therefore taught by rote. 
^^Johnson, "Notes on the Negro Spiritual," p. 273. 
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tradition while simultaneously selectively incorporating 
important aspects of western musical practice.^® 

To paraphrase, African roots give all of Black art the same 

lineage, constructs, and elements that etre prevalent in the 

music art. The incorporation of "Western musical practice" 

includes both music euid non-musical elements. For example, 

the spiritual was a synthesis through the absorption of 

congregational hymn tunes, the Bible, and other Euro-Western 

elements, with African traditions and melodies. This 

absorption of Western musical elements into the African-

American musical culture began the moment Blacks were 

forcibly brought to the United States, and it continues to 

the present day. 

The spiritual and other Black art forms: 

Were based on African conceptions modified by the 
peculiar circumstances of the slave existence in the New 
World. Hence, seventeenth- and eighteenth-century Afro-
American creative products and activities were functional 
in the African sense. 

In the development of this Black art form there is continued 

study, understanding, and use of the musical elements of the 

day. The Western construction of music, and an understanding 

of its elements, particularly form and harmony, are eibsorbed 

by this Black art. Hence, the spirituals of the early 

twentieth century have many of the characteristics of German 

^®011y Wilson, "Black Music as an Art Form," Black Music Research 
Journal. no.3, March 1983, p.9. 
^^Wilson, "Black Music as an Art Form," p. 8. 
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Romantic music, which was the dominant influence of that 

time. 

Wilson suggests that the early spirituals and work 

songs may have been "borne out in the abundance of early 

Afro-Americem utiliteirian product and performance practices 

(e.g., music and dance) in which the aesthetic and 

utilitarian ideals were viewed as shared aspects of that 

product or activity." This takes him to his point that 

religious and work songs predominate the art forms in early 

African-American music. These "were the most acceptable 

forms of music making within the debilitating institution of 

slavery, ... because these functional contexts were 

consistent with African concepts of creativity."^8 

"On another level," Wilson continues, "[B]lack music 

may exist as part of a second musical tradition in which 

Euro-American musical forms are characteristically 

transformed to become consistent with Afro-American cultural 

practices." Further, he states that the definitions of what 

art is differ according to culture. Art in the traditional 

African sense is "functional art," and that of the West is 

viewed as "pure art."^^ in other words, the spiritual and 

work song arrangements from the first half of this century, 

in the hands of Black musicians, not only show the African 

^®Wilson, "Black Music as an Art Form," p. 8; p. 8. 
^®Wilson, "Black Music as an Art Form," p. 21; p. 21. 
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and Euro-Western components in their arrangements, but also 

retain aspects of "functional" euid "pure" art. 

Harry T. Burleigh (1866-1949) was the first Black 

musician to "achieve national distinction as a ccxnposer, 

arranger, and concert artist."®" Burleigh is credited with 

the development of the Negro spiritual. He arranged them as 

concert pieces and established the tradition that Black 

artists use spirituals at the conclusion of concerts. 

Burleigh received a scholarship to study at the 

National Conservatory of Music, and later studied privately 

with Dvorak. "He [Burleigh] left more than 300 compositions, 

including arrangements of spirituals, art songs, and other 

forms (instrximental pieces and song cycles)."®i Burleigh is 

credited as the first to arrange the spiritual for solo voice 

and piano. 

Before he published his Jubilee Songs of the United 
States of America in 1916, spirituals were performed on 
the concert stage only in ensemble or choral 
arrangements.... After Burleigh, many concert singers 
developed the tradition of closing their recitals with a 
group of Negro spirituals, sometimes intermixed with 
other arranged folk songs. 

In a foreshadowing of Wilson's statements about the 

duality of Black art form, Burleigh discussed in a New York 

World, piece, on October 25, 1924, what he considered when 

making an arrangement: 

^"southern. The Music of Black Americans. p. 266. 
®^Southern, The Music of Black Americans. p. 267. 
^^Southern, The Music of Black Americans, p. 268. 
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My desire was to preserve them [the spirituals] in 
harmonies that belong to modem methods of tonal 
progression without robbing the melodies of their racial 
flavor." 

African scale melodies and late nineteenth-century heirmonic 

construction are seen in his arrangements. The African 

pentatonic melodies are used with those secondary dominsuit 

and augmented sixths chords associated with German 

Romantic ism. 

Burleigh's stature in the first half of this century 

was significant. de Paur noted that Burleigh attended 

rehearsals of the Hall Johnson Choir in the early 1930s, and 

saw the singers' respect. They called him "Dad Burleigh."®^ 

He was the model for the Black musical community of a Western 

trained musician who had knowledge and understanding of his 

African musical roots. This influenced de Paur and other 

Black composers. 

Leonard de Paur received his musical training came from 

two other leaders of the Negro folk music tradition. He 

began his studies at Bordentown with Frederick Work, the 

brother of John Work. de Paur claimed that "the things I 

knew all of my life I learned first in Bordentown... .Under 

Work (Frederick), which would imply the Fisk connection. 

"southern. The Music of Black Americans. p. 268. 
®^The Hatch Billups Collection, interview by Annette Heckles, 2/22/74, 
videotape. 
®^Personal interview with author, 11/13/94, tape 1, p. 15. 
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The Work family then and today is identified with Fisk 

University tradition.®® Furthermore, de Paur said: 

We were given the spirituals I assume, because Fred Work 
was [bringing] us to a Fisk tradition. He never said you 
will leaurn a spiritual and the tradition of Fisk.... I 
didn't leaurn to appreciate Fisk until I got out of 
Borden town and leaumed that influences were as great as 
they were. Fact [is] I didn't even know about the Work 
family until after I had left Bordentown. 

After de Paur left Bordentown, Hall Johnson became his 

mentor. de Paur's relationship with Johnson was much like 

the musical apprenticeships of earlier centuries. He moved 

in with his teacher, transcribed Johnson's music, while 

receiving lessons in theory and in arranging. Eventually, 

Johnson helped de Paur gain admission to Columbia University 

and later Juilliard. de Paur remarked on Johnson's 

influence, "I have to admit that the most significant things 

I did were inspired or at least stimulated by things I 

learned from him [Hall Johnson]."®® 

The comparison of his career to that of Hall Johnson is 

striking. Each was viewed by their peers as fine artists, 

but took different career paths. Johnson (1888-1970), highly 

educated and classically trained, devoted his career to the 

preservation of the Negro spiritual. This, perhaps,was what 

he felt what was expected of Black artists. Johnson 

graduated from the University of Pennsylvania in 1910, and 

®®Personal interview with author, 11/13/94, tape 1, p. 16. 
®^Personal interview with author, 11/13/94, tape 1, p. 16. 
®®Personal interview with author, 11/13/94, tape 1, p. 15. 
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attended the Institute of Musical Arts in New York. His 

training included composition and study on the viola and 

violin, which he played in orchestras. Education was 

extremely important in the Johnson fcimily. His father was 

the president of Allen College. German and French were 

spoken in the home. 

Around 1920, Johnson turned away from European 

orchestral performances, and recruited Black singers for the 

performance of their music, the Negro spiritual. Until his 

death in 197 0, Johnson strove to save the music of his 

eincestors. 

Leonard de Paur, on the other hand, maintained interest 

in both musical traditions. He began his musical training 

and career with the Negro spiritual, but he directed his 

artistic career toward Western classical training. In 

contrast to Johnson, who left the Western tradition and 

sought to save the spiritual, de Paur strove to be true to 

the African-American musical tradition, (understanding the 

roots and forms of the music), while he refined his Western 

performance art. His intent as a conductor and arranger was 

not to be solely involved in "Negro music," but to perform 

any music which interested him as an artist. de Paur's 

arrangements of African-American folk music display his 

musical heritage, incorporate Africem eind Western techniques, 

and show the dramatic nature of the people. 
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Part II 

Tendencies and Stylistic Characteristics Found in Leonard de 

Paur's Arrangements of Spirituals and Work Songs. 

Holding a Leonard de Paur arrangement one is linked to 

the 372nd Glee Club, the Infantry Chorus, or the de Paur 

Chorus, and the hundreds of performances of the piece. One 

also finds through analysis the duality first expressed in 

Burleigh's statement regarding arranging and noted in 

Wilson's article. 

Leonard de Paur's philosophy toward arranging folk 

music, even African songs, is one of knowledge and respect. 

In November 1994 he stated: 

[You have] to respect whatever you got and expand on 
that. The material you get tells you where it wishes to 
go and you have to listen to it. When I say listen to 
it, I mean respect it when it tells you and don't try to 
create something else. The worst failures I've had were 
those that occurred when I tried to make something that 
didn't exist, based on some harmonic idea or sound. [I] 
thought I had what might have worked in terms of Western 
adaptation, but [it] wasn't what the music itself brought 
me. You listen to and believe what the damn music brings 
you or you're not going to tell the truth aibout it. It's 
a basic premise that I think you can adhere to in dealing 
with anything.^® 

®^Personal interview with author, 11/13/94, tape 1, pp. 6-7. 
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Further, he added in speeUcing of arranging folk music, "trust 

your judgment and dig as deep as you can for background and 

authority." 

Leonard de Paur began arranging African-American folk 

music for choirs as an assistant to Hall Johnson. In the 

late 1930s and 1940s he worked as an arranger in New York 

City radio and theatre. His work on the radio program "Back 

Where I Come From" de Paur credited as refining his arranging 

skills.The program brought him in contact with performers 

from across the nation who discussed African-American 

folklore and performed their versions of the songs. It was 

here that de Paur learned to "cull the best parts from all of 

the other performances, and make it into yours." 

African elements in his arrangements include not only 

melodic content, but also part writing. Like Burleigh's 

belief in arranging Negro folk music "without robbing the 

melodies of their racial flavor, de Paur's melodies rarely 

deviate from the original statement. He was honest with the 

traditional folk melodies, which were often pentatonic.In 

these melodies, he occasionally embellishes tonic using the 

leading tone. This occurs usually at the beginning of 

^"Telephone interview with author, 3/18/94, p. 3. 
'^Personal interview with author, 11/13/94, tape 2, p. 7. 
^^personal interview with author, 11/13/94, tape 2, p. 8. 
'^Southern, The Music of Blaclc Americans. p. 268. 
^^Through this research the 2nd scale degree often the last used in 
these melodies from "Swing Low, Sweet Chariot," to "A City Called 
Heaven," and many others. 
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phrases and never at cadences. Often in non-pentatonic 

melodies the leading tone is not used except as an 

embellishment of the tonic. In his part writing the flat 4th 

and raised 6th scale degrees are used as embellishments even 

with pentatonic melodies. 

Leonard de Paur often avoids the repetition of the 

accompanimental vocal parts in his arrangements. Vocal 

lines are linearly conceived, and tend to be tied to a 

logical melodic sense rather than a vertical harmony. 

Variations in vocal lines include chromatic half-step 

movement. 

The African oral tradition may be seen in the part 

writing of de Paur's arrangements. He stated about the work 

song: 

[That is] one place the individual singers had an 
opportunity to explore or experiment or express 
themselves in fashions other than mine.... We had a lot 
of ideas which became incorporated in those songs, which 
were products of the men."'® 

The singers added to what de Paur had initially written, and 

through this process in rehearsals and performances the music 

evolved into its final form."''' 

75The except.ion to this characteristic is de Paur's treatment of the 
refrains of his arrangements. Once a refrain is written he rarely 
deviates from the initial presentation of it, even minutely. 
^®Personal interview with author, 11/13/94, tape 2, p. 4. 

published arrangement like the work song "Pauline," published in 
1968 (after the de Paur Chorus disbanded), may have incorporated all of 
the chorus's African oral tradition additions, while "Jerry," published 
in 1954, may not have been the Infantry Chorus's final version. 
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Another feature is the use of the "call and response," 

a technique is rooted in the African oral tradition. The 

"call" is presented by a solo voice or section answered by 

the tutti chorus. It is communal and conversational in 

nature. The musical and textual meaning rely upon a leader 

answered by a chorus. 

The blending of African and Western musical traits 

provides some of the most interesting aspects of a de Paur 

arrangement. As already stated, de Paur's use of a 

pentatonic melody rarely deviates from its first 

presentation. The accompaniment vocal lines, however, are 

not limited to the pentatonic scale. The harmonies of these 

arrangements not only feature the continuation of the African 

and Western duality, but also illustrate the artistic choices 

which includes color and text description. 

Some of most difficult passages to analyze occur in 

arrangements that have a pentatonic melody. There are 

instances where de Paur's hairmonies suggest notes in the 

melody line outside of the pentatonic scale. The resultant 

chords with the pentatonic pitches in the melody, sound like, 

and can be seen as, added tone chords or harmonic clusters, 

yet the harmonic line is coherent. 

The cadence that ends the first phrase of de Paur's 

arrangement of "In Bright Mansions Above" illustrates this 
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blending of musical traits. In figure 2 the scale degrees 

are placed above the melody 

(Figure 2 ,  "In Bright Mansions Above," measures 1-82)^® 
1 2  3  3 2  3 5 5 3  2 2 3 2  

I I r r 

r ' r p  r  r i r  r  J  r  

In bright man - sxons a - bove, — in bright man-slons a -bove, 

3 5 6 5 1 6 5  6 1 5  3 2  1  1  

Lord, I want to live up yon- duh in bright man- sions a - bove. 

Note that the 4th scale degree does not exist in the 

pentatonic melody in figure 1. 

Figure 3 shows the resultant harmonization at the end 

of the first phrase. 

(Figure 3, measures 6 3 - 8 2 )  

i  ̂ N ji  ̂
in bright man- sloits a - bove. 

i 
vi ii®^ll v'^ I I 

One would expect a rather straightforward vi to ii®^ to 1$ to 

V' to I, but because of the preservation of the pentatonic 

^®Musical examples from de Paur arrangemen-ts are used with the 
permission of Leonard de Paur and of his publisher, Walter Gould, 
president of Lavrson-Gould Publishing. 
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melody (lack of the 4th scale degree in the pentatonic 

melody), the half-diminished super-tonic chord (measure 6 4 )  

has the additional dissonance of the 11th, (seen in figure 

3). Though the ear wants to hear the harmony using the 4th 

scale degree in the melody, de Paur must use the 5th scale 

degree instead- Here the pentatonic melodic note becomes an 

added tone to the harmony, creating a cluster. 

Wilson in his article define "pendular thirds": "The 

technique of rocking back and forth between notes a minor 

third apart is a common melodic device used in African and 

Afro-American music and is sometimes referred to as a 

'pendular third. ' This technique explains the 

predominance of tonic to the mediant and tonic to submediant 

melodies in de Paur's arrangements. "Pendular thirds" are 

the basis for such melodies as "A City Called Heaven" and 

"Swing Low, Sweet Chariot." Add to this the pentatonic scale 

used in many of these melodies and the tendency toward tonic, 

mediant, and submediant harmonies is reinforced. 

de Paur often uses the submediant and mediant chords in 

cadences. Sometimes the submediant appears as an augmented 

sixth chord, while in other instances it lacks the third and 

can be diminished. Furthermore, the mediant and the 

augmented mediant chords can appear as dominant chord 

substitutes. 

'^Wilson, "Black Music as an Art Form," p. 13. 
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The Major-minor seventh chord, one of the most 

characteristic sounds in Western music, is an important 

"color" feature in Negro folk music arrangements. Western 

expectations of the Major-minor seventh chord are that it be 

used as a dominant chord, but in de Paur's arrangements of 

spirituals and work songs, cadences which move from the 

dominant to tonic occur with less frequency. The Major-minor 

seventh chord in African-American folk music has the distinct 

feature of being used as an augmented German sixth or as a 

chord without function, a "color" chord. Parallel Major-

minor seventh chords are used so often by de Paur that their 

purpose is "color," not function. Very rarely do these 

chords serve as secondary dominants. 

The importance of the use of "color" can be seen in de 

Paur's borrowing of modes. Quite often de Paur borrows from 

the major or minor modes. While he does not deviate from 

these "racial melodies,the harmonies of the arrangements 

are not bound to major or minor. 

Cadences in de Paur arrangements exhibit some of the 

most striking uses of this borrowing of modes. In "Jerry," 

an arrangement in f-minor, most of the final cadences are 

plagal, and where one would expect a minor subdominant(iv) 

chord, de Paur uses a major subdominant(IV)(figure 4). 

®°Derived from the H. T. Burleigh quote."without robbing the melodies 
of their racial flavor." Southern, The Music of Black Americans. p. 
268.  



(Figure 4, "Jerry," 1st verse, measures 11-12) 

EfM 

BM( IV) 7 

EfM 

IV i 
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In most Western music in a minor key the major dominant 

chord is borrowed for the dominant to tonic cadence (V-i). 

Figure 5 is an example where de Paur does not borrow from the 

major mode and uses the rarely heard minor dominant to tonic 

cadence(v-i). 

(Figure 5, de Paur' s "A City Called Heaven," 1st verse, 

measures 3-4) 

\.,.....,,' 

fm fm 7 b 0 bhinfm" pt cm eb c 7 fm i 

i i i 7 vii/Vivi i v vii v 7 ii 
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Though the Western ear expects dominant-tonic cadences, 

final cadences in de Paur arrangements cLre primarily plagal 

(subdominant to tonic [IV to I], or supertonic to tonic [ii 

to I ]). Preparation for a cadence often appears in the 

reverse order of expectations, going from the dominant to the 

subdominant to the supertonic to the tonic (V to IV to ii to 

I). 

Although de Paur does not adapt the melody to 

illustrate the text, he uses harmonic language for text 

painting. If the poetry gives the impression that there is 

not to be a resolution, de Paur will often treat the phrase 

with a passing tone, diminished chords, or even end the 

phrase with a deceptive cadence. 

Finally, some of the stylistic traits found in de 

Paur's arrangements are due to the instrument for which he 

was writing, his professional choruses which he conducted for 

over twenty years. Their abilities, technique, and timbre 

profoundly affected these arrangements. This relationship to 

his choruses and particular singers appears as stylistic 

traits on the pages of de Paur's arrangements. For example, 

the addition of Joe Crawford, a high lyric tenor, into the 

USO glee club led de Paur to arrange the spiritual "Sweet 

Little Jesus." Had Crawford never joined the chorus, de Paur 

doubts he would have considered arreinging this spiritual. 
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The de Paur chorus "sound" was partly due his good 

fortune of having three extremely high-voiced tenors. 

William "Billy" Stuart was a soloist and leader of the first 

tenor section. His presence is notable in many of de Paur's 

recordings, and published and unpublished arrangements. This 

high voice allowed de Paur to compose tenor lines that 

reached high c^ and beyond (some extending to f^). A first 

tenor section was enhanced with two other high tenors, and 

two baritone falsettists which allowed de Paur to set the 

other three parts, second tenor, baritone, and bass, in more 

comfortable ranges. Hamilton Grandison, a singer, soloist, 

and assistant with the de Paur Chorus, describing this effect 

effect said, "We had three high tenors, and everyone else was 

a baritone." 

The most common low note in the second bass part in de 

Paur's arrangements is an F. The majority of the second bass 

parts lie in a comfortable baritone range, there are a few 

E' s and 's, and but one C found in his many arrangements. 

This is not to suggest there were no fine bass voices in the 

de Paur choruses. George Marshall, the soloist for "Deep 

River" was a noted soloist around New York City before and 

after his membership in the Infantry Chorus. 

®^Personal Interview with Heunilton Grandison, 3 Feb. 1993. 
^^This note is seen in a split of the second basses on the last note in 
de Paur's unpublished arrangement of "Deep River." 
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de Paur' s use of his talented first tenors is the key 

to his "sound." He was able to exploit their exceptional 

tessitura and even divide the section into three parts. 

This creates a beautiful effect, but according to Walter 

Gould, his publisher, it also makes these arrcingements 

unpublishable. Male choruses today may need to lower a de 

Paur arrangement by at least a half-step in order to attempt 

performance. 

^^Conversation with the Author, circa February 1994. 
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Chapter 3 

Leonard de Paur's Arrangements of Spirituals 

The sources for de Paur's spirituals, work songs, 

Africcin songs, and other arrangements illustrate not only the 

breadth of his knowledge and experience, but also what Mrs. 

de Paur called his quest for the source.Most of Leonard 

de Paur's spirituals arrangements come from traditional 

sources: rearrangements and adaptations of pieces by the Work 

brothers, Harry T. Burleigh, Avery Robinson, or Hall Johnson. 

The work song arrangements draw from these same sources in 

addition to the Lomax brothers' field recordings, de Paur's 

work in radio with the likes of Josh White, and experiences 

with singers in choirs such as Hall Johnson's. The 

arrangements of African songs arose from his work on the 

unfinished Anthology of African and African-American Music. 

On some occasions the only version of the African song that 

he knew before making an arrangement was that which had been 

performed in his living room by Africans living in New York 

City who had heard of the project. In the early 1960s there 

was no choral tradition for the arranging of African songs 

for the concert stage. In this regard, Leonard de Paur was 

ahead of his time. 

®'*Personal conversation with Mr. and Mrs. de Paur, 6/24/94. 
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At their roots spirituals and work songs are the same. 

Each contains elements of the other. Histories of spirituals 

tell us that nearly all spirituals have functioned as work 

songs, but not all work songs functioned as spirituals. The 

singer-authors of the work songs project greater ranges of 

emotion, conflict, and social degradation than that found in 

spirituals. The work song arrangements of Leonard de Paur do 

not lend themselves to performance with women. As de Paur 

has stated, "The work songs might very well be about women, 

but they would not involve women either in performance or 

anything else discernable. They wouldn't be out there 

swinging a hcimmer."®^. The work songs, as Leonard de Paur 

arranged them, are specific to the Black man's condition. 

The three spiritual arrangements selected for this 

study reveal the range of Leonard de Paur's experience. "A 

City Called Heaven" is the only one of the arrangements for 

mixed choir, SATB, and is one of the very few that can be 

compared to his mentor Hall Johnson's arrangements. The 

other two, "All 'Round da Glory Manger" and "Po' Little 

Jesus" are lesser known works, but they clearly illumine many 

of the characteristics of de Paur's artistry. 

®^Personal interview with author, 11/13/94, tape 1, p. 12. 



59 

A City Called Heaven 

In 1957 Hallmark Television Production hired Leonard de 

Paur as music director for a television presentation of Marc 

Connelly's The Green Pastures. The Green Pastures earned the 

Pulitzer Prize in 1929.®® It was a successful Broadway play 

and in 1934 was made into a movie. Hall Johnson, de Paur's 

mentor, had arranged and conducted the music for these 

earlier productions. These arrangements and the production, 

were well known to de Paur, but his feeling in 1957 was that 

if he were hired as music director, he should arrange all but 

one of the pieces of music for the production.®"' The 

arrangements for this production are some of the very few 

that de Paur wrote for mixed choir, SATB. 

"A City Called Heaven," one of the few de Paur 

arrangements published after this project, allows us to 

compare his work to that of Hall Johnson. Calling Johnson's 

the "landmark arrangement,"®® and the finest arrangement of 

"A City Called Heaven," de Paur betrayed the fact that he had 

forgotten in 1994 that he also had written a setting of "A 

City Called Heaven." Comparing these two one sees the legacy 

passed down to de Paur from Hall Johnson and reveals their 

similarities amd differences. 

®®Porter Woods,"The Negro on Broadway: The Transition Years, 1920-
1930.", DFA dissertation, Yale University, 1965, p. 212. 
®^Personal interview with author, 11/13/94, tape 2, p. 2. 
®®Personal interview with author, 11/13/94, tape 2, p. 1. 
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"A City Called Heaven" 

I am a po' pilgrim of sorrow, 
I'm tossed in dis wide worl' alone. 
No hope have I for tomorrow, 
I've started to make Heav'n my home. 

(refrain) 
Sometimes I am "tossded"®® an' driven. Lord, 
Sometimes I don't know where to roam, 
I heeurd of a city called Heaven, 
I've started to make it my home. 

My mother has reached that pure glory 
My father still walkin' in sin. 
My brothers an' sisters won't own me. 
Because I am tryin' to get in. 

Repeat refrain 

Repeat refrain 

Harry T. Burleigh's belief in preserving the spirituals 

"in harmonies that belong to modern methods of tonal 

progress ion "5° is clear in both of these arrangements. The 

melody, using the pentatonic scale, is based upon "pendular 

thirds," the rocking between notes a minor third apart. Both 

de Paur and Johnson use the leading tone, as an embellishment 

of the tonic in the pentatonic scale, in the refrain in the 

soprano voice. 

de Paur models his arrangement on Johnson's. Both 

arrangements are of the same length, have the same structure 

(verse, refrain, verse, refrain, refrain), and almost 

®^This is the spelling as it appears in the de Paur arrangement. In 
the Johnson arrangement the word is spelled "tossted." 
®°Southern, The Music of Black Americans. p. 268. 
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identical melody and bass lines. However, de Paur's 

arrangement is a half-step lower than Johnson's, f minor 

compared to f# minor. The texture in both arrangements is 

homophonic until de Paur's arrangement deviates from that 

approach in the second verse. 

In the opening of Hall Johnson's arrangement (figure 

6), "pendulcur thirds" appear in the tenor, alto, and soprano 

voices over a bass pedal on the tonic. The alto voice 

rocking from c' to e' creates the minor seventh over the bass 

pedal. In measure 4, when the bass line moves to the 

domineuit the e' from the alto figure makes the dominant chord 

minor, not the expected major dominant. The ear is drawn to 

the tonic seventh chords and the unexpected minor dominant. 

(Figure 6, Johnson's "A City Called Heaven," 1st verse, 

measures 1-4) 

I am a po' piIgrxm of sor-^w;—I'm tosMdindis widewcorr a - No 

['"I' lMLLfLEj ir frr  in t l f tUi f l  T 
f ^  f ^  f ^  ̂  f ^  f f ^  ̂  f *  "  ̂  f ^  c ^ m  f f * m  

i i i i i i i i i v i i 

CITY CALLED HEAVEN, by Hall Johnson 
O 1930 (Renewed) EMI Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 
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Augmented sixth chords, secondary leading tone chords, 

and secondary dominants not only can be functional, but can 

also appear as "color" chords in many of the arrangements of 

spirituals by Dawson, Burleigh, and Johnson. In the second 

half of this verse (figure 7), Johnson forays into these more 

interesting harmonic chords. 

(Figure 7, Johnson's "A City Called Heaven," 1st verse. 

measures 5-8) 

BFW 
K. * • 

j jjli' 
hope- hav« I for to- i«or-ro?»7^ I sceac^ted to mnkkHaavYtniT''' (kome 

3 

Fr^ Fr® AM 
7 
6 a#°^ g#/° Gr® A+3 A+® cmm 

bm+6 

fm 

Frc III vii/iv iv+6 Gr° III+3 III+ v 

CITY CALLED HEAVEN, by Hall Johnson 
© 1930 (Renewed) EMI Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 

At the point where the alto and tenor lines discontinue 

the parallel motion with the soprano voice (pendular thirds), 

the words "I for tomorrow," the Johnson bass line descends a 

minor third and the alto and tenor voices move down a half 

step creating an augmented French sixth. The harmony moves 
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to the mediant (III) disavowing the function of the French 

sixth. It is deceptive. The bass line from the last note of 

the third line of text primarily moves upward by half step. 

The bass line moves from the mediant, to a subdominant 

region, through and including the German sixth, to the 

augmented mediant in first inversion with the added ninth, 

then without the ninth, to the minor dominant, and finally 

drops to tonic. 

The 6/8 meter up to this point has maintained a duple 

quality. Beginning this last phrase, "I started to make 

Heav'n my home," Johnson employs the hemlola, thereby 

heightening even further this harmonic activity. 

In de Paur's arrangement the "pendular thirds" melody 

in the soprano and the bass parts are almost identical to 

Johnson's (figure 8). The parallel motion of the tenor and 

alto voices in "pendular thirds" lasts only through the first 

half of the first measure (obviously a quote from the Johnson 

arrangement). After that the alto and tenor voices move 

parallel in relation to each other, not with the soprano 

part, and greater harmonic interest is created 
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(Figure 8, de Paur's "A City Called Heaven," 1st verse, 

measures 1-4) 

f m " 7 fm b 0 0 7 b~ f m f m pt fm 7 b 0 bhinf m" ? cm eb c 7 f m " 

i i i7 i vii 7/v iv~ i i i i 7 vii/Vivi i v vii v7 i i 

In de Paur's first line there is more harmonic movement 

and sophistication. de Paur maintains the minor mode, but 

his part writing is more interesting than that of the Johnson 

arrangement. After a quote of the opening four notes, the 

parallel motion in the tenor and al to creates more 

interesting harmonies. Moving down by half step to the first 

beat of the second measure, the alto and tenor notes may be 

viewed as embellishments of the chords originally used by 

Johnson. The second phrase begins by quoting Johnson's 

arrangement for only three notes and then the alto and tenor 

make the chromatic half step descent, a variation on the very 

first measure. In de Paur's arrangement, the tenor and alto 
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parts are not mere harmonic filler, but are given variation, 

interest, and even scaae poignancy while expressing the text. 

The movement of the tenor and alto parts creates some 

chords that defy harmonic function. The b-flat diminished 

seventh chords in the first and third measures do not resolve 

to the dominant. Over the f-pedal in the bass, the inner 

voices move down by half-step to the subdominant in second 

inversion instead of to the expected resolution to the 

dominant. At the end of the phrase, measure 4, the minor 

dominant is used (as it was in the Johnson arrangement) . It 

is enhanced by a short sounding of the leading tone chord and 

by the added seventh to the dominant. 

Another deviation from Johnson's model (figure 8), is 

de Paur's embellishment of "sorrow" in measure 2 and 

restatement of "alone" in all voices in measure 4. 

Johnson's use of only one dominant chord in the first 

line of the arrangement is far less adventuresome than de 

Paur's harmony in the corresponding place his arrangement. 
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Measures 5 to 6, the third phrase in each arrangement, 

are virtually identical in both arrangements. The 

progressions from tonic, tonic with seventh, tonic, augmented 

French sixth, to the mediant chord are the seime (figure 9). 

In measures 7 to 8, the last phrase, de Paur uses the 

Neapolitan and augmented mediant chords in addition to the 

seventh of the subdominant. At this point, de Paur's 

arrangement avoids the hemiola. In both arrangements the 

"racial flavor"is maintained by the minor dominant chord. 

(Figure 9, de Paur's "A City Called Heaven," 1st verse, 

measures 5-8) 

T J J' J^l j;: 
r- row:— i l'v« star-ted to mBikcHeav'n my homt 

[• 11 * Wr-tf f ? i|F—rr^ 

fm ^ fm Fr® Fr® AbM a° ^ GbM® Ab+® cnun^ fm 

± 7 1  p ^ e  p r ®  I I I  v i i o ' ^ / i v  N ®  1 1 1 + ^  v " '  i  

Differences in the refrains of the arrangements begin 

with Johnson's choice of a hemiola. Johnson's bass line 

through the refrain is much like that through the verse, a 

section of f* pedal, chromatic ascent by half step, a move to 

^^Referring to the Burleigh quote again. Southern, p. 268. 
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the mediant in the third line, and duplication of the cadence 

from the verse. 

The soprano part deviates from the pentatonic scale on 

the word "sometimes" in each refrain. In Johnson's 

arrangement (figure 10), this e#, the leading tone to the 

tonic, is simply an embellishment of the tonic. Parallel 

motion exists between the alto, baritone, and soprano lines 

on the text, "I aun tossted an driven." During this same 

section tenors sing an t* pedal an octave above the bass 

line. Harmony moves through the tonic to nonfunctional half-

diminished supertonic chords. In the second phrase of this 

refrain, the bass and tenor parts move in contrary motion 

(chromatic) creating a string of secondary leading tone 

chords. 

(Figure 10, Johnson's "A City Called Heaven," refrain, 

measures 9-11) 

jt; I  f  i t T j  1 ^  
Some - times I am tossted an dri'v-en;- Lord; Some-times X don't ](now vutueceto 

i 
fm b+^ bm 

11 1 ii"- i vii/iv IV+ iv vii/V 

CITY CALLED HEAVEN, by Hall Johnson 
© 1930 (Renewed) EMI Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 
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Interestingly, the vii/V leads deceptively to an augmented 

mediant chord in first inversion and then to the subdominant 

to end the phrase (figure 11), "Sometimes I don't know where 

to roam." 

(Figure 11, Johnson's "A City Called Heaven," refrain, 

measures 12-16) 

III+6 vii7/vI i i 7 i III i 7 Gr/V ii07 vii/V III+9 v 7 i 

CITY CALLED HEAVEN, by Hall Johnson 
O 1930 (Renewed) EM! Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 

Harmonically the progression in the third and fourth 

lines of the refrain are identical to those same lines in the 

verse. 

de Paur avoids Johnson's use of the hemiola to begin 

the refrain (figure 12). The leading tone embellishment of 

the tonic is found in both the soprano and tenor parts on the 

word "Sometimes." In fact, all parts move on the first 

syllable of "Sometimes." 
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(Figure 12, de Paur's "A City Called Heaven," refrain, 

measures 9-11) 

i 

f6 ao g~ 8 b bo7 _ 

i6 iii ii IV vii/V 

de Paur's first phrase of the refrain has an f pedal, 

but it begins in the tenor and soprano on the word 

"Sometimes," moves to the alto line on "I am 'tossded' an," 

and moves to the bass line to end the line, "driven Lord." 

Besides the tonic and supertonic harmonies de Paur throws in 

a submediant and flat subdominant chord, none of which seems 

functional. 
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The use of the mediant chords is similar to that of 

Johnson's, but de Paur uses the augmented mediant with an 

added ninth only in the last cadence (figure 13). 

(Figure 13, de Paur's "A City Called Heaven," refrain, 

measures 

III 6 v 7 VI 
9 .. 6 

J..l..il i 7 1 VI 7 IV7 III vii/IV N6 IV III+6 9 v 7 i 

de Paur does not change the dominant in measure 15 to Major-

minor as Johnson does at the same cadence in his arrangement. 

To end the third line of the refrain, at measure 12, de Paur 

uses a dominant Major-minor seventh chord, but he resolves it 

deceptively to the submediant. 
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The harmony and texture are not altered from the first 

verse. The only difference between the verses is between the 

third and fourth lines. Here in the second verse, beginning 

the phrase, "Because I am try'n to get in," Johnson does not 

use the hemiola (figure 14). 

(Figure 14, Johnson's "A City Called Heaven," 2nd verse, 1st 

& 2nd lines, measures 17-20) 

l i ' i i ' i iHiJUiWI i |  
Mjr mothitr has nadicd dot pure lijr fertiMx's still vmllun'in afr-r^ My 

'"""LDLLf'^frr IHLli'Llfir] I' 
f*m f*m  ̂  ̂ f* f*m  ̂t* c*m f*in 

i i i ^ i  i i ^  i  i P  i  i  i  

CITY CALLED HEAVEN, by Hall Johnson 
© 1930 (Renewed) EMI Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 

At this point the choice in metric pulse to express the 

text becomes evident (figure 15). Johnson's arrangement 

waits until the phrase, "My brothers and sisters won't own 

me. Because I am try in' to get in," to change the rhythm and, 

thereby, the listener's expectation. 
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(Figure 15, Johnson's "A City Called Heaven," 2nd verse, 3rd 

& 4th lines, measures 21-24) 

"jqjn iJ i  I 
taratfM»an'sa*'teiswerlt own me 

M 
B* , - caus* I am try'ntogct in. 

f*m t*m Fr® Fr® AM 
7 

a#°̂  g#0 Gr® A+ 3 A+® cmm f m 

bm+6 

1 1' 1 Fr® III vii/iv iv+6 Gr® III+3 III+ v i 

CTTY rAT.T.ED HEAVEN, by Hall Johnson 
© 1930 (Renewed) EMI Robbins Catalogue Inc. 
All Rights Reserved Used by Permission 

He highlights the specific word, "because, " by eliding the two 

phrases and treating this moment in duple instead of the 

triple pulse he has used in every other cadence and change of 

phrase. This change from the first verse coincides with the 

textual highpoint of the song. Indeed, it is the singer's 

attempt to get into heaven. 

de Paur uses texture to depict the gender of the text 

(figure 16). "My mother has reached that pure glory," is set 

with the alto line singing the melody, sopranos divided into 

three parts humming, and the tenor line on the f pedal. 
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(Figure 16, de Paur's "A City Called Heaven," 2nd verse, 1st 

line, measures 17-18) 

Sop. 

Hmm 

Alto 

liy ntothier has rcached that pur« glo - ry-— 

Ten. 

Hmtn 

i i i vii/v ' ii® iv i 

The alto pcirt continues to sing melody on the next line 

of text, "My father's still walking in sin," with the tenor 

part accompanying with text, and basses punctuating "in sin" 

(figure 17). 
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(Figure 17, de Paur's "A City Called Heaven," 2nd verse, 2nd 

line, measures 19-20) 

Alto 

Ten. 

f i  I  f i  J '  h  h  J i  
My £a- thcr still mlXin' in sin. 

>P I 'ip J' I 
My fa- thier still vnlXin' in sin. 

xn sin. 

pt iv i pt 1 Vll" V 1 

de Paur concludes the verse with a five part texture 

without the soprano part. Text is sung in all parts and both 

the tenor and bass parts are split (figure 18). 

(Figure 18, de Paur's "A City Called Heaven," 2nd verse, 3rd 

& 4th lines, measures 21-24) 

My 
! 

ratf 

4 
±rth 
i«Ks an' sisters w 

| ) ' i  r  1 1  
ont ovm me. .be ca use I 

3  ̂
am tryVi to 9 «t 

r 
in. 

y 'L ±j=y=i ^ r r' r rt-
M 

fm ^ fm Gr® pt AbM^ fm® a°' GbM® pt Ab+® cmm^ fm 

i i Gr® III"' i® vii®''/iv N® III+® v'' i 
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de Paur highlights this text, "My brothers an' sisters 

won't own me, because I am tryin' to get in." by underlining 

the last line of the verse through rhythmic change, using the 

hemiola for the only time in the arrangement on the word 

"because." Compared to Johnson's, de Paur's choice of 

maintaining the duple meter of the song to this point, and 

then resuming the duple after, is much better. Johnson uses 

the hemiola at the beginning of the refrains and the third 

phrase of the first verse. He maintains the duple at the 

first, second, smd third lines of the verses and the midpoint 

of the refrains. All of this rhythmic diversity makes his 

change to the duple in the second verse simply another 

rhythmic complication, de Paur's avoidance of the hemiola 

until the second verse highlights it and makes a stronger and 

clearer statement to the listener and singer.^2 

The last of the differences between the arrangements is 

found in de Paur's setting of the last verse. It begins with 

a higher texture, SATT with the basses and baritones entering 

for the last two lines, "glory" and "sin," and is very 

different from Johnson's constant homophonic setting of the 

same verse. 

^^This may indeed come from de Paur' s own experiences with Johnson' s 
arrangement. Johnson's arrangement is relatively simple except for 
these consistent rhythmic deviations. If the point is to heighten this 
line of text, de Paur's choice to use the hemiola for this time only is 
more effective. To not hear the hemiola, as in Johnson's arrangement, 
has less affect on the listener. 
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de Paur believed Johnson's "A City Called Heaven" to be 

the definitive arrangement of the piece. This comparison 

shows the opposite. Not only does the de Paur arrangement 

better handle the textual highpoint in the second verse, it 

also better depicts the text through the use of texture, and 

employs even more harmonic refinement. 

In both arrangements, there are more changes in tempo, 

starts and stops than are found in most spirituals. 

Johnson's refrain calls for two tenutos, a fermata, and three 

cesuras in eight-and-a-half measures. With this punctuation 

of the musical line, he also calls for crescendi and 

decrescendi. de Paur in contrast has two tenutos, one 

cesura, but a change of tempo, and an a tempo twice, a 

ritardando, and a rallentando, with changes in dynamics. In 

both of these refrains the arrangers' control over the 

performance of the music speaks not only of de Paur's and 

Johnson's dual role of arranger and conductor, but of de 

Paur's work to improve the "effect" that Johnson created in 

his arrangement. 

Though de Paur may have simplified the rhythm, and 

perhaps even the refrain, his vocal lines are florid, dense, 

and difficult. de Paur has made "A City Called Heaven" a 

more challenging work to perform through the addition of 

sixteenths and grace notes which add to the complexity of the 

arrangement. The four part division in the men and the three 
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part division in the sopranos hint at de Paur's work with 

highly professional choruses, which is fact. 
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All 'Round De Glory Manger 

The rarest of all spirituals are those "based on the 

birth or infancy of Jesus."" de Paur' s arrangement is 

strophic in structure, with a refrain at the end of each 

verse. 

"All 'Round De Glory Manger" 

Dey turn "way Meury an'-a Joseph, 'way from de inn. 
Dey turn 'way Mary an'-a Joseph, 'way from de inn. 
Dey turn 'way Mary an'-a Joseph, 'way from de inn. 
An • dat' s what made the glory manger! 

An'-a hallelujah, an'-a hallelujah. Lord. 
Wasn't dat a bright Bethlehem mornin' 

all 'round de glory manger? 

Dey laid my pretty little Jesus down in de straw, 
Dey laid my pretty little Jesus down in de straw, 
Dey laid my pretty little Jesus down in de straw. 
An' dat' s what made the glory manger! 

An'-a hallelujah, an'-a hallelujah, Lord. 
Wasn't dat a bright Bethlehem mornin' 

all 'round de glory manger? 

An' all His pretty little fingers played in de straw. 
An' all His pretty little fingers played in de straw. 
An' all His pretty little fingers played in de straw. 
An' dat's what made the glory manger! 

An'-a hallelujah, an'-a hallelujah. Lord. 
Wasn't dat a bright Bethlehem mornin' 

all 'round de glory manger? 

Each of the verses uses two lines of text. The first 

line is repeated three times in each verse. The last line of 

each verse is "An' dat's what made the glory manger!". In 

the first three lines of verses one and three, de Paur 

93james Weldon Johnson, The Books of Heoro Spirituals. New York, 1940, 
p. 14. 
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employs "call and response." In the first verse, the first 

tenors are answered by the chorus on the last four words of 

each of the lines. In the third verse, the solo line has 

been replaced by the whole chorus singing in unison until the 

last four words of the lines, which are the choral response. 

The second verse is for the soloist with humming 

accompaniment. 

Upon initial examination, Euro-American aspects 

predominate in the arrangement. The melody has very 

predictable antecedent/consequent phrases. Each phrase is of 

two parts; the first is static and the second either rises or 

falls. This leads to de Paur's use of primarily conjunct 

harmonic lines written in contrary and parallel motion. This 

Western construction leads to dominant-tonic relationships, 

but they are used in conjunction with the use of "call and 

response" in the first and third verses. 

One can also find African influences in the piece. de 

Paur uses the "call and response" technique and his vocal 

lines appear to be linearly conceived. The melody is not 

pentatonic, but characteristically the leading tone is 

avoided, even when the line is embellished. Furthermore, a 

plagal cadence ends each verse. 

The first verse begins with the first tenors, the 

"call," answered by the rest of the chorus parts, "response" 

(figure 19 ). 
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(Figure 19, "All 'Round De Glory Manger," 1st line, measures 

1-2) 

turn ' WDY MDr -y :Qn' :Q Jo - sepb., ' WDY from de inn . 

'WDy from de inn. 

'WDY from de inn. 

'WDy from de inn . 

B"M 

I 

pt- Bbr-16 

16 

The first tenor opens on fl, the dominant, and descends 

to bb, giving a strong sense of the key of Bb Major. The 

second measure reinforces the Bb Major, but is also an 

example of the vocal line moving to create interest. de 

Paur's penchant for writing moving vocal lines is seen in the 

bass and first tenor parts which move in parallel lOths. The 

chord between the root position Bb Major chord and first 

inversion Bb Major6 is undefinable. This subtle movement not 

only draws interest, but also creates an antecedent phrase, 

though the final chord is in first inversion. 
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In figure 20, the melody is accompanied by humming in 

this second line which is a concluding response to the first 

line, a consequent phrase. 

(Figure 20, 2nd line, measures 3-4) 

(inn.) Hum--

16 1v9 16 

9 
CMmrn7 

9 
V7/V 

from de inn. 

'woy from de inn. 

'woy from de inn. 

'woy from de inn. 

B~~ FMm7 B~ 

I~ v7 l 

The same "call and response" between the melody and chorus 

exists. The harmony during the "call" portion of this phrase 
9 9 

uses a rv9 and V7/V. The V7/V sets up the "response." The 

harmonic movement, I~ to v7 to I, ends the line with a 

perfect authentic cadence. 
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The third phrase (figure 21), employs elements of the 

two previous lines. 

3rd line, measures 5-6) 

(inn) 

Bhr1 

I 

Huro-
..Q. 

Huro--

Huro--

from de inn. 

1 YR:1y from de inn. 

1 YR:1y from de inn . 

YR:aY from de inn. 

Bhr1 ao B%td 

I vii I~ 

The melody, exactly the same as the first, is accompanied by 

humming of a Bb Major chord. The harmony of the "response" 

is varied from the first line. With the lower three parts 

moving in contrary motion from the melody, de Paur goes from 

a Bb Major chord to an a 0 chord, to a very unusual Bb Major

mino~ (I vii I~). The contour of the melody is antecedent, 

as in the first phrase. Similarly, the last chord of this 

third line is a tonic chord not in root position. 
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As in the case of the third phrase mirroring the first 

phrase of this arrangement, the fourth phrase (figure 22), 

measures 7 to 8, mirrors the second (figure 20), measures 3 

to 4. The fourth phrase (figure 22) is the consequent einswer 

to the third line (figure 21), but harmonically has been 

varied. 

(Figure 22, 4th line, measures 7-8) 

m I 0 0 • » 

Lf  ir  f  r  
fln' dot's mode de glo - ry mn - g«r! — 

P I p p p p J I J J 
On' dat's what nadc dfe 9I0 - ry mon - 9«r! — 

p ip  B p  p  r  r  ' r  f f  
fln' dot' s wfkat made de g lo - ry man - ger ! — 

k P ID P T  M i  
fln" dat's mad* de glo - ry man - g«r'.— 

pt gtnm^ c°3 FM FM^ pt 

vi'̂  ii°3 V V® IV4 I 

The Major-minorl that ended the third phrase proves to 

have no function. The third phrase begins with a passing 

tone chord and moves to the tonic in second inversion. The 

final cadence of the verse is not a perfect authentic 
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cadence, because de Paur has ornamented it with the I~, the 

Eb Majort 

As noted in the chapter two, the refrains are 

identical. 

Harmonically, the first phrase of the refrain (figure 

23) moves from the tonic to the dominant. 

(Figure 23, refrain, 1st line, measures 9-10) 

An' ta h.tal- le - lu - jtah,- tan' ta h.tal- le- lu - jtah ,- Lord. 

pt B~6 E~ cmm 7 B~ cmm 7 B~6 E~ B~6 FMm~ FM6 

I 16 IV I ii 7 16 IV 16 

These harmonies are conservative. The refrain begins with 

the voicing in its most closed position, encompassing only a 

fifth. As it reaches the dominant at the end of the phrase, 

it opens to a 10th. 
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The second line of the refrain (figure 24), begins 

briefly with a two octave range between the bass Bb and first 

tenor bbl. 

(Figure 24, refrain, 2nd line, measures 11-12) 

~:s:-n't it ~ bright Bethle-h.e:M morn-in' dl 'round de g lo -ry ~n - ger? 

B~7 ~ gmm7 dm6 E"M Bb6 Bb t#o7gm Fr-It B"M~ FM B"M 

v7 ~ vi7 iii6 V 16 I vii/vi Fr-It I~ V I 

The phrase ends with a perfect authentic cadence in a closed 

one octave position. The harmony between these Bb chords, 

from measure 111 to 123, becomes a little more expressive. 

Preparation of the vi chord (measure 113), vii0 7 of vi going 

to vi, leads to the French and Italian sixth chords which end 

measure 11. To fit all of the text and harmony, de Paur adds 

a beat to measure 11, making it a 5/4 measure. 
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Melcxiy in each of the three verses is identical, but de 

Paur varies the texture in the second and the third verses. 

The third verse, sung tutti, is most similar to the first. 

The "call" is sung in unison and the "response" does not vary 

from its presentation in the first verse. 

In the second verse de Paur abandons the "call and 

response." The tenor soloist has text while the chorus hums 

an accompaniment. The harmony is a little more complicated 

than that previously heard. The first two phrases are 

antecedent/consequent. The first measures of each of these 

phrases are identical (measure 13 in figure 25), and (measure 

15 in figure 26). The parallel lOths between the basses and 

first tenors were first presented in the second measure of 

the piece. In measure 14, at "down in de straw," which would 

have been the "response," de Paur moves to the F Major-minor 

seventh chord (V'^). 



(Figure 25, 2nd verse, 1st line, measures 13-14) 

"' BbM frnm3 B~6 

I "' V3 r6 

E~ 

IV 

B~ 

I~ 

FMm7 g~ FMm7 

v7 vJ v7 
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The second phrase of the second verse (figure 26), ends 

on the tonic in measure 16 with the aid of parallel fifths 

between baritones and first tenors. 

(Figure 26, 2nd verse, 2nd line, measures 15-16) 

b~sse:s: 

Hum 

B~ "' fnun3 B~6 E~7-5 B~~ FM B~ 

"' 16 rv7-s I~ V I I V3 
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Hidden in the identical first measures of these phrases 

(measures 13 and 15) is an important second tenor part. In 

the second beat of these measures they sing an ab and move to 

an f. This creates an f 
. . .it 

m1.nor-m1.nor3 chord, a minor 

dominant, first with a third and then a chord without the 

third. The minor dominant chord, though prevalent in the 

previous arrangements discussed, in this arrangement appears 

to be more of a product of part-writing than of de Paur's 

purposeful harmonic writing. 

The meaning of the second tenor move from the ab to the 

f reveals itself in figure 27. The second tenor part has 

anticipated the embellishment of the melody the soloist sings 

beginning the third phrase of the second verse. 

(Figure 27, 2nd verse, 3rd line, measures 17-18) 

Bhr-i 

I 

gm6+b9-7 Bhr-i ~ Ebr-16 

vi6+b9-7 r -d1rv rv6 I I v7 16 rv9 
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The harmony emphasizes the subdominant. The parallel lOths 

appecLT between the basses and the soloist in measure 18. 

The most striking feature of the harmonic progression 

in the final phrase of the second verse (figure 28), measures 

19 to 20, is the embellishment of the penultimate chord of 

the phrase, an appoggiatura in the tenors and baritone. 

Contrary motion between the bass and first tenor parts 

supplants the parallel motion, while the tenors descend in 

thirds. 
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(Figure 28, 2nd verse, 4-fch line, measures 19-20) 

soloist >  P I P  P  p  P  r  p i p  p  p  
An' dati's made de 61o - ry man - gcr! 

tenors 

basses 

I 
M 

i 
Hum 

i i' nt pi 
i 

Hum 

/ I J  I J  
f—r 

e'^M FMm'' 3^=+ app964-853 

IV 1$ 

Leonard de Paur's arrangement of "All 'Round De Glory 

Manger" shows both African and Western traits. The part-

writing and use of the "call and response" are but two of the 

African traits. A much greater use of the dominant-tonic 

relationship, the antecendent/consequent phrases, the use 

parallel lines to be followed by contrary motion, variation 

of the verses which incorporates a "build-up" in the 

structure speak of the Western musical influence. 
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Oh, Po' Little Jesus 

"Oh, Po' Little Jesus" is a little known spiritual that 

Leonard de Paur found through personal contacts with a 

professor from Maryland.The arrangement reflects 

characteristics found in other de Paur arrangements: lush euid 

unexpected harmonies, interesting part writing, and a sense 

of drama. "Oh, Po" Little Jesus" has been published and is 

accessible to other men's choruses. 

"Oh, Po' Little Jesus" 

Oh, Po' Little Jesus. 
Dis world gonna break your heart, 
Dere'll be no place to lay Your head, my Lord. 
Oh, Po' Little Jesus. (Hum) 

Oh, Mary she de mother. 
Oh, Mary she bow down an" cry. 
For dere's no place to lay His head, my Lord. 
Oh, Po' Little Jesus. 

Come down all you holy angels, 
Sing 'round Him wid your golden harps. 
For someday He will die to save dis worl' . 
Oh, Po' Little Jesus. (Hum) 

The text of this Negro spiritual could be said to 

express the crux of the drama of Christianity. When one 

looks at the baby Jesus, one sees and knows not only the 

infant and the troubles associated with his birth in a manger 

for the new mother, but one is aware of his crucifixion, de 

Paur integrates a pentatonic melody with a highly 

sophisticated and pictorial use of harmony. The arrangement 

^^Personal interview with author, 6/24/94, p. 15. 
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ends with the Christian belief that the salvation of the 

world comes to us through the eventual human death of this 

child. 

Structurally, the first verse deals with the baby 

Jesus; the second, the relationship between the mother and 

the child; cind the third, his crucifixion. Between the first 

and second verses there is a short interlude which is absent 

between the second and third verses. This absence heightens 

the dramatic thrust of the piece. 

"Oh, Po' Little Jesus" begins with only the second 

tenors, who sing the melody throughout the piece (figure 29). 

This passage is a melodic and textual link that ties together 

the first lines of each of the strophes in the arrangement. 

From this melody the last phrase of each verse is derived. 

Also, the two measure interlude which links the first and 

second verse, and the codetta that ends the piece come from 

the opening two measures. 
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(Figure 29, "Oh, Po' Little Jesus," 1st verse, measures 1-2) 

2nd Tenor 

Oft,-

r  1 U  P  f '  
po'- lit- tie J« - sus. 

The melody in (figure 29) begins with four of the notes 

from the pentatonic scale. Like many of de Paur' s 

arrangements, the first note is not the tonic. The melody 

moves by pendular thirds from the mediant to the dominant and 

finally to the tonic, an f^. 

The second phrase of the first verse (figure 30), 

begins in the third measure. de Paur moves the basses and 

first tenors in parallel upward motion until the the 4th beat 

of measure 3 on the word "and." This is in contrast to the 

static melodic line of the second tenors. This produces 

contrary motion between the tenor parts until the fourth beat 

where there is a IV chord with a doubled root. This moment, 

this crystalline chord, seizes the ear and alerts it to the 

importance of the subdominant. 
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(Figure 30, 1st verse, measures 3-43) 

world 9on - na break your heart. 9 is 

world gon - na break your heart.m 

world 9on - na break your heart. 

lis world 9on - na break your heart. 

I vl I® IV iii^ vii®"'/—>vi 

2ndv 1$ I® iii iil iii® vii®^/—>vi 

The fourth measure is an example of de Paur' s 

tendencies toward the mediant and submediant harmonies 

(figure 30). He begins the fourth measure on the mediant, 

moves through the leading tone chord of the submediant, a 

viio7 of vi, and ends the second phrase on the submediant. 

Motion in all voices is stepwise and is in contrary motion to 

the second bass part. To this point nearly all motion is 

conjunct. 

The third phrase in each verse has the most interesting 

and complicated harmonies. In the first verse, the third 

phrase (figure 31), begins with two augmented sixth chords. 

The augmented Italian sixth becomes an augmented French sixth 
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through the movement of the second tenor melody line. The 

Italian and French sixths lead into a 1$. Eventually the 

harmony moves to the dominant, V, as seen in (figure 31), and 

arrives at the tonic in first inversion, I®. 

(Figure 31, 1st verse, measures 44-6) 

r  i '  f  p i  n p '  ^  

Here' 11 b« no plac« to lay Your Etcad, my Lord. 

t  f )  J M  J  p  P  J  f '  I  
9*r«' 11 b* no plac« to lay Your head, my Lord. 

^  P  P  I  r  p  p  r  p  I  T f  p  ^  
Derc' 11 b« no plao« to lay Your h«ad^ my Lord 

Ji J. ri 
Here' 11 b« no plae« to lay Your hiead^ my Lord. 

Fr® 1$ iii iil v (v'^/vi) IV vl/v 

I+® III"' I+® 

I+® func as +V®/->IV 

The chords in measure 6 move linearly and defy harmonic 

analysis. One sees two secondary dominant chords which 

function as secondary dominants; of vi which goes to vi, 

and a V of V which goes to the in measure 7. The first 

chord in measure 6 can be called an augmented tonic chord. 

The only difference between the last chord in measure 5, a 
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I®' and the first in measure 6 is the movement in the first 

tenor voice, up a half-step from c to c#. Voice exchange 

between the baritones and second tenors propels the harmony 

to a major seventh mediant and back to the augmented tonic. 

This augmented chord functions as a secondary dominant, an 

augmented dominant of the subdominant. There are two leading 

tones, the A and a in the bass and baritone parts moving in 

parallel octaves up a half-step, and the c# in the first 

tenor moving to the d, arriving at the B Major chord(IV). In 

the 4th beat of this measure the bass line moves up a half-

step to b-natural, creating a cross-relation, and the 

baritones from b^ down to g, making a of V, which de Paur 

resolves as a in measure 7. All motion is basically 

conjunct with the second bass movement being carried out 

primarily by half-steps. 
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de Paur ends the first verse, as he does the second and 

third verses, with a plagal cadence beginning from dominant 

chords through much of measure 7 (figure 32). 

(Figure 32, 1st verse, measures 7-8) 

po' lit - tle Je SUS. 

I~ iii6 v9 iii6 IV~ ii~ I 

The repeat of the iii6 chord leads to a very strong plagal 

cadence, I~ and ii~ to I. de Paur, knowledgeable of the 

tonic-dominant relationship, hints at it and chooses to make 

it secondary. 
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The two measure interlude (figure 33), which is hummed 

by the chorus, melodically refers to the opening measures. 

(Figure 33, Interlude, measures 9-10) 
II I l - I I I I .. I .. ... I - I, .. I _., - I - ..... I~ I ~ .. -,, I - - I 

t{ I 

Hum --
II ... I .. ... - I -_ ... 

I ·- I 

t{ 

-· - I I 
•• I ,- - ... _ 

I 
I ... ... " ... .. -.. 

r I I 

I I 

Hum --
I . -· I I I I .. I I I I ,, ... - ..... I 

" - - I 

~ 

Hum --

I 

Like the previous phrase, de Paur hints at the dominant, the 

rt and instead moves to the supertonic and then to the 

tonic, a plagal cadence. Besides serving as a link between 

the first and second verses, the interlude foreshadows the 

harmony used at the end of the arrangement. 
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de Paur varies the opening two measures of the second 

verse (figure 34), adding a humming accompaniment to the 

second tenor melody line. 

(Figure 34, 2nd verse, measures 11-12) 

'' I 
II I I .. ... I -
•- I' ~ T ~ -,_ T T 

1J T 
Hu1Yr-

II I .. - -- I I I I ~ - - -"' ... I ..... I I ~ - - - I I 

-Y ~ I T - I T ..... I I T_L LI' -- T 

1( I r r 

Oh,-- ~r- y $~ de moth- er. 

I -· I I -
•• I I ~ I -.... ... ~ I I ... 

I 

HulYr-

--· I I ' • • I I I I - =-
.I ... I I I - -y--

I' I ~ I I I 

~ I I 
Hu1Yr-

I iii vi iv6 

The harmonization of this "pendular thirds" melody is what 

one expects from de Paur: tonic, mediant, and submediant 

chords. 
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The second phrase of the second verse (figure 35), 

opens with descending movement in all but the static second 

tenor melody. 

(Figure 35, 2nd verse, measures 13-143) 

p p  ̂ L-f 
Oh,— Mar- y she bow down an' ery,— 

r  p  p  p  
Oh,— Mor- y she bow down an' ery,— 

F ^ R }  p  P  p  f ' l r  ^  ^  
Oh,— Mar- y sh* bow down an' cry,— 

J  J j  I  J  g J  p  
Oh,— Mar- y sh* bow? down an' cry,— 

I® iii iii iii® vii°^/—>v± 

In this way the text, "Oh, Mary she bow down," is painted. 

The contrary motion on the 4th beat of measure 13 moves from 

the mediant to a iii, instead of that brilliant IV that 

appeared in measure 3. 
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The text in the second verse is less drcimatic than that 

in the first and third verses. This may be a reason de Paur 

does not use the augmented sixth chords in measure 14 (figure 

36). 

(Figure 36, 2nd verse, measures I44-I6) 

^  p  p i r  P  p  T r  p  ' " r  p  r  
For dere's no plae« to lay — Kis my Lord. 

N J. p J. J' I J  ̂
lor der«'s no to lay — Kis my Lord. 

p p I r p p P I (Tp p ̂  
For dere's no plac* to lay — Kis Kcad, my Lord. 

g 
For dere's no place to lay — His head^ my Lord. 

IV V' II IV^ iii I® I+®(V'^/ vi)I+o IV vi/v 

The substituted harmony, subdominant moving to a dominant 

seventh to the tonic in root position, is only one of three 

places in the arrangement where there are three consecutive 

root position chords. It is also the only IV to V to I 

cadence in the piece. 
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The last three measures of the second verse (figure 37) 

are exactly the same in text and harmony as the first verse. 

(Figure 37, 2nd verse, measures 17-18) 

r r p P I r̂'  ̂
OK^ po' lit - tl« J* - SMS. 

J Ji 
Oh, po' lit - tic Jc sus. 

r r p P I r ^ 
Ofv^ po' lit - tie Je - sus. 

J J' i' 
Oh, po' lit - tl« Jc - sus. 

iii® (v9)iii6 iv^ iil i 
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The text of the third verse, refers to the crucifixion 

of Jesus, begins without an interlude, and is tutti (figure 

38). 

(Figure 38, 3rd verse, measures 19-20) 

Come d.ov.n ta 11 you h.o- 1 y tan- gels) 

I v6 vi vi 7 ~ vii 0 7r~ ii~ 

The harmonic presentation of beckoning, "Come down all 

you holy angels," in the first two measures of this verse is 

richly contrasted to the same measures in the first two 

verses, which simply set the stage for this moment. The 

descent of the bass line mirrors the text. The harmonic 

progression is more complex than that in the second verse 

(see figure 39). 
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(Figure 39, comparison of harmonic progressions) 

Second verse measures 11 to 12: I iii iii ii^ I. 

Third verse measures 19 to 20: I vi vi^ vi vii®^ ll ii^ 

In figure 40, measures 21 to 223, de Paur uses the same 

chordal harmony as in the same place in the second verse, 

measures 13 to I43. 

(Figure 40, 3rd verse, measures 21-223) 

JJ T! p  J '  J M r  ^  ^  
I* Sing- 'round Kim wid your gold - «n harps^ 

>  r  p  p  p  P  ^  
Sing- 'round Him wid your gold - «n harps. 

^ • i » r  r  P  P  p  P  I f  
S ing- ' round Kim wid your go Id - cn harps, 

•I fi fi J'l I J 

S ing- ' round Kim wid your go Id - «n Ekarps, 

1° iii ii! I iii^vii®^/->vi 

The text has a similar physical gesture in the third verse 

"Sing 'round him wid your golden harps," as in the 

corresponding spot in the second verse, "Oh, Mary she bow 

down and cry." de Paur also aurally represents the heavens 
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with angels by splitting the first tenor part and leaping a 

sixth to a^ on the text passage "golden harps." 

The most shocking text and harmony in this song appears 

in this phrase in the third verse (figure 41), "For someday 

He will die to save dis worl' . " 

(Figure 41, 3rd verse, measures 224-24) 

^  I  r  P  I  P  
lor some - day Ke will die— to sav«— dis worl" 

^ III' I I p ! 
For some - day ffe will die— to save— dis worl' 

B  c i  I  r  P  " p  i  

lor some - day Ke will die— to save— dis worl' 

i-p p I J i' r- $ 
Tor some - day Efe will die— to save— dis worl' 

It® Fr® iii Gr®/-vi pt vi +1^ v'^/vi +1^ ivl 

+v/ > IV 

There are few instances in religious music in which the 

infancy of Jesus and his crucifixion are linked. In fewer 

than 30 measures, de Paur paints the text with his most 

profound progression of chordal harmonies. 

The phrase (figure 41) begins with the Italian and 

French sixths first seen in the first verse. de Paur 
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deviates from the first verse heightening the words "will 

die" and "save dis worl'" with jarring Major-minor^ and 

Major-minor^ chords. Unlike measure six where the bass 

and baritone parts moved in parallel octaves from a to b^, at 

measure 232 the bass and baritone move from octave A and a on 

the mediant by half-step in contrary motion, and the tenor 

voices move upward stepwise, creating the B^ Major-minor' 

chord, the German 6th of the submediant, d, or the minor 

mode. This B^ Major-minorl chord is the reason for all of 

the previous harmony and highlights the most important point 

in the text, the linking of Jesus' birth and death. It would 

appear that this finally makes the second chord of this 

measure, and of measure 6, the A Major-minor"', meaningful or 

functional as the dominant of d, the submediant. One expects 

the arrangement to finally move to d minor. 
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The last four measures of the piece (figure 42) combine 

two phrases. 

(Figure 42, 3rd verse, measures 25-28) ·~ - - I ... . I .. I - I r- - I I I l I .. ,. .. .. c.- - - -- I .... I I - , I I > --- ... I I P"'C -. ~ I ,... r.- I - I - ..... I , ..... .JI. 

·- I I I, I J I I I - - ' 
1> I I r r I I 

OhJ po' lit- tle Je - SUS: • Hurrr--
II I I . ... I ... I " I I I I I I ... .. .. I I 11 I , I I I I I I I -_,.. c.- - - - I I I I I - _:>,. 

.... II - I .... .... I - .... .... . ' 
It 

OhJ po' lit- tle Je Hurrr--- SUS:. 

I I I -· - - I I I I I I ... .. - - - - - I I - - .. _ 
I -I ... I I > - .... I - .... r r- ..... .... 

... I ... . ... I I I ' I r I I I I 

OhJ po' lit- tle Je - :s:u:s:. Hurrr--
I I ... ... . -· I I I I ... .. I , , I I I I -I ... ...... - - - I I ..... I I .JI. 

... - - I I .... 
,:.,p ,:.,p - ~· 

OhJ po' lit- tle Je - :s:u:s: . Hurrr--

I~ iii 6 v9 iii 6 IV~ I I iii ii~ ii0§ I 

The text in measures 25 to 26, "Oh, po' little Jesus," is 

treated harmonically the same as it was in the first 

(measures 7 to 8) and second verses (measures 17 to 18). The 

only deviation is de Paur's strict use of half notes, thereby 

eliminating the first tenor move which created the ii~ chord. 

The last two measures are a plagal cadence derived from the 

opening motive and the interlude between the first and second 

verses. 
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Chapter 4 

Leonard de Paur's Arrangements of Work Songs 

Studies in recent years have attempted to rediscover 

the work songs of Black laborers. These songs, generally 

primitive in nature, served to motivate the laborer or ease 

his burden. A resurgence of interest in work songs led to a 

1994 television documentary on the Gandy Dancers, black 

railroad workers, and has led others to investigate chain 

gangs and their music. Oily Wilson has noted: 

Extrapolating from the first recorded work songs, we can 
conclude that the early specimens were characterized by 
regular meters and rhythms, contained grunts and moans as 
part of their expressive vocabulary, and made use of 
overlapping call-and-response constructions. 

Most of these studies have looked for the earliest 

examples of the genre, but in the hands of black composers of 

this century, many of these songs have evolved beyond the 

purposes of the originals. Initially used to motivate the 

worker, or relieve boredom, these arrangements have become 

vehicles of story telling and musical entertainment. 

The work song arrangements of Leonard de Paur run the 

gamut, from pieces of music that intrinsically are the work, 

to narratives of the plight of particular black workers with 

some elements of the work still in them, to pieces that are 

^^Samuel Floyd Jr., The Power of Black Music. New York, p. 50. 
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virtuosic showcases for the conductor and chorus. His work 

song arrangements range from the simplest, with pentatonic 

scale melodies and harmonies, to complicated and thick 

textured arrangements that could only be performed by 

professional male choruses. 

The work song arrangements by Leonard de Paur, some of 

which were published, were used in concerts with the Infantry 

Chorus and the de Paur Chorus. Many of the characteristics 

described in the analysis of his spirituals occur here. The 

arrangements vary from pentatonic modal work with melodic 

embellishment to those using the chromatic harmonies of the 

late-nineteenth and early-twentieth century German Romantic 

music. 

When first discussing this topic with Mr. de Paur, he 

was puzzled by the distinction used in this paper made 

between spirituals and work songs. His understanding was 

that they were of the same genre. Work songs and spirituals 

had elements of the other, had been sung in the fields in the 

time of slavery and after, and by most definitions were the 

same. But the differentiation had been made before this 

study, even in his concert programs. Though closely related, 

the spiritual and the work song own their own particular 

qualities. de Paur made the point, as can be seen in 

histories of spirituals, that nearly all spirituals have 
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functioned as work songs.However, he was willing to admit 

that not all work songs functioned as spirituals. 

Furthermore, most of these pieces were associated only with 

men and failed to have religious reference and relevance. 

However, both genres, spirituals, and work songs, speak of 

the condition of the black culture. 

Personal interview with author, 11/13/94, tape 1, p. 1. 
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Don't lou Hear Zo' Po' Mother Callin'? 

This tree chopping chant retains many of the 

characteristics of the early specimens of work songs. One 

finds "regular meters and rhythms... grunts and moans as part 

of [the] expressive voceUaulary,"in this arrangement. 

"Don't You Hear Yo' Po' Mother Callin'?" 

v.l Don't you hear yo"— po' mother callin'? 
Don't you hear yo'— po' mother callin'? 
Callin' you po' boy she /callin' you! 

V.2 When she call I know— her heart's in trouble 
When she call I know— her heart's in trouble 
It's all 'bout you oh boy, say /it's all eibout you 

V.3 You bettah run 'long— to yo' mother 
You bettah run 'long— to yo' mother 
Run boy run po' boy, say /run boy run (talk it, talk 

it) 

V.4 Where she call I go— po' heart's in trouble 
Where she call I go— po' heart's in trouble 
It's all 'bout you oh boy say /all 'bout you 

V.5 You bettah run 'long— evraybody 
You bettah run 'long— evraybody 
Ain't want you oh buddy /don't want you 

V.6 Don't you hear yo'— po' mother callin'? 
Don't you hear yo'— po' mother callin'? 
Son come home oh, Lordy / say son come home 

V.7 When she call I go— house on fiyer (talk it talk it) 
When she call I go— house on fiyer, Lordy 
Burnin' down oh Lordy, / burnin' down 

V.8 You bettah run long — an' tell de cap'n 
You bettah run long — an' tell de cap'n 
I'11 be gone oh Lordy / I'11 be gone 

S^Floyd, The Power of Black Music, p. 50. 
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As seen above, this eight strophe song uses two lines 

of text in each verse. The second musical phrase is a repeat 

of text of the first phrase, but is altered musically. In 

all instances the second phrase ends on the g, not returning 

to e, thereby setting up the antecedent-consequent 

relationship between the second and the third phrase. de 

Paur alters each of the verses by increasing the number of 

parts and expanding the vocal ranges, thereby creating a 

dramatic build-up. 

There are calls and vocal smears in this arrangement 

which depict the sound of a work crew chopping down trees. 

The "Hahn!" in the first three measures (figure 43) is the 

synchronized efforts/calls and grunts of workers chopping 

trees with axes. 

(Figure 43, "Don't You Hear Yo' Po' Mother Callin'?" measures 

1-3) 

r i "  M l "  < 1  i'^ 
«Qttn tfoCin! 

These and the rhythms in the piece are intended to facilitate 

and coordinate this action. 
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The first beat of the third measure of the first and 

second phrases in each verse has a unison e that is reached 

by a portamento, vocal smear, from the eighth note preceding. 

The simple rhythm of both the "Hahnl" emd this smear pervades 

the rest of the currangement. The "Hahnl" and vocal smear are 

further accentuated, because every line of text in each verse 

begins on the offbeat of one.^"' Each of these features would 

aid a work crew chopping with axes. 

The arrangement, in e minor, illustrates de Paur's use 

of a pentatonic "racial melody.The first phrase (figure 

44), sung in unison, uses four of the five notes of the e 

minor pentatonic scale (E, G, B, and D; the A is first used 

in the third line.) The melody is comprised of minor third 

intervals. The phrase begins on the tonic e^ and ends on e. 

(Figure 44, 1st verse, 1st line, measures 4-9:) 

4  
U  I I U  L J I '  i U  

Efahn! Ion't you Yo' 

\}'-i ' N  ^ IV 

po' inotfv-«r call-in" ? 

The second phrase outlines e minor and, with the 

exception of one eighth-note, is sung in unison (figure 45). 

de Paur's own "conducting" copy of the arrangement, these first 
three measures are crossed out, but the rhythmic chopping can be felt 
in the arrangement. 
®®Burleigh quote from Southern, p. 268. 
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It begins on the dominant and ends on the mediant, a slight 

change from the first line. Melodic improvisation seen in 

the use of the leading tone and, later, the raised fourth, 

adds to the harmonic language, but it all remains an 

embellishment on e minor. The d#i in measure 11 is the first 

embellishment of the melody. (The second phrase in each of 

the verses is not a repetition of the first phrase in each 

verse.) 

(Figure 45, 1st verse, 2nd line, measures 10-14) 

Don't you Yo' po' mothier call- in'' 

S 

The last phrase of the verse is the first to be 

harmonized (figure 46). The pentatonic scale is complete 

with the addition of the a in measure 16.^^ The used in 

measure seventeen of this example is the flatted 6th scale 

degree, but always occurs in the arrangement in melodic 

association with the g. The resultant chord, C Major-minor'^, 

which could be labelled an augmented German sixth chord in 

^^The a is the second scale degree of the pentatonic scale. It appears 
that the last note of the pentatonic scale used in most of these work 
songs and spirituals is the second scale degree. 
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this key of e minor, then proceeds to the tonic.The 

augmented German sixth chord often appears with a dominant-

tonic relationship, but here functions as a color chord, and 

is more like an avoidance of the dominant. Indeed the final 

cadence is plagal, using the major subdominant, a borrowed 

chord, and avoiding the dominant tonic relationship even 

further. 

(Figure 46, 1st verse, 3rd line, measures 15-19) 

M 
c« 

V • 

! r r i s  1—1 

iH-in' You 

• n h  
po' boy she call -in' Yoi u! 

13 

1 

< 
•— • 

•« 

S. 
L •« 

e em® e'^ em em em CMm^ CM em 

i i® i i i Gr® VI i 

There is also a short imitative figure between the 

second bass line on "Callin' you," [e,g,a] and the first 

tenor "Po' boy she" [g,a,b]. 

de Paur varies the second verse by harmonizing the word 

"know" in measure 22 (figure 47), thereby accentuating the 

vocal smear by bringing it to the unison e in measure 23. 

Like the first verse, this line ends on a unison e. Prior to 

lOOThis a technique one finds in Tschaikovsky and other late-nineteenth 
century composers. 
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this, de Paur moves for a moment tog minor on the word 

"heart," and creates a diminished e chord on "trouble" with 

the b-flat. 

(Figure 47, 2nd verse, 1st line, measures 20-25) 
,,,-.., 

e em em emm7 gm pt e 0 e 
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The second line in this verse (figure 48) is an 

amalgamation of the harmonization of the first line of this 

verse and the seime line in the first verse. The d* in the 

second measure of this example correlates with the same spot 

in the first verse, second line (figure 45). The last note 

in the melody in this example is a g, the noticeable 

difference being the continued use of the e-pedal in the bass 

line in the last measure. The third phrase is set up not by 

a g, but by an e and q, giving the sound of e minor. 

(Figure 48, 2nd verse, 2nd line, measures 26-30) 

J  H v , r fr "ti— J  j ~n— 

^  L T  P  '  
sh* calls I know-

= *5—ps— 
her (heart's in 

1 ^  • • P I  
iP TF—F T—ri 

^ 1  J  j J —  

trou- bl«^ It's 

^ ̂  7 p 
' [  ' L T  U = ^  t4=^ 
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de Paur begins the last phrase of the second verse 

(figure 49) with a four-part texture putting the second 

tenors on b and the baritones on the g. On the next eighth 

note, the bass and baritone parts trade pitches. The text in 

the third measure necessitates the use of sixteenth notes on 

the move through the German augmented sixth chord, to the 

submediant, to the tonic. 

(Figure 49, 2nd verse, 3rd line, measures 31-35) 

All'bout you- oK boy say it's all a- bout you 

Ti V '  

em em® e^ em em 

i ±6 iv9 ±4 i i 

em 

i 

CMm'^ CM e 

Gr° VI i 

The first two phrases of the third verse deviate from 

the second verse as the bass and baritones enter on the first 

beat of the second measure of each of these phrases, instead 

of the offbeat of the first beat. 

In the third phrase of the third verse (figure 50), de 

Paur creates even more variation. Unlike the previous 

corresponding sections, (figures 46 and 49), de Paur uses a 

five-part texture. The e minor tonic chord continues until 
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the third eighth of measure 48. At this point the first hint 

of a-minor is heard. In measure 48, for the only time in the 

piece, the b-flat is not used; instead, the a minor sixth 

chord moves to a C Major-Major? and then to the tonic chord 

in measure 50. 

(Figure 50, 3rd verse, 3rd line, measures 47-50) 

., M • .,--~-~ • ... r----.,., 
.L • .... • ... - - - - - - - - I - -· - ,. .. . ...... - - - - - ·- - -· - --- I "'{ • .. I • - - .... ,. "'{ - I IC - - I - - I - - I J I -l~ - - -Run boy run- po' boy, s:oy run boy run-• ;;--......_,_ ~~ :._~ - • • £.. .,.. _ 

I - - - I - - - I .. - - - - - I - - - - I..._.. - I ~ 
I ~ I I I - I I 11 .. - I I 

LI I I I II I I - L.... - r - I 

em em em em em6 a4 em em am6 CMM7 em 

i i ii i6 iv4 i i iv6 vr7 i 

The first two phrases of the fourth verse continue with 

de Paur ' s "slight variation" approach. In measure 59, the 

second phrase of the fourth verse (figure 51), the leading 

tone, the d#, embellishes the tonic, and appears in the three 

lower voices at the octave. This is the only time in this 

piece that three parts make this embellishment. 
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(Figure 51, 4th verse, 2nd line, measures 58-60) 

I go 

The five part texture from the third verse continues in 

the third phrase of this fourth verse (figure 52). 

(Figure 52, 4th verse, 3rd line, measures 63-66) 

em em em em em6 a4 em em CMm7 em 

The chords in the first two measures are the same as those in 

the third verse. In the third measure the b-flat returns, 
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and so does the C Major-minor? chord, but in five-part 

texture. 

The first phrase of the fifth verse begins like prior 

verses with only the slightest of differences, mostly due to 

the text. In the second phrase (figure 53), de Paur uses the 

five part texture that had previously been used only in the 

third phrases of verses three and four. 

(Figure 53, 5th verse, 2nd line, measures 74-78) 
~ 

emm7 CMm7 CM em 

It6 VI i 

Harmonically, the second phrase of the fifth verse (figure 

53) does not deviate from previous verses. 

The first line of text in the sixth verse is the same 

as the first verse. de Paur treats the first two lines as he 

did the fifth verse. The five part texture is used for the 

last time in the second and third phrases of verse six. From 

this point to the end, de Paur returns to the structures of 

the earliest verses. 
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The setting of verse seven is almost identical to verse 

two. The third line is a direct quote, including the last 

note, where an e at the octave, not an e-minor chord, 

concludes the verse, de Paur, by using this arch structure, 

pushes the arrsmgement toward conclusion. 

Since the second and seventh verses are related, the 

first and the eighth verse should also be related. The 

eighth verse does achieve this end, with a "slight 

variation." Here, for the first time in the piece, the 

basses and baritones repeat the opening words and rhythmic 

motive presented by the tenors (see figure 54). In every 

other verse the accompanimental parts have entered on the 

second measure of the phrase with the third or the fourth 

word of the line. 
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(Figure 54, 8th verse, 1st line, measures 116-121) 

4k 
§ 3  ^l1| j  LJl i  III 

You bct-tafk. run long— an" tell de Cap-'n— 

& p LLJ IH LIT {^p 
You bettaKrun long— 

After the basses and baritones answer the tenor line in 

measure 117, everything proceeds as if it were the first 

verse. The melody is sung at the octave from measure 118 to 

the end of the line. 

The second phrase of the eighth verse (figure 55) 

begins as a canon at the octave. The d# in the second 

measure has been eliminated to allow for this canon in the 

basses, and the tenors do not return to a high e after the g 

on the word "long." 

(Figure 55, 8th verse, 2nd line, measures 122-126) 

You bet-tafv run long— 

I I  f ' l  I  h  U I U  
an" tell de Cap- 'n— 

M J "̂ "3 •! I p r^'p n W You bet-tafv run long— 
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In measure 124, after the bass line imitates the melodic 

material from measure 122, the parts sing in unison. As is 

the second line in the first verse the last two measures of 

this line are at the octave. The final pitch of the line is 

g, setting up the last phrase beginning on the tonic. 

The last line of the song (figure 56), is a direct 

quote, melodically and harmonically, of the last line of the 

first verse (figure 45). Closure of the piece is created by 

an absolute repeat of the last phrase of the first verse. 

The previous embellishments of the last line, however, are 

absent. 

(Figure 56, 8th verse, 3rd line, measures 127-131) 

M 
r H be gone— 

1 -p 

J J ^ 

oEi Lord-y I'll be 

—w—• 

S. 
6< >ne-
5 

^ 7 Z 
•« 3 TS- —F— 

•« 
S, 

•« -

e em® e* em em em CMm^ CM em 

i iv^ ±4 i i i Gr® VI i 
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lol' My Cap' n 

"Tol' My Cap'n", an unpublished strophic work song 

arrangement by Leonard de Paur, retains many of the early 

work song genre's characteristics. This arrangement uses 

"regular meters and rhythms... grunts and moans as part of 

[its] expressive vocabulary. The intrinsic qualities of 

chopping wood or hauling a barge do not appear in the score. 

Rather, the story, dressed in some of that vocabulary of the 

early work song, has assumed greater importance. This is the 

story of workers in confrontation with their "Cap'n". It 

projects the workers' anger at their conditions and the 

eventual "hoped for" justice, leaving the listener with an 

understanding of the tragedy of the circumstance. 

"Tol' my Cap'n" 

v.l Tol' my cap'n ma han's was col' 
Said 'Damn yo' han's boy. Let the wheelin' roll.' 

v.2 Ax my cap'n to gim-me my time 
Damn ol' cap' n Wouldn' t pay me no mind. 

v.3 Raise my han' to wipe the sweat off mah head 
Cap'n got mad Lord, Shot me buddy dead. 

v.4 Cap'n walkin' up and down 
Buddy lay in' dere dead Lord, On the burnin' ground. 

V.5 If I'd a had my weight in line 
I'd a whup dat Cap'n Til he went stone blin' . 

V.6 If ya' don't buhlieve my buddy is dead 
Just lookit dat Cap'n, Sho' he's boun' to die. 

lOlpioyd, The Power of Black Music, p. 50. 
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"Tol" My Cap'n" is the exception to de Paur' s 

characteristic use of variation. The texture, melody, and 

harmony are exactly the same through the six strophes. 

Devoid of all tempo and dynamic markings, any variations in 

"Tol' My Cap'n" would be created in performance. Obviously 

written with his own male chorus in mind, these nuances, 

changes of dynamics, use of portamento, and even 

sprechstiime, can be heard in their recorded performance. 

The gripping nature of the narrative, the thickness of 

the texture, and the richness of the harmony account for the 

lack of written variation in the arrangement. Beginning with 

octave and b^' the arrangement eventually splits into 

seven voice parts. The range, from a gi in the first tenors 

to an in the second basses, is a little lower than many of 

de Paur's arrangements for the Infantry Chorus, but this 

lower range amplifies the darkness of the story (figure 57). 

^^^Work Songs and Spirituals, Columbia, ML 2119 [1951] 



(Figure 57, "Tol' My Cap' n," measures 1-4) 
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Though the key signature is Eb Major, the almost 

constant borrowing from the minor mode adds to the lush 

harmony. The "color chords" throughout the arrangement are 

Major-minor seventh chords built upon the dominant, as 

expected, but also upon the subdominant and the tonic. In 

the first instance of the tonic being made into a Major-minor 

seventh chord (figure 57), measure 11, the chord does not 

function as a secondary dominant. The seventh in the high 

baritone part moves down a third to b-f lat instead of 

resolving stepwise. In the third and fourth beat of measure 

2, the second time that a Major-minor seventh is built upon 
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the tonic, the harmonic movement follows the expectation of 

the listener as the secondary dominant resolves to the 

subdominant. 

If the Major-minor seventh were to be the V/iv, then 

the Major-minor seventh at the end of the phrase should 

lead to a d^ chord to begin the second phrase, but it does 

not. This calls into question labeling the Major-minor 

seventh/i as a secondary dominant of the subdominant. 

Changing the tonic from major to a Major-minor seventh chord 

in measure 3 does not lead to its function as a secondary 

dominant. Therefore, one can reason that, like the borrowing 

of the minor mode, the Major-minor seventh chord is an 

important component of this arrangement having more to do 

with color than with function. 

Another important feature in the arrangement are the 

plagal cadences, IV to i. Though the arrangement begins on 

the dominant and moves to minor and major tonic chords, 

primary cadences are plagal, tonic to subdominant, and 

subdominant to tonic. This adds to the emotional content of 

the piece, in denying Western expectations in terms of 

harmonies, emphasizes a powerful story from the Black 

experience. 

The second phrase brings to the fore the subdominant 

tonic relationship. The Major-minor seventh chords in the 

first phrase, which brought about ambiguity, show themselves 
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to be primarily a "sound" and not necessarily functional in 

the second phrase. In figure 58 this is seen in the jarring 

move from the Major-minor subdominant to the tonic in the 

final cadential formula of the piece. 

(Figure 58, measures 4-8) 
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Jerry 

Leonard de Paur's work song arrangement of "Jerry 

(Lord, Dis Timber Gotta Roll!)," was published in 1954, and 

appeared in the de Paur Infantry Chorus album Work Songs and 

Spirituals.This is from a later generation than the 

previous work songs discussed. The song probably came to de 

Paur's attention in the late 1930s while he was working in 

radio. Elements mentioned in Wilson's study of early 

recordings of work songs, for tree cutting and hauling, 

appear in this arrangement. A regular meter, common time and 

use of an "overlapping call-and-response construction" on 

the first word of the refrain, "Timber," are found in the 

refrain. However, in the verses syncopated rhythms 

predominate, and the presentation of the story employs an 

expressive vocabulary, with a soloist and choral 

accompaniment in four verses. 

"Jerry (Lord, dis timber gotta roll)" 

(refrain) 
Timber, Timber! Lord dis timber gotta roll. 
Timber, Timber! Lord dis timber gotta roll. 

v.l Gotta pull dis timber 'fore de sun go down. 
Git it 'cross de river 'fore de boss come 'roun', 
Drag it on down dat dusty road. 
Come on Jerry let's dump dis load, ... Cryin' 

Repeat refrain 

lO^columbia, MM919 [1951], LP Issue; Columbia, ML2119. 
lOApioyd, p. 50. 



(cont.) 

v.2 My ol' Jerry is a Arkansaw mule, 
Been ev'ry where an' he ain't no fool, 
Work git heavy, ol' Jerry git slow, 
Pull so much, an won't pull no mo' .•• Cryin' 

Repeat refrain 

v.3 Well de boss hit Jerry an' he made him jump! 
Jerry r'ared an' kick de boss on de rump -
My ol' Jerry is a good ol mule, 
Had-a been me Lord I'd a killed dat fool. 

v.4 De boss tried to shoot ol' Jerry in de head, 
Jerry ducked dat bullet an' he stomped him dead, 
Stomped dat boss till I wanted to scream, 
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Should-a killed him 'cause he so dam' mean .... Cryin' 

Repeat Refrain 

(codetta) 
Come on you Jerry, Dam' yo' soul, 
You know dis timber gotta roll. 

de Paur gives the refrain dramatic and structural 

purpose. The refrain, "Timber, timber, Lord, dis timber 

gotta roll," is eight measures long and is stated twice in 

each presentation. The listener is immediately jarred by the 

tessitura, syncopation, and harmony (figure 59). 

(Figure 59, "Jerry," refrain, measures 1-4) 

Tim- ber--

f#m ---> 
f#: i ---> 

Lord dis 

f#m c#m ----> 
i V 

tim- ber got-t~ roll! 

f#m d# f#m 
i #vi i 
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In de Paur's refrain (figure 59), the minor tonic is 

emphasized. Sung in unison, the first two measures present 

only the tonic and mediant pitches, the basic elements of an 

f# minor chord. The beginning of the third measure hints at 

the dominant. The c#, the dominant scale degree, is 

embellished with ab# neighbor note. The next note, b

natural, takes us to the subdominant, and the line descends 

in a modal manner. Arrival on the d#, the raised submediant 

and the last note of the third measure, remove modal 

implications. The raised submediant leads us back to the 

tonic, and functions not only melodically, but, with the 

tonic and the mediant, spells out a diminished chord. It is 

this diminished chord that sets the stage for the upcoming 

drama. 

The second half of the refrain (figure 60) is a repeat 

of the text presented in five parts (TTTBB). 

(Figure 60, refrain, measures 5-8) 

f#m 

i 

Tim- ber, 

--> f#m 

i 

AMm7 
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The melody is the same and is doubled by the second tenor and 

baritone voices. In measures 7 and 8, there is movement 

toward the major subdominant through the mediant, minor 

subdominant, tonic % chord, and the d*® chord without a third. 

The entire refrain appears to be: i, i, III^, iv, i$, vi, 

IV, i. de Paur avoids the dominant in the seventh bar, and 

in the rest of the arrangement, choosing instead a plagal 

cadence to end the refrain. In the beginning of the seventh 

bar de Paur uses contrary motion in the highest tenor part 

and the basses and highlights the borrowed major subdominant 

and its resolution to the minor tonic. de Paur has 

foreshadowed this plagal cadence through his use of the 

raised submediant in the third measure. 

Excunination of the refrain points to features de Paur 

uses in the rest of the arrangement. The avoidance of the 

7th scale degree is so severe that an "e" appears in the 

melody only in the last line of the verses in the second half 

of the second beat, 22. In harmonies this "e" is seen in 

mediant and tonic^ chords. The raised 6th is used instead, 

particularly at final cadences. Most prominent is the 

syncopation which permeates the arrangement from the refrain 

and through the entire melody line. 

The four verses of the song tell of the relationships 

between the worker, his mule, and the boss. The first 

strophe discusses the job and the expectations placed upon 
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the worker. The second describes his mule, Jerry. And the 

third euid fourth are about the violent confrontation with his 

boss. The refrain begins and ends the piece and is stated 

between all verses except the third and fourth. By skipping 

the refrain entirely at this point, the action and drama are 

emphasized. 

Perhaps the simplest element in the arrangement is the 

melody (figure 61). Given to a baritone soloist, it is based 

on "pendular thirds." Written in the tenor clef, it places 

demands on the singer's upper range. 

(Figure 61, melody measures 83-12) 

f i  I  J  i '  
k I 

Got- ta pull dis tim- b«r 'fore de sun 90 dowi,--

n  I f i  ̂  • I 

Git it'cross de river'for* dc boss come roun'^ — 

Beneath the solo in the first line (figure 62) is 

syncopation on nearly every beat with harmonies on and around 

f# minor. 
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(Figure 62, 1st verse, measures 83-IO) 

f i  I  I > n \ i  k I 

Go^- ̂  pull dis tim- ber *£ore de sun 90 dom^ — 

I  
Isi: 

Hin Hm Km 

J-
Km Elm Hm Hm 

r 
f#m 

The second phrase (figure 63) moves toward the major 

subdominant and back to the minor tonic. This shift clashes 

with most Western musical expectations. 

(Figure 63, 1st verse, measures 11-12) 

1  
•MM mmm k I 

J  J j  J  J  
Git it'cross de i*iv«r'for* de boss come roun',— 

o  r J  1 1  
Hm Kin Hm 

BM(IV) IV 
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The third phrase of the first verse (figure 64) is 

highlighted by chords based on the submediant. The 

descending bass line through 14, and in particular the move 

from d# to ct-natural in measure 14, draws the ear from the 

d:#07 to the augmented German sixth chord that ends the 

phrase. These chords are used for "color" not function. 

(Figure 64, 1st verse, measures 13-14) 

Hm Hm Hm Hm 

f#m i 

The first verse ends with a strong plagal cadence 

(figure 65). The first chord of measure 15 is a re-voicing 

of the German sixth in measure 14. Followed by the i~ one 

might expect the standard dominant-tonic cadence, but de Paur 

proceeds instead to the major subdominant and then to the 

minor tonic. 
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(Figure 65, 1st verse, measures 15-16) 

Gr7 IV i 

(re-voiced chord) 

Except for the text and the rhythmic changes needed to 

accommodate the setting, the second and fourth verses are 

identical. Measures 29 to 30 in figure 66 show how 

complicated an arrangement of a work song can become. These 

complications probably arose through the African oral 

tradition, and the artistic input of de Paur's singers 

through rehearsal and performance. 

Each of the parts when analyzed separately has 

justification and purpose. 



(Figure 66, 2nd verse, measures 29-30) 

Work git E\.e~~y 
....._,,, 
ol' Jer -- ry git slow, 
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In measures 29 and 30 the baritone and second tenor lines 

join the soloist. The harmony in the upper parts is derived 

from measures 13-14. The lower first tenor part is in 

"pendular thirds" harmony to the melody. The bass line is 

derived from measures 9 to 10 (figure 67). 

(Figure 67, 1st verse, bass line, measures 9-10) 

f'.H## F"---"P r P I f [ r r r I 

In the melody on the word "Jerry," measure 294, the b# 

is an embellishment of the c#. The end of measure 29 going 

into 30 is also the most difficult of all the rhythms in the 

arrangement. The and-of-four is an anticipation and, when 

added to the b# embellishment, further accentuates "Jerry." 
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All of these elements create the harmony in figure 66. 

The music of each of these parts has been heard before; the 

bass line derived from measures 9 and 10, the harmony in 

upper parts from measures 13 and 14, and the melody. One 

would expect similar harmonic movement in the corresponding 

place in the first verse, measure 14. There, the d#07 moves 

to Gr6(DMm7). Alas, due to the bass line in measure 30, and 

a lack of a "c" in 302, it cannot be. Instead these are 

chords that simply defy definition (figure 68). 

(Figure 68, 2nd verse, measures 29-30) 

7 
'-/ b#mmtl~ Bt'lmti:9 f#m 

f#m f#mm7 6 2d#0'~ bmm()P~ 5 

7 
i7 6 6 .. 

IV9 . .. 
i 5 iv.if #vi2 1v2 i 

2 

de Paur concludes the arrangement with a codetta based 

on the refrain. "Come on you Jerry, Dam' your soul, You know 

this timber gotta roll." 

Another component of the arrangement is the diminished 

chord created linearly in the refrain. After the first two 
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verses that describe the worker's environment and his mule, 

the diminished chord created in the refrains contributes to 

the listener's uneasiness. The confrontation between Jerry 

and the boss takes place in the last two verses. In the 

coda, the last statement of the refrain, there is no move 

away from the diminished chord. The diminished chord set up 

in the refrain parallels the social condition ... it remains 

unresolved. 
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Water Boy 

Leonard de Paur credits the Avery Robinson arrangement 

of "Water Boy" as the basis for his own arrangement. 

Compared to other work song arrangements by de Paur, this 

piece is the furthest from the embodiment of actual physical 

labor. The typical "work song" rhythms establish themselves 

only after a recitative-like call to open the song. The 

embellishment of the pentatonic melody begins with the second 

note of the piece. There is little simplicity in the 

presentation of this song. In this arrangement, virtuoso 

singers, soloist, thick textures, and lush harmonies take the 

Black man' s struggles from a work gang in Georgia to the 

heights of late nineteenth century German Romantic art. This 

arrangement demonstrates that Black folk arrangements, by 

Black artists, are equal to any other a cappella choral works 

based on the Western music model. 

The concluding bars, with ten voice texture and thick 

Wagnerian harmony, made publication of de Paur's 1947 

arrangement of "Water Boy" improbable at best. It is also 

quite possible that it will never be sung by any other men's 

chorus at any time. 

"Water Boy" 

Water Boy where are you hidin'? 
If you dont-a come 
Gwine tell-a yo' mammy 

Dere ain' t no hammer dats on-a dis mountain 
Dat ring-a like mine boys, Dat ring-a like mine. 
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Done bus' dis rock boys from heah to Macon, 
All de way to de Jail Gov, Yes back to de Jail. 

You Jack o' Di'mon's Oh you Jack o' Di'mon's, 
I know you of 01' Gov, Yes I know you of 01' 
Don rob-a my pocket. Yes rob-a my pocket. 
Done rob-a my pocket of silver an' Gol', 

Water Boy where are you hidin' ? 
If you dont-a come 
Gwine tell-a yo' mammy. Water Boy — 

The arrangement requires a bass-baritone soloist of 

operatic calibre. The arrangements opens with the soloist 

singing in "recitativo" style (figure 69). 

(Figure 69, "Water Boy," measures 1-4) 

"T ' I 'D i  I f  r ' nQ ^  n  l " ' ' l |  I  U  I  11 ,  
Htet - er Boy - where are you kid - in? I£ you don't a come Gwine tell-a yo' im-nmy 

The vocal range, from middle c down to d, is not exceptional, 

though, at the end of the work, he must project over the 

whole choir on an A. 

Indeed, the texture and resultant volume of the chorus 

in this arrangement place an enormous demand on the soloist. 

Throughout the piece, de Paur divides the first tenors into 

three parts, the second tenors into two, baritones in two, 

and there is a bass part below the soloist. Through the 

first half, all this supporting accompaniment is humming or 

singing "Ah," beneath the solo line. Figure 70 shows the 

first tenors in a three-part division with the highest tenor 
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hovering around "a" while humming to an f, a, c' chord moving 

to f, a, d'. 

(Figure 70, tenor part, measures 5-7) 

(Kutming) 

The first tenor parts create a sort of ethereal 

ostinato in the midst of the density of this arrangement. In 

the middle section of the work the other parts join the 

soloist in singing the text while the three first tenor parts 

continue to accompany on the vowel "Ah." The rhythmic 

pattern, derived from the solo line, appears in the 

introduction in the tenor voices and continues until the end. 

The vorimitation, or pre-imitation, shows the arranger's 

Western music training. This accompanimental figure in the 

first tenor part starts on the offbeat of one with three 

eighth notes and two quarters. This is in contrast to the 

beginning of the verse by the soloist, which starts on the 

offbeat of three and leads into two quarter notes on the 

first and second beats of the measure. This rhythmic 

interplay is enhanced by the solo line which always arrives 

on the first beat of the measure as the first tenors have an 

eighth rest. The first tenors answer this arrival with the 
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three eighths going to their quarter notes. This plays 

against the soloist, whose lead into the next measure is 

elaborated. This entrance of the melody is sometimes 

syncopated; other times, sixteenth notes are added to 

accommodate the text. 

The plagal cadence is an important element of the 

arrangement. Figure 71, is the interlude that leads from the 

first verse into the second verse. The harmonic progression 

contains a rare augmented tonic in measure 14, but the 

subdominant to supertonic to tonic has been seen in his other 

arrangements. 
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(Figure 71, measures 14-17) 
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In the second verse, the first tenors maintain the 

"ostinato" while the second tenors, baritones, and basses 

join the soloist with text (figure 72). The tenor ostinato 

in that high tessitura gives the listener a feeling of other-

worldliness. 
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(Figure 12, measures 17-18) 

1 ' ^  J " n  f  J  
Hnm 

p 'i* 
Oh vou JaeX o' Di' 

1 

Hnrn You Jacko' 

P P I? r "r r p 

You Jack o' Si' - nwn' s OK you Jack o' B i' 

In contrast, this text of complaint joined by the other low 

voices portrays communal subjugation. In de Paur's 

arrangement of "Water Boy," all of these parts together with 

the soloist present a continuing universal struggle. In this 

way the arrangement conveys a sense of the Black worker's 

condition. 

The talent needed for this arrangement could only have 

come from de Paur's own professional chorus. The division in 

the first tenors, the tessitura, and stamina required to 

sustain high notes signify the presence of voices, rarely 

found in any chorus. Billy Stuart, as stated previously, had 

the incredibly high voice which allowed de Paur to write high 

c's and d's. Joe Crawford, einother strong first tenor in the 

Infantry Chorus, whose voice was not as high as Stuart's, 
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allowed de Paur to have the middle first tenor part hovering 

between f's and b-flats. As explained by Grandison Hamilton, 

this strength gave voliame and lightness to the soaring first 

tenor line, and allowed the other parts to sing out. Given 

this high tenor part and the low bass part lying above F, the 

soloist, singing in the strength of a bass-baritone's range, 

is able to project over the choir, with only a single low A 

at the end of the piece. 
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Drawing on what has been analyzed earlier in this paper 

helps in the harmonic dissection of the end of this piece 

(figure 73). Over the f-pedal in the bass, de Paur creates 

some of his most complicated harmonies. 

(Figure 73, measures 29-32) 
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Knowing that there are many chords written by de Paur that 

defy analysis, the doubling of the solo line with the highest 
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look at these doubled notes as melody. The chord on the 

third beat of measure 29 makes no harmonic sense unless the 

d/d^ are seen as an appoggiatura. A c in that chord instead 

of a d makes the harmony a diminished seventh chord, which 

functions as a vii of IV. The first chord in measure 30, 

using this same logic, and viewing this doubled c^/c as an 

appoggiatura, changes from a d half-diminished seventh chord 

to a Major-minor seventh chord. Knowing de Paur's 

fondness for using Major-minor chords as "color chords," one 

need not view the Major-minor seventh as a secondary 

dominant, leading to the subtonic. The B^ Major-minor 

seventh is a highlighted subdominant which emphasizes the 

plagal cadence de Paur prefers in this form to the dominant-

tonic cadences. The movement to the g half-diminished 

seventh chord, ii®^, reinforces the impression that he 

prefers this plagal ending. 

Given the difficulties in Leonard de Paur's 

arrangement, Walter Gould has not published "Water Boy." At 

this time there are few, if any, men's choruses that could 

even attempt to perform this work. Most vexing is the first 

tenor part, the three part split, and the tessitura. 
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Chapter 5 

Leonard de Paur's Arrangements of African Songs 

Leonard de Paur's arrangements of African songs were a 

significant addition to his concerts with the de Paur Chorus. 

Most of these works appear on the recording, "Songs of New 

Nations," from 1964. The arrangements included songs from 

Ghana, Nigeria, the Congo, Kenya, and Israel. They included 

a lullaby, war chant, drinking song, courting song, worship 

songs, and work songs. 

The racial conditions in the United States and Africa 

in the late 1950s and early 1960s heightened de Paur's 

artistic response to issues of race and freedom. His 

performances and arrangements of African songs, like the 

fifteenth century Ashanti war chant which became a twentieth 

century Ghanian freedom song, reflected his and the time's 

political and social interests. These arrangements preceded 

the "mainstreaming" of African music in the West, which would 

arrive a decade later. 
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"Ose Yie" 

"Ose Yie" is an Ashanti war chant from the fifteenth 

century which de Paur arranged for soloist and chorus. In 

Ghana the original had become known as "Fahoonzie," or 

freedom song, and had been a rallying cry for the people. 

de Paur first learned of this piece from Ghanian graduate 

students who lived across the street from him on La Salle 

Street in New York City. He recorded it for the anthology on 

African and American music aforementioned. 

de Paur' s arrangement of "Ose Yie" shows his 

willingness to keep things simple and not get in the way of 

the material.m The piece is propelled not by its limited 

melody and almost nonexistent harmony, but through the "call 

and response" between leader and chorus. 

de Paur's success in arranging and performing "Ose Yie" 

derived from this "call and response" technique, a link to 

American spirituals from fifteenth century Africa, and from 

"Ose Yie's" message which transcended the centuries. As de 

Paur says, "This had some relevance to what was happening in 

^^°Notes by Howard Scott on the record jacket for Songs of New Nations. 
m Those things which give away any Westernization of the piece are, 
1) that it is written down, 2) de Paur has put it in 2/4 and in the key 
of G major, 3) there are those directions Western music gives to its 
performers. Maestoso, quarter note equals 62, change of tempo to fast, 
quarter note equals 108, and 4) the sign at the end that tells the 
performers to repeat the piece from the second measure to the end. 
^^^This form, according to Patricia Trice, has "proven to be the most 
in^ortant structure in choral arrangements of spirituals." 
"Unaccompanied Choral Arrangements of African-American Spirituals; The 
"Signifying" Tradition Continues," in the Choral Journal, February 
1994, p. 18. 
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the late '50s and '60s here [in the United States]. 'We 

shall overcome,' you know. 'Ose Yie, ' same thing. It 

sounded belligerent, it sounded fierce." 113 

The arrangement quite possibly appears as de Paur first 

heard it performed in his home. The structure is binary with 

a codetta. After a build-up of drumming, which continues 

through the piece, the first section begins with an exchange 

between the leader and the chorus (figure 74). 

(Figure 74, "Ose 

naes toso J - 62 

Y ie, " measures 

I Lt,:ader 

:1· P I r r 
1-6) 

I Cb.orus I ) Lt,:ader I Cb.orus 

r I r r , 
0 - se Yie ! Yee Yie ! 0 - se Yie ! Yee Yie ! 

The next line (figure 75) is tutti and has a frenetic 

and belligerent quality one would associate with a war chant. 

These two phrases are repeated to complete the first section 

of the binary. 

(Figure 75, measures 7-10) f •Mti r., [[f P [[f PIEJP CJ PIP PP ffil I 
Yapagya fo, Yapagya fo, Syebe ko se yen-ko Ye-ko-asa so --

113personal interview with author, 11/13/94, tape 1, p. 9. 
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The second part of the binary is faster in tempo, 

marked quarter note equal 10 8 ( figure 7 6 ) . The chorus 

answers the leader with an exact repeat of his line to end 

this section. 

(Figure 76, measures 19-30) 
fast J -lOS $· I 1.e~de, p p p p r I p p p p p· p I p p p p r ~ I 

0- hi-ne ·Hine'! 0- hi-ne · Hine, A - bo-a bi ri bo, gya-

1 Chorus 

ta-bi-ri-bo o-hi - ne 0- hi-ne · Hine · ! 0- hi-ne · Hine , A -

bo-a bi ri bo, gya- ta-bi-ri-bo o-hi - ne ---

The codetta has a four measure shout and response 

followed by a final cadence derived from the last four 

measures of the previous phrase. The whole piece is repeated 

after a short interlude drumming. 

de Paur's arrangement of "Ose Yie" defines simplicity. 

The "call and response" between the leader and chorus proves 

to be all that is needed to communicate this fifteenth 

century war chant to a twentieth century audience. 
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Kro, Kro, Hinh, Hinhl 

Leonard de Paur found and arranged this weaving song 

from the Fanti tribe, from Ghana. The onomatopoetic title, 

"Kro, Kro, Hinh, Hinhl" depicts the sound of the loom as the 

weavers from Bomw^re make their famous kent^.^^'* The "Kro" 

is the groan of the loom, "Hinh" the squeak. The predominant 

characteristic of the piece is "call and response" between 

the soloist and the chorus. The text extols the virtues of 

the kent6 cloth. 

The arrangement opens (figure 77) with three different 

drumming patterns which de Paur derived from the rhythmic 

patterns of the piece.After the drumming is established, 

the soloist enters. 

^^^Kent6 is a woven fabric that is valuable, like gold, land, or money. 
Mr. de Paur said he had seen some that is a thousand years old. It 
becomes part of the family fortune and is passed down through the 
members. (Personal Interview, 11/13/94, tape 1, pp. 7-8.). 
^^^When de Paur first heard the pieces, those who performed them sang 
and played drums. When de Paur performed these pieces with his chorus, 
members of the chorus with aptitude in drumming were used in that role. 
Actually, such singing and drumming should come from within the group 
to be in line with African tradition.(Personal interview with author, 
11/13/94, tape 1, p.6). 



155 

(Figure 77, "Kro, Kro, Hinh, Hinh," measures 1-3) 
Soloist 

M M m 
(Till ready) 

Cassane't 

Drum 

7 h 7 h 
X X 

I I I I I J—U4-

 ̂M r = 

chin cKin t cKin cKin 

(Continue to end) 

3fc 

de Paur establishes the "call and response" by having 

the chorus answer the soloist with the opening six words of 

the phrase (figure 78). The soloist then repeats the phrase. 

(Figure 78, measures 24-6) 
Soloist 

n J  j i . h J  

eKin cKin 4 cKin chin R- mo - n4 hu n ia- mo. 

- j J I J J~] J . 
Chorus 

hi chin chin 4 chin chin 

de Paur uses the same technique in the next line 

(figure 79). The second phrase is sung twice by the soloist 

with a "response" interjection by the chorus. This time the 

chorus uses the very last part of the second phrase of music. 
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(Figure 79, measures 94-13) 
ft Soloiyt 

i I li I I • M 
k k 

R- san-ti lo- nwirc K«n-yi- na min- hu- bi - do fl -

I 

k L 

Chorus 
min-hu— bi- do 

The third phrase (figure 80) leads into the alternation 

of two-note motives between the soloist and chorus. 

(Figure 80, measures 173-22) 
I Solo ist l\ Soloist 

^ <  J i  J i  i j  
Kan- t* mi- na b« mo or rcn-ti mi ya Bo-mi-je Hin sa Nin lo Nin 

< J  J n <  J  J <  
Hin sa Nin lo 

The refrain begins with the alternation of one measure 

segments between the soloist and chorus (figure 81). 

(Figure 81, measures 25-28) 
* Soloist 

^ f 1- 1 1 i 1 i 1 -=^ 

® Kro Kro 

a - 1 1 1-

Kinh Kinh 

J > J ^ 
IQ2 
y Chorus Kro Kro 

1 • ̂ » 1 

Kinh Kinh 
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In the "call and response " between the soloist and chorus on 

the words "Kro" and "Hinh," one hesurs the action of the IOOTI .  

The refrain leads into other segmentations of the line. In 

the first four measures of this refrain, the soloist and the 

chorus trade measures, the chorus imitating the solo line. 

In the second half of the refrain, the soloist sings 

the next measures, but the chorus replies not with an echo or 

imitation, but by finishing the line. The cadential phrase 

of the refrain has the chorus joining the soloist and then 

repeating it tutti and ends with the chorus in four part 

harmony. 

After the verse and refrain have been repeated, de Paur 

has a concluding codetta which furthers the onomatopoetic 

nature of the piece. The codetta begins with alternation of 

single words and notes with the soloist leading the chorus 

(figure 82). 

(Figure 82, codetta, measures 85-90) 
tSoloist • /)Soloi 

M -  I  J i  J n  J i -  I  
Kro! KinK! KinEv! Kro! Kro! Kro Kro Kro! 

y Chorus 

i 

Kro! Kro! 

I \ 
KinK! 

m i 
HinK! Hinh! Hinh! Kro Kro Kro! 
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In the codetta, measure 95 (figure 83), the roles of 

the soloist amd chorus are exchanged. This is the highpoint 

of de Paur's arrangement. For three measures, 95 to 97, the 

chorus "calls" and the soloist "responds." This is a musical 

effect which startles the listener. 

(Figure 83, codetta, measures 94-97) 
Solo ist 

J < J < I < J. J J. J J < < J. I J J J { 
Kro Kro HinK Hinh. Kro HinK Kro HinK Kro 

$ 
i CEkorus 

HinK HinK Kro Kro HinK Kro Kro Kro 

This further illustrates the onomatopoetic character of 

the piece. Groans and squeaks of a loom, "Kro's and Hinh's," 

are not always the same. The repetitious nature of the task 

of weaving can lead a mind to wander, and quite suddenly the 

weak sounds become the strong ones and vice versa. de Paur 

said of making this elaboration of the "call and response," 

"You try and say, if I were these guys singing this for fun 

and enjoying it, what would I do to make it even more 

enjoyable. It was a fun song."^^® 

116personal interview with author, 11/13/94, tape 1, p. 7. 
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Alexander 

"Alexemder," a grass cutting song from the Ibo tribe of 

Kenya, has been a favorite of Leonard de Paur and of Walter 

Gould. A beautiful example of art imitating life, this men's 

work song was taught to de Paur by two African women in his 

office on 57th Street in the early stages of work on the 

anthology. de Paur never felt he received a satisfactory 

explanation of the text and meaning of the song from the 

women other than the idea it represented the motion of 

cutting grass with one hand holding a machete. He wrote down 

the words using Latin sounds, but was very much aware that 

this method created a very "unscientific African version." 

It is the lack of translations of his African song 

arrangements, and "Alexander" in particular, which has 

delayed their publication. 

However, in this instance as listener or performer, 

just understanding "Alexander" as a grass cutting song 

suffices. A communal feeling is created by setting the piece 

for soloist with choral accompaniment. In the accompaniment 

de Paur musically depicts the motion of cutting grass. The 

bass line, an extremely simple three note ostinato (figure 

84), depicts the motion of grass cutting, bending over 

grabbing a handful of grass, swinging the machete and moving 

on to the next hamdful of grass. 

117personal interview with author, 11/13/94, tape 1, p. 6. 
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(Figure 84, "Alexander," ostinato bass line, 1st verse) 

I J J M I -1 ^ M 
Kin Kin Hin Hm Kin Hm 

The other accompanimental part (figure 85) is a two measure 

ostinato in the tenors. This repeats until the last line of 

each verse. 

Figure 85, ostinato tenor line, 1st verse) 

J  i ' r  J I  J ' J  J 7  J I  
*  K i n H i n H m l l i n  H m H r n H i n l i i n H i n  

de Paur claims that he derived these accompanimental 

figures from the second phrase of the solo line (figure 

86). 118 

(Figure 86, solo line, measures 13-16) 

El-ec- a.-za.n.-der Hoa-ta ki-l\x-ka Is an kval ku Kmxitval a diiwgu 

In both this line and the tenor part, the first two beats eore 

syncopated and the third and fourth are not. de Paur has 

llBpersonal interview with author, 11/13/94, tape 1, p. 5. 
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written the bass accompaniment without syncopation, which 

places emphasis on the first beat of each measure. 

Upon completion of the verses, de Paur repeats the 

piece with subtle changes in the accompaniment. The humming 

in the bass and tenor parts is replaced in the repeat with 

text; "Elexander" in the basses and "Elecazander tin yeike 

nolu" in the tenors. The use of text causes a shift in the 

metric stress. In the bass figure, when hummed the first 

time through, it emphasizes the first beat. When changed in 

the repeat to "Elexander" (figure 87), the stressed textual 

accent and beat become two. 

(Figure 87, ostinato bass line, 2nd verse) 

El-ex- an - der El-ex- an - der 

In the tenors, the humming the first time through the 

piece emphasizes the off-beat entrance on the second half of 

the first beat, and, subsequently, that same off-beat is 

emphasized in the second measure of their ostinato. When the 

text is added for the repeat (figure 88), the third beat of 

the phrase in both measures takes precedence. 
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(Figure 88, ostinato tenor line, 2nd verse) 

El-ec- a-z%iv-der tin yeike no lu 

This subtle move to text in the accompanimental figures 

changes the entire rhythmic character of the piece the second 

time through. 

At the end of each of the verses de Paur employs "call 

and response" (figure 89). "Alexander" shows the soloist in 

measures 51 and 52 presenting a melodic idea which in measure 

53 is answered by the tenors in thirds, who sing the words 

presented in measure 52. 

(Figure 89, measures 51-54) 

.1 
4*1 LI I 

M 
Chi ko di ne vu N'klta ya ne mi H n  Hin 

Km HtnHmHnt HnHm HmHinHm Fkitachiko dl Tabuluchiko di 

j I J J i ̂   ̂  ̂
H h n H m  H i n  H m H i n  H t n  H m H i n l O n  H m H r n H h )  

Leonard de Paur's "Alexander" is a beautifully crafted 

and readily accessible arrangement of an African work song. 

The solo can be sung by a baritone or tenor, and 
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accompanimental parts are relatively simple. Only a proper 

translation keeps de Paur from having Walter Gould publish 

it. 119 

ll^Conversation with author, 7/19/97. 
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le Ke Omo Mi 

de Paur's arrangement of the Nigerian lullaby "Ye ke 

omo mi" published for both men's choir, TTBB, and mixed 

choir, SATB, was well received by African audiences in 1966 

and was recently listed in the Choral Journal as a 

worthwhile, lesser known work. When asked about it in 

conjunction with other African song arrangements de Paur 

said: "I must say that's one I'm not overly proud of...It's 

too damned Westernized." 120 jje went on to say that the best 

Western rendition he had heard was done by a friend of his 

"who did it almost fox-trot with drioms. And when I listened 

to it I said, 'I wouldn't think of that as being a lullaby, 

but at the same time I can see how they could. ' 

de Paur's arrangements, TTBB and SATB, are both 

extremely complicated. "Its ("Ye ke omo mi) fascination 

derives from the basic rhythmic figure "omele," six beats 

against four, which is sung by the basses," 122 claims Howard 

Scott in the record notes for Songs of New Nations (figure 

90). 

120personal interview with author, 11/13/94, tape 1, p. 9. 
121personal interview with author, 11/13/94, tape 1, p. 9. 
l22Notes by Howard Scott on the record jacket for Songs of New Nations. 
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(Figure 90, "Ye ke omo mi") 

j~n h 
0- to o- m» mi 0- mo mi 0 - to 

I  n  J  J'' . 
0 - to o - mo mi. — 0 - to 0 - to o- mo mi 0 - to. 

This "omele" rhythmic technique adheres to African musical 

gesture. The melody is pentatonic and fulfills one's 

expectation of an African lullaby melody. There is half-note 

chordal accompaniment on "oo's" and "ah's" (figure 91). 

(Figure 91, tenor accompaniment) 

Ten 

Each of these parts of the arrangement appears acceptable, 

but the additive nature of this arrangement makes it 

Westernized. 

In both the men's and mixed arrangements of "Ye ke omo 

mi" the focus of the arrangement appears to be its technical 

aspects and not the depiction of a Nigerian mother singing to 

her child. The lullaby is subservient to the accompanimental 

ranges, divisions, technique, and, ultimately, the talent of 

the ensemble. In the TTBB arrangement, the second tenors and 
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the baritones divide into six parts. The first tenors in the 

second and third verse split and soar to high b-flats in 

accompanimental writing to show off the singing talents of 

the de Paur Chorus. The SATB arrangement has similar 

complications. 

The first four measures of the TTBB arrangement (figure 

92) illustrate the beauty of the arrangement and also its 

difficulty. 

(Figure 92, measures 1-4) 

^ 

iJ = ̂ 
toi-SlL5 g 

V r r f ft p'— 

J_3 3 

"T~i—j°n *i—^— 

Ye ke o- mo mi, 

• * » ^ dm m-m-

^ p v-fll .p. J 

0 - mo mi Ye ke 

J' J- rm 1 

Ten 
2S.3 

Bar 

Bass 

Hm — Ye ke o - mo mi, — 0- mo mi 



(Figure 92 cont.) 

Ten 
1 

Ten 
2&3 

Ye 

0 - to o - mo mi 

ke --, 

~------------

0-to o mo mi, --
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o- to. 

_/ 

0-to o 

Throughout the arrangement these sorts of Western 

complications persist. There is no mention of African drums 

for the piece. Also, the texture is extremely thick. In 

places the solo baritone part is accompanied by as many as 

eight voice parts. 

de Paur's own dissatisfaction with the arrangement, and 

the lack of authenticity, he attributes to its source. 

Unlike all of the other African songs de Paur arranged, "Ye 

ki omo mi" came out of an African songbook. All of the 

others were performed first in de Paur's living room by 

Africans interested in sharing their music for the 

anthology. 123 • 

123conversation with author, 7/19/97. 
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Chapter 6 

Summary and Conclusions 

Leonard de Paur has become a legend in his own time. One 

whose work has resounded brilliantly over the years 

throughout the world, his accomplishments have stood as a 

guiding beam for those who wish to follow his 

footsteps. 

Although his efforts in many other arts are 

significant, his contributions to choral music are the 

highlights of Leonard de Paur's career. In the 1930s he 

began work in theatre, radio, and the recording industry, and 

continued these endeavors during and after his career in 

choral music. His years of study with Pierre Monteux gave 

him an understanding of operatic and symphonic literature 

which he conducted with the New World Symphony and Opera 

South. As an administrator at Lincoln Center, he created and 

organized programs that brought the arts back to the people. 

The Out-of-Doors Festival and the Community Holiday Concert 

Series continues to thrive at Lincoln Center to this day. 

Most artists would be proud to have his achievements in any 

one of these areas. 

^^^Hildred Roach, Black American Music: Past and Present, p. 48. 
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Leonard de Paur modestly claims that interests found 

him, and so too did his good fortune to succeed in them. 

Universities, cities, his management, his publisher, and 

historians of Black history have given him honors, degrees, 

and accolades for his work. His historical position is 

secured in the group of Black musician/performers, who made 

African-American folk music known and appreciated by the 

American public. 

The beginning and core of de Paur's musical training he 

received from two of the important leaders of African-

American folk music. In the 1920s de Paur studied music 

under the direction of Frederick Work, who with his brother 

John Work II and nephew John Work II carried on "the very 

great tradition in spirituals at Fisk University^^5 After 

a brief stint in vaudeville de Paur attended a rehearsal of 

Hall Johnson's second chorus. He was invited to participate, 

"And for the next decade he (Johnson) was responsible for 

most of the steps I took in my life."i26 Even after 

attending Columbia University and Juilliard de Paur said of 

his training with Johnson, "I have to admit that the most 

significant things I did were inspired or at least stimulated 

by things I learned from him."^27 

i25Loveli, p. 451. 
126Hanly, p. 17. 
127personal interview with author, 11/13/94, tape 1, p. 15. 
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Through Johnson's connections de Paur beccune a music 

director in the Federal Theater Project. With this position 

he was no longer limited to the expectations of a Black 

artist, and since, he has viewed himself as an artist. The 

Federal Theater led to access into the New York music and 

theatre unions, and work in radio and recording. After 

enlisting and later graduating from Officers' Training 

School, the Infantry captain was transferred to the Air Corps 

to work on Winged Victory. He never saw active duty during 

World War Two. Upon being transferred back to the Infantry 

he conducted the 372nd Infantry Division Glee Club (a Black 

reserve division from Massachusetts) giving over 2,000 

concerts in the Pacific Theater to men in the front lines, 

and after the war with the USO in Europe. 

His success in the Federal Theater Project, with 

"Winged Victory," and the 372nd Glee Club during World War II 

allowed de Paur to have an artistic vision beyond the scope 

of previous Black artists. He did not want his choruses to 

be identified solely as Black choirs, and refused to end his 

concerts with the customary Negro spirituals and work songs. 

Leonard de Paur attained a significant place in choral 

music for his work with the de Paur Infantry Chorus and the 

de Paur Chorus. Upon their audition the Infantry Chorus 

received a contract with Columbia Records, and "Calypso 

Christmas" in particular, was a popular album for the 
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company.^28 with his two professional choruses de Paur gave 

thouseuids of concerts on this and on five other continents, 

and the de Paur Infantry Chorus set records for the company 

in number of concert performances and in receipts. 

A single statement by Harry T. Burleigh focuses the 

discussion and analysis of de Paur's African-American folk 

arrangements. When asked in 1924 what he considered when 

composing an arrangement he stated: 

My desire was to preserve them [the spirituals] in 
harmonies that belong to modem methods of tonal 
progression without robbing the melodies of their racial 
flavor. 129 

This statement reflects in the process of writing an 

arrangement W. E. B. Du Bois' discussion of the duality of 

the Black man entering the twentieth century, with one foot 

metaphorically rooted in African culture and tradition, and 

the other planted in the Western hemisphere and its Euro-

American knowledge, traditions, and customs. Oily Wilson 

discusses this further in his paper on Black art. Most 

importantly, this duality which Burleigh used in arranging 

African-American folk music was used by Dawson, Dett, and 

Hall Johnson, emd then by Leoneird de Paur. 

Leonard de Paur's musical duality arose from 

exceptional training in the African tradition and the Western 

128According to several sources, "Calypso Christinas" has recently been 
re-released in compact disc format, and is the only one so far to have 
been re-issued. 
129southern, p. 268. 
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musical tradition. Hall Johnson tutored and prepared him for 

his studies at Columbia and Juilliard. His continued 

interest in Western music led him to years of private study 

with Pierre Monteux. While arranging many of these 

spirituals and work songs, de Paur arranged and conducted 

Western choral pieces, conducted symphony orchestras and 

opera. His African-American folk music arrangements show his 

knowledge and respect for the African tradition and a 

sophisticated use and understanding of the Western musical 

art. 

The African elements of this duality are seen in de 

Paur' s arrangements through use of techniques and treatment 

of melody. With the participation of his singers through 

individual and communal improvisation and embellishment he 

incorporated the African oral tradition. de Paur employed 

"pendular thirds" and used the "call and response" technique. 

His melodies retained the racial melodic flavor. All of 

these were applied in his arrangements of spirituals and work 

songs. 

There are many instances in de Paur's arrangements 

where his use of African and Western elements has evolved 

beyond the musical palate of his predecessors. In the first 

cadence of "In Bright Mansions Above" he uses a familiar 

Western harmonization, but because of his strict, non-

deviating use of the pentatonic melody the resultant harmony 
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creates tone clusters. His setting of "Water Boy" shows off 

the virtuosity of his chorus and a use of post-Wagnerian 

harmony. The rhythmic and hcirmonic complications in "Jerry" 

illustrates what could only have evolved from the African 

oral tradition being used by a knowing conductor/arranger, 

and talented, professional singers. 

Leonard de Paur's treatment of the spiritual genre 

reveals an artist who understands his own roots, while 

demonstrating the evolution of a black artist in the mid-

twentieth century. The three spiritual arrangements analyzed 

in this paper show his work in comparison to his mentor, and 

illustrate the African and Western duality in a Black artist 

working in the middle of the twentieth century. 

Leonard de Paur wrote his arrangement of "A City Called 

Heaven" for work on the television production of The Green 

Pastures in 1957 . Though he claimed that Johnson's 

arrangement was the finest of that title, and a "landmark 

arrangement,"^^® this allows for a side-by-side analysis of 

the student's work with that of his teacher. The analysis in 

this paper shows de Paur's arrangement to have greater 

sophistication, in expression and musical facility. 

In the arrangement of "All 'Round da Glory Manger" de 

Paur's use of African and Western elements constantly unfold 

l30pQj-sonal interview with author, 11/13/94, tape 2, p. 1. 
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into variations on the "call and response" technique and 

seemingly simple harmonies. 

"Oh, Po' Little Jesus" is a dramatic arrangement of 

exceeding beauty emd power. Unusual in that it speeiks of the 

Christmas story cind the crucifixion, de Paur is at the height 

of his arranging artistry in this piece. 

Leonard de Paur' s work song arrangements in this paper 

run the gamut from a piece that appears unsophisticated to 

narratives of the plight of particular black workers, to an 

arrangement that is a virtuosic showcase for the choir and 

conductor. 

"Don't You Hear Yo' Po' Mother Callin'?" at the onset 

appears to be musically simplistic. Using an arch structure 

and the harmonic palate of the late-German Romantic period, 

de Paur proceeds to create a moving work of art from a tree 

chopping chant. 

"Tol' My Cap'n" illustrates de Paur's understanding of 

the "Black workers'" condition, through interesting harmonies 

and plagal cadences. The arrangement is a powerful setting 

in an unusually static strophic form. 

The arrangement of "Jerry," on the other hand, shows 

constant variation in the arrangement. The process of the 

African oral tradition can be seen on the pages and heard in 

performance. 
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The unpublishable arrangement of "Water Boy" shows the 

best of the talents of the Infantry Chorus, and a jarring 

combination of late German-Romantic musical vocabulary with 

the plight of black workers of that same time. 

Leonard de Paur's work with Langston Hughes and Harry 

Belafonte on an anthology of African and African-American 

music led to arrangements of African songs. The anthology is 

incomplete, still in boxes, but the arrangements replaced the 

spiritual and work song set in concerts of the de Paur Chorus 

in the 1960s, and were a highpoint of the USIA sponsored tour 

to Africa. 

For the most part, de Paur is pleased with these 

African song arrangements. His setting of the Ashanti war 

chant, "Ose Yie" effectively incites the singers and audience 

through the uses of drums and "call and response" between the 

leader and chorus, de Paur takes greater musical liberties 

with "Kroh, Kroh, Hinh, Hinh," a weaving song from the Fanti 

tribe of Ghana, and "Alexander," a grass cutting song from 

Kenya. Both arrangements are based upon their work. The 

sound of the looms, their onomatopoetic nature, give "Kroh, 

Kroh, Hinh, Hinh" its title, but give the basis of the 

arrangement. The accompanimental figure in "Alexander" is 

the musical setting of a community cutting grass. 

Uncertainty about the text and its translation are all that 
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stand in the way of what Walter Gould believes would be a 

very popular arrangement. 

The Nigerian lullaby "Ye Ki Omo Mi" is the only 

published African song arrangement by de Paur. It is a 

popular arrangement set for both men' s and mixed chorus, and 

has been discussed in the Choral Journal. de Paur commented 

comparing it to his other African song arrangement, "I must 

say that's one I'm not overly proud of...It's too damned 

Westernized. This lack of authenticity becomes clear as 

the arrangement becomes more eibout the singers than about a 

mother singing to her child. 

The duality described The Souls of Black Folk, by W. E. 

B. Du Bois is exemplified in Leonard de Paur. Fifty years 

after the book's publication de Paur was conducting the most 

successful musical ensemble of its day for Columbia Arts 

Management. Seventy-five years after its publication he is 

the director of Community Affairs at Lincoln Center, and a 

guest conductor of Opera South and The New World Symphony, 

de Paur is linked to Africa and to the African traditions 

through Hall Johnson eind Frederick Work, while working in the 

Western musical mainstream. The color of his skin was not an 

issue to him. Leonard de Paur, when arranging, rehearsing, 

or performing did not see himself as a black man doing those 

things, he was an artist doing those things. The fortuitous 

l3lpersonal interview with author, 11/13/94, tape 1, p. 9. 
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nature of his career, and his artistic vision allowed others 

to remove the limited expectations of black artists. 

Leonard de Paur's arrangements of spirituals and work 

songs may be some of the last examples employing the duality 

of African and Western music elements. He arranged this way 

because of his early experience in the Bordentown and with 

Hall Johnson's choirs, his Western training, and like his 

predecessors, Nathaniel Dett, William Dawson, and Hall 

Johnson, he too had a chorus for whom he arranged. In de 

Paur's case it was a professional men's chorus, as successful 

as any choir in the country for over twenty years. 

Professional choruses of that size, talent, and background do 

not exist today. 

Future papers may research the development and 

evolution of the use of the African oral traditions with 

Western music practices in the arrangements of African-

American folk music, but suffice it to say, the duality 

exists in de Paur's arrangements. 

The use of the duality of African and Western music as 

first expressed in H. T. Burleigh's comment about making 

arrangements may be at an end. When arrangers reject the use 

of "modern methods of tonal progression,^nd singers do 

not understand their role in the African oral tradition, the 

duality is gone. 

132gQuthern, p. 268. 
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Leonard de Paur's recordings and arrangements gain 

importance in light of Hall Johnson's concerns about the 

survival of the spiritual. Johnson claimed that, "No printed 

word can ever describe the actual sound of the music. 

Only by hearing, not simply reading music, could the 

intrinsic qualities of the spiritual be saved. As a singer, 

assistant, fill-in conductor, and student of Johnson's, de 

Paur understood what Johnson referred to as the "true Negro 

style" of the spiritual. Given the paucity of recordings by 

Johnson' s choirs, the de Paur recordings of African-American 

folk music provides some of the best examples of the "style." 

For historians and researchers de Paur's arrangements could 

be of value, for not only are many them recorded, but they 

also have all been published or exist in manuscript. 

Leonard de Paur's arrangements of spiritual, work 

songs, and African songs have survived hundreds of 

performances. The lack of SATB arrangements by de Paur 

speaks not of their quality, but that most of these 

arrangements come from his work in 1957 in The Green 

Pastures. 

The reason his male arrangements are not performed as 

often as they deserve speaks of the condition of male choirs 

in this country. There are no 35 voice professional men's 

Johnson, p. 275. 
l^^Howard Scott, de Paur's record producer, continues to work at re-
releasing the Columbia recordings of the Infantry Chorus. 
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choruses in this country, and in colleges and universities 

there are few male choirs that are not the feeder group to 

the mixed chorus. Lowering the pitch by a half or even a 

whole step makes many of the published arrangements a little 

more accessible. 

Leonard de Paur' s arrangements are not out of print. 

Walter Gould is interested in re-issuing de Paur arrangements 

when there is demand for them. 

Walter Gould's Forward to his catalogue states, "When 

historians and musicologists write cibout the development of 

choral music in America, three names will appear as leaders 

in this field: Robert Shaw, Rodger Wagner, and Leonard de 

Paur."^^^ The lack of recognition of Leonard de Paur by 

today's choral musicians speaks more of the state of male 

choirs and their demise over the last 30 years than of his 

talent and importance in choral music. 

The similarities and differences in the careers of Hall 

Johnson and Leonard de Paur are at the heart of this study. 

Although each was a black man viewed by their peers as fine 

artists,they took different career paths. Johnson, highly 

educated and classically trained, found preserving the Negro 

Spiritual to be his focus, a focus that may have been what 

was expected of Black artists. In contrast, de Paur began 

with intense training in the African-American folk music, and 

i^Soouid, " Forward." 
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was later trained to perform the Western masterpieces. 

Johnson sought to save and continue an oral tradition, de 

Paur used the oral tradition to highlight the artistry of his 

choruses. de Paur' s work in the field also led him to the 

roots of the Negro Spiritual, African song. Though he strove 

to be true to the form, his work with the Negro spiritual 

shows his understanding of the Western musical tradition. 

Furthermore, they also display the individual and collective 

talents of the de Paur choruses. 

The transformation of Leonard de Paur from Black artist 

to artist without color distinction, simply evolved, but the 

change never occurred to de Paur. His interests, aims, and 

goals have always been for the betterment and propagation of 

the arts. He credits music for his success in the field and 

for his direction: 

Music was the oxygen in which I existed, ... it sort of 
evolved — like an act of nature. 

Interview with Leonard de Paur," (videorecording), Schomburg 
Center for Research in Black Culture,; interviewed by Jean BlacJcwell 
Hutson, 1983. 
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APPENDIX A 

Arrangements of Leonard de Paur and Discography 

The listed arrangements are all for men's chorus unless 

noted otherwise, published and unpublished. 

Published arrangements: 

Ay, Ay, Ay (SATB) 
Creole serenade 

Lawson Gould (LG) 654 

All 'Round de Glory Manger LG 
spiritual 

A City Called Heaven (SATB) LG 
spiritual 

Certn'y, Lord (SATB) LG 
spiritual 

The First Nowell LG 
Christmas carol 

God Rest Ye Merry, Gentlemen LG 
Christmas carol 

Good Evening, Mrs. Flanagan(SATB) 
Latin American folk song 

In Bright Mansions Above (SATB) 
spiritual 

Jerry 
work song 

Jesus Hung and Died (SATB) 
spiritual 

Lo, How a Rose E'er Blooming 
Christmas carol 

Marry a Woman Uglier Than You 
Latin American folk song 

LG 

LG 

LG 

LG 

LG 

LG 

709 

788 

823 

635 

545 

886 

926 

522 

829 

555 

543 

1957 

1958 

1959 

1960 

1956 

1956 

1960 

1960 

1954 

1960 

1956 

1954 
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Marry a Woman Uglier Than You(SATB) LG 
Latin American folk song 

Nobody Knows de Trovible I See LG 
spiritual 

Oh, Po' Little Jesus LG 
spiritual 

Pauline, Pauline LG 
work song 

Rio Qu6 Pas as Llorando LG 
Latin American folk song 

Swing Low, Sweet Chariot LG 
spiritual 

Ye ke, Omo mi LG 
African song 

Ye ke, Omo mi (SATB) LG 
African song 

543 

524 

710 

51466 

544 

523 

51212 

51213 

Unpublished arrangements registered at 
Library of Congress 

Alexander Library 
African song 

Eh Onchiri Oyo Library 
African song 

Git on Down Dat Road Library 
spiritual 

Kro Kro, Hihn Hihn! Library 
African song 

Kufidi M'Pala Bituta (SSA) Library 
African song 

Kwagyansa, Menna Bio Library 
African song 

the 

of Congress 

of Congress 

of Congress 

of Congress 

of Congress 

of Congress 

1954 

1954 

1958 

1969 

1955 

1954 

1965 

1965 

1964 

1964 

1963 

1964 

1963 

1964 

l^^Evelyn Davidson White, Choral Music of Afro-American Composers. pp. 
26-27. 
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other unpublished arrangements (The names in 

pcurenthesis following title are the source de Paur credits.) J 

manuscript 1956 Christmas Present for Sallie 
Latin American folk song 

Deep River 
spiritual 

Don't You Hear Yo' Po' Mother Callin'? 
work song 

Folga Nego (Gurgel) 
Latin American folk song 

Ose Yie 
African song 

Rodger Young (Loesser) 
military song 

Tol' My Cap'n 
work song 

De Virgin Mary Had a Baby Boy 
Latin American folk song 

Water Boy (Robinson) 
work song 

manuscript 

manuscript 

meinuscript 1948 

manuscript 

manuscript 

manuscript 

manuscript 1956 

manuscript 1947 

credited in programs and on record (and is stated in some 
literature to have been published—it has not— manuscript) 

Additional arrangements listed on programs; 

Infantry Chorus Program 1951 Ani Ma-Amin 
Song of Faith 

Ave Maria (Bach/Gounod) 
Song of Faith 

Calla, No Llores (Andre) 
Latin American folk song 

Casinha Pequenina (Gurgel) 
Latin American folk song 

Infantry Chorus Program 1951 

Infeuitry Chorus Program 1951 

Infantry Chorus Program 1951 
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Le Chant de la Liberation (Marly) 
military song 

Ch'i Lai 
military song 

Coco do Norte (Gurgel) 
Latin American folk song 

Corrido de Ccinanea 
Latin American folk song 

The Duckworth Chant 
military song 

Eli Eli (Schindler) 
Song of Faith 

Ev'ry Mail Day (Work) 
work song 

I've Got Sixpence 
military song 

I Want Jesus to Walk with Me 
spiritual 

John Henry 
work song 

Lili Marlene (Schulz/Leip) 
military song 

La Llorona 
Latin American folk song 

The Lord's Prayer (Malotte) 
Song of Faith 

Meadowland(Song of the Plains) 
military song 

Money is King 
Latin American folk song 

A Mourning Song 
Latin American folk song 

No Bottom (Wolfe) 
work song 

Infantry Chorus Program 1951 

1949 program 

Infeintry Chorus Program 1951 

Infantry Chorus Program 1951 

Infantry Chorus Program 1951 

1949 program 

Infantry Chorus Program 1951 

Carnegie Hall Program, 1950 

Infantry Chorus Program 1951 

Carnegie Hall Program, 1950 

Carnegie Hall Program, 1950 

Carnegie Hall Program, 1950 

Infantry Chorus Program 1951 

1949 program 

Carnegie Hall Program, 1950 

1949 program 

Infantry Chorus Program 1951 
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Prenda Minha (Gurgel) Infantry Chorus Program 1951 
Latin American folk song 

Quiet Flows the Don (Qzerzhinsky)Infantry Chorus Program 1951 
military song 

Sarape Oaxaqueno (Mondragon) Carnegie Hall Program, 1950 
Latin American folk song 

The Song of the French Partisan Infantry Chorus Program 1951 
military song 

Sweet Little Jesus Boy(MacGimsey)Infantry Chorus Program 1951 
spiritual 

Vidalita 1949 program 
Latin American folk song 

Waltzing Matilda (Cowan) Infantry Chorus Program 1951 
military song 

Witness (from H.Johnson) Carnegie Hall Program, 1950 
spiritual 

Additional arrangements listed on recordings: 

From Work Songs and Spirituals, Columbia, ML 2119 [1951] 

Honor, Honor 
spiritual 

His Name So Sweet 
spiritual 

From The Spirit of Christmas,God Is with Us , CL 725 [1955] 

Credo (Gretchaninoff) 
Song of Faith 

Dear Lord and Father of Mankind (Whittier-Maker) 
spiritual 

God is with Us (Kostalsky) 
spiritual 

I Wonder as I Wander (Niles) 
Christmas song 

Mary's Little Boy Chile (Hairston) 
Christmas song 
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Mary, Mary, Where is Your Bciby (Hairston) 
Christmas song 

0 God Our Help in Ages Past (Watts-Craft) 
spiritual 

Silent Night, Holy Night (Gjruber) 
Christmas Ceirol 

White Christmas (Berlin) 
Christmas song 

From Calypso Christmas, Columbia CL 923, [1956] 

La Virgen Lava Panales 
Latin American folk song 

From Songs of New Nations, Mercury SR 90382 [1964] 

Ake(Ilori) 
African song 

Kowe, Kyere Meni No 
African song 

Obi Ji La Kwelegi 
African song 

Agadat Kinneret 
Song from Israel 

El Yiv'ne Ha Galil 
Song from Israel 
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Albiuns: 

78 RPM Albums: (from Patricia Turner's Dictionary of Afro-
American Performers: 78 RPM and Cylinder Recordings of 
Opera, Choral Music, and Song, c,1900-1949. NY, 1990). 

A Choral Concert: Songs of Faith, Columbia, MM709 (3records) 
[1949]LP Reissue: Columbia, ML4144 

Choral Caravan, Columbia, MM831 (3 records) [1949] 
LP Reissue: Columbia, AAL22 

Work Songs and Spirituals, Columbia, MM919 [1951] 
LP Issue: Columbia, ML2119 

LP Albums: (from Patricia Turner's, Afro-American Singers, 
an Index and Preliminary Discography of Long-Playing 
Recordings of Opera, Choral Music, and Song, 
Minneapolis, 1977) 

Latin American Songs, Columbia, ML4144 [1949] 

Work Songs and Spiritual, Columbia, ML 2119 [1951] 

Swing Low, Columbia, AAL45 [1954] 

The Spirit of Christmas, God is with Us, Columbia, CL 725 
[1955] 

Calypso Christmas, Colvunbia, CL 923 [1956] 

Songs of New Nations, Mercury, SR 90382 [1964] 

Dans4 Calinda' The De Paur Chorus Sings Creole Songs, Work 
Songs and Spirituals, Mercury, MG50418, SR90418 [1965] 

Love's Old Sweet Song, Columbia, AAL42 [195?] 

Compositions: 

"Death of a Chieftain," text attributed to Chief Crowfoot, 
leader of the Blackfoot Indian Confederacy 

"Christmas Present for Sallie" 

"Marry a Woman Uglier Than You" 
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APPENDIX B 

Letters of Permission 



Lawson-Gould 
Music Publishers. Inc. 
250 West 5 7th Street 
Suite 1005 
New York, N. l". 10107 
(212) 247-3920 
Fax: (212) 247-3991 

l\fay t<J, 19<)8 

Mr Timothy E Woods 
4632 East (,th Street 
Tucson, AZ 85711 

Dear Mr. Wood s 

L89 

Please accept thi s letter as your authorization to use excerpts from Leonard de Paur's 
arrangement on the doctoral thesis you have prepared on Mr. de l'aur. 

Your letter of l\la y 14th outlining the exact measures you arc planning to utilize, has been 
approved hy this ollicc. As we discussed and agreed upon, this authorization is only for 
your dissertation and is not to be utilized in any commercial endeavor, without further 
contractual arrangements . 

Sincerely, 

Walter Gould 



~ Warner Bros. Publications f•J~f,~l 
~~,.~:==A=W=a=rn=e=rM=u=s=lc=O.=ro=up=C=o=m=p=an=y===============================================:=:~=====-:::::: =-~ 190 

.June 5, 1998 

1\1 r. Timothy E. Woods 
4632 E. 6th Street 
Tucson, Arizon~ 

l>ear Timothy: 

This letter scn·es as your permission to include sections of CITY CA LLEI> 
II EA VEN, by Hall .Johnson, in your dissertation on The Ulack Composer/Conductor 
Lco,rnrd de Paur. ·· 

This permission is limited to the terms of your request dated May 7, 1998, and docs 
not authorize the inclusion of the material in any other form for distribution, free or 
for charge. It is understood hy us that UNIVERSITY MICROFILI\IS may supply 
single copies on demand to the research community. 

This permission is granted on a gratis, non-exclusive basis. In addition, the following 
copyright notice must appear as an acknowledgment: 

CITY CALLEO HEAVEN, hy Hall .Johnson 
© 1930 (Renewed) E~II Robbins Catalog Inc. 
All Rights Resen1ed Used by Permission 

Please acknowledge ,·eccipt and acceptance of the permission by affixiug your 
signature in the space provided below. Please retain one copy, returning the second 
to this office. 

Th~nk you for your interest in our publications. We wish you well with this project. 

Sincerely, WAr;;;j_,~'lJIILIWU.S. INC. 

~cmarie Gawelk ,, M: ager 
Copyright/Licensin mini,trntion 

15800 N.W. 48th Avenue • P.O. Box 43'10 • Miami, Florida 3301'1 • (305)620 -1500 • Fax (305)621-1094 
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