A

STYLE ANALYSIS OF DAVID BAKER'S COMPOSITION
FOR CELLO AND PERCUSSION:

"SINGERS OF SONGS- WEAVERS OF DREAMS"

by

Ilse -Mari van Wyk

A

Document Submitted to the Faculty of the
SCHOOL OF MUSIC

In Partial Fulfillment of the Requirements
For the Degree of

DOCTOR OF MUSICAL ARTS
In the Graduate College

THE UNIVERSITY OF ARIZONA

1

9

8

9

THE UNIVERSITY OF ARIZONA

SCHOOL OF MUSIC

I

hereby recommend that this document prepared
Ilse -Mari van Wyk

under my direction by

entitled

A

STYLE ANALYSIS OF DAVID BAKER'S COMPOSITION

FOR CELLO AND PERCUSSION:

"SINGERS OF SONGS -

WEAVERS OF DREAMS"
be accepted in partial

fulfillment of the requirements for

the degree of Doctor of Musical Arts.

Date

Sig ature of M

Acceptance for the School of Music:

Graduate Studies in Music

sN

Date

VA%.e

TABLE OF CONTENTS

Page
LIST OF ILLUSTRATIONS

iv

INTRODUCTION

vi

CHAPTER
1.

BIOGRAPHICAL BACKGROUND

1

2.

COMPOSER'S PHILOSOPHY

4

3.

COMPOSITIONAL STYLE

6

4.

BAKER'S CONTRIBUTION TO THE CELLO

8

5.

SINGERS OF SONGS- WEAVERS OF DREAMS

11

6.

CONCLUSION

30

SELECTED BIBLIOGRAPHY

32

LIST OF ILLUSTRATIONS
Page

Figures
1.

Uniform fingering patterns

2.

Miles, measures 23 -24

13

3.

Miles, measure

13

4.

Miles, measures 13 -15

13

5.

Sonny Rollins, measures 12 -19

14

6.

Sonny Rollins, measures 35 -41

14

7.

Sonny Rollins, measure 49

15

8.

Sonny Rollins, measures 61 -62

15

9.

Sonny Rollins, measures 99 -100

15

10.

Jimmy Yancey, measures

16

11.

Jimmy Yancey, measures 47 -48

17

12.

Jimmy Yancey, measure 76

17

13.

Jimmy Yancey, measures 34 -36

17

14.

Jimmy Yancey, measures 38 -39

18

15.

Jimmy Yancey, measures 45 -46

18

16.

Jimmy Yancey, measure 64

18

17.

Jimmy Yancey, measures 96 -99

18

18.

Jimmy Yancey, measures

1

-2

19

19.

Paul Robeson, measures

1

-14

21

1

iv

1

-2

9

V

20.

'Trane, measures

21.

'Trane, measures 99 -102

23

22.

'Trane, measures 128 -129

23

23.

'Trane, measures 148 -149

23

24.

'Trane,

25.

'Trane, measures 112 -117

24

26.

Duke, measures 13 -15

25

27.

Duke,

measures

25

28.

Dizzy, measures 10 -13

26

29.

Dizzy, measures 18 -21

27

30.

Dizzy, measures

27

31.

Dizzy, measures 91 -92

28

32.

Suggested stage arrangement

29

4 -5

measures 12 -16

1

-2

1

-7

22

23

INTRODUCTION
David Baker is

a

prominent American composer,

noted for his fusion of jazz elements with western art
music. The focus of this study is on his composition
for cello and percussion, Singers of Songs -Weavers of

Dreams,

where this fusion is particularly evident.

Baker's writing for the cello is most innovative
and of considerable historical significance. Firstly,
he introduced the

cello to the realm of jazz, and

secondly, revolutionized fingering patterns in order
to accomodate jazz modal

sequences and improvisational

patterns.
This composition
cello literature,

is truly a milestone in

unprecedented

in style

and technical

innovation, and deserving of more attention.

vi

the
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BIOGRAPHICAL BACKGROUND
David Nathaniel Baker was born on December 21,
Indiana,

in Indianapolis,

years.

1931

where he spent his formative

Indianapolis was one

of

the

jazz meccas of the

forties and fifties, and Baker was surrounded by jazz

masters such as J.J.Johnson, Bill Harris, Wes Montgomery,
and Carl Perkins.

Baker graduated from Crispus Attucks High School
in

1949,

and

subsequently enrolled at Indiana University

where he completed the degrees Bachelor and Master of
Music Education in 1953 and 1954 respectively. He studied

composition with Thomas Beversdorf,
Gunther Schuller, Juan Orrego- Salas,
Eaton,

and William Russo.

Bernard Heiden,
John Lewis,

In addition,

he

John

received

a

diploma from the Lenox School of Jazz in 1959, where he
studied with George Russell.

Baker held teaching positions at Lincoln University
in Missouri

and

at

Indiana Central College. He also taught

privately and within the Indianapolis public school
system.

During the 1950s, Baker rose to prominence as
1

a

jazz

2

trombonist. He was

a

key figure in the ensembles of

George Russell, Eric Dolphy, Chico Freeman, Wes Montgomery,

Quincy Jones, Maynard Ferguson, and Lionel Hampton.
An automobile accident

in

1962 brought

his trombone

career to an end, due to irreperable damage to his

embouchure. He consequently elected to commence study of
the cello. His cello studies were primarily

under the

direction of Helga Winold and Janos Starker, both cello

professors at Indiana University.
Baker evolved into
teacher, author,

much respected performer,

a

and composer.

In

1966 he accepted

a

teaching position at Indiana University, where he founded
the Institute for Black Music in 1970.

In

1968

he was

appointed faculty member and chair of Jazz Studies at the

Tanglewood Music Festival.
Baker is an eloquent spokesman for the plight of the
black composer and he has published significant articles
in this regard.

Baker serves on the boards of Negro Music

History at the State Department and the Rockefeller
Recording Project.

He is

chairman to both the Jazz /Folk/

Ethnic section of the Music Advisory Panel to the

National Endowment for the Arts, and the Jazz Advisory
Panel

to the J.F.

Kennedy Center for the Performing Arts.

Baker has received the following awards: The Indiana

Philharmonic Gold Award (1954), Down Beat Hall of Fame
Award (1959), New Star Award

(1962), Notre Dame Collegiate

3

Jazz Festival Award (1959,

1964).

Baker was nominated for

the Pulitzer Prize in 1973.

Among the artists from whom he has received

commissions are the following: Janos Starker, Joseph
Gingold, Harvey Phillips, James Pellerite,

and Ruggiero

Ricci.

Baker's compositions include sonatas for violin and
piano, cello and piano,

and tuba and string quartet.

He has written concerti for flute,

violin,

trombone,

bass viol and cello. Large orchestral works include

Black America (1968), and Louis Armstrong in Memoriam
(1972). Baker has also written two film scores,

Black Frontier (1971), and The Trial of Captain Henry

Flipper (1972). His compositions for jazz ensemble are
legion.

Presently, Baker is Director of Jazz Studies at
Indiana University. He travels extensively and resides
in Bloomington,

Indiana.
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COMPOSER'S PHILOSOPHY
David Baker views music in

a

decidedly African way,

as an integral part of life and not apart from other

aspects of life. It is therefore impossible to separate
Baker's music from his personal, philosophical perspective.

Baker considers his magnum opus Black America,
cantata for jazz ensemble, narrators,
and string orchestra.

a

chorus, soloists

In an interview Baker commented:

consider Black America my most significant work
because it is a synthesis of all I'm about, and because
it chronicles one of the most significant events
in my life and in the lives of most black people the assassination of Dr. Martin Luther King.'
I

Similarly,

Singers of Songs- Weavers of Dreams, is

dedicated to seven black performing artists. Each in
his own right,

made

a

significant contribution to the

black cultural heritage.

Other compositions portraying the black cultural
heritage and political struggle include:
Coltrane in Memoriam (1976). A composition for
jazz ensemble, dedicated to John Coltrane.

1David N. Baker, Lida M. Belt, and Herman C. Hudson,
Black
Composer Speaks (Metuchen: Scarecrow, 1978)
The
25.
4

5

Five Songs to the Survival of Black Children (1970).
A song cycle for a capella chorus.
Two Faces of the Black Frontier (1971). A composition
for jazz ensemble.
Louis Armstrong in Memoriam (1972). A composition for
jazz ensemble.
The Black Experience (1973). A song cycle for tenor
and piano.

Baker is particularly aware of the failure of American

society to view black art, and especially black music, as

culturally artistic entity. He defines black music as
follows:
Black music is by black people, black composers,
black artists, and embraces everything that speaks
in any manner for the black culture.'

1Mike Bourne. "Defining Black Music: An Interview
with David Baker," Downbeat 36.19 (1969): 14.

a
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COMPOSITIONAL STYLE
David Baker has fused elements of jazz with

contemporary compositional devices. He considers Singers
of

Songs- Weavers of Dreams as the classic example of this

fusion.l
Baker defines his compositional style as eclectic,
but

essentially

romantic.2 He recognizes Charles Ives

and Bela Bartok as the two major influences in his compo-

sitional style.3
His stylistic characteristics

may be summarized

as

follows. Baker regards melody and rhythm as his foremost

considerations.

His melodies are primarily lyrical and

he successfully

employs multi -level thematicism.4

A

prime

example of Baker's use of multi -level thematicism would
be

the Pulitzer Prize nominated work,

Levels (1973),

concerto for solo contrabass, flute quartet,

1David N. Baker, telephone interview,

a

horn

April

9,

1989.

2David N. Baker, Lida M. Belt, and Herman C. Hudson,
The Black Composer Speaks, (Metuchen: Scarecrow, 1978) 30.
3Baker, Belt, Hudson 32.
4Baker, Belt,

Hudson 31.
6

7

quartet and string quartet. Ives' influence is quite
obvious.
Baker incorporates polymeter,

polymetric

rhythmic improvisation,

schemata, metric modulation and rhythmic

ostinati. Here, we recognize the influence of Bela Bartok.
His harmonic language is best summarized in
a

composition by Baker. Modality,

(1962),

is

jazz modes,

into

a

a

title of

Tonality and Freedom

composition for jazz ensemble. Baker fuses

a

tonality,

tone rows,

and free chromaticism

coherent whole.

Improvisation is an integral part of Baker's jazz
compositions,
band.

specifically works that include

In his other

jazz

a

compositions, he prefers total

control.
Baker uses traditional notation, however, where

necessary, he will provide the performers with

a

tape

recording of the work in question, or he will offer
some verbal explication.'

Musical elements derived from the black musical
heritage include spirituals,

gospel,

jazz,

rhythm and

blues and African rhythms.
Baker uses primarily Bible texts and texts by

black authors.

1Thomas Everett, "Five Questions; Fifty Answers,"
Composer 5.2 (1974): 71.
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BAKER'S CONTRIBUTION TO THE CELLO
As mentioned earlier,
to the cello

is

genre of jazz,

David Baker's contribution

twofold. He introduced the cello to the
and

developed fingering patterns enabling

the cellist to execute modal

sequences and improvisational

patterns with relative ease.
Baker finds the cello particularly well suited to
the idiom of jazz.
the cello has the

Unlike the other string instruments,
"voice" capable of jazz inflections.'

Baker stresses the importance of the exploration
of

all scales by the

developed

a

aspiring jazz cellist.2 Baker

fingering system, whereby the player can

execute the same phrase at
with the same fingering.
open strings,

a

different pitch level,

This can be done by avoiding

and by utilizing the fourth finger in the

high registers of the instrument.

Traditional fingering principles have included
uniform fingering patterns in sequential passages

1David N. Baker,

telephone interview, April

9,

1989.

2David N. Baker, "How to Use Strings in Jazz, Part II,"
Downbeat 41.6 (1974): 38.
8

9

the distance of
val

that is,

perfect fifth apart,

a

the inter-

between two adjacent open strings.
However, Baker applies uniform fingering patterns to

sequences at any interval distance, as illustrated

by

the following exercises.

-r

DELE1-4

2

2

2

°i=
4

2

1

2.

2

2

2

2

1

-ß--s---

21

1

2

1

1

1

4

4

2

FmI

Ern'7

Ci1Lo

-,
.

®1

4

1

4

12.

3

14

1

_#

4

1

.

2 3

eb

C

Tr2

4

4

1

1

4

2

1

4

1.4

24

2.4

-Sf1í3.1-

fg
1

2 4

4

I

4

1

1

2.

4

4

F

2

1

1

4.

1

4

24

I

1.4.

I

ship-

2

1

_átb
4

14123

I

b
1

2

Figure 1. David
patterns.1

N.

1David N. Baker, "How
Downbeat 41.6 (1974): 40.

Baker, uniform fingering

to

Use Strings in Jazz, Part II,"

10

This uniform fingering principle, is used extensively

his composition Singers of Songs- Weavers of Dreams,

in

and the understanding thereof greatly diminishes

the

difficulty of the work.
In jazz
is required

improvisation situations where the performer
to make split

second decisions, uniform

fingering patterns are essential. The cellist will be able
to perform a

given passage in any register, at any pitch

level, on the instrument.

Present students of Baker in jazz improvisation

include concert cellist Yo -Yo Ma, and Rostropovich
Competition winner, Gary Hoffman.
Baker has collaborated closely with Janos Starker
in all

his major compositions for the cello.

Baker's writing for the cello is indicative of

a

true knowledge of the instrument's capabilities and

limitations. Most importantly, Baker expanded the
technical limitations

of

traditional fingering patterns.
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SINGERS OF SONGS- WEAVERS OF DREAMS

Singers of Songs- Weavers of Dreams, composed in
1981,

is a

composition for cello and multiple percussion.

This work consists of seven movements, each dedicated to
a

major black performing artist. The movements are as

follows:

I.

H.
III.
IV.
V.

VI.

VII.

Miles
Sonny Rollins
Jimmy Yancey
Paul Robeson
'Trane
Duke
Dizzy

Baker considers Miles Davis, Sonny Rollins,
Jimmy Yancey, John Coltrane, Duke Ellington and Dizzy

Gillespie as major figures in the evolution of jazz.
In

turn, they were all inspired by Paul Robeson,

the

center movement of the work, who transcended persecution
and became

a

symbol of freedom to black Americans.'

The title of this composition is most evocative.
In essence,

all

of

these individuals contributed to

the weaving -process of the dream of

freedom to black

Americans. Furthermore, singing has always been an

1David

N.

Baker, telephone interview, April
11

9,

1989.

12

integral part of the black cultural heritageDizzy Gillespie is the only person
whom Baker has known closely. Gillespie

in

this group

was

aker's

mentor and awarded Baker his first scholarshi -p. Sonny
Rollins commissioned Baker's first Saxophone
Baker met Duke Ellington, John Coltrane

and

Concerto.

011es Davis.'

Singers of Songs- Weavers of Dreams requL -res two

performers, with an elaborate percussion instrumentation.
The following percussion instruments are required:

Wind Chimes
Vibes (Vibraphone)
Bells (Glockenspiel)
Cymbals
Timbales
Marimba
Resonator
Tympano
Vibraslap
Cowbell
Four Drums
Triangle
Jawbone
Guiro
Xylophone

There are some discrepancies in the instrumentation,

particularly in regard to the use of the xylophone and the
tympano. These will be discussed in the appropriate

movements.
The first movement,

entitled Miles, is an homage to

Miles Dewey Davis Jr., born in Alton, Illinois in 1926.

1David N. Baker, telephone interview, April

9,

1989.
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This movement is freely chromatic, and Baker utilizes

various timbrai elements

to

the full,

especially the

exotic percussion sounds at his disposal.
These coloristic devices include

vibraphone,

(Figure 2),

a

a

"haze" on the

tremolo on the wind chimes,

(Figure 3), and cymbal scrapes.

(Figure 4).

VIBES

pEcj-

tt

J
`0$*

Figure 2. David
measures 23 -24.
WIND

I yM

Baker, Miles,

N.

CHIME-51

Figure 3. David
measure 1.

N.

Baker, Miles,

Figure 4. David
measures 13 -15.

N.

Baker, Miles,

ç f

c'f-)

This is primarily an atmospheric composition,

characterized by Baker's lyrical melodic lines. The
cello imitates the sound of Miles Davis'
in a

dreamlike improvisational manner.

trumpet style,

14

The second movement is

Rollins is

a

tribute to Sonny Rollins.

a

tenor /soprano saxophonist and composer,

born in New York City in 1929.

Rollins was known for his "gruff, swaggering,

tenor

saxophone tone"1.This is audibly imitated by the cello.
The main theme of this movement is stated by the

_...4
---------..`.
..
-VN
a
s.ra.
..- /

cello first. It is decidedly tonal and recurs throughout
the movement.

See Figure 5.
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Figure 5. David
measures 12 -19.
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Baker,

/Maes
MIMI
W

w.

Sonny Rollins,

The percussion writing is most innovative. In the

example below,

the main theme is heard on the marimba,

with the percussionist providing his own accompanimental

figure by hitting the resonator

Figure 6. David
measures 35 -41.

N.

of

the marimba.

Baker, Sonny Rollins,

1Charles E. Claghorn, Biographical Dictionary of
Jazz (New Jersey: Prentice Hall, 1982) 255.
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The cello and percussion instruments often imitate

each other, as illustrated

in

Figure

7.

Here we find

the cello imitating the melodic contour of

Figure 7. David
measure 49.
A

N.

Baker,

the timbales.

Sonny Rollins,

clear example of the extreme range that Baker re-

quires of the cellist

is

exemplified in Figure

brisk tempo of this movement,

8.

The

(i =126), further

complicates its difficulty.

YG.

Figure

David N. Baker,

8.

mesures

Sonny Rollins,

61 -62.

An example of unconventional notation is

illustrated in Figure

9.

tn. col IPA i

Figure 9. David
measures 99 -100.

N.

Baker, Sonny Rollins,
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In this example,

Baker furnishes the marimbist with

nothing more but the outline of the desired melodic
contour.
The third movement is entitled Jimmy Yancey. Yancey
was born in 1894 and died in Chicago in 1951. He is

regarded as the founding father of the boogie -woogie,
a

piano blues style.'
Yancey was

a

groundskeeper for the Chicago White

Sox at Comiskey Park from 1925 to 1950.

This composition is essentially

a

boogie -woogie,

incorporating all the characteristic elements of this
style.

A

boogie -woogie can be defined as follows:

piano blues style featuring percussive ostinato
accompaniments. The steadily repeated bass patterns,
one or two measures long, delineate the twelve bar
blues progression. Melodies range from series of
repeated figures reinforcing the explicit beat to
polyrhythmic improvisation.2
A

The percussive ostinato accompaniment is provided
by

the cello,

as illustrated

in Figures

10,

and 12.

11
s

a

VG.

Figure 10. David
measures 1 -2.

Jazz,

N.

Baker, Jimmy Yancey,

1Charles E. Claghorn, Biographical Dictionary of
(New Jersey: Prentice Hall, 1982) 322.

2Dan M. Randel, The New Harvard Dictionary of Music,
(Cambridge: Harvard University Press, 1986) 102.
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Figure 11. David
measures 47 -48.

N.

Baker, Jimmy Yancey,

Figure 12. David
measure 76.

N.

Baker, Jimmy Yancey,

In accordance with

of

MO
N. =MP.s

the stylistic characteristics

r

this style, we find melodic motives emphasizing the

meter, alternating with polymetric sections. This is

illustrated in Figure 13.
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Figure 13. David N. Baker, Jimmy Yancey,
measures 34 -36.
As mentioned in Chapter 4,

the degree of difficulty

of this composition diminishes greatly with an under-

standing of Baker's uniform fingering principles.
The following examples will illustrate clearly how

sequential patterns are fingered uniformly, with the
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result that the left hand shifts as
is useful

a

whole. This principle

in cultivating accuracy of intonation.

Figure 14. David
measures 38 -39.

.

N.

Baker, Jimmy Yancey,
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Figure 15. David
measures 45 -46.

N.

Baker, Jimmy Yancey,

Figure 16. David
measure 64.

N.

Baker, Jimmy Yancey,

r

.

Baker's writing for the tympano, is both idiomatic
and innovative.

He requires of the timpanist to execute

the following on a single drum:

_---

.. , ...._
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Figure 17. David
measures 96 -99.

N.

.._..._-._..-I
,.._
Window of

*a tine

Baker, Jimmy Yancey,
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In this movement,

the score calls

for the use of

a

xylophone. However, it is never indicated where exactly
it

should be played. In responding to this question,

Baker indicated that the xylophone should be used from

measure 73 through measure 92. Baker added that the
melodic material in question was derived from an actual
solo by Jimmy Yancey.

It is

interesting to note that

Baker wrote this composition in close collaboration
and consultation with virtuoso percussionist, George

Geber.l
Incidentally, in keeping with the style of the
movement, Baker requires the cellist to perform
the opening ostinato

passage "Quasi electric bass

".

This is illustrated in Figure 18.

VG

Figure 18. David
measures 1 -2.

N.

Baker, Jimmy Yancey,

The fourth and center movement of this composition
is entitled Paul Robeson.

Robeson was born in 1898 in

Princeton, New Jersey, and he died in 1976 in Harlem.
As an actor,

1David

he was acclaimed especially

N.

Baker, telephone interview,

for his

April

9,

1989.

20

magnificent Othello. Robeson recorded many spirituals,
and most importantly, was
of the word.

Robeson was

humanitarian in the true sense

a

a

lifelong fighter for peace,

socialism, and for the liberation of his own and all

oppressed people. He was persecuted during his lifetime,
even by J. Edgar Hoover,
in behalf

of

steadfast stand

for his

peace and freedom.

As mentioned earlier,

Baker deliberately placed

Robeson in the center of this work, since all these
artists, including Baker, were deeply inspired by

Robeson.
This movement starts with

funeral dirge. The

a

cellist and percussionist have completely independent
parts,

without sacrificing any cohesiveness of

expression. Baker utilizes aleatoric score indications
to arrive at

this independence. Terminology applied

includes "ad libitum" and "wait

5

to

10

seconds

".

The percussionist is responsible for the

compelling, persistent dirge rhythm, with the lamenting
cello melody suspended above. This is illustrated in

Figure 19.
The dirge evolves into

a

militant march, with

strains of Robeson's beloved spirituals woven

throughout the composition.'

1David N. Baker, telephone interview, April

9,

1989.
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Paul Robeson,
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The fifth movement is entitled

'Trane,

reference to John William Coltrane,

a

which is

a

tenor saxophonist.

Coltrane was born in North Carolina in 1926, and died
in New York City in

1967. He was a most

and individualistic performer,

and

a

innovative

contemporary of

Sonny Rollins. Both artists combined technical

virtuosity with harmonically daring improvisations.
Similar to the Yancey movement, Baker based his

composition on fragments of actual solos by Coltrane.
Baker admits that this movement poses the greatest

technical difficulties in the entire work to the

cellist.' This movement would be impossible to perform
without an understanding of Baker's fingering concepts.
This is illustrated in Figures 20,
In all

21,

22 and 23.

these instances, the left hand fingering pattern

remains constant for sequential passages, with the result
that the hand shifts as

a

whole.

Figure 20. David N. Baker,
measures 4 -5.

1David N.

'Trane,

Baker, telephone interview, April

9,

1989.
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Figure 23. David N. Baker,
measures 148 -149.
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'Trane,

Intrinsic to this movement is the extremely
() =200), capturing the virtuosic essence

swift tempo,

mastery. Baker instructs the cellist to

of Coltrane's

perform

"

A

la Coltrane".

!
M r
" s.r.maw

The impetus of the tempo is broken by metric

modulation,

as illustrated in Figure

a jr

24.
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measures 12 -16.
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An interesting imitative dialogue is found between

the cello,

playing pizzicato, and the tympano, as

illustrated in Figure 25. This is
and demands virtuosic

passage,

a

very effective

tuning skills from

the timpanist.
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Figure 25. David
measures 112 -117.
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Baker,

'Trane,

The sixth movement is entitled Duke, referring to

Edward Kennedy Ellington, renowned pianist, arranger and
composer. He was born in 1899 in Washington D.C., and
died in New York City in 1974. Ellington was the first
to use

a

large ensemble for jazz purposes, and was the

leading figure in the so- called "Big -Band Era" of the
1930s.
This movement is reminiscent of the first

movement of this composition, Miles, in its free

chromaticism and lyrical melodic lines. This movement

25

creates the illusion of free improvisation, with the
melodic material interwoven between the two performers.
This is illustrated in Figure 26.

Figure 26. David
measures 13 -15.

N.

Baker, Duke,

Baker uses an articulated vibrato trill by the cello

during the opening measures of this movement. The resulting sound seems to be imitative of

a

typical jazz

trumpet trill, inherent to Ellington's "Big- Band"

orchestrations. This is illustrated in Figure 27.

Figure 27. David
measures 1 -2.

N.

Baker, Duke,

The seventh movement, Dizzy, refers to Dizzy

Gillespie, born in Cheraw, South Carolina in 1917.
Gillespie, in collaboration with Charlie Parker, created
the Bebop',

a

jazz style stressing melodic improvisation,

fast moving harmonic patterns and an ever forward moving

rhythmic impetus.

Jazz

1Charles E. Claghorn, Biographical Dictionary of
(New Jersey: Prentice Hall, 1982) 116.

26

Further characteristics of this style include the
following:
soloist fashions a formulaic, jagged, fast moving
melody; the pianist also combines silence with
punctuations that interpret traditional harmonies
through chordal extension, alteration, or substitution. The drums add asymmetrical accents, while
the swinging cymbal patterns and walking bass lines
mark the beat.
A

Baker incorporated all these elements in this

exuberant finale. Figure 28 exemplifies the characteristic
silences, rhythmic

punctuations,

and the swinging rhythmic

patterns. These devices are maintained throughout the

movement.

v v

Figure 28. David
measures 10 -13.

N.

Baker, Dizzy,

Figure 29 is an example of the jagged, formulaic,
and fast moving melodic line in the cello,
by

accompanied

the characteristic rhythmic punctuations of this

style, furnished by the percussionist.
All these elements add to the invigorating vitality
of

this movement.

1Dan M. Randel, The Harvard Dictionary of Music,
(Cambridge: Harvard University Press, 1986) 86.
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Figure 29. David
measures 18 -21.
This movement opens with

display by the cello,

creating

N.

a

Baker,
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Dizzy,

virtuosic technical

as illustrated

Figure 30,

in

sharp contrast with the serenity of the

a

preceding movement.
the degree of difficulty

As before,

is greatly

diminished by observing Baker's fingering principles.
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Baker,

Dizzy,

questionable passage. This passage

perform reasonably accurately on one

tympano, especially at the required tempo, that is,

J =144.

27

28

In response to this problem, Baker stated
is

an instance where he would prefer

a

that

this

complete set of

timpani.' However, pedalling would still be necessary.
Due to the limitations of space,

this passage could be

satisfactorily performed on two timpani, as illustrated
in Figure 31.

Figure 31. David
measures 91 -92.

Figure 32 is

a

N.

Baker,

schematic diagram of

Dizzy,
a

suggested

stage arrangement for the percussion instruments. Note
that only two timpani are used. The most

favorable

placement for the cellist would be to the percussionist's
right side, in order to maintain eye contact.

'David

N.

Baker,

telephone interview, April

9,

1989.

29

Figure 32. Suggested stage arrangement
Singers of Songs- Weavers of Dreams.
1.
2.
3.
4.
5.
6.

7.
8.
9.

10.
11.
12.
13.
14.
15.
16.

Wind Chimes
Vibraphone
Glockenspiel
Cymbals
Timbales
Marimba
Resonator
Timpani
Vibraslap
Cowbell
Four Drums
Triangle
Jawbone
Guiro
Xylophone
Violoncello

for

CHAPTER

6

CONCLUSION
Singers of Songs- Weavers of Dreams is

a

multi-

faceted composition which can be appreciated at several
levels.
This work provides both the performers and the

listeners with valuable insights into the evolution
of

jazz,

and of

its key exponents. The title of this

composition emphasizes the relationship between black
music and the black cultural heritage, especially
in the century

of the

realization of Dr. Martin Luther

King's dream of freedom to black Americans.
Each of the featured artists in this work is

captured by Baker in artistic and stylistic essence,
in a highly imaginative and creative manner.

From

a

purely musical point of view, this compo-

sition is

a

musical kaleidoscope of instrumental timbres,

styles and temperament.
The instrumental writing is highly imaginative
and innovative.

The ensemble playing skills are

extremely demanding, but not insurmountable.
30

31

Furthermore,

this composition is one of the rare

examples of the successful fusion of jazz and western art
music.
From
truly

a

a

cellistic point of view,

this composition is

milestone in the cello literature in style and

in technical innovation. The significance of Baker's

fingering principles cannot be understated.

Singers of Songs- Weavers of Dreams is therefore

a

composition of considerable significance to both

musicologists and performers alike. This composition is
deserving of greater attention as one of the hallmarks
in the twentieth -century ensemble literature

for cello.
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