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GLOBALIZATION OF GOSPEL

Spirituals and Traditional Gospel Spreads
Around the World

Ever since the Fisk Jubilee Singers left Nashville to
spread the concert spiritual across the globe, Ameri-
can sacred music has attracted a worldwide audience.
The Fisk Singers departed for Europe in 1873, the
same year that evangelist Dwight Moody and his
song leader, Ira D. Sankey, began traveling through-
out England spreading the Christian message through
sermon and song (Cusic, 1990, 62; Boyer, 1995, 253).
These two developments in the late nineteenth
century mark the onset of the globalization of
American gospel, which would continue throughout
the twentieth and early twenty-first centuries.

The Fisk Jubilee Singers were led by George L.
White, a music teacher and treasurer at Fisk University
who formed the group as a means of raising funds for
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the newly founded institution. The ensemble toured
through Europe, Africa, and Asia for seven years
before returning to the United States. From 18384 to
1890, a restructured version of the Fisk Singers
made another trip, this time under the leadership of
Frederick Loudin. This tour included stops in India
and Australia, as well as parts of East Asia (Erlmann,
1991, 24-26).

Within two months of the troupe’s return to the
United States, Orpheus McAdoo, a member of the
ensemble, formed the Virginia Jubilee Singers, who
subsequently set sail for England and spent most of
the 1890s abroad, further introducing American
sacred music to foreign listeners. Although the
group struggled in Europe, their popularity soared
during a three-year stay in Australia, as well as in
South Africa, where they spent nearly five years
(ibid, 26-35). Like other jubilee groups of that era,
the Virginia Jubilee Singers incorporated classic min-
strel tunes into their repertoire of spirituals (ibid, 27).

During the 1920s, jubilee quartets inspired by the
Fisk Singers continued to travel abroad (Boyer, 1995,
253). By the 1930s, the seeds planted by these African
American troupes began to yield noticeable fruit in
South Africa, and Columbia Records captured four
spirituals sung by the Wilberforce Institute vocal en-
semble led by Dr. Francis Herman Gow in Johannes-
burg. Although these recorded performances were
very similar in style to those of university-affiliated
black vocal groups in the United States, they helped
to launch a distinctly South African brand of quartet
singing, exemplified by the Fort Hare-based Wesley
House Quartette, and impacted the early creators
of the Zulu vocal genre that came to be known as
isicathamiya (Erlmann, 1991, 52-53).

After World War II, North American missionaries
stepped up their worldwide proselytizing efforts. Just
as Dwight Moody had teamed up with Ira Sankey
in the late nineteenth century, evangelist Billy Graham
joined forces with gospel singer George Beverly Shea,
who became internationally renowned through his
performances on radio and television, as well as
through globally distributed recordings and appear-
ances in Graham’'s overseas crusades (Cusic, 1990,
182).

In the 1950s, traditional gospel music began to
have its deepest impact outside of the United States.
The year 1953 was a watershed, as Mahalia Jackson
embarked on a tour of Europe and the Golden
Gate Quartet relocated there permanently. Both
Jackson and Golden Gates experienced enormous
success before European audiences, many of whom
had grown to appreciate gospel sounds through
radio, television, and records imported from the
United States (Boyer, 1995, 253). During this time,
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Jackson experienced her first huge international hit
recording when “‘Silent Night” became a top seller in
Norway (Cusic, 1990, 206).

The 1960s saw the further spread of American
gospel music abroad. In 1962, a production of
Langston Hughes’s song-play, Black Nativity, featur-
ing Marion Williams, Princess Stewart, and Alex
Bradford, toured Europe. Clara Ward and the Ward
Singers traveled to Europe and Asia during the same
vear (Heilbut, 1989, 110; Boyer, 1995, 253). Gospel
music in Europe received a boost from two German
concert promoters, Horst Lipmann and Fritz Rau,
who organized a series of events known as the
American Spirituals and Gospel Festival, beginning
in 1965. Through broadcasts of these festivals on
television and radio, American gospel artists such as
Inez Andrews, the Five Blind Boys of Mississippi,
Dorothy Norwood, and Cleophus Robinson were
presented to German audiences (Grimmel, 1997).

As this decade came to a close, American gospel
artists and their recordings had circulated the globe,
impacting numerous musical landscapes and influen-
cing an array of popular artists. For example, the
recordings of Sam Cooke and the Soul Stirrers were
featured on Caribbean radio stations and helped to
shape the sound of popular Jamaican vocalist Toots
Hibbert of the Maytals (Bilby, 1995, 171). Jamaican
gospel artists such as the Grace Thrillers, Gloria Bai-
ley, and Claudelle Clark were also strongly influenced
by gospel music stemming from the United States.

Gospel’s Ongoing Global Impact,
1970—Present

In the late 1960s and early 1970s, as Edwin Hawkins
and Andrae Crouch burst onto the gospel music scene
with their smoother, R&B-inflected style, they made
waves that went beyond the boundaries of North
America. Crouch has performed in Norway on nu-
merous occasions, working with local choirs such
as the Oslo Gospel Choir and the Reflex Choir
(Aanestad, 1997). Hawkins, along with artists such
as Richard Smallwood, Walt Whitman, and Daryl
Coley, has been featured in Norway’s Seaside Gospel
Choir Festival. Modeled after the Gospel Music
Workshop of America since the late 1980s, this
annual event continues to draw prominent gospel
performers from the United States.

Scandinavian countries remained among the most
popular European destinations for contemporary
gospel artists in the late twentieth century. The
Oak "Ridge Boys toured Sweden in 1970 (Cusic,
1990, 260), and Danniebelle Hall recorded an album
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with Swedish gospel choir Choralern for the gospel
label Sparrow in 1977. Several choirs have emerg-
ed in Sweden since the 1980s. The sixty-member
Stockholm-based ensemble Source of Joy was fo-
unded in 1993 and has gained esteem through its
recordings and travels to Norway, England, and the
United States during the late 1990s and early 2000s
(Wickberg and Hagen, 1997).

Contemporary North American gospel artists con-
tinue to have a global reach, both through widely
disseminated recordings and also through appear-
ances at gospel festivals held around the world.
Many have appeared throughout the Caribbean at
venues such as Jamaica’s Fun in the Son Festival
and Barbados’s Gospelfest. The latter festival, which
was first held in 1993, has featured singers such as
Yolanda Adams, Alvin Slaughter, Kurt Carr, Donnie
McClurkin, and Trin-i-tee 5:7, along with a host of
popular Caribbean-based gospel artists. In the early
2000s, the Brooklyn Tabernacle Choir began perform-
ing in Jamaica before enthusiastic audiences who were
well familiar with their music through radio.

In Australia, gospel music remains very popular,
and a number of choirs have worked to incorporate
American gospel sounds into localized musical expres-
sions of the Christian message. Australian-based
record labels such as Maranatha! Music produce
some of the world’s most successful contemporary
Christian artists, whose songs are heard in churches
throughout North America. Formed in 1986, the Café
of the Gate of Salvation has become one of Austra-
lia’s most successful gospel choirs (Johnson, 2002,
101). In 1999, this choir traveled to the United States
and performed in black churches in Birmingham,
New Orleans, and New York City (ibid, 115).

When the black gospel musical Mama I Want
to Sing came to Japan in the 1980s, it marked the
beginning of a gospel boom in this predominantly
Buddhist country (Haranoh, 1997). With advances
in technology and the globalization of Hollywood
films, such as Sister Act and The Preacher’s Wife,
gospel music made huge inroads in Japan during the
1990s. Edwin Hawkins, Daryl Coley, Take 6, and the
Mississippi Mass Choir are among the many artists
who have performed there. African American musi-
cians often travel or relocate to Japan, where they
have been instrumental in the rising popularity of
black gospel music. For example, Ronald Rucker
and Alexander Easely migrated to Japan in the late
1970s and have worked steadily by conducting gospel
workshops and directing Japanese gospel choirs such
as the Bright Lights Gospel Choir, which performs
throughout the country (Barrager, 1999).

As American gospel music migrates from the
United States to various countries throughout the




world, local practitioners often do more than simply
imitate the stylings of foreign performers. Rather, gos-
pel music often takes on the flavor of the sociomusical
community in which it becomes situated. For example,
the South Africa—based Soweto Gospel Choir emerged
in 2002 and has since begun recording and touring
extensively around the world. The group, which earned
the prize for Best Gospel Choir at the 2003 American
Gospel Music Awards, sings with a distinctly South
African flavor that nonetheless draws from the West-
ern spiritual tradition. In the United States, gospel
artist Dickson Guillaume formed the Haitian Interde-
nominational Mass Choir in the early 1990s. This
ensemble, which has been featured at Cornell Uni-
versity’s annual Festival of Black Gospel, has a diverse
repertoire of songs in English and Haitian Creole.

It is also true that contemporary American gospel
artists have increasingly begun to explicitly incor-
porate foreign styles into their compositions and
arrangements, often featuring diverse sounds on
their recordings to appeal to a wide array of listeners.
For example, Kirk Franklin’s debut CD features the
song ““Speak to Me, Lord Jesus,” which draws on
Caribbean rhythms and accents. The “Caribbean
Medley” on Donnie McClurkin’s recording Live in
London and More {2000) uses Jamaican reggae and
dance hall rhythms throughout. The globalization of
gospel thus involves not only the worldwide spread
of this music but also its localization by musicians
and audiences situated around the globe and the
steady appropriation of global sounds by North
America-based gospel musicians.

MELvIN L. BUTLER

See also Adams, Yolanda; Andrews, Inez; Bradford,
Alex; Brooklyn Tabernacle Choir; Cooke, Sam; Crouch,
Andrae; Fisk Jubilee Singers; Five Blind Boys of Mis-
sissippi; Golden Gate Quartet, The; Gospel Music
Workshop of America; Hall, Danniebelle; Jackson,
Mabhalia; McClurkin, Donnie; Norwood, Dorothy;
Oak Ridge Boys; Robinson, Cleophus; Sankey, Ira
David; Shea, George Beverly; Soul Stirrers; Take 6;
Ward Trio (Ward Singers); Williams, Marion
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GOLDEN GATE QUARTET, THE

The Great Jubilee Innovators

Jubilee music in the late 1920s was little different than
it had been in the 1880s. In the 1930s, two quartets
changed everything: the Mills Brothers and the Golden
Gate Jubilee Quartet. The Mills Brothers paved
the way for all the great doo-wop, R&B, and gospel
quartets to come by introducing jazzier, “‘swing”-style
arrangements, a New Orleans—influenced “‘pump bass,”
and an uncanny ear for vocally imitating not just jazz
instruments, but also jazz solos. The Golden Gate
Quartet (the group dropped the word *“Jubilee” from
their name in 1940) took the Mills Brothers’ innova-
tions a step further and—along with Sister Rosetta
Tharpe—were the “‘face” of gospel music to the public
until the advent of Mahalia Jackson.

The Golden Gate Jubilee Quartet was founded in a
Norfolk, Virginia, barbershop in around 1930 and
quickly became popular by adding a soulful gospel in-
tensity to the Mills Brothers’ vocal harmonies. The
Gates achieved acclaim from both white and black
audiences up and down the East Coast when they
began broadcasting on Charlotte, North Carolina’s
clear-channel WBT. In the beginning, the group
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“GOSPEL BOOGIE”

“Gospel Boogie” was one of the first modern gospel
compositions to break from the traditional seven-
shape-note songbook style and to utilize elements of
pop and rhythm and blues. Recorded by numerous
singers in the early 1950s, it became one of the best-
selling gospel records of all time and won even greater
fame in 1958, when pop singer Pat Boone recorded it
under the name “A Wonderful Time up There” and
took it into the top ten of the Billboard charts.
Though controversial when it first emerged in the
late 1940s, the song today has acquired the status of
a Southern gospel classic.

The song originated with a popular Atlanta-area
group, the Homeland Harmony Quartet; in 1945 they
were joined by Lee Roy Abernathy, a pianist and
composer, and a shrewd promoter who saw gospel
quartet singing as show business. Abernathy soon
became their manager and attracted attention for
them first when, in 1947, he wrote and had the
group record a topical song about a tragic fire in
Atlanta’s Winecoff Hotel.

Breaking from the older gospel songbook publish-
ers such as Stamps-Baxter and Vaughan, Abernathy
began publishing his new songs in sheet music form.
In November 1947 he copyrighted “Gospel Boogie,”
and the Homeland Harmony Quartet recorded it for
the independent White Church label a few months
later. It came out at a time when country music was
being swamped with various up-tempo songs such as
“Cherokee Boogie” and quickly became a best-seller;
though advertisements in Billboard were to claim sales
of more than two million, members of the quartet
say the actual sales were closer to two hundred thou-
sand—still remarkable by gospel standards of the
day. Soon major stars such as Red Foley, Sister
Rosetta Tharpe, Wally Fowler, and the Pilgrim
Travelers were rushing out cover versions.
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To traditional gospel fans who were upset at the
jazz and blues connotations of the word “boogie,”
Abernathy replied that “boogie” was just another
word for “rhythm” and that he was “‘inspired to
write it. [ felt it was one way of reaching distant places
where no ministers go.”

CHARLES K. WOLFE
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GOSPEL CHOIRS

Origins and Early Development

Although the Fisk Jubilee Singers toured internation-
ally as an eleven-member group in the late nineteenth
century, they, along with many other college-affiliated
vocal groups, had reduced their numbers by the early
1900s to become one of several sacred quartets in the
United States. The newly founded National Baptist
Convention played a highly significant role in the on-
going formation of larger vocal ensembles dedicated to
musical articulation of the gospel message. By 1916,
composer and educator Lucie Campbell had begun to
take on leadership responsibilities at the annual con-
vention, working as music director for mass choirs of
up to one thousand members and writing songs for
various pageants and musicals (Darden, 2004, 163).
Campbell had a major influence on the style and
repertory of songs used not only at the Convention,
but also in churches around the United States, where
choirs often sought to learn pieces that Campbell had
recently introduced (Boyer, 1995, 139).

During the 1900s and 1910s, many African
American church leaders in the North sought trained
music directors to organize choirs that would add
prestige and social respectability to their ministries.
Achieving the goal of cultural advancement meant
leaving behind the vestiges of slavery and the folk
spiritual in favor of the more refined, “sophisticated”
music from the European classical tradition. Hence,
many Baptist choirs eschewed the highly demonstra-
tive expressions of the Sanctified black church, choos-
ing instead to perform works by composers such as
Handel, Bach, and Mendelssohn. Church leaders
began to recognize that music rivaled preaching as
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The Abyssinian Baptist Choir, Newark, New Jersey, 1961. Photo courtesy Frank Driggs Collection.

a tool for attracting members, and some even hired
orchestras to accompany the singing as part of their
efforts to compete with area churches (Harris,
1992, 106).

Unlike many of his predecessors in the church music
arena, who tended to favor a European classical aes-
thetic, Thomas Dorsey inflected his choral composi-
tions with a blues flavor that was highly controversial,
yet extremely appealing to the increasing numbers
of Pentecostal and Baptist churchgoers, many of
whom had migrated to northern cities from the deep
South. After Dorsey moved to Chicago in 1921, he
had a profound impact on the evolution of church
choirs in the United States, writing songs that became
nationally known and emblematic of a more modern
gospel sound.

During the 1930s, Dorsey formed choirs that some-
times grew alongside the existing “senior” church
choirs, which continued to sing in the traditional
styles preferred by more conservative Baptists. Such
was the case at Ebenezer Baptist Church in Chicago,
where Dorsey organized a gospel choir in 1931. The
following year, Pilgrim Baptist Church featured a
similar choir, which Dorsey also had formed. In
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1932, Dorsey was also elected president of the Na-
tional Convention of Gospel Choirs and Choruses.
During the 1930s and early 1940s, he toured with
Sallie Martin, the convention’s secretary, who helped
to form dozens of choirs across the United States and
increase the popularity of Dorsey’s compositions
(Darden, 2004, 170-173).

While amateur church choirs proliferated through-
out the United States during the Great Depression
and in the years preceding the Second World War,
a few ensembles managed to achieve professional
status. Wings Over Jordan was formed by Glenn
Settle at Cleveland’s Gethsemane Baptist Church
and earned a reputation as a refined choir capable of
singing in a variety of styles ranging from Negro
spirituals to classic hymns. With as many as forty
members, the choir began singing on local radio,
eventually garnering national attention through a
ten-year stint (1937-1947) on the CBS network’s
Wings Over Jordan weekly radio broadcast (Boyer,
1995, 182). Under the direction of J. Earle Hines,
the St. Paul Baptist Church Choir—also known as
Echoes of Eden-—became one of the first professional
choirs to make commercial records during the 1940s,
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and they had a successful radio show in Los Angeles
(Darden, 2004, 271; Boyer, 1995, 206).

With greater participation in choir conventions,
more widespread access to technologies such as the
phonograph and radio, and the onset of the Civil
Rights Movement, community choirs became in-
creasingly popular after World War II (Jackson,
1995, 193). In the late 1940s, an eighteen-year-old
Milton Brunson first organized the Chicago-based
Thompson Community Singers (also known as the
Tommies), which would become one of the oldest
and most respected professional choirs of the twenti-
eth century. As the bass guitar became more fre-
quently used as an accompanying instrument, some
choral arrangers found the bass vocal part redundant
and chose to use three harmony parts (soprano, alto,
tenor) instead of four. One of the earliest professional
choirs to embrace this three-part texture was the
Voices of Hope Choir, organized in 1957 by Thurston
Gilbert Frazier (Boyer, 1995, 182).

Change and Continuity: 1960—Present

As the Civil Rights Movement heated up, profession-
al “freedom choirs” were formed and organized in
various parts of the United States by members of the
Student  Nonviolent Coordinating Committee
(SNCC). One such group, the nationally known Free-
dom Singers, was founded in 1962 and eventually per-
formed with vocalists Mahalia Jackson and Marian
Anderson. Freedom choirs such as the Selma Freedom
Choir and Carlton Reese’s Gospel Freedom Choir
of the Alabama Christian Movement (also known as
the Birmingham Choir) performed mostly on black
college campuses during the 1960s and were devoted
to increasing awareness of the civil rights struggle.

By the 1960s, ““‘Professor” Alex Bradford had be-
come the director of Newark’s Abyssinian Baptist
Church choir, with whom he recorded the album
Shakin’ the Rafters (Darden, 2004, 267). Bradford’s
influence on the religious choral music was wide-
spread; however, James Cleveland, his most re-
nowned protégé, had an even more profound impact
on the development of mass gospel choirs in the
United States. The 1950s and 1960s saw Cleveland
begin a steady rise to gospel stardom. He composed
hundreds of songs, such as his 1960 hit “The Love of
God,” which he recorded with the Detroit-based
choir Voices of Tabernacle (Heilbut, 1971, 211).

Cleveland worked with an array of established gos-
pel soloists and groups, including the Caravans, before
moving from Chicago to Southern California in 1962.
He continued to achieve nationwide recognition
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through Savoy Records, which featured him with
mass choirs from around the country. During the
1960s, he recorded his weil-known song “*God Has
Smiled on Me” with Detroit’s Prayer Tabernacle
Choir. The New Jersey-based First Baptist Church
Choir sang with Cleveland on his 1963 release, Peace
Be Still, which sold over one million copies (Heilbut,
1971, 270-271).

Cleveland helped sustain interest in the mass choir
movement through the Gospel Music Workshop of
America, which he founded in 1968 (Darden, 2004,
272). Along with his Southern California Community
Choir, Cleveland influenced generations of gospel
singers, composers, and choir directors, such as
Mattie Moss Clark, who recorded with both the
Southwest Michigan State Choir and also the Church
of God in Christ (COGIC) Convocation Choir during
the 1960s (Boyer, 1995, 126—127).

As the 1970s brought newer, more contemporary
vocal styles, COGIC singers and songwriters contin-
ued to play a major role in the ongoing evolution of
gospel choirs in the United States. One of the most
famous COGIC groups to emerge from this period
was the Love Center Choir, directed by Walter
Hawkins. The choir’s 1975 debut album, Love Alive
I, which featured “Going Up Yonder,” led by Tra-
maine Hawkins, became one of the top-selling gospel
recordings of the 1970s. The Hawkins family set the
stage for the ensuing decades, during which a number
of regionally based choirs were formed, such as the
Georgia Mass Choir, which performed with Whitney
Houston in the 1996 film The Preacher’s Wife,
and the world-renowned Mississippi Mass Choir,
which earned increased recognition during the 1990s
through their work with Rev. James Moore.

Some choirs gained popularity largely through
charismatic leaders, such as Memphis-based O’Landa
Draper, who organized the Associates in 1986, and
James Hall, who founded Worship and Praise the
following year in New York City. Both of these choirs
experienced their greatest commercial successes dur-
ing the 1990s. Draper and the Associates were often
referred to as *the choir of the 90s,” and they
appeared with singer Billy Joel during the 1994
Grammy Awards (Collins, 1998, 4). Both Hezekiah
Walker’s Love Fellowship Crusade Choir and the
New Life Community Choir, under the direction of
eminent singer-songwriter Reverend John P. Kee,
became well known during this time.

One of the most prolific singers, composers,
and choir leaders of the 1980s and early 1990s was
Thomas Whitfield, who directed and composed more
than two hundred songs for his choir, the Whitfield
Company. Many contemporary gospel artists, such as
Yolanda Adams, Kirk Franklin, and Fred Hammond,




acknowledge the creative influence of Whitfield, also
known as “The Mauestro,” on their musical growth
and professional careers. The 1990s saw the develop-
ment of more state- and city-based choirs such as
the Colorado Mass Choir, led by Joe Pace, and the
multiethnic Brooklyn Tabernacle Choir, directed
by Carol Cymbala. Milton Brunson's years of hard
work reaped dividends, as his Thompson Commu-
nity Choir won numecrous accolades during the de-
cade and helped popularize the use of jazzy horn
arrangements.

Whitfield's legacy of musical refinement and heart-
felt worship was continued by his ensemble members
and by gifted musicians such as Richard Smallwood.
As a student at Howard University in the late 1960s,
Smallwood had played an instrumental role in the
emergence of what became the first campus-organized
college gospel choir in the United States. A classically
trained pianist and arranger, Smallwood became in-
ternationally known in the 1990s as he showcased
his exceptional compositional prowess through his
choir, Vision. Onc of his best-known choral com-
positions, “Total Praise,” was featured on his 1996
recording, Adoration: Richard Smalbvood, Live in
Atlanta, which received widespread acclaim among
gospel music enthusiasts. ‘

Gospel choirs continued to perform and record
during the late 1990s and at the turn of the century.
However, the popularity of smaller gospel ensembles,
such as those led by contemporary artists such as
Kurt Carr and Donnie McClurkin, began to surpass
that of the larger mass choirs that dominated previous
decades. vl FuTiep
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See also Angelic Gospel Singers; Brooklyn Tabernacle
Choir; Gospel Music Workshop of America; Gospel
Quartets; Malaco Records; Mississippi Mass Choir;
National Convention of Gospel Choirs and Choruses;
Southern California Community Choir; St. Paul
Baptist Church Choir of Los Angeles
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Selected Discography

The Abyssinian Baptist Choir under the Direction of
Professor Alex Bradford. Shakin' the Rafters (1991,
Sony 47335; originally released 1960).

Milton Brunson and the Thompson Community Choir.
Available to You (1991, Sony 47761; originally released
1988).

New Life Community Choir featuring John P. Kee. Wash
Me (1994, Jive 43004).

O’Landa Draper and the Associates. 4bove and Beyond
(1991, Sony 48687).

Reverend James Cleveland and the Angelic Choir, Vol. 3.
Peace Be Still (1995, Savoy 14076; recorded in 1962).
Richard Smallwood with Vision. Adoration: Richard

Smalhwood, Live in Atlanta (1996, Jive 43015).

Walter Hawkins and the Love Center Choir. Love Alive, Vol.
1 (1993, Platinum Ent. 161012; originally released 1975).

Thomas Whitfield. Alive and Satisfied (1992, Platinum Ent.
8533).

Compilations

Chicago Mass Choir. The Best of the Chicago Mass Choir.
(1995, Platinum Ent. 16116).

Georgia Mass Choir. Greatest Hits (1996, Savoy 7123);
Gospel's Heavenly Choirs (1999, K-Tel 4319).

Mississippi Mass Choir. Greatest Hits (1995, Malaco 6021);
The World's Greatest Choirs. Vol II (1995, HOB
Records HBD3537).

GOSPEL HARMONY BOYS

Original Members:

Leonard Adams (b. January 8. 1922: d. May 30, 2002)
Harold Lane

John Embry

J. B. Short

This Southern gospel quartet spent half a century
(1952-2002) ministering in song to audiences primar-
ily east of the Mississippi River in the United States
as well as giving occasional performances in Canada
and the Bahamas.

Huntington, West Virginia, natives Leonard Adams
and Harold Lane, who would later perform with the
Homeland Harmony Quartet and the Speer Family,
founded this quartet in 1952 so they could explore
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Keskidee: A Journal of Black Musical Traditions
(U.K.). 1986-1993

Musical Traditions (U.K.), mid-1980s—1993

New Kommotion (U.X.)

Old Time Country (U.K.) 1971-1989

Old Time Music (U.K.), 1971-1989

The Original Chicago Blues Annual (U.S.),
1989-1994

Pickin’ the Blues (U.K.), 1982-1984

Le Point du Jazz (Belgium), 1969-1986

Prologue: Opera Musique (Belgium), 1969-1992

Record Research (U.S.)

Rejoice! The Gospel Music Magazine (U.S.),
1988-1994)

Rhythm & Blues Panorama (Belgium), 1960-1965

Sailor’s Delight (U.K.), 1978-1984

Shout (U.K.)

Talking Blues (U.K.), 19761979

Wavelength: New Orleans Music Magazine (U.S.),
mid-1970s-1991

Whiskey, Women and . . . (U.S.), 1971-1989

In this series, the best reference is Rejoice!/, which
deserved a longer life but did not get the support it
should have received from collectors and fans. A whole
collection may be read and studied at the Blues
Archives Department of the University of Mississippi
in Oxford. Most of the other magazines are in private
collections or libraries around the world.

ROBERT SACRE
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Nineteenth-Century Foundations

Several parallel singing traditions were born in the
United States during the period of slavery, allowing
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blacks and whites to engage in four-part singing
and draw from a shared vernacular culture (Averill,
2003, 11). As blackface minstrelsy became increas-
ingly popular in the 1850s and 1860s, black and
white performers sometimes sang spirituals in quartet
tashion.

Throughout the period of Reconstruction, finan-
cially strapped black institutions often formed
vocal ensembles, the most famous of which was the
Fisk Jubilee Singers, an eleven-member ensemble
established in 1871, five years after Fisk University
welcomed its first students. During the 1890s, many
university jubilee ensembles began to shrink in
size, performing and recording both sacred and secu-
lar material in four-part harmony. Recording for
Columbia in 1895 and Victor in 1902, respectively,
the Standard Negro Quartette from Chicago and the
Dinwiddie Colored Quartet, comprised of students
from the John A. Dix Industrial School in Dinwiddie,
Virginia, made the earliest known recordings by
African American quartets (Lornell, 1995, 19).

In African American communities, close harmony
singing became associated with recreational spaces
such as the barbershop (Averill, 2003, 39), and some
blacks participated in shape-note singing societies
through the South during the late nineteenth century
(ibid, 22). White quartets were more strongly influ-
enced by shape-note singing as this genre became
more widely disseminated at the turn of the twentieth
century. It was largely through the work of James
David Vaughan, a white shape-note teacher from
Southern Tennessee, that gospel quartet music was
made commercially available. In 1910, Vaughan fi-
nanced a tour for his family group, which he called
the Original Vaughan Quartet, and they became the
first of sixteen quartets Vaughan sponsored under
that name to travel and advertise his close-harmony
songs. The establishment and growth of the profes-
sional gospel quartet tradition in the rural South were
facilitated by Vaughan’s success (Goff, 2002, 63).

Evolution of the Jubilee Style

In the 1910s and 1920s, a confluence of several phe-
nomena contributed profoundly to the ongoing devel-
opment of a modern gospel quartet sound. The
1906 Azusa Street Revival in Los Angeles had pre-
cipitated a global Pentecostal movement. This move-
ment spawned multiple congregations across the
country as pastors who attended the revival returned
home to launch—or to transform-—ministries in their
hometowns. Unlike the Baptist congregations from
which many gospel quartets sprang, the Pentecostals




embraced a lively, “sanctified” form of sacred music
and allowed energetic use of the body during praise
and worship.

The growing influence of Pentecostal faith coin-
cided with the migration of over more than one
million Southern blacks to the North in search of
jobs and better economic opportunities. These black
migrants arrived in cities such as Chicago, Detroit,
Cleveland, and Philadelphia, and they brought with
them a set of expectations and preferences concerning
ideal forms of church music. When Thomas Dorsey
moved from Georgia to Chicago in 1921, his style of
blues-inflected gospel music had a major impact on
the evolving quartet tradition.

The first two decades of the twentieth century
thus saw the gradual transformation of university-
affiliated jubilee quartets. By 1905, the Fisk Jubilee
Quartet had gained popularity, and it eventually
became the model for numerous African American
jubilee quartets throughout the Southern United
States. Black vocal quartets sprang up in several
Southern states, often near black colleges. In Besse-
mer, Alabama, R. C. Foster formed one of the earliest
jubilee quartets in 1915.

Throughout the 1920s, several amateur and pro-
fessional quartets formed in and around Jefferson
County. The Foster Singers inspired a generation of
early jubilee groups in Alabama, such as the Famous
Blue Jay Singers and the Birmingham Jubilee Singers,
which were founded in 1926 and were among the
first professional black quartets to emerge (Boyer,
1995, 33). During this time, other Southern states
also boasted successful black jubilee quartets. The
Tidewater area of Virginia proved fertile ground for
an array of popular groups such as the Norfolk-based
Silver Leaf Quartet and the Norfolk Jubilee Singers,
both of which became prominent after World War L.
In 1927, the Harmonizing Four was formed in
Richmond.

Although these early gospel quartets naturally
maintained distinctive sounds according to their
geographical location and personnel, they were uni-
fied by certain features characteristic of the jubilee
style of singing. Most jubilee quartets featured four
male voices singing in close harmonies very similar
to those of barbershop quartets. Since the Baptist
churches in which many quartets performed often
did not allow musical instruments such as drums,
pianos, or guitars, quartets typically sang without
any instrumental accompaniment.

Whereas older groups, such as the Fisk Jubilee
"Quartet, had attempted to constrain the emotional
affect of their performances, emphasizing proper
diction and melodic precision over smooth ornamen-
tation and danceable grooves, post-World War I
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quartets began to sing hymns and spirituals with a
stronger rhythmic emphasis, accenting the pulse with
vocal inflections and through subtle body movements
from side to side (Lornell, 2005, 12). Furthermore, the
newer jubilee singers increasingly produced sound
from the back, rather than the front, of their mouths
to create a full-bodied, earthy tone. They also em-
ployed an arsenal of vocal techniques, bending notes
and ending them with a humming sound for greater
emotional impact. The lyrics of jubilee songs were
often narrative in character, relating biblical parables
or recounting the experiences of Old Testament fig-
ures such as Noah, Moses, Jonah, and Job (Lornell,
2005, 23).

While black jubilee quartets flourished throughout
the 1920s, white quartets also grew in popularity,
especially throughout the South. Many white quartets
became professional ensembles on their own, break-
ing away from their dependence on publisher-
sponsored tours and singing conventions (Cusic,
1990, 95). In 1926, J. R. Baxter and Virgil O. Stamps
joined forces to create the Stamps—Baxter Company.
A Texas native, Stamps also formed a vocal ensemble,
the Stamps Quartet, which recorded for Victor in
1927. He eventually sponsored several other quartets
that used the Stamps name while touring extensively
throughout the Southwest. The Stamps Quartets were
influenced by popular jazz pianists and featured songs
with rhythmic syncopation in addition to classic
hymns in the shape-note tradition.

As the 1920s came to a close, the Great Depression
hindered gospel quartet touring and recording. Nev-
ertheless, the 1930s saw the rise of African American
groups such as the Virginia-based Golden Gate Quar-
tet. Influenced by the Silver Leaf Quartet, the Golden
Gate Quartet was founded by Willie Johnson, who
put together a group of students attending Booker T.
Washington High School in Norfolk. The Golden
Gates are considered by many to be emblematic
of the classic jubilee quartet, and they perfected
a hard-driving style characterized by the use of jazz-
influenced rhythmic syncopation and vocal imitations
of musical instruments.

Radio became a crucial media through which
gospel quartets were popularized outside of local
churches. After the Southernaires began broadcasting
live performances on New York City radio stations in
1933, many quartets—such as the Swan Silvertones,
the Golden Gate Quartet, and the Soul Stirrers, which
were based in other cities—quickly followed suit
(Boyer, 1995, 52).

As the Pentecostal movement continued to spread
and Dorsey’s music became increasingly popular,
many jubilee quartets felt pressure to modify their
performance styles to satisfy the changing demands
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of their listeners. The alternative was to hold fast
to the more conservative jubilee tradition and risk
losing much of their audience support. The Golden
Gate Quartet continued to sing in the jubilee style
popularized during the 1920s and 1930s, and facing
a diminishing American audience, they relocated to
Europe in the 1950s (Boyer, 1995, 253).

Hard Gospel Quartet Singing After
World War 11

The late 1940s and 1950s was a period during which
many sacred quartets began attracting larger audi-
ences by using a screaming, shouting, or preaching
style associated with Pentecostal churches. The newer
“hard gospel” genre of quartet singing differed in
significant ways from the “sweet” style of vocalizing
popularized by prewar jubilee ensembles. Gospel
quartets increasingly began using musical instru-
ments, which Pentecostal churches were more likely
to embrace. The piano, bass guitar, and drums com-
prised a typical rhythm section and provided a more
driving accompaniment to the singing. Hard gospel
soloists began to use more demonstrative approaches
to gospel performance, sometimes. walking or run-
ning across the stage or through the aisles during a
selection.

Several African American quartets migrated from
the South and established home bases in New York
City, where they procured recording contracts and
participated in radio broadcasts. A number of white
quartets achieved professional status during this era,
including the Statesmen, the Blackwood Brothers, the
Oak Ridge Boys, and the Jordanaires. In 1956, the
Statesmen and the Blackwoods collaborated to estab-
lish the National Quartet Convention, which held an-
nual meetings in Memphis. The Jordanaires became
well known for their performances with Elvis Presley
(Cusic, 1990, 116 and 222).

By the early 1940s, the role of the solo singer had
become much more prominent than it was in the
older-style jubilee quartets, which continued to utilize
a full harmonic texture in which all voices were given
equal weight. Many of these individuals, such as Ira
Tucker of the Dixie Hummingbirds and Julius Cheeks
of the Sensational Nightingales, became famous in
their own right and had a profound influence on
gospel soloists such as Sister Rosetta Tharpe and
Mahalia Jackson (Lornell, 2005, 28). Women’s
. groups, such as the Gospel Harmonettes (led by Dor-
othy Love Coates) and the Caravans (founded by
Albertina Walker) were highly influential. Rebert
“R. H.” Harris, leader of the Soul Stirrers, developed
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a smooth, yet powerful, brand of gospel singing that
made him one of the most popular quartet soloists
during the 1940s. :

The Soul Stirrers increased in popularity during the
1950s, when Harris was replaced by Sam Cooke, who
left the Highway QCs and gained fame. To maintain a
rich vocal background while increasing the emotional
range and flexibility of solo parts, quartets began to
employ an additional lead vocalist. This modification,
known as the “swing lead” technique, featured two or
more soloists, each of whom would give way to the
next soloist after singing a verse or chorus (Boyer,
1995, 97). Thus, it was quite common for “‘enlarged”
quartets of this era to contain from five to seven
members. The “quartet” designation was nevertheless
used, as the term came to denote an approach to
singing rather than the number of members in a
group. Enlarged quartets such as the Five Blind
Boys of Mississippi and the Five Blind Boys of
Alabama, both of which were founded in the
1930s, experienced much success during the postwar
period with their hard gospel style (Boyer, 1995,
199-202).

Although many quartets rose to stardom during
the 1950s, the subsequent decade brought a decline in
quartet popularity, as the secular influences of rhythm
and blues and the Motown sound were felt nation-
wide. During the 1960s and 1970s, many of the
white quartets that stayed afloat, such as the Happy
Goodman Family and the Florida Boys, used televi-
sion as a means of spreading the gospel through song.
The Blackwood Brothers remained very popular,
but found new competition in the mid-1960s from
white groups such as the Cathedral Quartet and the
many black quartets that continued to perform by
adjusting, often with changes in membership, to audi-
ence tastes and the demands of the fast-changing
music industry (Malone and Strickland, 2003,
121-122).

Organized in 1959 by Willie Joe Ligon, the Mighty
Clouds of Joy became one of the most well-known
hard gospel quartets of the 1960s. They maintained
their success through the 1970s and 1980s by employ-
ing a smoother, more contemporary style, popular-
ized by artists such as Edwin Hawkins and Andrae
Crouch (Boyer, 1995, 239).

Gospel Quartets 1980-2005

As the gospel music industry evolved in the late twen-
tieth century, the popularity of traditional quartet
singing continued to decline in the United States.
Groups such as the Winans and Take 6, which
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emerged during the 1980s, were influenced by older
quartets but also incorporated newer styles that
appealed to younger audiences. While drawing from
more contemporary sounds, recording artists such
as Keith “Wonderboy” Johnson remain particularly
committed to the gospel quartet tradition. Chosen
Few. a white quartet, continues to perform through-
out the South and Midwest, especially near Branson.
Missouri.

Although first established in the 1940s, the Canton
Spirituals experienced their greatest success in the
1990s and earned a reputation as solid performers
in the quartet tradition. However, other groups,
such as Men of Standard and the female quartet
Witness, employ an urban gospel sound more influ-
enced by the hip-hop styles of the late twentieth and
early twenty-first centuries. While professional gospel
quartet singing as typified by the post-World War II
ensembles has become increasingly rare, amateur
quartet singing maintains a steady following in a
wide variety of churches across the United States.
Moreover, the Gospel Music Workshop of America
founded a quartet division in the early 1990s that
continues to thrive in the early twenty-first century.
Like other genres of gospel music, quartet singing
evolves with newer audiences while sustaining links
to its treasured past.

MELvIiN L. BUTLER

See also Azusa Street Revival; Blue Jay Singers;
Caravans; Cathedral Quartet; Coates, Dorothy Love;
Crouch, Andrae; Dixie Hummingbirds; Dorsey, Thom-
as; Fisk Jubilee Singers; Five Blind Boys of Alabama;
Five Blind Boys of Mississippi; Florida Boys, The;
Golden Gate Quartet, The; Gospel Music Workshop
of America; Harmonizing Four; Highway QCs, The;
Jackson, Mahalia; Jordanaires, The; Mighty Clouds
of Joy; National Quartet Convention; Norfolk Jubilee
Singers; Oak Ridge Boys; Sensational Nightingales;
Silver Leaf Quartet; Soul Stirrers; Stamps Quartet;
Swan Silvertones; Take 6; Tharpe, Sister Rosetta;
Vaughan Quartet; Walker, Albertina; Winans, The
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Discography

Blind Boys of Alabama. Oh Lord, Stand by Me/Marching
Up to Zion (1991, Specialty 7203).

Blind Boys of Mississippi and Various Artists. Lord Will
Muke a Way: Early Recordings 1947-1951 (P-Vine Japan
5837).

The Caravans. The Best of the Caravans. (1998, Savoy 7012;
originally released 1977).

Cathedral Quartet. Signature Songs, Vol. 1 (2000, Home-
land Records 63).

Sam Cooke. Complete Recordings of Sam Cooke with the
Soul Stirrers (2002, Specialty 4437).

The Dixie Hummingbirds. Journey to the Sky (2002, P-Vine
Japan 5818).

Dorothy Love Coates & the Original Gospel Harmonettes.
The Best of Dorothy Love Coates & the Original Gospel
Harmonettes, Vols. 1&2 (1991, Specialty 7205).

Golden Gate Quartet. Golden Gate Quartet, Complete Re-
corded Works in Chronological Order, Vol. 1: 1937-1938
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Golden Gate Quartet, Complete Recorded Works in Chro-
nological Order, Vol 5: 1945-1949 (2000, Document
5638).

Happy Goodman Family. Southern Gospel Treasury: The
Goodman Family (2002, Word Entertainment 886106).

J. D. Sumner and Stamps. Hall of Fume Series (2000,
Benson 2426).

Keith “Wonderboy” Johnson & Spiritual Voices. Tribute to
Ouartet Legends, Vol. 1 (2001, Verity 3000).

Men of Standard. Men of Standard (1996, Muscle Shoals
8013).

Mighty Clouds of Joy. The Best of the Mighty Clouds of Joy
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The Sensational Nightingales. The Best of the Sensational
Nightingales (1995, MCA Special Products 22044;
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The Statesmen. Gospel Classics Series (2001, BMG Special
Products 45912).

The Winans. Introducing the Winans (1981, Platinum Ent.
161069).

Witness. The Best of Witness (1999, CGI Records 5343).

Compilations

Golden Age Gospel Quartets, Vol 1 (1947-1954) (1997,
Specialty 7069).

Golden Age Gospel Quartets, Vol. 2 (1954-1963) (1997,
Specialty 7070).

GOSPEL SINGING JUBILEE

The Gospel Singing Jubilee was instrumental in bring-
ing gospel music into the homes of America during
the 1960s and 1970s. This program, coproduced by
Les Beasley of the Florida Boys and Jane Dowden of
Showbiz, Inc., was one of the longest running gospel
music television programs in history.

In 1961, the Florida Boys produced a thirty-minute
black-and-white television program called Gospel
Song Shop. The program achieved great success and
became the catalyst for the Gospel Singing Jubilee.
The Gospel Singing Jubilee was one hour in length
and soon began production in living color. During
the first year of production, the show featured the
Florida Boys, the Happy Goodman Family, the
Dixie Echoes, and the Couriers Quartet.

The popularity of the program continued to spread.
It quickly became the largest syndicated program in
the history of gospel music. Every Sunday, the Gospel
Singing Jubilee would feature guest groups drawn
from some of the biggest names in gospel music.
Well-known groups appearing on the program in-
cluded the Statesmen Quartet, the Blackwood
Brothers, the Inspirations, the Speer Family, the
Cathedral Quartet, Wendy Bagwell and the Sunliters,
the Rambos, the Oak Ridge Boys, J. D. Sumner, and
the Stamps Quartet, among many others.

Major markets throughout the country began to
feature the Gospel Singing Jubilee in their Sunday
morning lineup. Soon all of America was able to
prepare for church while listening to the strains of
“Jubilee Jubilee!” The program was produced quite
simply with a minimum of props and stage effects.
The backdrops were eye appealing, and the talking
was minimal. On this syndicated series, gospel music
was the star.

Produced for more than a decade, the program
at one point was available in all the major television
‘markets across the country. During its heyday, the
Gospel Singing Jubilee was shown in more than
ninety markets. The program made media stars
of its anchor groups, most notably the Happy Good-
man Family and the Florida Boys. The world of
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gospel music is indebted to the Gospel Singing
Jubilee for distributing gospel music throughout the
nation.

JoHN CRENSHAW
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GOUGH, DAVID
(b. August 14, 1949)

David L. Gough, son of William and Ruth Gough, is
the oldest of three children raised in Detroit. He is
husband to Carolyn Gough; they have three adult
children, Damon, David DoRohn, and Devin.
Gough is an entrepreneur, artist, songwriter, produc-
er, and founder of the International Gospel Music
Hall of Fame and Museum (IGMHFM).

Edward Smith (January 19, 1935-March 28, 1994),
a businessman from Detroit and secretary of James
Cleveland’s (1931-1991) Gospel Music Workshop of
America, approached Gough to preserve black gospel
history. The 1994 vision to establish something for
gospel music came to Gough at a video recording
session called the “Coming Home Series,” recorded
at the Bill Gaither Studios in Alexandria, Indiana.
The session was recorded but never released.

Adding to the desire to establish a lasting memorial
for gospel music was Gough’s traveling incident.
While riding the bus from the recording studio there
was an ice storm; the roads were slippery and a car
ran into the bus. This sparked memories of old; he
began to reflect on how rough it must have been for
those trailblazing gospel musicians as they continued
to deliver the message of God in song through the
tribulations of racism and discrimination. African
Americans had to travel the back roads and were
only able to eat at certain restaurants and to stay at
certain hotels. Most of the singers were forced to sleep
in their vehicles and prepare their own meals.

When Gough returned home to Detroit, sitting in
his office, he asked God, “What is my purpose?” God
confirmed the vision to start a Gospel Music Hall of
Fame and Museum to honor pioneers. God told
Gough to protect the history so that it is never for-
gotten what our foreparents contributed to the fibers
of American history. Gough called friends and told
them about the vision. In 1995, a board of directors
was formed and the name was trademarked as the
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SINGING COOKES, THE

Hubert Cooke (b. March 16, year unknown)
Jeanette Cooke (b. February 16, year unknown)
James Cooke (b. January 11, year unknown)
Ronnie Cooke (b. December 5, year unknown)
Donnie Cooke (b. November I, year unknown)

Initially known as the Cooke Duet, the husband-and-
wife team of Hubert and Jeanette Cooke of Wise,
Virginia embarked on a career in gospel music in
May 1962. During the following four decades, they
attained wide popularity and added their three sons:
Donnie, James, and Ronnie. They became known first
as the Cooke Duet and Sons and finally as the Singing
Cookes. In recent years, they have subdivided into two
groups, with the younger generation now known as the
Cooke Brothers. The Cooke vocals have always re-
tained more than a touch of the “mountain sound”
that has produced such noted musical figures over the
years as the Carter Family, the Stanley Brothers, and
Brother Claude Ely.

Growing up in Wise, Virginia, which has been a
center of the Appalachian coal industry as well as an
area known for its traditional music, Hubert Cooke
went to work in the mines until demand for his and
Jeanette’s music opened a new career opportunity for
the couple. Son James began playing bass guitar for
his- parents and eventually started singing as well. By
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the time of their ninth album, they had become known
(with Ronnie and Donnie on keyboard and drums) as
the Cooke Duet and Sons and finally as the Singing
Cookes. Their first song to gain national attention,
“He Rows Us Over the Tide,” was followed by "My
Lord Will Send a Moses,” “Earth’s Loss and Hea-
ven's Gain,” and “Walk the Last Mile Together.” By
1999. the Cookes had forty-four albums to their cred-
it, and the Cooke Brothers had an additional thirteen.
Among the more memorable numbers of the Brothers
have been ““Chiseled in Stone™ and “"Go Rest High on
the Mountain.” In recent years. the Cookes have
varied their music somewhat with an album of mother
songs and two featuring bluegrass instrumentation.
The latter has long seemed a natural for the Cookes,
because Hubert’s brother Jack is a former bandmate
of Bill Monroe’s and he has spent some thirty-five
years with Ralph Stanley’'s Clinch Mountain Boys.
Early recordings by the Cookes often appeared on
the Jewel label, but in recent years they have had
their own Cooke Records.

[van M. TRrIBE
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The practice of singing in tongues has existed within
Christian communities since the Church was founded
in the first century. The apostle Paul’s reference to
singing in, or with, the Spirit (I Corinthians 14:15) is
understood by some scholars to indicate that the phe-
nomenon was well established among early believers
(Graves, 2001. 1. Spencer, 1990, 154). However,
tongue-singing, along with the more common practice
of tongue-speaking, remains a subject of considera-
ble controversy in twenty-first—century Christendom.
Most Pentecostals and charismatics contend that
modern-day tongue-speaking is a continuation of the
phenomenon that marked the birth of the New Testa-
ment church. Some also understand tongues as a sig-
nificant physical manifestation or “initial evidence” of
Holy Spirit infilling, but there is disagreement among
Pentecostals over whether it is an essential aspect of

343



SINGING IN TONGUES

the biblical new birth experience. Other Christians
posit that divinely sanctioned tongue-speaking has
ceased and that it occurred in the early church primar-
ily for purposes of spreading the gospel etfectively to
every part of the world.

The phrase “speaking in tongues” generally de-
notes either glossolalia (talking in an unlearned for-
eign language, often for purposes of evangelization)
or xenoglossy (speaking in a supernatural, heavenly
language). According to the historical account written
by Luke in Acts 2, the baptism of the Holy Spirit
occurred on the Day of Pentecost, when one hundred
and twenty of Jesus’s followers assembled in an upper
room to wait for the promised Holy Spirit. After sud-
denly hearing a sound ‘““from heaven as of a rushing
mighty wind,” they “began to speak with other ton-
gues, as the Spirit gave them utterance.” In an epistle
to the Corinthian church, Paul describes tongue-
speaking as one of several “gifts” (charismata) that
the Holy Spirit could bestow upon the baptized body
of believers.

Tongue-speaking has remained popular within
many religious communities since the apostolic age.
In Italy, the Montanists and Waldensians practiced
it during the second and thirteenth centuries, res-
pectively, and in twelfth-century France, the Albi-
genses were known to sing in tongues. There is a
greater amount of historical evidence supporting the
survival of tongue-singing during the eighteenth
and nineteenth centuries among the Mormons, Ir-
vingites, Shakers, and various Holiness denomina-
tions in Europe and North America. The newly
established Shaker communities of late—eighteenth-
century New England rejected the hymns and
anthems of the established churches in favor of
“gift” and “vision” songs that were believed to be
transmitted from the spiritual realm (Andrews, 1940,
23). These songs, which were often learned while in
trance and rendered in an ‘““‘unknown tongue,” were
thought to be given to individuals by the Savior,
angelic entities, or deceased members of the Shaker
community (ibid, 25).

The 1906 Azusa Street Revival sparked a twentieth-
century explosion of Pentecostalism and a renewed
emphasis on manifestations of the Holy Spirit in the
United States and., in turn, around the world. Speaking
or singing in tongues was, by this time, quickly
becoming a well-defined component of the charisma-
tic Christian experience, even as mainline denominati-
onal Protestants generally frowned upon the practice,
denigrated it as meaningless babble, or condemned
~ it as the work of Satan. During the Azusa Street
services, The Apostolic Faith newsletter published
eyewitness accounts of singing in tongues. Jennie
Moore, a young African American woman, testified
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that she “‘sang under the power of the Spirit in
many languages,” eventually being empowered by
the Holy Spirit to play the piano, despite never having
taken lessons (Moore, 1907, 3; cited in Spencer, 1990,
155).

Some missionaries claimed to have preached, pray-
ed, and sung in foreign languages such as “Chinese,”
which were understood by others present (Johnson,
1907, 1; cited in Spencer, 1990, 156). In many cases,
churchgoers who deemed tongue-speaking to be
strange and unorthodox were more willing to embrace
tongue-singing and could appreciate the beauty and
emotional impact of the melodies (Spencer, 1990, 159).
Those attending the revival sometimes sang English-
language hymns for extended periods, after which
the same melody would be sung using a foreign or
unknown language. One congregant recalled
receiving the baptism of the Holy Spirit during a
three-hour rendition of the hymn “Jesus, Oh, How
Sweet the Name.” She testified, “I sang it until the
Precious Holy Ghost took my tongue and spoke
for Himself”” (Neale, 1908, 4; cited in Spencer, 1990,
160).

Although musical glossolalia and xenolalia are less
common among modern-day Pentecostals and charis-
matics in the United States, many regard the Old
Testament instruction to “sing unto the Lord a new
song” (Psalm 98:1) as a biblical validation for the
ongoing practice of singing in tongues. During emo-
tional musical praise and worship segments of charis-
matic church services, participants often sing in
tongues or ecstatic utterances softly to the sustained
chords played by instrumentalists. Such practices
gained increased visibility during the late twentieth
century, with the growth of televangelism and trans-
national music ministries.
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See also Azusa Street Revival
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