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Reverend William Herbert Brewster has bee
moder n gos plissongswetempetformed by gospel giants such as Clard, W
Marion Williams, and Queen C. Anderson. His style of composing influenced those
performersd styl es. For future gospel singe
The Ward Singers and other ensembles for whom Brewster composed became
foundationalprinciples for creative expression in gospel music. He composed gospel
works in many different styles for use both in his own services and as part of his gospel
musical dramas. His first published work dl
was written in the early 1930s and published in 1941. Brewster continued writing music
until his death in 1987He wrote music both for use in his Sunday services and for use in
a number of his selfomposed religious dramabifferent sources accredit Brewster a
having written as little as 100 compositions to as many as6Mhas been called one of
the most prolific writers of gospel music in the Southern region, according to Charles
Thornton? His music is played and sung in 22 languayes.

Despite his inience on the gospel genre, Brewster is relatively unknown. His
work was often claimed by the very gospel singers who were made famous by his music.

During an i nt er vi g@nmanddaughtér, wBorhe affectionately salled r e a t

'Hei | but, Anthony. Aél f | Fail, You Tel/l the Worl d |
Black Music Research Journ@l (1987), 119.

2 Butler, Tim. The Commercial Appeaovember 11, 2000.

*Thornton, Charles. i Tee Gopradrcial @ ppegciober 8, 19B20 nor e d
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Gigi, she lamentethat Brewster never received the credit he deserved. She remembered

|l ate i n Brewsterots |Iife that Clara Ward had

on up a Little Highero as well as other song

offeredtoshr e t he royalties she received from Br e

still perform Brewsterods music without ackno

domain. Brewster claimed his works, and in several instances, copyrights are pending.

Gigi said that she would never want to be involved in copyright disputes lest she say or

do something of which her gregtr andf at her woul d not approve.

forgiving, 0 she remember s. I n an interview

mesaying | ought to do something when | didn

1 6d j ust wr i*When Brawsterhlied; EasmestDgnelson, a performer of

Brewsterd6s music, said of BrewsteH&s musi c:

could have been a millionaire, but he chose to produce and create for the sake of creation

and to have it enjoyed?®y thousands all over
Brewsterds music cannot be separated fron

on identity and its reteon to spirituality. The lyrics and simple melodies stem from

personal experiences and studies. His music is based on traditional ideas about what

gospel musi c should be. I't is the cul minat.i

which allowed him tareate music not just relevant to the Bible, but music that was also

relevant to a larger community.

* Thornton 1982.
*Williams, Celeste. fi B The @aentmercial ApgeaDeipberdl@ t1987. Di es at 90,
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Brewster was part of the civil rioghts HAup
of both Booker T. Washington and W.E.B. DuBbi§.h e A up | i fappeaedioe ment o
mostly middle and uppeasiass AfricarAmericans. Focusing primarily on advancement
through education, the fAuplift movemento use
African-American communityn their motivations and goals. According teilut,
ALong before the concept of Dblack pride was
exempl i fi ed’ Brewsteradedonceptsofidengt. @and faith in the
text to act as a vehicle for civil rights rhetoric.
Biography

William Herbert Brewster was born in west Tennessee, east of Memphis in
Fayette County. He was born either in 1897 or 1899, but he never knew which. Birth
records were not kept with any kind of regularity in the Somerville community,
especially when it came to lolacitizens. Most black people in the region could not read
or write, so they were also unable to keep their own refohdsa depiction of his early
rustic |ife, Brewster 6 s t wo-ndiuraldisdstergthad r s wer €
had occurred In 1897 Fayette County suffered a swarm of gnats that hurt both people
and the livestock, while in 1899 there had been a particularly harsh winter. Brewster,
having always felt like an older soul, claimed 1897 as his birth%ear.

Brewster was raisedytboth his parents and his paternal grandparents. His

grandparents on both sides had been slaves. When he was young, they and his parents

® Lynch, Annette.Dress, Gender and Cultural Chang@.ondon: Berg Publishing, 1999).

"Heilbut, 126.

®|Reagon, Bernice Johnson. A Wi IWeiba nh  Hlenrdbeerrstt aBarde wstt eBre:t
and By,ed. Bernice Johnson Reagon
(Washington: Smithsonian Institute Press, 1992), 185.

° Ibid, 186.
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wor ked as sharecroppers. Brewsterods family
community. His paternal grandfath&tartin Brewsterand his fathemMelson Brewster

were literate. William Brewster said that he had received an almost photographic

memory from that grandfathé?. His father had finished elementary school, and

Brewster followed in his footsteps startischool when he was almost six yeald.

Brewster was eager to learn and was not discouraged by the frequent absences that were
required as the son of sharecroppets. continued on to high school which had been

started in the community by a Baptist gcher. Brewster said that as a young man he

had a hunger for knowledge, a need to know and understand the'orld.

Theneed r ansl ated over into Brewsteros spiri
tradition, a membeof the churchmu st be BDboynaagephbhing Chri st
her life. This is typically done through public testament followed by a baptism. In
Brewsterdos church, when a child reached a ce
mournerso bench. Wh e nreatyhtceaccppt @hestimteteir a s k e d wh
life, many of Bhoatedsahdegum@ed arquratelthesr conversion
testimonywasaccepted. Brewster refused to behave in such a manner, and his calm
testimony was turned down repeatedly. Brewster felt tiseidteptance of faith came
through his own study of the Bible. Around age twelve, Brewster had committed much
of the Bible to heart, and he began to understand when the preacher was misinterpreting
the Bible for ulterior gairf?

Brewster knew that he wged to be a preacher from a very young age. When his

minist er finally acceptlkfinGodwaslealy firmiyo ny , Br ews

10 1phid, 187.
1 |bid, 188.
2Reagon, 191.



Holland5

established. Around theme of his official baptismBr ewst er 0 sll. Heacoukher f el |
not attend school regadly and stayed at home to take care of her. One night, after

Brewster had finished reading the story of Benjamitne Book of Genesj$e went into

his sick motherés room and | aid his head on
Brewster had a viei n . He saw a band of angels come to
into the world and preach the gospel . o Wh e n

frightened and struggled with what he believed the Lord had told him to do. In
September of 1914, Brewsigsked God to send him a sign that he should become a
preacher. When he went to bed that night, he asked Batl wanted him to become a
preacher, He should wake him up at four o6b6cl
inexplicably woke up at four in theaming and knew that he would become a
preacher?
Like his dedication to religion, Brewster
life. In an interview, he remembered:
My father and mother were both musical, and music was our greatest pastime on
theold plantation. Practically every night all the families gathered in one log
house and sangé during the days we sang a
harvesting the corné in a long row we pic
His father knew and taught shapete singing, a style of writing music in which solfege
syllables are assigned to note shapes (Example 1). -Bb&psinging is a systematic
way to teach harmony and learn music more easily than reading traditional music. At the

same time, it is a mor@pghisticated learning style than learning to sing by ear.

13 Reayon, 189191.
“Cortese, James. i 6 Wa | The CommezciallAppedljdy 22V19%83e Man Says, 0



Holland 6

Example 1: Shapenote and Solfege for a dnajor Scale

o
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fa sol la fa sol la mi fa
Together his family would sing songs | ike fiN
Joe. O Brewster al so rheinse ngbrearnsd mont haenrobtsh evro iicn
singing and laughing out loud almost hystericdlty hat o6 Hol 'y Ghost | augh,

c a | {° Brewsterdinked music with God, hearing the sounds of nature as another kind

of music. As a child he would sit outsided listen to the world around him. He would

feel that the sounds of birds or the rustlin

family thought that this behavior was a little odd, but this kind of meditating brought

Brewster great peace. ltseemedinatal t o Brewster to c8nnect G
Brewster attended Memphi sdés Howe Coll egi a

and Rev. Sutton Griggs. Brewster came to be a pastor in Memphis two years after he had

graduated from Roger Williams Universin Nashville where le attended seminary

After his graduation from seminary school betw#882 and 1924, Brewster servad

pastor in Forrest City, Arkansaslowever, Brewstealways thought of Memphis, close

> Reagon, 193.

1% bid, 193.

YPrice, Emmett G. fi WEndydlopealimof AneerichreGodpel Budlé.Kv McNeilr , ©
ed. (Routledge, Newdafk: Taylor & Francis Group, 2005), 51.
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to the town where he had been born eaiged, as his original home. In 1924, Brewster
became pastor of East Trigg Baptist Church in Memphis. He remained there for the rest
of his life becoming a leader both in his community and in the church.

The Memphis that Brewster confronted in histfysars as pastor was a

segregated world. Discrimination mixed with political corruption created an uncertain

environment for Brewsterds new congregation.

that engaged his listeners created a strong, supportivalagse East Trigg that loyally

stayed with him throughout his years as pastor. Brewster frequently addressed the issue

of racism in his sermons. He ®*woul d savy,
Howe\er, as a young pastor Brewsstéruggled with his owfeelings towards

white Memphians. When faced with th&equent ad blatant racism, his Christian

ideals conflicted with his growing, albeit valid prejudices. Later in his life, Brewster

wrote a story foThe Commercial Appeat which he impressivelgcknowledged his

own shortcomings and biase®ne night Brewster was driving when he came upon a car

in the middle of the road, blocking his way. He saw a white hand waving him to go

around. For no particular reason, Brewster felt enraged that a whstenpwvould have

the gall to tell him what to do, even there, in the middle of the road. Stubbornly,

Brewster sat behind the car, becoming more and more angeretly, Riezould no

longer handle the frustratiorHe got out of his car and went to seleatvwas going on

with the white person. When he looked down in the other window, he found that the

young man was paralyzed from the waist down.wBter asked God for forgiveness

8 Thornton, Charle8Go s pe | Co mp o She EomhherciabApped]ctaber 8, 1982.
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sayingi Oh, my God, please forgive imbdandtoat bei ng

| did not consider that it was attdched to o
Brewster was active both in his own community and in the Baptist Church at

large.Br ewst er 6s i nvolvement in the tNl®33i onal Ba

when he gave a small speech on activity in the black community. According to the

convention annuals, Brewster occasionally ha

Brewster most certainly spoke at these occasions, and in several differen¢wgehe

recalls the performances of his dramas throughout different yEamgever, no mention

of his dramas or any of his sermons can be found in these annuals. Almost every year for

close to thirty years, Brewster had a leadership position in the mioove

Table I Brewsterdos Offices in the Nationa
Year Office Held
1948 Education Board
1949 Home Mission Board
1950 Home Mission Board
1951 No position
1952 No position
1953 No position
1954 Annual missing
1955 Historical Commission
1956 Sunday School Publishing Board
1957 No position
1958 Education Board
1959 Education Board
1960 Education Board
1961 Education Board
1962 Education Board
1963 Education Board
1964 Education Board
1965 Education Board
1966 Education Board
1967 Education Board
1968 Education Board
1969 Education Board
1970 Education Board (Secretary)

YBrewster, William Her ber tThe CofmmerciallAppeaj98lr Bl i nded By Cog
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1971 Education Board
1972 Education Board
1973 Education Board
1974 Education Board
1975 No position

In 1976, the National Baptist Coantion clanged the wathey elected members to their

committees. Before 1976, every state or province had an elected person on every board.

After that, the committee elections became national, and less than ten people filled each

board.

Brewsterdés Music

In1930Br ewst er wWr ot e

Lord. o It was inspired by how he

trouble, both personal and those related to his cHdr@rewster often composed music

his first

song,

that relatd to his personal experiences. Higdg truly resonated with not only his

congregation, but also the general public. Brewsaercommercial success witany

of his songs. Of these,

thef i rst gospel recordi

Abl edo as performed by

ng to reach

Ma h al

had

~

Nl

Am

ear ne

Jacksonob6s r

1 mi

t he Wa PdTo Sidersedr s

i on

al so

the consider abl e poq@iuidiraportant o see hohi8musiasis t er 6 s mu

into the greater context of gospel music history.

Gospel has its roots in slave field hollers and folk music before and of the same

time period. Thdield hollers, especially, provideése responsorial form often found in

gospel music. The tramssson of these traditions wasimarily oral, and very little of

this music is written down. What has been recorded was done mostly by whites, who

2 Reagon, 198.
' Heilbut, 120.
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may or may not have let the music stand in its original, untainted form. The emergence
of these traditions ispiritual settings occurred during the Second Awakening of the early
1 8 0 & &amp meetings of the period were religious services extended over days and
were marked by their extremely emotional atmosphere. After the main services,
participants would gaer and sing short affirmations, prayers, and pledges which could
be followed by a repeating section. These musical ideas were incorporated into the camp
meeting services. When added to the African tradition of participatory service, the music
took on aresponsorial form with the preacher saying a line and the congregation
responding with Ahal | el?uJubdee spiritoals, whichmsed ot her a
more sophisticated language and was more complex in harmony and, tégti@ieped
after the Civ War. In the final development into modern gospel music, the black
Holiness church, a Pentecosligk sect, codified the camp meeting and jubilee spirituals
into the f%Thhuer cfihc hsuorncgh. 5 ongd is the most com
music, andt is the modern concept of what is sung by congregations across different
denominations today. It is the point at which gospel music had the most realized form,
codifying what was acceptable in terms of melody, harmony, and instrumentation. As
Holinesschurches became more popular in the Southficherch songspread all over
America, and the Achurch songdo was soon bein
congregations.

This style of singing was continually popularized through different churchies. T
National Baptist Convention U.S.A., Inc. and the National Baptist Convention of

America attracted soloists who gave performances to huge audiences. At the 1921

2Boyer,Hor ace Cl ar en c eMusic EduGatoss goairhad4ia (May 1978 336.
% Boyer, 34.
* bid, 36.
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National Baptist Convention, Thomas A. Dorsey, a blues musician, heard several soloists
singgospel music. The music so affected Dorsey that he dedicated his life to the
composing of gospel music. Prior to Dorsey, most music from the genre was recycled
material from old hymns and songs. Dorsey brought to gospel music fresh melodies
inspired byhis blues background. He also accompanied his large ensembles on the
piano. Before Dorsey, gospel singing ensembles were primarilyantalppella
groups>> However, his compositions required many more voices. Dorsey essentially
created the gospel chaiith robed women accompanied by a pidh® r e wst er 6 s mu s i
is written for thesame kind ofjospel choir.

Dorsey broadened many elements of what gospel music could be. The brilliance
of Brewsterodos compositions caonegandformom a f ur t
while interweaving complex spiritual poetr\When Brewster first began writindye
Holiness movement had begun to take shape in Memphis in the Church of God in Christ
denominatiorf’ Brewster set his eloquent poetry to the new rhythms fhenHoliness
movementwhich hadthe wide use of syncopation. Brewster did not face the controversy
that had confronted Dorsey. Wher eas Dorsey?o
superficially disguised as gospespelgawesi c, Br e
while indirectly influenced by blues music, stayed within accepted bound@ries.
Brewster, though, never really approved of distinguishing between what was morally

good or bad music:

% A capella Music performed by a vocalist or vocalists without instrumental accompaniment.
26
Boyer, 38.
2" Price, 51.
% | incoln, Charles Ericand a wr ence H. Ma mi y a. fiThe Traditional Peri
The Black Church in the AfricaAmerican Experience(Durham, North Carolina: Duke
University Press, 1990) 361.
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There is a kind of connection between the old blues anspihituals and the
people who were happyol ucky that didndét belong to tt

on the other kind of musi c, and | cl ai med
whatever Satan has he took it: he stole it. And | said we oughtaptuoee it.
Wedll take dome of it back.

This statement brings upe frequent comparison of gospel music to blues music
and the differences between them, a comparison worth consideration as it highlights what
is spiritually relevant about gospel musBrewster defined gospel music by saying what
the genre was not: Alf a song doesnodt carry
Bi ble the basis, i1 Theeestobyousicanmaétbetneengospel s o
gospel and bluesisthetext. Bué t ext <can be about anything,
have a spiritual and specifically religious focus. Gospel and blues both originated with
the slave hollers, though their histories deviate from there. However, this common
background has given bluesdagospel music similar harmonic structures and form.

Like the blues, gospel music makes use of formulaic compositional structures.
Whereas the twelvbar blues (Figure 2) is the standard for the secular text, gospel music

uses a sixteehar blues structe (Figure 3).

Figure 2: Twelve-Bar Blues Figure 3: SixteenBar Blues
I I I | I I | |
v | IV I | ALY, | |
Vv bl VINV|IV N

# Gregory, Neal.When Elvis Died: Media Overload and the Origafghe Elvis Cult.(New York:
Macmillan, 1992) 120.
NCoffee, Gertha M. i Dr Bheconsniereial Appealyotbberyl5, T98k es Honor , ¢
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The primary chords used in gospel and blues music are the tonic (l), the dominant
(V), and the subdomant (IV) of the given key in a piece (see Example 2). These
designations arrive from the westernized tonal systems where pitches are organized
hierarchically. Tonic, the first note of a scale, is the tonal center around which all other
pitches in a samare organized. The dominant, built upon the fifth note of a given scale,
is the second most prevailing function besides tonic in gospel and blues. The dominant
chord forces the piece to travel harmonically, and because it contains the seventh degree
of the scale, known as the leading tone, it begs to be resolved to tonic. Finally, the
subdominant (IV), starting on the fourth note of a scale, has two main functions. It serves
as a precursor to the dominant, or it can prolong tonic (as in the th@lamd sixteen
bar blues). In popular music it is common to see the subdominant appearing after the
dominant, leading back to tonic.

Example 2: 1, IV, and V

Each box in Figure 2 and Figure 3 represents one bar. Essentially, the only
difference betweethe twelvebar blues pattern and the sixteen bar blues pattern comes
in the addition of four bars when the harmony alternates between the dominant-and sub
dominant, avoiding tonic. Harmonically, tension is created at this point, because the
music will notresolve to tonic. These four bars provide time for extra lyrics, especially

for thoughts and ideas that need to be emphasized.
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When analyzing Brewsterds musi c, it is in
formal training in composition. He was most lkeinaware of the functionalities in
music. Though he may have been unacquainted with these underlying concepts, because
of his musical background, leas familiar with what was standard and understood how
he could create something that sounded new. Tdrerat is worth applying some
principles of commoipractice music theory, though this music does not always operate
within those parameters, to see how he accomplished his unique sound.
I n the chorus of Brewster 6s wilo Jtuhset cChaonrddt
progression (Figure 4) greatly differs from the standard sixpeemlues (Figure 3, as

seen above).

Figure 4 Figure 3
B-flat: |[VV- [1iIV ]I Vs. T 1 T
I v
ViV vy | v7- V' A2 A2 B
vV
VIV I ] V [ IV |V ]IV
V | IV I I
| ViviIE [V
-V
Chorus Text:
|l just cané6t afford to fail my Jesus now,
|l just canét afford to fail my Jesus now,
One day when | wasybestrobe,died on Cal vo
And | just canét afford to fail my Jesus

Despite the extreme variance from the typical sixegnblues, almost every

measure harmonically functions in a similar way to the basic form. The first four
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measures serve as tonic prolongatiSince the YV in the first half of the second
measure never resolves to V, the phrase is harmonically stagnant. The second four bars
are centered along the dominant of IV, instead of 1V itself. In the third and fourth four
bar phrases, there is ndeahating between V and IV as in the standard sixbearblues.
However, the formal structure of the chorus still maintains the AABA sixbeen
blues form. The |l ine Al just candt afford to
the contrastinglie, A One day when | \W&s olsesto, ike deise d
as B. Comparing the first, second, and fourth four bar phrases from Figure 4, it is
apparent that they differ harmonically. However, the text on all three lines is almost
identical. The first and second phrases have the same rhythmic motive, an eighth note,
quarter note,eightn ot e fi gure on the text Ajust canodt
phrases have this same rhythmic motive it musically solidifies the connection between

thefirst A and the last A in the blues form.

Example 3: Same Rhythmic Motive

CHORUS

|
Sing with spirit

. ;&

1 just canlt afvii Tora I Just can't af- ford

Measure 1 Measure 5
The beginning of the first and fourth phrases are in tonic. All three phrasestend
similar neighbor note motion, where a note in a chord moves up or down by step. When
a phrase of music reaches its end, the resting of a line of music is known as a cadence. In

the first and fourth phrase, treadingoccurs as a plagal cadence, véhihe music moves



Holland 16

from IV to | (Example 3). A plagal cadence can be found in all kinds of church music,

and frequently occurs at the end of pieces
above, the similar motion at these cadences continuesdteaanections between the

A sectiondn the blues form. The second phrase stands somewhat apart, because it does

not have a plagal cadence.

Example 3: Similar Neighbor Note Motion

Phrase 1 Phrase 2

Phrase 4
15 16
:E.%"r ! E=d = g

1L
ol
Y

a
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~

The chorus of #Al Just Canot Afford to Fail \
AABA. The second A is denoted aSkcause of its rhythmic and cadential differences
to the first and last four bars.

Though the chordordf tfl FahAudt MGand@&ts uAf No wc
structure comparable to that of the sixtéam blues, the verse, while having sixteen
measures, is not the sixtebar blues form. The phrases are not divided evenly into four
bars. Figure 5 shows the form diagriamthe verse. Taking on the form as a whole,

including the verse, the next new phrase is called C to distinguish it from what has come

before.
Figure 5: Form of Verse Text in Measures 1-82
AfHe broiHe | efiHeds miHi s frAAnd |
all the way, thrld ay b yburdenshare. al ways [canoét
dangers toils Heds be to fail my
and snares 0 good to Jesus
Text
Number of Bars 442 4+2 4
Formal Designatiof C ct A
I I I
Harmonic Function

Figure 6: Text and Form of Verses
Verse 1:

C He brought me all the way, thru dangers toils and snares
He leads me day by day
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C' |He6s my heavy burden share, heds b
Hisfriend | 61 | al ways be

A And | Jjust cané6t afford to fail my

Verse 2:

C He is my way provider, my bread irse@arving | an d

My leader, my provider

C' | He holds me in his hand. He brought me all the way
That is why you hear me say

A | j u saffordacefail iy Jesus now.

Verse 3:

C He is my mighty tower, a rock in a weary land.
My comfort in sorrow.

c' |[My help on evéry hand. Took my fe
Started me running on my way.

A | just cané6t afford to fail my Jes

Verse 4:

C When |1 think of how heds brought m

How in trouble he has taught me

C' | Thy will begun today, the wheel begins to turn
A fire begins to burn

A |l just canét afford to fail my Jes

The first two phrases C and &re notharmonically similar, but they are similar in their
structure of 4+2. The final phrase of the verse, like the final phrase of the choruses, has a
pl agal cadence which gives the final ilameno
forms like the sixtes-bar blues to suit his own needs, he also used other typical forms in
gospel music to create his unique sound.
Brewster primarily composed three types of gospel songs: the cumulative song,
the jubilee, and the recitative and afiaThe cumulative sa also known as a vamp

song, uses repetition to emphasize specific concepts and ideas. The repeated line or lines

31 Boyer, 233.
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is the heart of the work, which is expoundgxbnor is given revelation by the

surrounding text. Il n v er gcumuatva songh, Martsia me man
Luther King Jr. made use of this rhetorical
Brewster liked to use this technique in his poetry, especially in one of his most famous

poems fl 6m Det er mi n Rebolutiamof tBeeNegsooYourhtbo dy ( Th e

Al 6m Determined to Be Somebodybo

The present conditions and dark circumstance,

May make it appear that | have not a chance;

The odds may be against me, this fact | may admit,

|l havendét niuusta litledaithbandegett o f

In spite of the things that stand in my way

|l M DETERMI NED TO BE SOMEBODY, SOMEDAY

Ther eds no-causigganimyveing od a

No great family background for me remains;

| havendt had a chance as others have had
My living conditions have been kiadad

But, it makes no difference what folks think or say

| 6M DETERMI NED TO BE SOMEBODY, SOMEDAY

Some may think that | have made a poor start

Well, maybe | have; but 1061l handl e that
At the end of each round 106l be on my fe
For thereddMEsombahidbseghiand to beat;

The fight may be tough, but I 6M IN IT to
For, 1 6M JUST DETERMI NED TO BE SOMEBODY,
Therebds really somewhere | would Iike to
Thereds truly some things 16d |ike to kno
Therebds certainly some things 16d Iike to
And somet hing SPECIAL 16d |ike to be

Let others do as they will or may

But , as for ME , l 6VE JUST GOT TO BE SOMEE

As a member of a once down trodden race
To the carts of Heaven, | 6ve appeal ed my
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| know that Jehovah is the Judge on the bench

Thod men may deride and | ynch
My blood will cry from the ground and say
AThod you stay me, Il 6LL BE SOMEBODY,

My head may be bloody, and my skin may be black,
But NOTHING shall throw me off the track;

S OME

I 61 | climb the |l adder, round by round

Until my feet strike higher ground
And when | do, just remember what | say,

| oM DETERMI NED TO BE SOMEBODY, SOMEDAY

Brewster achieves this same effect [

n his

Highe® by echoing this same Mutireacdingdéavenamet i t i on

the excitement builds as each i mage is
hi gher . o
AMove on up a Little Highero Chorus

I'm gonna move on up a little higher
Gonna meet old man Daniel
Gonna moe on up a little higher
Gonna meet the Hebrew children
Gonna move on up a little higher
Meet Paul and Silas
Gonna meet my friends and kindred
Gonna move on up a little higher
Gonna meet my loving mother
I'm gonna move on up a little higher
Gonna met the Lily of the valley
I'm gonna feast with the Rose of Sharon

Musically speakingnone of t he phrases in AMove on
first beat of the measure. Instead, every phrase, including the first, begins on the third
beat. The rhythm follows the text and is mostly syllabic. Throughout the piece, the

phrases have a call and response pattern, and the repetition of this pattern creates the

cumulative form.

| i st e
(as
up a
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Most of Brewsteros compositi folsteriesar e j ubi l
with few repeating element8A jubilee spiritual is not the same thing as the jubilee form.
Whereas a jubilee spiritual corresponds to a specific type of early gospel music, the
jubilee form describes the composition of a specific piefielgw Far Am | from
Canaan?0 has a jubilee form. The text of th
common aspect to Brewsterdés composed poetry.

Horace Boyer i muAméricaosknow hbaut theAdldriesterst might

very wel |l have come from Dr. Brewster s comp
bi blical data that some might have % alled du
The music from the verse of cdlytonstrudted,thatAm | fr

is mostly in chords. This syllabic approach to the text makes the music much more like

speech. The main chorus, too, is built in chords.

AHow Far Am | from Canaan?0 Verse Text
Verse 1

| am standing on the Jordan. Gazing crbssstormy tide.

Here 106l1 rest my evory burden, Till all
| can hear the angels singing, | can see them round the throne,

|l can hear the saints all singing, Hallel
Verse 2

| can see the walls of Jasper GatEpearl and streets of gold.

Where no sorrow nor disaster Can disturb
There the wicked cease from troubling And the weary be at rest.

There the fount of I|ife is bubbling I n th

Verse 3

| 6ve | ef tfsddgw @Erossed therrdd sea of deep despair.
Passed the desert land of horror, Leaning on the stpfagér

| can look far back behind me. See old Satan and his band,
Trying to overtake and bind me, on my way to Canaan land.

#Jackson, David Earl. fiThe Mus i EhaCominérdiagppealf Dr . Wi | | i
December 17, 1994.
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Verse 4
| have followedas He led me. Clouds by day and fire by night.
Heavédénly mannardenkeads si@edsmeharBoh in my

When | thirst, He gave me pure water, flowing form the smitten rock.
From sinking sand He came to save me. He leads me with His preoickis fl

Verse 5
| have traveled on this highway. In the midst of storm and rain.
| have seen so much in my day, That has caused me so much pain
That my soul has started yearning, For that land of peace and rest.
and for which | ong ti$wildernédseen | ourneyin
AHow Far Am | from Canaan?0 also has a
as a special chorus), which could be used as a final refrain, though that is at the
performersd discretion. | n t hdtagseswith@a ci al cho
solo voice becoming the principle focus. The special chorus has a polyphonic setting.
The lower two parts, which belong to the greater choir, augment the melody of the first
chorus, stretching what had been much shorter over a longed pétime. This allows
for something familiar to act as the accompaniment to the new solo line. In addition to
the accompaniment role, the choral parts stabilize the uppermost line, which as
designated by the score, the soloist is meant to improvisetekhremains simple so
that words do not interfere with the soloist
AHow Far Am | From Canaan?o Chorus Text
How far am | from Canaan?
Land of peace and pure delight.
How far am | from where each mansion stands gleamimpti
Brewster was also fond of changing the te
recitative and ari&® Recitatives and arias are standard in vocal music forms. They are

found in operas, oratorios, and cantatas. This form is a classical naunslarst. As

translated int@ gospelmusicform, the recitative is typically slow with a melancholy

%3 Boyer, 220.
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text, though this does not hold true for Brewsfehe ariaquickens in tempo and has a

more joyful text. Il n 0 J e steddnthie Bowkd Musico t he r e
House edition a sinfin&epans, aeorpartch@ihwithr ats@oist. The

solo line is uncomplicated both in music and in text. Mieéodyline outlinesthe tonic

chord. The choir echoes the same text of theIgwe in chords.

AJesus | s All 06 Solo and Chorus

Jesus is all. My all and all.

I know Heol | answer . When | cal Il .

Wal king by his side. I 6m satisfied.

Yes Hed6s my all, my all, and all
The aria of fAJesus | s Al | oThanwusicsbecarsesa r ef r ai n
syl labic and has the same vertical construct
Canaan?o The tempo moves from fimoderateo to
gives the piecds recitative and aria form.

AJesus | YYergelTéxd Ar i al/

Verse 1

When | went out to seek the Lord | walked out on his blessed world.

| remember when | prayed that | ast prayor

| stepped on the rock, the rock was sound,

The love of God came streaming down

The reasn | know He saved my soul, | dug down deep and found pure gold.

Hebés my all my all, my all, my all and al

Verse 2

Yes | remember that day well, My soul was snatched from the gates of hell.
| never felt such love before. It made me fuom door to door.

He poured on me. His love so sweet,

It went from my head to my feet,

It started me up the kings highway, 1061
Hebés my all my al |, my al |, my al |l and al
Verse 3

He is my friend, my fried indeed. He helps me out in time of need.

3% Boyer, 224.
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He i s my rock in a weary | and. Right by
| know he knows the way | take.

He is too wisé¢o make mistakes.

He will go with me all the way. You can believe me when | say.

He 6s my [, myall myall and &ll. My all and all.

Verse 4

He i s my rose of Sharon sweet. That s wh
He is my Lily of the valley fair. He walks with me my burdens bear.

He is my captain on the field.

My breast plate buckler and my staiel

He bids my sorrows all to cease. And makes my enemies to decease.

Hebés my all my all, my all, my all and al

These three forms, the cumulative song, the jubilee form, and the recitative and
aria, while fairly simple in harmonic strture, achieve an intellectual level in their
comprehensivenes3.he overall structure of each piece is highlighted by the emphasis
on the melody.The rhetoric behind the cumulative song is meant to be persuasive, and
Brewsterds use eofomewpppta tlhiotnt lien HiMphver 6 1 s h
the jubilee was a standard compositional for
language is very unique. The rhyme schema is not complex, but to learn the words and to
understand the Biblical backgnmoa behind them required a high level of thought for his
congregation. Finally, the recitative and aria form was borrowed from the classical vocal
form by the same name. As such, it creates a sense of drama in the text by juxtaposing
the slow and fast tepows. Brewster attempted to educatetigh an accessible conduit:
music.

The Transformative Powers of Gospel Music

Gospel musi c, especially Brewstero6s gospe

meant to transport a meaning to its listener ancstoam the performer. Brewster noted
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that while sermons might put a congregation to sleep, music made everyone pay
attention®
| had discoveredl even though | had been on a committee to arrange a lot of
church music, hymns, and anthémisdiscovered what snold granddad had told
me : Alf you want to catch fish, you have
the fi*%h like.o
Brewster used gospel music in conjunction with his sermons as a vehicle for his
civil rights rhetoric. Positioning civil rigtrhetoric alongside religious texts both
directly and metaphorically gave a religious
enacted. Certain phrases in a gospabsvere meant to be takenrastivation to action;
phrases such ashé@écmossing, ovandoindne Hay soo
about changing Ymweées PBoswsien iwnoltief &@&Move on
Hi gher, 0 the cumul ative song, he had the int
The fight for rights here in Memphvgaspretty toudpn on the Black church. The
lily white, the black, and the tan were locking horns; and the idea struck me and |
wrote that song. We 61 | have to move in t
professions and move into politics. Move in anythimat any other race has to
have to survive. That was a protest idea and inspiration. | was trg:ing to inspire
Bl ack people to move up highé Dondt be
Brewsterds songs as wel |l as offetectrue ci vi | r

meaning to the people who sang them. In Memphis and elsewhere, Adnuancans

would sing gospel songs during-8is, they would sing as they were arrested by the

% WadeGayles, Gloria.My Soul Is a WitnesgBoston: Beacon Press, 2002), 45.

% Gregory, 120.

3"The Songs Are Free: Bernice Johnson Reagon and Afficaerican MusicPVD (Princeton, New
JerseyFilms for the Humanities and Sciences, 2005).

3 WwadeGayles, 45.
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police, and they would sing while they sat in f8ilThe singingnay not hae been
planned, but those who used gospel music to empower themselves during these events
knew a common repertoire of gospel songs which denoted their common experiences.

Gospel music both unifies and individualizes. While gospel music allied African
Americans with one another during theis, gospel music is also very much about a
personal experience and identity. Nowhere is this contradictory concept better
exemplified than in the use of the pronoun
African-Amer i can expression, filo meandg®Thiwe, 0 as
idea communicates how one is always an individual, yet at the same time he or she is also
part of something greater than himself or herself. Bernice Johnson Reagon is a gospel

composer and performer, who has studied both Brewster and other composers like him.

I n her words, the i dea of Al 06 meaning fAweo
the world of gospel musi cb6bs metaphorical me a
performer and | i steners. Hi s fiHow Far Am |

but it is also a song of personal encouragement.

This kind of music is what Reagon refers
music is the music ofacommuniy, idemocr ati c style of singin
anything as determined by the perforfleT he per f or mer és understand
then, has both individual as well as communal contexts.c or di ng t o Reagon,
the AfricanAmerican experiencgyou coul d own any song. 0 She

part of existing in the moment. Brewster imparts this same concept that faith should be a

% The Songs Are Free.
0 Ipid.
“1The Songs Are Free
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part of every moment in his music with songs
All . 0
In the 1963 March on \&hington at which Dr. Martin Luther King gave his
famous Al Have a Dreamo speech, Mahalia Jack
Little Higher. o Brewster and King knew one
during his trips to Memphi¥ Comd ned wi th Brewstero6s own feel
in the fAuplift movement, 0 his music was, i n
rhetoric.
While Dr. Brewster most certainly believed in the advancement of the African
American community, much of whae has said in response to interviews has been about
racial harmony. Growing up in his small community, Brewster remembers the way in
which there was not always racial tension, despite segregation laws:
We didndét have any s$abgbaybefoledléamedback t hen.
anything about that. Folks black and white were Jim Dandy about helping each
ot her out. Theydd go by lantern | ight, c
each othef?
Even in Memphis, where Brewster had at first encaedtso much discrimination, he
helped others to look beyond race. Surprisingly, it was radio that opened this door.
In 1947, John R. Pepper and Bert Ferguson had a failing radio station named
WDIA on their hands. They had tried general programming (mgarhite
programming), by playing symphonies along with country and western music, and yet,
thestation had no audience. Then, they had an idea; they would try to reach the

completely untapped AfricaAmerican audience, which included thousands of paaple

“2Price, 51.
“AMusician Mi ni sTheQommewial AgpeaBctolsenli,dlo8a.
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the Mississippi Del t a. Af t Ban TowwrhJambgreee at s ucc
on WDIA, Brewster, a weltespected member of the Africdmerican community,
received his own sho@ospel Jewel$'

WDIA had immense success with black and whitetiers alike.Gospel Jewels
delivered sermons and gospel music directly from East Trigg Baptist CHidBQ, a
different radio station, also offered Brewster a radio station calledOld Camp Meeting
of the Air. Brewster was able to expand his audeem an incredible way. People, black
and white, would come to East Trigg to hear him speak. As Brewster remembers it:
AThey came, as the old Biblical quote says,
young peopl e who wer ecametole mée gocanpengetng her e é
that *hlimghtthe | ate 19406s and 19506s, East Tr
bored of the standard fare that they received at their own churches came to hear
Br ewst er osermans ¢gnahgsisamg crovalyoung truck driver based out of
Memphis came to hear Brewsterds music and so
Presley*®

However, when there was later clamor for integration after the death of Martin
Luther King, whites became afraid to go to Brewesr 6 s *5 Brawstér alveayps.
|l ooked to the future, and though he was grea

assassination, he refused to let it defeat him.

AWhet her the world is heading for destruc
look atit. |1 do not believe that the great big God of the universe will permit man
to ruin his world irreparably. There are

“ Carter, LouisWh e e | i n 6 (New YoBcePhdram Books, 1992), 61.

> Gregory, 119.

*® Ibid.

““Thornton, fGospel Composer Honored. o
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won by black power or white power. They
They mustbewonbme n wal ki gy toget her . o

Brewster Today

Brewsterds music continues to be perfor me
comparison to Brewsterds contemporaries |ike
he is relatively unknown. Much of the existing literat e about Br ewster 6s |
comes from a handful of gospel scholars, whilboccasionallycrossreference each
other. hf or mati on about Brewstero6s | ife and musi
about the greater music arena in Memphis. lwke@about Elvis, especially, Brewster
will typically receive at least a few paragraphs of recognition regarding his influence on
the then unknown singer. Though it is almost always mentioned in passing, there is very
little detailed writing about Brewstgérs wor k i n ci vil rights.

Most of Brewsterods physical scores of mus
are not readily available for purchase. One such source is a book written as a tribute to
Brewster, which waself-published by East Trigg Baptist Chr ¢ h . Brewsterds m
regarded by most modern gospel perfornasrgxisting in the public domain. That is,
Brewsterds songs are typicallygssoeen as compa
spirituals. When songs like these are performed, no one pensparticular is credited
with authorship, #enteat®ringhe sameregardsamusi ¢ i s o0
consequence, this contributestel ack of Brewster éds recognitio

Brewster is most certainly remembered at East Trigg Baptist Church. Though
now in a new building, many people in the current congregation can remember Reverend

Brewster, not the least of which is Gigi who has administrational duties in her great

““Cortese, fioWalk Togetherd, Wi se Man Says. o
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grandfatherds church. There are sexsgs by Br
only in the minds oEast Triggcongregation members who sandhis choir. To date,

there are still special tributes heltlhis churchn his honor.Dr. Brewster was

recognized by the Smithsonian Institute in 1982 for his contributions as d gospe

composer. His dram@owing the Wind, Reaping the Whirlwwvds performeas part of

an AfricanAmerican composers showcdSeln February 2007, the Dr. William Herbert

Brewster Elementary School on Sam Codpeulevard in Memphis, Tennesseas

named irhis honor, and it has brought someation, at least in the regioraiea, to who

he was. When confronted with the frustrations of herggeata n df at her 6 s r el at i
obscurity and the difficulty of putting intoavds exactly who her gregrandfathemwas

and how he thought about the world, Gigi had

thingsé but nobody could ever really figure

9 See Appendix for Smithsonian Institute program.



Appendix
A List of Br ews twithCopyrigit Remding® Wo r k s

Song Year
"Anwhere In Glory" ©1956
"Faith that Moves Mountains" ©1954*
"Farther on up the Road" ©1953
"God's Amazing Love" ©1954*
"Have Faith in God" ©1952
"How Far Am | from Canaan?" ©1946*

©1949
"How Long, Oh Lord, How Long?" ©1953
"l Just Can't Afford to Fail My Jesus Now" ©1946
"l Thank You, Lord" ©1941*
"l Want the Lord to Smile on Me" ©1949
"l Want the Lord to Use Me" ©1946
"I'll Press On" ©1949
"I'm Leaning and Depending on the Lord" ©1941*
"I'm Getting Nearer to My Home" ©1949*
"I'm Still on Glory Road" ©1949
"I've Never Heard of a City Like Jerusalem" ©1954*
"Jesus Is All" ©1949
"Jesus the Pefect Answer" ©1949
"Just Over the Hill" parts 1-2 ©1949*
"Let Us Go Back to the Old Landmark" ©1949*
"Life Is Just One Step" ©1961
"The Lord Gave Me Wings" ©1952
"Lord I've Tried" ©1945*
"Make More Room for Jesus in Your Life" ©1947
"Move on up a Little Higher" ©1946
"Oh Gabriel" ©1955
"Our God Is Able" ©1949
"Out on a Hill" ©1952
"Pay Day" ©1958
"Packing Up" ©1957*
"Peace Be Sitill" ©1949*
"Shall | Crucify My Lord Again" ©1949
"Speak to Me Jesus" ©1947
"Talk It over with the Lord" ©1952
"These Are They" ©1949*

%0+ denotes that copyright information was taken from Boyer, Hordc@a@ e n c e .
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AThe

El oguent

We 61 | Under st an ded.IBernicB dohnsom Ready (Washidgto® ySiithsonian Institute

Press, 1992), 113.
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"Trading the Wine Press Alone"

©1955

"Weeping May Endure for a Night"

©1954*

"When They Crown Him Lord of All"

©1955

"When We Walk thru the Waters"

©1952

"The Wonderful Counselor Is Pleading for Me"

©1954

List of

This is not an allnclusive list of every Brewster song, and this is only a partial

Brewster 6s

Songs

and Avai

abl

e

list of recordings that are available. Some sargdisted where there are no recordings
available. In many cases, there are songs with multiple recordings listed.

Song

Available
Recordings

Recording Artist(s)

"A Sweeter Tomorrow"

"Anwhere In Glory"

"Book of the Seven Seals"
parts 1-2

Bless My Bones:
Memphis the Gospel
Radio The 50s

The Brewsteraires

"Faith that Moves Mountains"

"Farther on up the Road"

"God's Amazing Love"

"Have Faith in God"

"He's Able"

He's Able

Jessy Dixon

"How Far Am | from Canaan?"

"How | Got Over"

Gospel Queen

Mahalia Jackson

In the Right Hands

N/A

"How Long, Oh Lord, How
Long?"

"l Just Can't Afford to Fail My
Jesus Now"

"l Just Can't Make It by Myself"

Peace In the Valley:
Complete Gospel

Recordings Elvis Presley
The Million Dollar
Quartet Elvis Presley

"I Thank You, Lord"

"I Want the Lord to Smile on
Me"

"I Want the Lord to Use Me"

"I'l Press On"

“I'm Climbing Higher and
Higher"

Marion Williams

"I'm Leaning and Depending on
the Lord"

"I'm Getting Nearer to My
Home"

Gospel Queen

Mahalia Jackson

How | Got Over: The
Apollo Recording
Session

Mahalia Jackson

This is Gold

Mahalia Jackson

Recor
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Selection of Mahalia
Jackson

Mahalia Jackson

"I'm Getting Richer"

"I'm Still on Glory Road"

"I've Hear of a City"

"I've Never Heard of a City Like
Jerusalem”

It's Amazing

"It's Amazing"

The Brewsteraires

"Jesus Is All"

Best of King Gospel

"Jesus Is All the World to Me"

Gospel Vol. 4: Sisters
and Divas 1943-1951

N/A

"Jesus the Pefect Answer"

A Portrait of Mahalia
Jackson

"Just Over the Hill" parts 1-2

Great Gospel Women

Mahalia Jackson

Bless My Bones:
Memphis the Gospel
Radio The 50s

N/A

"King's Highway"

The Brewsteraires

"Let Us Go Back to the Old
Landmark"

"Life Is Just One Step"

"The Lord Gave Me Wings"

"Lord I've Tried"

"Make More Room for Jesus in
Your Life"

Amazing Grace
[Catfish]

"Move on up a Little Higher"

How | Got Over: The
Apollo Recording
Session

Mahalia Jackson

Mahalia Jackson:
This Is Gold

Mahalia Jackson

It's So Nice to Be
Nice

Mahalia Jackson

Latter Rain

King Louis H.
Narcisse

Margie Joseph

"Oh Gabriel"

"The Old Landmark"

"Our God Is Able"

"Out on a Hill"
"Pay Day"
"Packing Up" The Coleman
Brothers
"Peace Be Still" Great Gospel Women
Vol. 2
"Pure Gold" N/A

"Shall | Crucify My Lord Again"

It's Amazing

"So Glad"

Bless My Bones:
Memphis the Gospel
Radio The 50s

The Brewsteraires

"So Glad I've Got Good
Religion"

The Brewsteraires
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"Speak to Me Jesus"

Sounds Like a
Sunday

"Surely God Is Able"

Janet Paschal

"Talk It over with the Lord"

South Bound Gospel
Train

"(The Lord Gave Me) Wings for
My Soul

The Brewsteraires

"These Are They"

"Trading the Wine Press Alone"

Bless My Bones:
Memphis the Gospel
Radio The 50s

"Wait Until My Change Comes"

The Brewsteraires

"Weeping May Endure for a
Night"

"When They Crown Him Lord of
All"

"When We Walk thru the
Waters"

Sun Gospel

"Where Shall | Be?"

South Bound Gospel
Train

The Brewsteraires

"Where Should | Be (When
That First Trumpet Sounds”

The Brewsteraires
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1 JUST CAN'T AFFORD TO FAIL MY JESUS NOW

Armrangement by
Virginia Davis
Josephine Daniels

- Waords and Music by
Rev. W. Herbert Brewster
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Copyright 1946 by Theodore I, Frye and Rev. W. Herbert Browster
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VERSE
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MOVE ON UP A LITTLE HIGHER

Atrsigement 5y Wards and Music by
W, 0, Hoyle Rev. W, tlerbers Brewster
CHORUS |
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Copyright 1946 by Bowles Music House and [tev. W. Berbert Briwster
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