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Preface 

This might seem more like a disclaimer than a preface, but I would like to state the following: 

This study is not about finding out who, or what group, contributed most to the evolution of 

the barbershop style during its eighty years on the contest stage, it is simply when and how it 

changed; that is the focus. Any example, notated or sound-clip, that is used is chosen more or 

less at random, because all groups – every single champion quartet – has something unique 

that is worth mentioning, and there were too many good examples, so I had to just choose. 

I would also like to thank everyone who helped me along the way, especially Michael Slamka 

for the rich contribution of recordings of early quartets, Kevin Keller for guidance and 

document researching, Ben Ayling for his dissertation of the twenty-five first champs, and 

David Wright for his material in barbershop history and for simply being David Wright. 
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Sammanfattning 

Barbershopkvartettsång har sedan mitten av 1800-talet vuxit fram som en unik genre med 

rötter i USA. År 1938 startades en organisation med målet att bevara genren, som då höll på 

att dö ut. Ett år efter att organisationen startade började man hålla årliga tävlingar för att kora 

den bästa kvartetten, dessa tävlingar har nu pågått i åttio år och de har spelat en viktig roll för 

att hålla genren i god vigör. Tävlingsmomentet har också inneburit förändring för genren, nya 

kvartetter kommer med nya idéer om hur den kan utföras. Detta innebar att ett regelverk 

ganska snabbt blev nödvändigt, som i sin tur har förändrats i takt med att genren har 

utvecklats. Studiens syfte är att ta reda på hur genren har förändrats under de åttio som den 

har existerat i tävlingsform, genom att jämföra musik från de åttio kvartetter som hittills 

vunnit tävlingen och leta efter förändring, framförallt i den noterade musiken. Materialet som 

har samlats in för studien är således inspelningar av dessa åttio kvartetter, som i de flesta fall 

var mer än tillräckligt för studiens genomförande. Metoden var att först välja en definition av 

genren och sedan tydligt gå igenom vad definitionen innebär, därefter lyssna igenom 

materialet i kronologisk ordning och undersöka dels hur det stämmer överens med 

definitionen, och dels hur det förändras i sig genom åren. Undersökningen resulterade i först 

ett märkbart skifte till väldigt kontrollerade former av barbershop, som under ca 30 – 40 år 

höll i sig, och därefter skedde förändring mot den sortens barbershop som vi ofta hör idag. 

Det som framför allt har förändrats är att polyfoni har tagit en allt större plats i 

arrangemangen som blivit betydligt mer avancerade, sättningen av ackord har blivit mer 

varierad och inte lika tät, en del olika fusioner med till exempel blues, pop och musikal har 

skett och på senare år har även själva ackordvokabulären expanderat en aning, dock blygsamt. 

Resultaten visar på en bredare variation av barbershop på dagens internationella tävlingsscen. 

Förhoppningsvis innebär detta att genren är mer tillgänglig än någonsin för nya intressenter, 

samtidigt som eliten inom barbershop har blivit alltmer avancerad.  

Sökord: barbershop, stämsång, musikalisk utveckling, genrespecifik 
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Abstract 

Barbershop harmony in the form of quartet singing has its roots in the USA from the middle of the 19th 

century and has grown into its own unique genre. Towards the end of the 1930’s the genre had almost 

disappeared, and in 1938 an organization was formed to preserve it. A year after the organization 

started, a yearly contest to crown the best barbershop quartet was held for the first time. These contests 

have now been going on for eighty years and have played a very important role in keeping the genre 

alive and well. The contests also meant change for the genre; new quartets came up with new ideas 

and new takes on how the genre can be performed. This called for a set of rules to be applied to the 

contest, and they have changed as the style has progressed over the years. The purpose of this study is 

to compare the contestable songs sung by barbershop champion quartets over the past eighty years, 

exploring how the genre has changed, first and foremost looking at musical aspects from an arranger's 

perspective, searching for paradigm shifts and musical trends within the genre. The material that has 

been gathered to perform the study is in form of recordings from all eighty champion quartets. The 

method of the study is to decide on one definition of the genre and thoroughly walk through what the 

definition implies, then to listen through the material in chronological order and see how well it 

follows the definition of the style, but also how it has evolved over the years. The study resulted in a 

noticeable change from ‘less barbershop’ in the early days of the contest to ‘more barbershop’ 

according to today’s definition. For about 30 – 40 years this solidification of the genre was more or 

less the same. Then it started changing more and more towards the kind of barbershop we often hear 

today. The biggest written change in the genre has been from almost complete homophony to more 

polyphony, as the arrangements have become more and more advanced. Also, the vocal range has 

widened, and voicings are sometimes more divorced than the usual close harmony version of 

barbershop. Fusion with other styles such as pop, blues or musical has become more usual, evident in 

both the arrangements and how the singers treat the music. Even the chord vocabulary itself has ever 

so timidly started to grow. The results show a wider variety of barbershop on contest stage today. This 

hopefully makes the genre more accessible than ever, even though the elite groups have become more 

advanced. 

 

Keywords: Barbershop, Harmony, Musical Development, Genre-specific 
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Introduction 

My life changed one late summer day in 2006 when a friend of mine, Emanuel Roll, called 

me. He said something like: “Hey, um… you know that quartet that me and a few friends had 

in school? We’re looking for a new lead singer. Are you interested?” I said: “yes I am”. We 

got together and started rehearsing with the quartet we would later that autumn name 

Ringmasters. Together we discovered a new genre, barbershop harmony, a whole world of 

people that come with it and the organization today known as the Barbershop Harmony 

Society. The organization and its affiliates world-wide have a membership count of over 

25,000 people (Barbershop.org, 2018) and there is an almost equally large organization for 

women that sing barbershop, called Sweet Adelines International (Sweet Adelines, 2018), 

plus a few other smaller organizations in close connection with the two big ones. Together 

they create a strong and vivid movement, keeping the genre alive and well up to this day. In 

the Barbershop Harmony Society there is a big international competition held every year, a 

world championship. This contest has existed for eighty years now and has evolved into a 

giant a cappella competition with thousands of visitors during the first week of July every 

year, nowadays with a panel of fifteen judges, divided equally into three categories – music, 

singing and performance. To become a judge in any of these categories and serve on the panel 

at any competition you first have to enroll and be accepted as a candidate judge, and after two 

years in the candidate program you have the chance to certify. Then after a few years as a 

certified judge doing a couple of district contests every year you might get the chance to judge 

the internationals. 

  

Six years later, in 2012, Ringmasters became the first non-American barbershop quartet ever 

to win the international championship in barbershop quartet singing, since the contests started 

in 1939. An intense journey for us reached its pinnacle, and barbershop history was made. 

Our way of mastering the genre was through our schooling in the Swedish choral tradition, 

with pure vowel sounds that could easily be ‘converted’ to English vowel sounds, good 

classical vocal technique and of course countless hours of hard work. Sweden has a very rich 

choral tradition, and singing in a choir is said to be one of the biggest hobbies in the country. 

It has been a strong and growing movement since the middle of the 1800’s and gained even 
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more momentum in 1953, when choir-legend Eric Ericson was professor and head of 

education at the Royal College of Music in Stockholm (Zadig, 2017). All of the members in 

Ringmasters were lucky enough to go to the same elementary and high school in Stockholm, 

Adolf Fredrik’s Music School and the Stockholm Music Gymnasium, with a choir profile in 

the curriculum, which meant that we had choir singing as a class almost every day in school 

for 9 years. We were also very lucky to have lots of help along the way from many great 

coaches and particularly from our mentor, Doug Harrington, who won the championship in 

1989 with his quartet Second Edition. Originally from Louisville, Kentucky, he lived in 

Stockholm at the time and could therefore see us quite often and guide us as we got 

acquainted with the genre. Over the years he has taught us more than anyone else about the 

barbershop style, and a great deal about making music in general. 

  

A couple of years later I followed my extreme interest in the genre of barbershop harmony 

further and enrolled in the judging program for the music category. Learning more about the 

genre from the perspective of a music judge has helped me to gain further understanding for 

what it is, today, and how to decide whether a performance by a group is a good display of the 

barbershop style or not. I’ve now been active in barbershop harmony just over twelve years, 

more than a third of my life. While this may seem like a long time, and one might think that in 

twelve years you could learn all there is to know about the barbershop style, one thing is for 

certain; the more you learn, the more you realize how little you actually know. 

 

Over the years that I’ve been singing barbershop I’ve noticed that there is a slight 

disagreement between people regarding the development of the style. On one side you have 

the so-called KIB-bers, keep it barbershop. On the other side you have people who want to 

see more development in the genre. Maybe this is a younger group of people, who also wants 

more fusion with other styles, for example barber-pop, barber-rock, barber-soul etc. This 

discussion about the style changing, and if it’s good or not, might have been going on for as 

long as the contests have existed, or perhaps it is a more recent matter for the members of the 

BHS. Trying to track this, I found one very reliable source, writing about the discussion 

regarding change in the style. It dates back to the turn of the millennia, which means the 

discussion has indeed existed for at least twenty years, if not more. Quoting Ben Ayling’s 

dissertation (2000) covering the Barbershop Harmony Society’s first 25 champion quartets: 

  



   

 

 3 

Although the purview of this study ended in 1963, questionnaires and interviews brought 

fourth considerably strong opinions regarding the Society today. It is already evident that 

the Barbershop Society has changed since its inception in 1938 and, along with it, the style 

of singing employed by its quartets. From this study it has been found that a conflict exists 

in the issue of the preservation of the style as opposed to the evolution of the style. (Ayling, 

2000, p.274) 

 

It doesn’t say in which direction the opinions where leaning, only that they were considerably 

strong opinions. Whether good or bad for the genre, whether it’s right or wrong, change has 

indeed been a strong subject, at least according to Ayling’s comment in his dissertation. So 

now the question is: how has the style changed? Is it mostly noticeable from a vocal 

production or singing technique perspective? Is it mostly a visual change? Is it a change in the 

music itself, and is this noticeable in the arrangements or is it mostly the music beyond 

notation, like for example phrasing of rubatos or micro-dynamics that has changed? Being an 

arranger myself, and a real music theory geek, I am definitely most interested in how the 

arrangements have changed over the years. Tracking this, over the course of eighty years, is 

what this study will attempt to achieve. 

Purpose of this study 

The purpose of this study is to compare the contestable songs sung by barbershop champion 

quartets over the past eighty years, exploring how the genre has changed, first and foremost 

looking at musical aspects from an arranger's perspective, searching for paradigm shifts and 

musical trends within the genre.  And so to fulfill the purpose the obvious yet indubitably 

essential question is asked: how has the barbershop style changed over the years that the 

international contest has existed?  

 

By doing this specific study I hope that it can benefit arrangers who are trying to learn more 

about writing arrangements in the barbershop style. I also hope that the perspective that the 

study will present is helpful to anyone who wishes to learn more about barbershop harmony 

or that music teachers who want to teach a course or a segment about the barbershop style can 

implement it.  
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Background 

To get a good understanding for barbershop style, let us take a quick look at the history of the 

genre and the current definition of the barbershop style. The segment about the history of 

barbershop harmony as we know it today is merely a summary. There is more to be told, but 

for the sake of this study I’ve chosen a few important facts and events. 

History  

The barbershop style has a long and not extremely well documented history. To be able to 

understand how and why the style ended up the way it did in the late 1930’s when the 

SPEBSQSA, the Society for the Preservation and Encouragement of Barber Shop Quartet 

Singing in America, today known as the Barbershop Harmony Society, was formed we need 

to take at least a glance at the history of barbershop quartet singing prior to the formation of 

the Society. 

 

The term barbershop and the phenomenon of making music in the barber’s shop has scattered 

references in English literature dating back as early as the 16th century Elizabethan era 

(Wright, 2016). A lute or similar instrument would be hanging on the wall in the barber’s 

shop to be used by waiting costumers, and the barber himself was quite adept with it. 

Remember that at this point in time music could only be experienced by listening to someone 

else performing it live or by singing/playing it on your own. As the barber’s profession 

became more sophisticated it seems that this tradition ceased to exist in England; however, 

like many ‘Old World’ customs, barber’s music reached the shores of America (Wright, 

2016).  

 

“Barbershop harmony is one of the great American inventions” (Abbot, 1992, p. 289, my 

italics). Lynn Abbott’s paper “Play That Barbershop Chord”: A Case for the African-

American Origin of Barbershop Harmony (1992) does exactly what the title says; it makes a 

strong case for the African-American roots of the genre, stating that the reference to 

Elizabethan England became the point of departure for a ‘white origins’ theory (p. 293). This 

faulty origin theory of barbershop harmony can be traced back to a small number of 

influential books and articles dating from 1920 – 1940, the formative years of organized white 
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barbershopping (Abbot, 1992, p. 293). While the term barber’s music existed in England and 

later transferred to America, it is unlikely that it has anything in common with barbershop 

harmony, other than the fact that some form of live music existed in the barber’s shop. Abbott 

(1992) writes about the black neighborhood hair saloon, or barbershop, which symbolized 

free and easy male camaraderie that encouraged recreational quartet singing. Groups like the 

Mills Brothers came out of this culture, and Louis Armstrong sang in a quartet in the early 

1900’s (Abbott, 1992). Barbershop groups in America were known as early as 1843, and by 

1880 professional barbershop quartets were regularly performing in minstrel shows all over 

North America (Ayling, 2000, p.5). At the turn of the century with the rise of the vaudeville 

shows, and quartets being included in nearly every show, barbershop quartet singing was 

flourishing (Ayling, 2000, p.7). Along with this increased popularity and Thomas A. Edison’s 

inventions that forever changed the world of music came the possibility to record. Quartets 

soon became recording artists of new songs (Ayling, 2000, p.7).  

 

This form of quartet singing enjoyed a couple of decades of fame in the beginning of the 20th 

century. But with jazz becoming more popular, the radio replacing the piano in the American 

home, and the rise of ‘crooners’ that were using the microphone in a different way, the near 

extinction of the barbershop quartet came by the end of the 1920’s (Ayling, 2000). Quoting 

David Wright’s material on the History of Barbershop (2016): “We gradually became a 

nation of musical spectators, rather than participants” (Wright, 2016, lesson #3, p.4, my 

italics). Vaudeville was fatally diminished by the time the motion picture got sound in 1929, 

and “in accordance with the national trend, live music making at the amateur level dwindled, 

and of course so did the quartets, so that by 1938 the thousands of male quartets had been 

reduced to a few hundred, with some struggling professional groups remaining as vaudeville 

and radio quartets” (Wright, 2016, lesson #3, p.4). 

 

The year of 1938 is of extreme historical importance to how the genre looks today. By 

chance, two travelling businessmen by the names of Owen C. Cash and Rupert Hall met in the 

lobby of the Muehlbach Hotel in Kansas City (Wright, 2016). They were probably 

reminiscing about bygone days of harmonizing in the barbershop style, both agreeing that 

they missed this, and together they took the initiative and decided to reach out to people and 

hold gatherings for spontaneous harmonizing. Soon thereafter they founded the organization 

today known as the Barbershop Harmony Society. “The beginning of the society came so 
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suddenly that the founders had no way of knowing how quickly it would grow and to what 

proportions” (Ayling, 2000, p. 9). One year later the first convention with a contest was held, 

it quickly became a very popular event, and still today it draws thousands of participants. 

Definition of the barbershop style 

Looking more closely at what this study is about, we first need to get an understanding of the 

musical definition of the barbershop style. The definition that I will be using is published by 

the Society Contest and Judging Committee and has changed vastly over the years. This of 

course complicates things to the point where perhaps another study is needed, but for this 

study I choose to look at the current definition of the barbershop style, published in August 

2018 in the Barbershop Harmony Society’s Contest and Judging Handbook: 

  

1. Barbershop harmony is a style of unaccompanied vocal music characterized by 

consonant four-part chords for every melody note in a primarily homorhythmic texture. The 

melody is consistently sung by the lead, with the tenor harmonizing above the melody, the 

bass singing the lowest harmonizing notes, and the baritone completing the chord. 

Occasional brief passages may be sung by fewer than four voice parts.  

  

2. Barbershop music features songs with understandable lyrics with melodies that clearly 

define a tonal center and imply major and minor chords and barbershop (dominant and 

secondary dominant) seventh chords that often resolve around the circle of fifths, while also 

making use of other resolutions. The chords are almost always in root position or second 

inversion, with a predominance of barbershop sevenths and major triads. (SCJC, 2018, The 

Judging System. I.A.1-2, p.39) 

  

This definition has developed over a course of more than 70 years. From an embryo in the 

middle of the 1940’s, to more extensive versions, to other even more extensive versions. It 

has continuously changed as the judging system has developed, and new members of the 

judging society with new ideas has steered the course of development. In the next chapter I 

will go through the definition more thoroughly from the perspective of this study and explain 

how I use it for the demarcation of the study.  

 

 



   

 

 7 

Method 

  

This is a comparative study, comparing barbershop champion quartets over the past eighty 

years, first and foremost looking at aspects regarding the musical structure in the arrangement 

and how the style has changed from this perspective, secondly in sound and vocal treatment, 

which will be very subjective if noted. This chapter will try and pinpoint more exactly what 

this means and precisely how I will perform the study. 

 

Methodological starting points  

A comparative study, or research, is more common in other fields of study than music. 

Looking for ways to define the method of the study I therefore had to venture into other 

realms. Professor of comparative politics and methods Daniele Caramani (2009) asks: if 

descriptive comparison is a character in all human activities, why is there a comparative 

method? It is something more than a natural mental activity, analyzing relationships between 

two or more things and their casual connections (Caramani, 2009). Variation is imperative to 

be able to explain the comparison, without variation, explanation is not possible (Caramani, 

2009). Looking a bit further into the subject for more examples, Clasen (2004, p. 74) comes to 

the conclusion that the distinctive feature of comparative research is to be found within its 

methodological aspects rather than its substantive nature. These are my methodological 

starting points: 

 

• To listen through recordings from every champion quartet from 1939 – 2018, which is 

a total of eighty groups, covering about six songs per group. I could not find that many 

recordings from all groups, but for most groups six songs, which is the total number of 

different songs you need to bring to the international contest to win nowadays. In 

every case for which I can determine exactly what they competed with, I will listen to 

those exact songs if I have them. Choosing songs at random could be potentially 

misleading; here I will have to trust that my ear, a music judge can decide whether a 

song is a contest vehicle or not. 

• Listen through the groups in chronological order, starting with The Bartlesville 

Barflies who won in 1939. Doing it any other way would complicate the tracking of 
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changes in the genre during these eighty years. Noting the fact that the genre already 

had been evolving for about a hundred years when these contests started, I’ll still limit 

myself to this starting point, the study isn’t about how barbershop evolved before 

1939. 

• To limit the variables in the study and more easily being able to compare the 

champion quartets, thus making it easier to detect different trends over the years and 

possible paradigm shifts, I will create a ‘base camp’ as a starting point. This base 

camp will be the first decade of champion quartets from 1939 – 1949. I’ll document an 

overall version of what the style ‘looks like’, prioritizing structure of arrangement, 

chord vocabulary and voicings of chords, just what the dots are if you will, while 

checking this with the current definition of the barbershop style to notice congruency, 

before moving on into the years and looking further for trends and changes. If this 

isn’t possible because of too many variables between the early groups, I’ll try and 

zoom out more to find even bigger picture trends. 

• Find the broader spectrum of changes, not every chord, voicing or progression that 

somehow differs from the ‘hard core’ version of definition of the barbershop style, 

since it’s a period of eighty years. The amount of data is immense, and therefore I 

choose to limit the study to finding the bigger picture. 

• Even though I’m not exactly sure what I’m going to find, I can somewhat lean on my 

‘current expertise’ in the area. However, this is a double-edged sword, because it will 

be a lot of help that I already have twelve years in the genre and tons of experience 

both listening to and singing it, and some experience judging it, but assuming what 

I’m going to find might hinder me from listening with completely open ears. If I 

already knew what I would find I wouldn’t need to do this study at all. 

  

These starting points will help me initially. Once I’ve started, the process will most likely 

format itself more and more over time. Still, with such amounts of data, it is important to 

clearly set boundaries to the study. 
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Demarcation of the study 

I will now try to explain what I mean when I say that I’ll be comparing aspects regarding the 

musical structure of the arrangement and how this has changed. The barbershop style is 

special in the sense that it’s very controlled by rules. If we look back to the definition of the 

barbershop style, we find a lot of good starting points of how to perform the study. The first 

thing that can be taken into consideration is that “Barbershop harmony is a style of 

unaccompanied vocal music characterized by four-part consonant chords for every melody 

note in a primarily homorhythmic texture” (SCJC, 2018, p.39). ‘Homorhythmic’ would in this 

case mean strictly homophonic to the melody; everybody is singing the same words, in the 

same rhythm, at the same time. Everything that is an exception to this would be fairly easy to 

hear; however note that it says primarily, giving the arranger and the performer leeway and 

some artistic freedom to make exceptions outside of complete homophony without breaking 

the rules. This makes it plausible for the genre to develop; the word primarily could be 

interpreted as just over fifty percent of the written music. The fact that it is unaccompanied 

and will stay that way, at least for now, is also very good for limiting the study. Consonant 

four-part chords, sung mostly homorhythmically, is the starting point, what you can expect to 

hear when you listen to any contestable barbershop song. Exceptions from four-part 

consonant chords are also easy to detect. To further define and clarify which chords are 

consonant, the judging category called music even lists chord vocabulary:  

  

With rare exceptions, the music must use only chords in the barbershop chord vocabulary. 

Most characteristic is the major-minor seventh or dominant seventh chord; more often 

called the barbershop seventh. It and the major triad are the most featured chords in 

barbershop harmony. In addition, barbershop harmony uses the following chords: minor 

triads, incomplete dominant ninths, minor sevenths, minor sixths, half-diminished sevenths, 

diminished sevenths, major sevenths, major sixths, major chords with added ninth, 

augmented triads, augmented dominant sevenths, diminished triads, and dominant sevenths 

with flatted fifth. While brief and musically appropriate use of out of vocabulary chords is 

allowable, this may result in a lower score due to diminished consonance. (SCJC, 2018, 

Music Category III.A.7, p.49) 

  

Later in the same paragraph they are sorted in consonance potential, from highest to lowest, 

with the major triad and the barbershop seventh being the most consonant chords. Without 

putting any thought into whether or not this is good or bad for the genre, I can make the 
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conclusion that the style should be fairly easy to analyze in theoretical terms without slicing 

up the genre into sub-genres, as often seen in other attempts to categorize music. 

  

The second thing to consider is that “The melody is consistently sung by the lead, with the 

tenor harmonizing above the melody, the bass singing the lowest harmonizing notes, and the 

baritone completing the chord. Occasional brief passages may be sung by fewer than four 

voice parts” (SCJC, 2018, p.39). This way of voicing the arrangement is quite unique to the 

barbershop style. When performed well, it should be easy to hear who the lead singer is, so an 

exception could easily be detected. Note that the baritone is completing the chord, which in 

other words could be described as the baritone gets the leftovers, and this means that the 

baritone and lead constantly swop positions in the arrangement, taking turns in being the next 

to the lowest / next to the highest part in the chord. What isn’t mentioned but isn’t ‘illegal’, 

and will happen in very brief passages, is that the melody will be on top and sometimes even 

at the bottom of the chord; the barbershop arrangement is usually a ‘slave to the melody’. 

Something that will also occasionally happen is that other singers than the lead singer will 

take the melody. Whether it is because the melody is on top or bottom of the chord and it’s 

more convenient for another singer to take the melody, or it’s just to pass the melody around 

as an artistic choice, this is also allowed in very brief passages. Again, this restriction with its 

bound to be few exceptions makes the study even more limited and therefore hopefully 

doable.   

The third thing is that “Barbershop music features songs with understandable lyrics with 

melodies that clearly define a tonal center and imply major and minor chords and barbershop 

(dominant and secondary dominant) seventh chords that often resolve around the circle of 

fifths, while also making use of other resolutions. The chords are almost always in root 

position or second inversion, with a predominance of barbershop sevenths and major triads” 

(SCJC, 2018, p.39). Understandable lyrics can of course be further defined and debated into 

insanity; luckily this study will not focus on the lyrics of the songs. Melodies that clearly 

define a tonal center is a pretty broad definition, but when they must imply major chords, 

minor chords and barbershop seventh chords and resolve around the circle of fifths we are yet 

again facing an excellent restriction for the study which is easy to detect. The conclusion can 

hereby be made that the barbershop style is in fact possible to analyze and break down into its 

core definitions, the pillars of its foundation. Whether or not change in the genre throughout 

the years is easy to track remains to be shown.  
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Design and execution of the study 

As I listen through the material, I take note of anything that sticks out from the definitions 

explained in the previous paragraph. This is done quartet by quartet, song by song, 

chronologically. If there, for example, are a couple of chords that would be classified as out-

of-vocabulary chords, if there is a longer passage of polyphony with two or more components 

or if the melody is sung by another part than the lead, it is noted in a comment section under 

each song in a log where all of the songs by all of the quartets listened to exists. For this study 

the use of the words polyphony and polyphonic simply means that it’s not homorhythmic, as 

opposed to the conventional use of the word polyphonic, which most people probably 

associate with a classical fugue. The use of the words homophony and homophonic will for 

this study mean all parts singing the same words, in the same rhythm, at the same time. 

  

One of the methodological starting points was to create a ‘base camp’ by analyzing the years 

1939 – 1949. This turned out to be a reasonable strategy, albeit not because the genre was 

most controlled by rules at that time. The first attempt to create a set of rules for the 

international barbershop contest wasn’t until 1946 (SPEBSQSA). This would mean that 

whatever was done on contest stage in the years prior was simply following examples of what 

the style was understood to be at the time, without interference from a set of rules. And 

indeed, it does comply well with today’s definition. But as the study progressed a few decades 

it became clear that the contests in the 1940’s was not the most controlled and ‘sterile’ version 

of the genre, but rather ‘the wild 40’s’. This makes sense because as mentioned, the rules 

were not created to their full extent yet, which means that quartets were exploring a fairly free 

form of the genre in the early contests. The progression of the genre over the first decades 

wasn’t in a direction that meant less barbershop, according to today’s definition and rules, but 

rather more barbershop than in the 1940’s. I didn’t have to change my method to adapt to this; 

I just had to be aware of what kind of changes happened where, and in what direction. 

However, the idea of a ‘base camp’ became less and less relevant throughout the study, and I 

realized that instead I was using the current definition of the barbershop style and comparing 

everything I listened to with it. Still, working chronologically really helped me not only to 

track changes as they happened in time, but to also get a feel for the overall timeline of 

changes and the big scheme. 
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Results 

This chapter will present the results of the study, noting how the barbershop style has 

developed during its first eighty years of international contests. Notation examples are 

inserted directly into the text and Appendix 1 consists of links to the recordings of the 

notation examples, sorted in the same order. 

The change toward more barbershop  

In the previous chapter I mentioned ‘the wild 40’s’, shining a light on the fact that in the early 

days of the international contest there was not a very well defined set of rules yet. This is 

something that seems to catch up with the genre as the definition of the style gets more 

thoroughly defined and the judging handbook is updated over the years, thus creating a shift 

from a bit more ‘free’ form of barbershop harmony to a little more ‘pure’ form of barbershop 

harmony, at least compared with today’s definition of the style. Before we go into how that 

change looks more in detail, let us look at the first decade of the contest. 

 

While some groups made up their arrangements by ear, and therefore didn’t have as much of a 

solid four-part consonance because of singers accidentally doubling notes in some chords, 

most groups apparently had written arrangements with solid four-part consonant chords in the 

chord vocabulary mentioned in the method chapter. Homophony seems only to be broken by 

melody pick-ups, bass pick-ups, a few short duets and some call and response singing, which 

probably harkens back to the early days of the genre. Example 1 in Appendix 1 shows a 

typical version of how barbershop from the 1940’s can look like. One short pick-up by the 

lead singer, then complete homophony with only chords in the vocabulary in solid voicings 

for most of the song, only to be broken by short solos or pick-ups. Notice how all parts follow 

the melody chromatically on the second to last chord; this is something that is occurs often in 

barbershop. Instead of creating tension in a chord by moving one of the notes, the entire chord 

is moved in a parallel fashion. This does create a kind of harmonic tension, instead of the 
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possible tension within the chord if just the melody would have moved, and serves as a 

substitute secondary dominant in this case.  

 

 

Something that hasn’t been mentioned but is an important part of the style is the swipe. 

Swipes are melismas performed in a slower fashion than, for example, a long sixteenth-note 

melisma in Handel’s Messiah. They range from a couple of notes per syllable up to seldom 

more than eight notes per syllable. They usually involve more than one, and sometimes all 

four parts swiping together, thus creating a chord progression that seems to be sliding into 

place instead of just sung straight. Look at Example 2b (Appendix 1) for a typical version of a 

few swipes. It becomes quite an effect compared to the gist of the song, which is completely 

syllabic, and I dare say that it is one of the absolute most important features of the barbershop 

style. Another very important and rather unique characteristic of the genre is the bell-chord. It 

isn’t used as much as swipes, but really stands out when utilized. Example 2a (Appendix 1) is 

probably the most iconic of all, and is still sung by many quartets today. If The Chord Busters 

competed with this arrangement it sure must have stood out, not only because of the long bell-

chord section, but also because of the considerable amount of non-homophonic singing in 

general. The arrangement is very ahead of its time. 

 

 

So what was so wild in the 1940’s? Even though the vast majority of the arrangements were 

completely compatible with today’s definition of the style, there were a few exceptions that 
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stood out, and these kinds of exceptions are nowhere to be seen in the decades to come. In 

Example 3 (Appendix 1) you can see a subdominant chord with a passing #4 rubbing against 

the fifth of the chord on two occasions. While it’s completely diatonic, this passing note 

creates a chord that isn’t in the vocabulary of the style according to today’s definition. 

Examples like this can be found in the early quartet recordings, and this specific example is 

said to be one of the winning contest songs when the Flat Foot Four won in New York in 

1940 (Ayling, 2000, p.40), so it is likely that more examples like this came across the contest 

stage before the rules became more strict. Also, the progression from subdominant to tonic 

major without the use of a dominant seven on the subdominant chord would be considered a 

bit unusual. Later in the song there is even a IV to V progression without dominant sevenths, 

which is very unusual today. The glissando lines in the example are there to show that all 

parts swiped down first, even if they needed to move up to get to the next note, before 

arriving at the chord after the swipe.  

 

Example 4 (Appendix 1) is twenty years later. Notice a few things; there are a lot more 

dominant sevenths, the arranger use accidentals to create a substitute dominant chord and 

harmonic tension as opposed to diatonic voice-leadings, and lastly the length of the phrase is 

much longer, which also is a very clear trend over the first few decades. There are no out-of-

vocabulary chords according to today’s definition, and that remains the same almost without 

exception until the new millennium.  
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The paradigm shift 

After almost 40 years of barbershop contests, the genre is very solidified, phrases couldn’t 

possibly get any longer and hardly even one out-of-vocabulary chord according to today’s 

definition have been heard for decades. Yet, slowly but surely the evolution of the style 

becomes more and more evident, and then during the first ten years of the millennium a 

paradigm shift happens. This change doesn’t all of a sudden completely terminate the way the 

genre has been, but appears to co-exist on the contest stage together with previous versions of 

the style, so instead the variation to songs and arrangements that come across the stage 

expands.  

There are six main elements in the arrangements, whose change really pave the way for 

barbershop as it looks today. These elements are: Polyphony, Range, Voicings, Fusion with 

other styles, Chord vocabulary and last but not least Increased difficulty. A few other 

elements like other parts than the lead featured more often, melody being sung by the lead 

above or below the other parts and larger sections not being sung on actual words are also 

important for the evolution of the style, however, they directly lead to one of the previous 

mentioned elements and will therefore not be addressed as much. Increased difficulty is 

simply addressing the fact that most new arrangements that are sung in the international 

contest today are harder to perform than the arrangements from twenty years ago, and the 

arrangements from twenty years ago are in general more difficult than the ones from forty 

years ago. Also, the first five elements together point in the direction of increased difficulty, 

which will be seen in the examples ahead. Therefore, I will only address the first five 

elements, but have in mind that they make the arrangements more difficult. 

From homophony to polyphony  

Judging by its vast presence in today’s arrangements, the change from almost complete 

homophony to a clear display of much more polyphony is most likely the absolute biggest 

change in the barbershop style. Arrangers are using it more and more to create variation, 

groove and also to emphasize the power of homophony by taking it away for a while. A 

musical arrangement consists of components, with complete homophony being only one 

component. A melody together with a rhythmically separated bass line and another 

accompanying function on it’s own individual rhythmic pattern would be three components. 

Most songs in popular music, for at least the past hundred years, are constantly moving 
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between two, three and sometimes even more than three components. What polyphony 

essentially does is creating the opportunity for the barbershop quartet to be two or three 

different components, the latter being very unusual in barbershop harmony. This change is the 

first one to really catch on, already somewhat present in the early years of the contest, and is 

most of the time used in up-tunes to keep the groove or swing going. Later years have also 

seen a considerable amount of polyphony in ballads, perhaps to depict a more orchestral feel.  

 

One very usual way of using polyphony in a barbershop arrangement of an up-tune, straight 

beat- or swing-feel, is to have the bass sing quarter notes while the top three parts sing another 

rhythm (Example 5, Appendix 1). Thirty years earlier that would’ve been sung 

homophonically. At that time homophony was very seldom disturbed by anything else than a 

short pick-up or solo, but the exemplified arrangement has about sixteen more measures of 

polyphony. Other ways of using polyphony in the arrangements that have been detected in the 

study are: 

  

• Three parts accompanying another part, mostly the lead or bass, on one vowel or even 

some kind of scat singing for a while. 

• Duetting in two pairs over a short section. 

• A featured part sings a different rhythm than the other three for a short section. 

• One part on a hanging note and the other three singing something else. 

• Pick-ups and short rhythmical add-ins by any part. 

A few quartets during the 1990’s were singing arrangements with an increasing amount of 

polyphony like this, but right after the year 2000 it really took off. Example 6 (Appendix 1) 

shows a full-fledged version of polyphonic arranging for barbershop, where the arranger is 

using the polyphony not only to maintain groove but also to feature all four parts on short bits 

of the melody. The four measures in the example stand out even in this arrangement, but close 
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to another sixteen measures are polyphonic, so in total about twenty out of circa 105-110 

measures are polyphonic, almost twenty percent of the music. An arrangement today may 

have even more, but still it abides by the part of the definition that says primarily 

homorhythmic texture. 

 

 

Increased range and more challenging voicings 

In the early years the quartets sing strong and solid voicings of chords that stays pretty much 

within the range of a normal men’s choir arrangement, roughly between low F and high Bb, 

with the exceptions being some high passages for the tenor part and a few quartets with really 

high tenors that sing the high root two octaves above the bass on a last chord. Some quartets 

have a lower range in general and some quartets are higher, so they sing the arrangements in a 

key that will fit their range. During the 1990’s and after the turn of the millennium the overall 

tessitura of the arrangements starts to stretch and during some passages the voicings are more 

divorced. It is hard to know whether the voicings got more challenging as arrangers wanted to 

show off range of singers more, or if the range of the arrangements increased as arrangers 

started to experiment with wider voicings. Most likely arrangers in close connection with 

quartets knew if the singers had extreme range and decided to write arrangements to show off 

just that. This affects both the overall range of every part in the arrangement, to be able to 

follow the extreme lows and highs in fairly strong and close voicings, but also creates more 

challenging voicings of chords with the notes being further away from each other. Eventually, 
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if used too much, like polyphony versus homophony or chords that are not in the vocabulary, 

the use of wide or divorced voicings goes against the guidelines in the judging handbook:  

 

Barbershop harmony entails a predominance of strong voicings. The predominance of such 

voicings does not rule out the occasional use of divorced voicings or voicings that place the 

third or the seventh in the bass, if there is a valid musical reason for doing so. (SCJC, 2018, 

Music Category III.A.9a, p.49) 

Example 7 (Appendix 1) shows both a divorced voicing in the first measure, with the bass 

being more than an octave below the second lowest note in the chord, and some extreme high 

range in the last measure for both the tenor and especially the baritone part. In the same 

arrangement the bass also hits low C# several times. Today most quartets that win really use 

their full potential range on contest stage, and it has more or less come to the point where you 

cannot arrange any higher or lower because of the actual boundaries of the male voice and the 

likelihood that the singers will be able to execute it well. Some of these extremes are not 

typical of how the genre is today, but in general the tessitura in arrangements have stretched a 

bit. 

 

 

Fusion with other styles 

It is very hard to keep a musical genre completely isolated and free from the influence of 

other genres, with barbershop harmony being no exception, but because of the rules, isolation 

has been more or less the case on contest stage. Still today, the vast majority of the songs 

arranged for contest are written well before 1960, and most of them are from the very era 
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when barbershop, gospel, jazz and blues together were shaped into the different styles they 

came to be. But when you start to borrow specific sounds, scales, chords, rhythms and other 

musical ideas from specific genres a sort of fusion is created. This didn’t seem to occur during 

the first 40 years of barbershop contests, except a few examples of groups singing jazz or 

blues songs ‘very square’, meaning completely in the barbershop style without any attempt of 

fusion. The only few exceptions that were found were a few groups singing marching-band 

songs and mimicking the instrument sounds for a little bit. Once again during the 1990’s 

quartets start to apply fusion if the songs are from a different style, and in the new millennium 

it was thoroughly established, even to the point where groups have created an image by only 

singing a certain type of fusion. This element is interesting because it both affects the way the 

arrangers write and how the singers choose to deliver the songs, with singers sometimes 

leaning towards jazz, blues, musical or pop style of singing. Example 8 (Appendix 1) shows 

the use of the classic pentatonic blues scale, first in the bass then right after in the tenor part. 

This temporarily creates a dissonance between the bass and the baritone in the first measure 

that would be considered an out-of-vocabulary chord, which leads us to the last element. 

 

 

 

Chord vocabulary 

The use of out-of-vocabulary chords according to today’s definition of the barbershop style is 

barely heard until the 2010’s. Yet this is one of the hottest subjects when people are 

discussing the evolution of the barbershop style. Maybe it is the nature of this element that 
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makes it easy to recognize. To be able to pinpoint exactly where and say: “Aha! That chord is 

forbidden!” instead of dealing with a grey area of how much polyphony or divorced voicings 

is allowed. The restriction of what chords to use, and in what voicings, has changed over the 

years. Perhaps that is why it has been a hot topic, and might no longer be in a few years, 

because now the judging handbook treats it more like the other elements, saying that “while 

brief and musically appropriate use of out of vocabulary chords is allowable, this may result 

in a lower score due to diminished consonance” (SCJC, 2018, Music Category III.A.7, p.49). 

If we go back to Example 8 (Appendix 1) and look at the cluster-like chord that is created in 

the first measure when the bass begins his solo, a short analysis can conclude the following: 

the chord is a #2 dissonance to a major third in a barbershop seven tonic chord without a root, 

it is not in the chord vocabulary but it is very brief and musically appropriate, so it is 

allowable. The harmonic rhythm in the cadence just prior to the first written measure in the 

example tells us very clearly that it should be some kind of major tonic chord, and the style 

fusion with the blues and its pentatonic scale makes the use of the minor third musically 

appropriate. 

 

Only a few other examples were found in the study, and there are different ways in which 

they become musically appropriate, most pointing toward original harmony or harmonic 

rhythm in combination with a melody that moves to a suspension. For decades arrangers have 

re-arranged or ‘shoehorned’ different songs, trying to avoid certain out-of-vocabulary chords 

or to create more progressions that resolve in the circle of fifths. This seems to go away more 

and more, and there is a shift towards keeping the original harmony in the songs, so long as it 

is primarily in the barbershop style. 

Summary of results 

With the entire study behind me, eighty years of champion quartets on the contest stage 

listened to and analyzed, I can definitely say that there is an ongoing evolution of the 

barbershop style. After roughly fifty years of solid barbershop the change really started to 

show, and in the new millennium a paradigm shift has occurred. This section will summarize 

the change in the elements mentioned above.  

Homophonic structure in the arrangements, almost without exception, has changed towards 

more polyphonic structure, showing in increasing amounts. The overall range of the 
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arrangements has stretched both up and down, increasing the range of each individual singer 

in the quartet, but also resulting in more divorced voicings at times. Fusion with other musical 

genres has increased over the years. Arrangers and singers are adapting to this, resulting in 

stylistic choices in both the written material and in the way the singers choose to deliver it. 

The chord vocabulary has expanded over the years, especially after the turn of the 

millennium, giving the arrangers the opportunity to stay a little more true to the original 

nature of songs. Compare Examples 9 and 10 (Appendix 1) for the full juxtaposition, and take 

the time to listen through both songs to hear the full development of the barbershop style. 
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Discussion  

With results in hand there are a few important aspects to mention and discuss. The results of 

course, but also the pedagogical implications. How is the Swedish choral tradition helping 

when singing barbershop harmony? How does the current development of the genre affect 

people coming into the genre and learning it today? Finally, the discussion around use of 

method for this study, and recommendations for further research.  

Discussion of the results 

One interesting thing that was touched briefly in the previous chapter is the fact that this 

change in the style doesn’t completely terminate the ‘old versions’ of barbershop harmony. 

Though the quartets in the forefront of the style might be some of the most ‘avant garde’ you 

can still win the contest singing something that is more ‘main street’ or even old school 

barbershop, possibly with a higher chance of becoming an instant classic because of high 

recognition with all generations of barbershoppers. If performed well, any version of the 

barbershop style is appealing and will receive a high score in contest. And while singing 

something ‘safe’ and solid can assure you that there won’t be any stylistic issues, the 

excitement of doing something new that is pushing the envelope a bit can bring a special 

energy to the performance which might turn out to be more rewarded in the end. 

Looking at the timeline we find a long period of solidification in the genre. Why this seems to 

happen, or if it’s simply a misguided statement coming from the perspective of today’s 

definition of the barbershop style, is a little bit unclear. Possibly, there was a long war raging 

between quartets that really wanted to develop the style and the judging society that sought to 

preserve it, and finally the quartets won and the pace of evolution within the style picked up. 

Another scenario could be that the judging society really has tried to listen for the 

development of the style and allowed it to change. This could explain why a seemingly large 

number of barbershoppers have become KIB-bers (Introduction, p.2), the change picked up 

pace and they thought the style changed too fast.  

Looking into the future of barbershop harmony there is a good chance that the genre thrives 

and develops, hopefully without going too far; there’s only so much of a song that can go 

against the guidelines before it becomes primarily something other than barbershop. 
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Pedagogical implications 

Sweden has a long and rich classical choral tradition. Ever since choral legend Eric Ericson 

created the foundation for what today is known as the ‘Swedish choral miracle’, and paved 

the way for many great choral conductors while he was professor in choral conducting at the 

Royal College of Music in Stockholm, many great choirs has come out of Sweden. There 

have been some research and writing about this ‘miracle’, Sparks (1998) says that: 

“…Sweden appears to still be rich with the talents that are at the heart of this ‘miracle’ (in 

Zadig, 2017, p.21)”. In 1998 I was merely a 6th grader in middle school, safe in the hands of 

one of these talents. Some of the elementary schools and high schools around the country 

have special programs with choir profile, where a music class is focused almost exclusively 

on choral singing and music class is held every day in school as part of the curriculum. So, if 

a student chooses the choir profile all the way from 4th grade in elementary school up to the 

last year of high school, he or she gets nine years of education in choral singing 4-5 times a 

week regularly in school. I daresay that any skill or subject this specific that one would 

practice 4-5 times a week is bound to develop, quite quickly, and can be maintained on a very 

high level with the same amount of practice. Singers that come from this background and then 

discover barbershop harmony and decide to compete in a chorus or quartet will have a very 

strong advantage point, coming from all that practice in ensemble singing. 

My own learning process in the world of barbershop harmony has been even longer than the 

nine years of classical choir training, and possibly almost as intense. I’ve had the pleasure of 

working with great mentors, coaches and teachers and I’ve had the distinct privilege of 

learning even better by coaching groups myself, finding different ways to explain or teach the 

genre. The process of becoming an arranger of music in the barbershop style was, and still is, 

very interesting. It is a special kind of navigating, using the definition of the style and the 

process of trial and error over many years. Hopefully this study can somewhat guide anyone 

who wishes to learn more about arranging in the barbershop style, by looking at the historic 

perspective and how the genre has developed the past eighty years. 

Seeing how advanced certain arrangements in the genre are today you could ask yourself: 

How does someone that is new to barbershop get introduced to the genre, and how can they 

start singing barbershop if it’s so advanced? Is barbershop today a genre exclusive to those 

with higher musical education, with a socioeconomic status high enough to indulge in such 
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education? Here, I would like to switch perspective for a while. An organization started in the 

American south in 1938 by two white middle-aged businessmen. This was a time when 

America still was very segregated, before president John F. Kennedy urged the nation to take 

action toward equal treatment of every American and before the Civil Rights Act was signed 

in 1964 (ourdocuments.gov, 2018). Seeing from this perspective, one can only assume that 

barbershop harmony has been quite an exclusive genre since the Society was formed. Today 

the Barbershop Harmony Society is an extremely inclusive organization, its vision being 

everyone in harmony (barbershop.org, 2018), and has thoroughly sought to make amends with 

whatever discords lie in the past. They have a strong connection with music educators in 

America and a growing youth movement engaging people all over the world. 

Being introduced to barbershop usually doesn’t involve singing Example 6 or 7 (Appendix 1) 

right of the bat. It starts with a listening experience, preferably live, followed by learning a 

few notes and putting that together with three other people singing their part, for example. In 

the barbershop world you can find some pretty amazing people that are working very hard to 

spread the word and include more people in the genre, and the natural power of the music 

itself is often enough to get someone hooked. As it gets more advanced, education in music 

and sight-reading skills can be of use. Music is a little bit like a language, and people in 

general have been listening to music their whole life, so they are very used to ‘hearing the 

language’. Many are also very used to ‘speaking the language’, they can repeat what they hear 

up to a fairly advanced level without the need to read or write it. It is usually when it comes to 

reading or writing music that the vast majority is hindered. Barbershoppers figured this out 

more than twenty years ago and started making learning tracks, where you can listen to only 

your part of a song on repeat until it is memorized. The business of learning tracks has since 

then exploded and spread far into the classical choral world and other genres. So, you can 

become proficient at singing barbershop almost without musical education. Still, to win the 

international gold with a quartet, just like the elite in any other sport, it takes thousands of 

hours of hard work, coaching with experts, and a lot of performance practice. 
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Discussion of the method and further research 

To do a study on eighty years of barbershop harmony I had to limit the ‘width’ a lot. The 

limitations of the study were partially in what I listened to; only the eighty quartets that have 

won the international contest and only the six songs from the year they won, and partially 

how I listened; from the perspective of today’s definition of the style, looking at the bigger 

picture as much as possible. These limitations can surely have given me a narrow and 

imperfect picture of how the style evolved. What if the quartets that won did something far 

more important for the evolution of the style the years before they took the gold? And what if 

there were groups that never won who played a bigger part in the evolution of the style than 

the groups that claimed the throne? Remembering how much some of the different champion 

quartets have inspired me speaks for the fact that they do lead the way in most cases, blazing a 

trail for others to come and go even further. And as for the limitation of the material, I can 

only recommend further research on the topic, digging both deeper and wider. Maybe the 

result of such a research wouldn’t be too different from this one, maybe it would. 

One of the limitations was to only crosscheck the material I listened to with today’s definition 

of the barbershop style. This gives the study a certain perspective, which affects the results. It 

can be good to have this perspective, and it can also be good to do it in a different way, for 

example looking at the evolution of the genre while simultaneously following the 

development of the judging handbook. While giving you the opportunity to really track the 

changes as the genre evolves, this is a much bigger study, and I would recommend whoever is 

eager to do this to set aside a lot of time. However, since the contest is one of the main 

reasons to keeping the genre alive and well, and since the element of judging affects the 

contest so much, I would recommend further studies to either commence from the perspective 

of the evolution of the judging handbook, or at least keep an eye in that direction to be able to 

understand better why things changed when they did. 

This study is merely a thin slice in the big cake of barbershop harmony that one can do 

research on. And I’m looking forward to seeing more work done in this field in the future! 
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Appendixes 

Appendix 1 – Listening examples 

 

Example 1, 1946, The Garden State Quartet - Heart of My Heart/Sweet Roses of Morn: 

https://open.spotify.com/track/1yurOGri6gkAH2esIkxZ2a?si=L60VcTVoSk62jM7g_VSw4A 

Example starts at the beginning of the song, link gathered 2018-12-06. 

 

Example 2b, 1942, The Elastic Four - Back Home Again in Indiana: 

https://open.spotify.com/track/3yyNNqpVx0o5egtiKjABd9?si=3nampge_QiC1Cebc7LZ2wQ 

Example starts at 0:18, link gathered 2018-12-06. 

 

Example 2a, 1941, The Chord Busters - Bye Bye Blues : 

https://open.spotify.com/track/1K1N89orCUHOjQcKBKX4jP?si=CoW_8eMhTXKBum4E0Jt-hA 

Example starts at 1:15, link gathered 2018-12-06. 

 

Example 3, 1940, The Flat Foot Four - Annie Laurie: 

https://open.spotify.com/track/2Ps145xIv583HSlg14VpR4?si=ckMd7-imSL2BL9lcl9DEIg 

Example starts at 0:51, link gathered 2018-12-06. 

 

Example 4, 1960, The Evans Quartet - I'd Love to Fall Asleep andWake Up in My Mammy's Arms: 

https://open.spotify.com/track/7craSbCIhkCqMiAi0SyiLN?si=cUxZYEb7RaCsPcOG3u1Biw 

Example starts at the beginning of the song, link gathered 2018-12-06. 

 

Example 5, 1996, Nightlife - Sailin' Away on the Henry Clay: 

https://open.spotify.com/track/3Q7Umqjsa6fo4xik9ITIRQ?si=xohYaWMtTj-Gsx6O3PLNwQ 

Example starts at 0:23, link gathered 2018-12-06. 

 

Example 6, 2006, Vocal Spectrum - Cruella DeVil: 

https://open.spotify.com/track/1KyBbc6E2w47OPzp7tGVO0?si=UkzDDDBETta_el_IgtJZsg 

Example starts at 1:20, link gathered 2018-12-06. 

 

Example 7, 2002, Four Voices – Lazybones: 
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https://open.spotify.com/track/4bCrKgKEjfxdhAB2FjP35u?si=6IYpl2TwQdeI5Mz8Jgl72w 

Example starts at 3:06, link gathered 2018-12-06. 

 

Example 8, 2005, Realtime - The Birth of the Blues: 

https://open.spotify.com/track/2V2NKf1xj2hieQDntgiLlI?si=nG0eZkLVTZuVBc_AWsRUJQ  

Example starts at 3:56, link gathered 2018-12-06. 

 

Example 9, 1939, The Bartlesville Barflies - Wait 'til the Sun Shines Nellie: 

https://open.spotify.com/track/42Awcxf35vCIMaw5CEtUY7?si=3LjSmqx6TKOH4pQQWW2trw 

Example starts at 0:06, link gathered 2018-12-06. 

 

Example 10, 2018, After Hours - The Next Ten Minutes:  

https://www.youtube.com/watch?v=WgwuDAvLxNE&list=RDWgwuDAvLxNE&start_radio=1 

Example starts at 5:23, link gathered 2018-12-06. 

 


