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ABSTRACT
A MELODIC AND TEXTUAL ANALYSIS OF THE TWENTY-FOUR

"BARBRY ALLEN" VARIANTS OF THE
LOUIS WATSON CHAPPELL ARCHIVE

By
Scott W. Schwartz

The purpose of this study was to make a comparative analysis
of both music and text of the twenty-four variants of "Barbry Allen"
(Child 84) found in the Louis Watson Chappell Archive. The research
was accomplished in two parts. The first stage was to analyze all the
melodic variants of "Barbry Allen" according to the Abrahams and Foss
model (1968). Once this was completed, all the variants were classified
into common scale structures, range, melodic contour, meter, and phrase
length categories. They were then compared with the "Barbry Allen"

variants in the Bertrand H. Bronson ballad collection, The Traditional

Tunes of the Child Ballads; With Their Texts According to the Extant

Records of Great Britain and America in order to search out general

melodic similarities. The second stage was to evaluate and classify
key literary characteristics according to Hendren's genological classifi-
cations and the Thorpe Literary Model (1964). A close examination of
all the music and literary findings was done to determine the degree

of influence, if any, from commercial music sources.



To my grandfather, Benjamin Schwartz
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CHAPTER I

INTRODUCTION

Research Procedures

The purpose of this study was to make a comparative analysis
of both music and text of the twenty-four variants of "Barbry Allen"
(Child 84)1 found in the Louis Watson Chappell Archive. The research
was accomplished in two parts. The first stage was to analyze all the
melodic variants of "Barbry Allen" according to the Abrahams and Foss
model (1968).2 Once this was completed all the variants were classi-
fied into common scale structure, ambitus, melodic contour, meter,
and phrase length categories. They were then compared with the "Barbry
Allen" variants in the Bertrand H. Bronson ballad collection, The Tra-

ditional Tunes of the Child Ballads; With Their Texts According to the
3

Extant Records of Great Britain and America,” in order to search out

general melodic similarities. The second stage was to evaluate and

1The term "Child 84" refers to the catalog number assigned to
the ballad, "Barbry Allen" by Francis Child in his five volume collec-
tion, The English and Scottish Popular Ballads (Boston: Houghton,
Mifflin and Co., Vol. I 1882-1884, Vol. II 1885-1886, Vol. IIl 1888-
1889, Vol. IV 1890-1892, and Vol. V 1894-1897, reprinted ed. New York:
Dover Publications Inc., 1965).

2Roger D. Abrahams and George Foss, Anglo American Folksong
Style (Englewood Cl1iffs: Prentice-Hall, 1968).

3Bertrand H. Bronson, The Traditional Tunes of the Child Bal-
lards; With Their Texts According to the Extand Records of Great Britain
and America (New Jersey: Princeton University Press, 1972).

1



to classify key literary characteristics according to Hendren's geno-

4 and the Thorpe Literary Model (1964).5 A

logical classifications
close examination of all the music and literary findings were done to
determine the degree of influence, if any, from commercial music
sources. The two major sources were identified as minstrel and commer-
cial radio music.

The Louis Watson Chappell Archive is the earliest documented
collection of Appalachian folk music from rural West Virginia. The
ballads are unaccompanied vocal selections recorded on 647 12-inch
aluminum discs between September 1, 1937, and September 10, 1947.6 In
addition to the original recordings, the vocal selections have been
transcribed from these recordings and bound in an unpublished multi-
volume collection at West Virginia University. Each transcription
contains the melody and text for the initial stanza and the text for
all the remaining stanzas for each ballad citation. In some instances
either no transcription was available or a partial one is given only
for specific vocal selections. In these cases the recording fidelity

is so poor that it was not possible to make an accurate transcription

from the recording.

4Joseph W. Hendren, “"Bonny Barbara Allen," Texas Folklore
Society 25 (1953): 47.

5James Thorpe, Literary Scholarship: A Handbook for Advanced
Students of English and American Literature (Boston: Houghton,
Mifflin Company, 1964).

630hn A. Cuthbert, West Virginia Folk Music (Morgantown:
West Virginia University Press, 1982), p. 1.




The fidelity of these original recordings varies from audible
to inaudible and is the direct result of the primitive recording equip-
ment used by Louis Watson Chappell. The recording device was a hand-
made "recording machine" that was purchased in New Haven, Connecticut,
in 1937.7 The machine was powered by electricity and was notorious
for frequent breakdowns and misadjustments due to the experimental
nature of its construction.®

The equipment was set up usually in the town hall closest to
the ballad singer's residence since in most cases these buildings were

9 In some

the only structures that were equipped with electricity.
instances, it has been said that Chappell was able to do recordings
from the trunk of his car with the aid of batteries, but no evidence
is available now to support this statement. Since most of the ballad
singers had to be brought to the recording site, all place names

cited in the descriptions of the individual ballad collections given
by Chappell refer to the residences of the respective performer rather
than the recording session locations.10 Each description included
with a collection of ballads performed by an individual contains the
name of the performer, the date of the recording session, the place

of residence, and occasionally the age of the singer. No other back-

ground information is cited in these descriptions.

7Ibid.

8Interview with Dr. John A. Cuthbert, West Virginia University,
Morgantown, West Virginia, July 25, 1983.

pid.

10yest Virginia Folk Music, p. 1.




Before discussing the outline of the research procedures, it
would be wise to briefly describe the general musical characteristics
of the ballad in order to define the differences between the sacred
folk songs, i.e., white-spirituals, and the secular folk-songs, i.e.,
ballads of Appalachia. The white spiritual, commonly associated with
the folk hymn, religious ballad, and the camp-meeting spiritual, was
a secular folk melody with a sacred text that was not written out.

It was characterized by a simplicity of text, frequent repetition,
refrains and a tag line. It was commonly heard at the southern rivival

11 The ballad, on the other hand, is a type of secular folk-

meetings.
song in the form of an unaccompanied narrative. It centers around a
single episode and is usually narrated in an unbiased manner. The
stories were usually about love, lost love, murder, myths, heros, and
hazardous occupations. The ballads about myths, unlike the other
ballad types, were not commonly performed in America.12 The American
ballads were characterized usually by a simplicity of text and strophic
form.13 The quality of vocal sound for the white-spiritual and the

ballad was usually nasal. There was little change in dynamics and

rhythmic freedom took precedence over strict meter.

11The New Grove Dictionary of Music and Musicians, 3rd ed.,
s.V., "White Spiritual.”

12Folksong Style, p. 92.
B1pid., p. 165.




The Technique of Melodic Analysis

Melodies are described and classified according to scale and
contour. The scale is considered in two ways: the number of differ-
ent tones that compose the scale structure (e.g., 5-tones or 6-tones),
and the number of half and whole steps that occur within the scale

(Example 1-1).

> @
Ai‘

Example 1-1. A seven-tone scale.

The scale, as described in Example 1-1 is a seven-tone scale. It
includes two half steps and four whole steps and it represents one
type of scale structure. The melodic contour, on the other hand, is
described phrase-by-phrase in terms of the range in relation to the
"final." The term "final" refers to the last note of the melody.
According to Abrahams and Foss, the last note of a melody
always acts as the point of ultimate repose and has the greatest
functional importance.15 As an aid to the melodic descriptions and
classifications, the final note of the melody in all the ballads will
determine the tonality of the melody (Example 1-2). The final note
of this melody falls on g and represents some form of g minor tonality.
The underlining of upper and lower case letters of a scale illustra-

tion (e.g., D major) was used solely to distinguish them from the text.

15c51ksong Style, p. 159.
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Example 1.2. Disc #7 as it appears in the Chappell Collection.

As a further aid to the comparative analysis of all the ballad cita-
tions, all the variants were transposed so their "final" notes would
fall on g'. The purpose of this procedure was to have a common tonal-
ity for the comparative analysis of all the variants and to have the
melody written within the staff to avoid unnecessary leger lines.

Once the scale has been transposed all the scale steps were numbered

consecutively according to the diatonic scale (Example 1-3).

| '
i 1 —p—FF 1 —
1 1 'l | hd
3 v o
II IIT IV V VI VII 1 2 3 4 5 6 7 8

Example 1.3. Numbering of Scale Degrees

The Roman numerials refer to all the scale degrees that fall below g'
and the arabic numbers refer to all the tones that fall above the key

note. Inallcases g' is labelled as 1.



In accordance with Abrahams and Foss, chromatic tones used
within a diatonic scale are designated by the symbols b flat and

# sharp placed before the number corresponding to the chromatically

altered tone (Example 1.4).

— & 1 jr }
1 t

Vviz 1 2 b3 4 #5 6 7

Example 1.4. Chromatic Designations.

A11 chromatic forms of the same diatonic scale degree are described
as chromatic inflections and are included within the scale description
with the appropriate markings (i.e., b and #). A seven-tone scale
having, for example, C-natural and C-sharp would be described as a

six-tone scale with an inflected fourth scale degree (Example 1.5).

i | ] | B |
| ] | 4

6

1 2 3 4 #a 5

Example 1.5. Six-tone Scale with a Chromatic Inflection.

The number of tones within the scale and the range of the melody are
then combined to classify each ballad melody. The scale descriptions
of all folksong melodies--according to Abrahams and Foss--include only

those tones within the melodic example and do not attempt to illustrate



theoretical scale structures not encountered in them. Once the scale
structures for all the "Barbry Allen" variants have been described,
they can be compared to one another to determine the common scale and
range characteristics found among them.

The pentatonic scale and its four transpositions represent
' the only five-tone scale structures frequently encountered among the
Anglo-American baHads.16 The five pentatonic groups are distinguished
from one another by their varied intervallic patterns (i.e., the
absence of different diatonic scale degrees) and are each assigned a

roman numeral identification (Table 1).

TABLE 1.--Identification of Scale Groups

Scale Group Untransposed Transposed Without Diatonic
No. Inversions Form Scale Degrees
I. gabde GAB_DE_g 4 and 7
II. degab GA_CDE_g 3 and 7
ITI. abdeg GA_CD_Fg 3 and 6
Iv. egabd G_BCD_Fg 2and 6
V. bdega G_BC_EFg 2 and §

The final result is a set of five different scale groups, used either
by themselves or in conjunction with one another to create various

six- and seven-tone scale structures. These are the sole scale forms

16Trad1’tiona1 Tunes of the Child Ballads, p. 321.




used to describe the tonal structure of a folk song melody. Folk
song melodies derived from a diatonic scale composed of fewer than
five tones are not included in the music study.

The second table, taken from Abrahams and Foss (1968)17 lists
all six- and seven-tone scales which contain common tones found in
two or more pentatonic scale groups. In pentatonic scale group I, for
example, the interval betwéen B and D may be filled either with C or
C# producing two six-tone variants without the seventh scale degree.
Similarly, the interval between E and g may be filled with either F
or F# produciﬁg two more six-tone scales without the fourth scale
degree. Both the fourth and seventh scale degrees are combined in
various ways to create four more permutations. The scale
G-A-B-C-D-E-F, for example, is found in scale groups I, II, and III,
and is assigned to all three scale categories (Table 2).

The application of the scale classification results in a
graphic illustration of similarities found among ballad variants which
have comparable tonal structures. The scale analysis is sufficiently
broad to include many different characteristics of a scale that might
indicate a common musical relationship between two or more ballad
variants. The analysis, however, does not include the classification
of the tritone. In Anglo-American folk songs the absence of the
tritone appears to be a common characteristics of five- and six-tone
melodies. The tritone is found in only a few instances of seven-tone

melodies in the Bronson ballad col]ection.18

17Folksong Style, p. 152.
181pid., p. 159.
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TABLE 2. Six- and Seven-tone Scale Structures

Scale Group I

Pentatonic GAB-DE-g
Six-tone scales GABCDE-g 12
GAB-DEF#g
- Fg
Seven-tone scales GABCDEF#g 12
GABCDEFGg 123
G ABC#D E F#g
GABC#DEFGQ
Scale Group II
Pentatonic GA-CDE-g
Six-tone scales GABCDE-g 12
G A -bc DEFg 23
GABCDE-g
GA-CDEF#g
Seven-tone scales GABCDEF#g 12
GA Bbc DEFg 123
GA Bbc DEFg 234
GABYCDEF#g
Scale Group III
Pentatonic GA-CD-Fg
Six-tone scales GA -bc DEFg 23
GABCD-Fg 34
G A - CDEF G
- g
Seven-tone scales GA BbC DEFg 123
GA Bbc D EbF G 234
GABCD EbF g 345
GABCDEFGg
Scale Group IV b
Pentatonic G - Bbc D-Fg
Six-tone scales GA Bbc d -bF g 34
G -bBbC DEFg 45
G BCDEF g
- g
Seven-tone scales G Bgc d EbF g 234
G AbBbc DEFgQ 345
G AbBbC DEFg 45
GABCDEFGg
Scale Group V b b
Pentatonic G - BbC - EbF g
Six-tone scales G 'bBbc DEFg 45
HH:
- g
Seven-tone scales G AngC D EgF g 345
G AbBbC DLELF 9 45
GA'BCDEFG

Source: Folksong Style, p. 152.
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The classification of melodic contour depends upon two fac-
tors: the basic melodic contour characteristics of each phrase
(i.e., the rise and fall of the melodic line), and the relationship
of these phrases to one another. The analysis of each phrase of a
ballad determines which pitches are used for phrase openings and
cadences and describes in detail the melodic contour of each phrase.
The melodic contour does not include those notes that are classified
as embellishments. The melodic embellishments are defined as those
notes that either fall on an unstressed syllable or any two-syllable
word or occur as unstressed extra notes over a single syllable. Those
embellishments that articulate either the upper or lower extremes of
range in a melody, however, are included in the melodic contour

(Example 1.6).

- _— 4-5-7-1'
PPN —
e e e
So ear-ly ear--ly in the~—— sprinc

Example 1.6. Analysis of a Single Phrase Contour.

The phrase begins on the subdominant as a pickup to the first measure
and cadences on the subdominant in the second measure. The phrase
contour arches up to the a' in the first measure and descends back to
the ¢ and is represented as a 4-5-7-1'-2-1'-7-4 phrase contour. The
d in measure two occurs as the unaccented note of a two-note ligatore.

It is classified as an ornamental tone and is not included in this
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contour analysis. Before a discussion of phrase relations (i.e., the
second factor of the contour analysis) is started, a brief explanation
of cadences must be given.

In general most folk-song melodies are composed of four
phrases that are distinguished from one another by their individual
cadences. Although it is not always clear when one phrase ends and
another begins, there are some common cadential characteristics asso-
ciated with specific phrases. The last phrase, for example, in all
folk ballads will always resolve to the tonic/final and is always
considered the point of ultimate repose in a folk melody (Abrahams
and Foss).19 The "final," the note of resolution, is defined as the
key note in determining the tonality of any given melody. The next
important cadence occurs between the second and third phrases and is
labelled as the middle or mid. cadence. It occurs halfway between
the initial phrase opening and the final cadence and will usually
resolve to either the subdominant or dominant scale degree.20 Although
the mid. cadence is generally characterized as either a plagal or an
authentic half-cadence, there are many instances in which this cadence
may fall on a scale tone that is neither the subdominant or dominant.
In this situation the text must be used to determine where the mid.
cadence resolves. In general, the mid. cadence will occur usually at
the end of the second strophe of a four line stanza. The use of the

text combined with the general cadence characteristics described by

191pi4.
201p44.
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Abrahams and Foss will determine the mid. cadence. The remaining
two cadences, occurring at the end of the first and third lines of
text, do not have characteristic points of resolution. In each case
the text will be used exclusively to determine these cadences. The
cadence occurring at the end of the first strophe is labelled the
first cadence. The remaining cadence, occurring at the end of the
third strophe, is labelled the secondary or sec. cadence (Example

1.7).

4 < » I3

1' 1T  § . I—1 X F'”'St cadence
' | b L4 i | T —
Was on the wmer--ry month  of June=ee—e
. 2 § 3
2. = | Mid. Cadence
| L
green buds was a swell—————eeee—i{n',
l A . D | ) | i b § - 3
N ) § ) | 3
3' : : ;| ¢ = ; SeCo cadence
When young John-ny Green on his death bed--— lay
> - ! +— + ¥
4. Final Cadence
for the 1love of Bar——=bry Al=eew-len,

Example 1.7. Cadences.

As an aid for the description of cadence patterns, arbitrary
geometrical symbols are assigned to specific cadences. The mid.
cadence is assigned the symbol [:]. The first cadence is designed
with the symbol | and the sec. cadence is labelled with the symbol
|L_. No symbol is used for the final cadence since it is assumed
that this note will represent the most important cadence.

This composite of phrase contours is designated the form and

expressed with capital letters A, B. C, etc. Phrase variants that
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differ slightly from those previously stated are indicated by the
addition of the prime symbol ('). The meter and phrase length are
described according to the individual melodic characteristics. The
meter is defined as a pattern of fixed temporal units (i.e., beats)
found in a melody. The different accentual patterns are labelled with
their most likely meter signatures and listed in the melodic analysis.
The 1ength of each phrase is described in terms of the number of
measures per phrase that occur in each strophe.

The contour of the following melody may be expressed in the

following (Example 1.8).

-  was & young wman tak——en sick for the

love of Bar bara Al=--len.

Example 1.8. Ten-measure melody.

The ten-measure melody is in a common time and is composed of four
phrases of differing lengths. The initial phrase begins on ¢ as a
pickup to the first measure and ends on the c in the second measure.
Its length is equal to four beats. The second phrase continues from
the two-sixteenth-note pickup to the third measure and ends on the d
measure four making it a four-and-one-half beat phrase. The third

phrase begins on g' in measure five and progresses to the f in
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measure seven. It is described as a five-and-one-half beat phrase.
The final phrase begins on g in measure seven and continues to the
end of the melody. It is a six-beat phrase. The melody is derived
from a pentatonic scale and encompasses a range of a major tenth

(Example 1.9).

fig%;;;zza;::-“"'z_"' — -.-gl

Example 1.9. Scale and range characteristics.

The five-tone scale, g-a-c-d-f, includes two major seconds and two
minor thirds and is classified as a member of scale group III (see
Table 2). The range extends from F below to a' above g and is
classified as VII-2'.

The melodic contour consists of four phrases of unequal length

that illustrate three different melodic contours (Example 1.10).

4-5-7-1'-2'-1'-74

So ear~-ly ear-—ly in there— spring

. ~
EEEE =i I
when the 'z::;buda they were a swelle=ceeeing

= £ 1'-7-5-7-5-4-1-VII

1-2-4-5-1

for the love of Bar-—-bara Al

Example 1.10. Melodic contour analysis.
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The initial phrase begins on the subdominant as a pickup to the first
measure and rises to the upper supertonic, 2', before descending back
to the subdominant as a first cadence. It is illustrated as a 4-5-7-
1'-2--1'-7-4 arched contour. The d in the second measure is classi-
fied as an embellishment and is not included in the contour analysis.
The second phrase continues from the subdominant as a pickup to the-
third measure and rises to the upper supertonic, 2', in the same .
melodic contour as the first phrase. The phrase is represented as a

4-5-7-1'-2'-1'-5 contour. The third phrase begins on g' in the fifth

measure and descends to the subtonic in a 1'-7-5-7-5-4-2-VII phrase
contour that is significantly different from the previous two phrases.
The final phrase starts from g as a pickup to the eighth measure,

rises to the dominant, and returns to the tonic. It is represented

as a 1-2-4-5-1- contour. The a in measure eight falls on the unstressed
syllable of Barbry and is classified as an unessential tone to the
contour analysis. The four phrases combine to make an A-A!-B-C form.
Illustration 1 presents a complete transcription and melodic analysis

of a single stanza of this ballad variant.

Semantic and Genological Analysis

The second phase of analysis consists of a semantic and geno-
logical survey of the texts to evaluate word meanings and to classify
word and phrase groups into specific cultural categories: English,
Scottish, and American. A brief analysis of ballad degeneration com-
bined with the semantic and genological survey will show the degree of

change and the influence, if any, from commercial music sources.
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Barbry Allen

5-tone scale Disc #427
Range--VII-2' Scale Group(s) III
Contour Form
4-5-7-1'-2'-1'-7-4| A
" "%,I 4-5-7-1'-2'-1'-P] A’
| 1'-7-5-7-5-4-2-(11 B
1-2-4-5-1 ' C
— - Py ~
t X ) | : |
So ear-——1ly ear-—---ly in the-- spring when  the
» P e B P E<“~
green buds they . were a wel—-—-—-—li'ng there :
— 9 :
was a young man tak----en sick for the love of Bar---bara
Al len.
Meter Phrases vary
Phrase Length--Phrase I--2 bars,begins on the second half of second
beat.

Phrase II--2 bars plus a half a beat.

Phrase III--3 bars with last note of phrase ending
on the second beat.

Phrase IV--3 bars and a half a beat.

ITlustration I. Analysis of Melodic Contour

Source: First Stanza of "Barbry Allen," Disc #427, Louis Coatson
Chappell Archive.
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The semantic analysis reveals common variants found in each
ballad. The survey used four literary conventions; the convention of
diction: the convention of epithet, the convention of phrase, and the
convention of commonplace. The analysis is a composite survey con-
sisting of literary categories taken from the Thorpe model (1964)21
and descriptions of the literary processes illustrated in the Abrahams
and Foss model (1968).22 A composite of two models was used since
neither model alone offered a completely satisfactory method for a
literary analysis. Each model contains deficiencies that would make
a thorough analysis impossible, but when joined they prove to be most
satisfactory for a literary analysis. Each variant can be identified
and classified according to the type(s) of literary convention. The
conventions are as follows: convention of diction, convention of
epithet, convention of phrase, and convention of commonplace.

The convention of diction is described as a language not
ordinarily found in colloquial speech. The term colloquial speech
includes all word and phrase groups frequently encountered in the
Appalachian dialect, even those that would be overlooked if a system
of analysis were derived entirely from the standard English language.
The most common colloquialisms are those archaisms of "Old English-
British" dialect (e.g., heed, steed, and morrow). The convention of
epithet is described as a pair of descriptive modifiers. These paired

modifiers always modify an object or name. The phrases, "milk-white

21Literary Scholarship, p. 12.
22

Folksong Style, p. 31.
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123 are just two examples of this conven-

steed” and "1ily-white hand'
tion found in folk songs. The convention of phrase described an

action and always includes the result of that action. Tears, for
instance, have a tendency not merely to be shed, but to "blind the
eye.“24 The convention of commonplace is a larger unit than the
convention of epithet or phrase and in most cases will include both
(see Example 11.1).

He's taken her by the 1ily-white hand convention of epithet
And led her through the hall. convention of phrase

He's cut her head off from her shoulder
And kicked it against the wall.

Example 1.11. The convention of commonplace.

The following example, taken from the Chappell collection,
exhibits three literary conventions (Illustration 2). The convention

of diction is found in the following stanzas: #5, "And death is

painted on his brow;" #6, "gladly in Yonder's town;" and 11, "she
heard the death-bell knellin'." In each verse, the word(s) are not
part of rural American colloquial speech. The convention of epithet
is found in verse #12 and describes the young man's body as an "ice-
cold corpse.” The convention of phrase is found in verse #11 and
refers to the death-bell's chiming the words "Hard Hearted Barbry

Allen." There is no use of the convention of commonplace. These

23Fo'Iksong Style, p. 31.
A1bid., p. 32.

25Louis Watson Chappell Archive, Disc $159.
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In Scarlet Town where I there was a fair maid dwellin',
who made every youth cry well away, her name was Barbry Allen.
It was in the merry month of May, when the buds they were a-swellin'.
Sweet William came from a western state and he courted Barbry Allen.
It was in the merry month of June, when all things they were
bloomin'.
Sweet William on his death bed lay for the love of Barbry Allen.
He sent his servant to the town where Barbry was a-dwellin',
"My R??ter's sick and he's sent for you if your name is Barbry
en.
And death is painted on his brow and on him death is stealin’,
"Oh hasten away to comfort him, lovely Barbry Allen.
Then slowly slowly she got up and gladly she drew nigh him,
And all she said when she got there, "Young man I think you're
dying."
"Oh yes I'm sick, I'm very sick, and death is on me tellin',"
No b:%%er, no better you never can be, for you can't get Barbry
en.
Oh yes you're sick, you're very sick and death is on you dwellin',
No be%ter, no better you never can be, for you can't get Barbry
Allen.
For don't you remember in Yonders town when you was at a tavern,
You gave your health to the ladies all around and sleighted
Barbry Allen.
Yes I remember in Yonder's town, when in Yonder's town I was
drinking,
I gave a health to the ladies all around, but my heart to Barbry
Allen.
As she was on her high way home, she heard the death-bell kneelin’,
And every chime did seem to say, "Hard Hearted Barbry Allen."
As she was going through the field, she saw the corpse a-comin'
"Lay down, lay down the ice cold corpse that I may look upon him."
The more she looked, the more she mourned till she fell to the
ground a-cryin'
“Oh gather me up and take me home, for now I am now a-dyin'".
Mother, mother, oh make my bed, oh make it long and narrow.
Sweet William died of pure, pure love, but I shall die of sorrow.
Father, father, go dig my grave, go dig it long and narrow.
Sweet William died for me today, I'11 die for him tomorrow.
They buried her in that old churchyard, and he lay buried by her,
On Ng]1iam's grave grew a red, red rose, on Barbry's grew a green
riar.

Il1lustration 2. "“Barbry Allen"

Source: Louis Watson Chappell Archive, Disc #159.
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words and phrases are classified into their respective literary
conventions to determine which conventions are most frequently found
among the variant texts.

The second form of literary analysis is based on rhyme
patterns that occur among the final words of each of the strophes.
Each word is assigned a lower case letter (a, b, c, etc.). When two
word finals rhyme they have the same letter designation. When two
word finals do not rhyme, they have different letters. The rhyme
relationship between phrases was designated by the series of lower

case letters and defined as "rhyme scheme" (Example 1.12).

Form
If you can't answer my questions nine a
Sing ninety-nine and ninety b
Oh, you're not God's, you're one of mine c
And you're not the weaver's bonny. b

Example 1.12. 1Illustration of a pure rhyme scheme

It is important to note that some rhyme schemes do not contain a pure
rhyme patterns. Phrase finals may be similar, but not identical.
Rhymes of this type are encountered more frequently among noncomposed
folksong texts than composed texts. The systeﬁ used for the repre-
sentation of these patterns, however, is the same as that used for by
the pure rhyme schemes (Example 1.13).

The genological analysis is the classification of word and
phrase structures according to specific cultural categories. This

type of analysis, presented in Joseph W. Hendren's article, "Bonny
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In Scarlet-town where I a
there was a fair maid dwellin; b
who made every cry well away c
her name was Barbry Allen. b

Example 1.13. Impure rhyme scheme

w26 classifies phrases into three categories according

Barbara Allen,
to common usage found in English, Scottish, and American variants.
Joseph W. Hendren has compiled a list of common phrases associated
with English, Scottish, and American ballad texts in order to group
the ballad variants into common types and trace the process of change
from one culture to another.

Variants in the first category, English ballads, will always
refer to the young man as Jimmy Grove and contain the phrases "the
month of May," "One sweet kiss would comfort me" and "lay down lay
down the ice-cold corpse that I may look upon him." Those in the
second category, Scottish ballads, will contain some form of a state-
ment of the young man's plight and a single verse devoted to the
tavern scene. The Scottish ballad texts appear to have a better
sense of construction (i.e., pure rhyme schemes and smoother diction)
than the English and American texts.27 The third category, American

ballads, contain the rose and briar motive and a statement of the

young man's defense of himself.

26“Bonny Barbara Allen," 25:47.
271bid.
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The narrator's point of view is also considered in the geno-
logical analysis. The narrative tense falls into the same cultural
categories. The English ballads will begin the story in the first
person. "In Scarlet-town where I was born" and then shift to third
person narrative for the remainder of the tale. The Scottish ballads
begin with the voice of the hero, and continue to use the third person

28 The American ballads are a composite of first

throughout narration.
and third person narrative and they exhibit no consistent pattern.

Once the analyses of melodic contour and literary character-
istics are completed, the ballads can be categorized within the stages
of the process of ballad degeneration described by Abrahams and Foss
(Table 3). Ballad text degeneration is a cyclical process of oral
transmission. It is usually the result of either mishearing, for-
getting, or misunderstanding. It is divided into five stages to
graphically illustrate the changes from the composed song to the com-
posite ballad. In this scheme, a composed song is defined as a literary
text that has been written down and included in Francis Child's
collection of popular English folk ballads. A ballad is a song narra-
tive that emphasizes action and eliminates some details of p]ot.z9
A song narrative that eliminates all unnecessary details of plot and
emphasizes the emotional core of a single episode (i.e., concentrating

on the death and reunion of the two lovers in the story of "Barbry

Allen,") is defined as a lyric song. The message or moral of a song

28"Bonny Barbara Allen," p. 31.
1pid., p. 49.
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TABLE 3.--Ballad Text Degeneration

Com Song

Ballad Regeneration |
Composite Ballad Form

Nonselfe Song' Traditiondl Folk

Lyric

Source: Folksong Style, p. 17.
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is described as the emotional core.30 The nonsense song refers to
all songs that contain little or no continuity. There is no develop-
ment of plot nor emphasis upon action or emotional core in a non-
sense song. The composite ballad refers to all songs that contain
fragmented and/or complete phrases from one song within the text and
melody of another. These songs will center around one or more
episodes and may either emphasize action or emotional core, or both.
INlustration 3 presents ballad text, Disc #159, an example collected
by Louis Watson Chappell, and this will be used to explain semantic
and genological analysis.

The example illustrates three literary conventions. The
words, knellin'--verse eleven--derived from the middle English

knellen, painted--verse five--found in the 1653 Pepy's edition of

"Barbry Allen," and Yonders Town--verse ten--referring to an English

or Scottish village, belong to the convention of diction. The phrase
"jce-cold corpse"--verse 12--is the only example of the convention of
phrase. There is no example of the convention of commonplace. The
rhyme schemes fall into three patterns: (1) abcb, (2) abab, and

(3) abac. The genological analysis classifies this example into
three categories. The phrases "It was in the merry month of May" and
“Lay down, lay down the ice-cold corpse that I may look upon him" are
found among the English variants. The tenth verse is devoted entirely
to the tavern scene and is a Scottish variant. The rose-briar motif

in the sixteenth verse is an American variant. The narrative tense

301pid., p. 50.
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In Scarlet town where I/ there was a fair maid dwellin'
who made very youth cry well away,/ her name was Barbry Allen.
It was in the merry month of May,/ when the buds they were
a-swellin'
Sweet William came from a western state/ and he courted Barbry
Allen.
It was in the merry month of June,/ when all things they were
bloomin'
Sweet William on his death bed lay/ for the love of Barbry Allen.
He sent his servant to the town/ where Barbry was a-dwellin'
"My ???ter's sick and he's sent for you/ if your name is Barbry
en.
And death is painted on his brow/ and on him death is stealin'
"Oh hasten away to comfort him,/ lovely Barbry Allen.
Then slowly slowly she got up/ and gladly she drew nigh him,
And all she said when she got there,/ "Young man I think you're
dying." :
"Oh yes you're sick, you're very sick/ and death is on you
dwellin'
No bﬁ%%er, no better you never can be, for you can't get Barbry
en.
For don't you remember in Yonders Town/ when you was at a tavern,
You gave your health to the ladies all around/ and sleighted
Barbry Allen.
Yes I remember in Yonders Town,/ when in Yonders Town I was
drinking,
I gave a health to the ladies all around,/ but my heart to
Barbry Allen.
As she was on her high way home,/ she heard the death-bell
kneelin',
And every chime did seem to say,/ "Hard Hearted Barbry Allen,"
As she was going through the field,/ she saw the corpse a-comin'
"lay down, lay down the ice-cold corpse/ that I may look upon him.
The more she looked, the more she mourned/ till she feel to the
ground a-cryin'
"Oh gather me up and take my home,/ for now I am now a-dyin'.
Mother, mother, oh make my bed, oh make it long and narrow
Sweet William died of pure, pure love,/ but I shall die of sorrow.
Father, father go dig my grave,/ go dig it long and narrow
Sweet William died for me today,/ I'l1 die for him tomorrow.
They buried her in that old churchyard,/ and he lay buried by her,
On Nglliam's grave frew a red, red ose,/ on Barbry's grew a green
riar.

ITlustration 3. "Barbry Allen"

Source: Louis Watson Chappell Archive, Disc #159.
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fluctuates between the grammatical first and third person throughout
the entire ballad. The example centers upon a single episode and
exhibits a thorough development of the plot. With this in mind, this
example can be described as a ballad that contains the conventions of
diction, epithet, and phrase, and exhibits key phrases found to be

commonly used in English, Scottish, and American variants.

Cultural Background

The early descendants of West Virginia came from England and
Scotland to America to find social and political freedom. These
immigrants, unlike the Pilgrims and Quakers, did not leave their
homeland in pursuit of religious freedom.31 Many became indentured
servants to gain passage to America. Once here, they proceeded to
pioneer the wilderness west and south of the thirteen colonies and
eventually settled in the Appalachian Mountains.

The Appalachian Mountains, resembling similar geographic sur-
roundings of the Highland of Scotland and England, offered the pioneer
total seclusion from society. The rolling hills of northern West
Virginia and the mountains of southwestern West Virginia contained an
abundance of wildlife and materials. These natural resources enabled
the pioneer to survive entirely from his surroundings and when the

land could no longer support him, he would migrate further west. It

311nterview with Mrs. Sue Bailey, Clay, West Virginia,
23 July 1983.
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was a lifestyle in which individualism and independence were highly

valued and strong personalities were always the rule.32

The first settlers formed a hunting and foraging society.33
There was little need for cultivation of the land and when the early
settler did plant a crop, it was often left unattended for long
periods of time. The need to hunt for fresh food always took prece-
dence over farming. The wife and children were expected to care for
the farm when the father was on an extended hunting trip. The plots
of land were often small and usually contained corn, potatoes, and

4 When the crops began to fail, usually result-

some wheat and barley.
ing from soil depletion and lack of crop rotation, the family would
move to another plot of land. It was a lifestyle that remained
relatively unchanged until the lumber companies began to buy the
timber rights to these small plots of land.

The logging companies began to take a strong interest in the
timber of West Virginia around the turn of the 20th century.35 These

companies offered the small landowner-a fixed sum of money for the

timber rights and in many instances also employed him.36 The amount

32Marion Pearsall, Little Smoky Ridge: The Natural History
of a Southern Appalachian Neighborhood IKlagama: University of
Alabama Press, 1959), p. 4.

33Jack E. Weller, Yesterday's People: Life in Contemporary
Appalachia (Kentucky: University of Kentucky Press, 1965), p. 11.

341h44.
351pid., p. 14.
361b4d.
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was usually less than the actual cash value of the timber.37

The
landowner, eager to make some money without being required to leave
his home, often sold his timber at a loss. It was the first time a
landowner would receive cash for his lumber that was originally thought
of as a free natural resource. The companies put few restrictions
on the employed farmer and usually allowed him to continue in his own
lifestyle. Once the timber rights had been purchased, the companies
would quickly remove all the trees from the property. Once the work
was completed, the companies would leave. There was a decline of
wildlife as a result of the mass cutting down of the forest, and even-
tually the settler was no longer able to live completely off the
land.38

As the lumber companies moved westward out of West Virginia,
the coal companies moved in to extract the large deposits of coal.
Much 1like the lumber companies, the coal companies sought to buy the
mineral rights to these same plots of land for much less than they were
actually valued. The farmer, unable to grow enough food to survive
and having no employable skills, often accepted the coal company's
offer in order to make more money from another natural resource.
Unlike the lumber companies, the coal companies relocated many of
these families to company towns. These towns, owned and operated by
the coal company, did not cater to the rural farmer's lifestyle. Often

the living conditions were poor and the cost of living was extremely

371bid.
381pid., p. 15.
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high. The companies did not always insure a steady job and in many
cases the company would close down mines without warning, leaving the
workers unemployed. Many farmers, lured to the company towns to earn
a better living, eventually returned to their mountain homes disil-
lusioned by the coal companies. They sought to return to the frontier
style of 1iving and values. The rural communities of West Virginia
today are a twentieth century illustration of the persistence of a
frontier type of social organization and value system in an environ-
ment no longer suited to either‘.39

The public school education was rarely valued above a practi-
cal education that could be instituted in the home. The father was
usually responsible for a boy's education (i.e., the teaching of
hunting and farming skills), and the mother was always responsible
for a girl's education (i.e., the teaching of all domestic skills).
If the mother had a 1ittle education, she would teach some basic

40 In most cases the parents had little

reading and writing skills.
or no formal education and rarely pressed their children to attend
schoo].41 The children were needed at home to work the farm, and
school always took them away from their domestic responsibilities.
When the children were allowed to attend school, it was usually only
for short periods of time when they were not needed at home. It was

rare to have a child go past the sixth grade and even rarer to have

39Contempgrary Appalachia, p. 134.

40, itt1e smoky Ridge, p. 42.

41Interview of Sue Bailey.
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one graduate from high schoo].42

In general a public school educa-
tion was not practical and consequently of little value to the rural
farmer.

The religious education, valued more than a public school
education, was for the strict purpose of saving one's soul. It was
practical only when it met an individual's immediate need for salva-
tion. In most cases this need was the result of a terminal illness.
Religious education was almost always a product of home teaching.
These people were strong believers in God, but they rarely attended
a Church.43 The community would only attend a religious function if
there was a death of some family member within the community.

The revival meeting, usually an informal gathering of parish-
joners and preachers, was the only time a community would come together
to hear and preach the gospel outside of the funeral service. It
was a time for spiritual enrichment and enlightenment. The people
would usually sing gospel songs and individuals from the group would
come forward to profess their falling away from God and their even-
tual return to the faith. These meetings would usually last from two
to three days and would end with a mass baptism of new followers in

% Once the revival meeting was over, the

the local stream or lake.
majority of the community would return to their previous church

attendance patterns.

42L1'tt‘le Smoky Ridge, p. 42.

43Interview of Sue Bailey.

44Contemporary Appalachia, p. 124.
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The music of the revial meetings and the home played a key
role in the lifestyle of these people. It was generally the only
available and acceptable form of social entertainment. The white
spirituals were primarily associated with the revival meeting.

These songs--although commonly heard throughout Appalachia--were
generally reserved for the revival meeting. The white spiritual is
a religious folk-song that was not usually performed with the
secular ballad.

In closing, the purpose of this research is to make a com-
parative analysis of both music and text of the twenty-four variants
of "Barbry Allen" found in the Chappell Archive. The comparative
analysis should determine the most common music and literary character-
istics found in the Chappell collection and the melodic and textual
similarities that exist between it and the Bronson ballad collection.
The melodic analysis is based upon the Abrahams and Foss Model (1968)
that includes an evaluation of the ambitus, melodic contour, meter,
phrase lengths, and scale structure. The analysis of the ballad texts
is based on the descriptive evaluation of the most common semantic
and genological characteristics found within the texts of the

Chappell Archive.



CHAPTER 11
MELODIC ANALYSIS
The first variant, Disc #7, was performed by Miss Hattie

Malcomb of Moorefield, Hardy County, West Virginia, on September 10,
1937 (Example 2.1).

']
L
E n ) | .
N ' 1
Was on the mer-ry . month of June-—— green buds was ‘a8
4 [
. ) ) | |
° o — AL i - . | 4
3251&-—-f;--‘ v 1 A
R 1 V
swell in' "’ When your.g Johnny Green on his death bed-——-' lay for the
4 1 . Fy
. | I | v 4 -
X-—g—d—%
v love of Bar—bry Al—1len.

Example 2.1. The first stanze of "Barbry Allen" as performed by
Miss Hattie Malcomb: Chappell Archive, Disc #7.

The eight-measure melody is in the G Dorian mode, --plagal
form--and encompasses a range of a major seventh. The range extends
from E below to d' above g and is classified as IV-5. The seven-tone
scale, g-a-b-c-d-e-f, is characterized by a set of four major second
and two minor second intervals and the raised sixth scale degree,
and is classified as a member of pentatonic scale groups II, III, and

IV (see pentatonic scale classification, Chapter 1).

33
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The melody separates into four phrases that represent four

distinctly different phrase contours (Example 2.2).

VII-1-P3-4-5.4P

1 L]
=1
Was on :he mer-—-ry month of June——— 3-2-VI I_l
2. 1-03.4-5-4- E]
3. 4-5-4-P3-2-1-|v1
when young John--ny Green on his death bed---- lay
—4++—+—+—4 b
4. VI-VII-2-3-2-1

for the love of Bar---bry Al-——--1len.

Example 2.2. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #7.
The first phrase begins on the subtonic as a pickup to the first
measure, rises to the dominant, and descends back to the subtonic to
create a VII-1- b3-b-5-4-P3-2-VII arched contour. The second phrase
begins on the tonic and ascends to the dominant in a 1-b3-4-5-4—1
contour that cadences on the tonic. The third phrase moves from the
subdominant and outlines a descending 4-5-4-b3-2-1-VI contour that
cadences on the submediant. The final phrase, much l1ike the arched
contour of the first two phrases, rises from the submediant to the
mediant and descends back to the tonic as the final cadence. The
melodic contour is an A-B-C-D form. The melody encompasses five
measures of ﬂ time and is followed by a single measure each of i, &

and ﬁ time. The melodic phrase lengths are all unequal.
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The second variant, Disc #24, was performed by Mr. Everett
"Bob" Ratliff of Marlinton, Pocahontas County, West Virginia, on June
1938 (Example 2.3).

It was ear—1ly ear-—-1y in the-— spring when the green buds were a
o

~-11ing young==-  John-=-ny Green from the nmnorth ( )

I—F

X .

o —

) fell in  love with Bar—-——-bry Al-——len,

Example 2.3. The first stanza of "Barbry Allen" as performed by

Mr. Everett Ratliff; Chappel Archive, Disc #24.
The nine-and-a-half measure melody is a common meter and is composed
of four phrases of unequal length, i.e., the first phrase is equal to
four-and-one-half beats, the second is equal to four-and-one-half
beats, the third phrase is equal to five beats, and the fourth phrase
is equal to five beats. The melody is derived from a seven-tone scale
and encompasses a range of a major ninth. The seven-tone scale,

b-f is characterized by a set of four major second and

g-a-bb-c-d-e
three minor second intervals and classified as a member of scale
groups II, III, and IV. The range extends from F below to g' above g
and is classified as VII-1'.

The melody is divided into four separate phrases that repre-

sent three distinctly different melodic contour patterns (Example 2.4).
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1. b3.4-56-7-1'-7-P6-P3]
It was ear—-ly ear—-ly in the—  spring
2. %ﬂ; === @ £ b3.4-P6-7-1-7-6-[7]
when the green buds were a  swel ling
3. m — 4-P6-P3.4-2- [v11
==
young-—  John—ny Green from the north ( )
4. 1-2-P3-4-v11-1
fell in love i:ith Bar bry Al len.

Example 2.4. Melodic contour analysis of the first stanza of

“"Barbry Allen," Disc #24.
The first phrase contour begins on the mediant and ascends through
the subdominant, submediant, and subtonic to the upper tonic before
descending to an initial cadence on the mediant. The first phrase is:
represented as a b3-4-b6-7-1'-b3 arched contour. The g' in the first
measure, although falling on an unstressed syllable of the word early,
is included in the contour analysis since it represents the upper
range extreme for the ambitus. The ¢ in measure two is not included
in the analysis since it acts as an embellishment, (i.e., a passing
tone) between the submediant and the mediant. The second phrase is
nearly identical to the first phrase with the mid. cadence occurring
on the subdominant, rather than on the mediant and is represented as
a b3-4-b6-7-1'-6-4 contour. The subdominant introduces the third
phrase contour which rises through the submediant to the subtonic and

descends down to the lower subtonic. It is a 4-b6-b3-4-2-VII contour.

The d in measure five and the g in measure six are classified as
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unessential notes in the analysis of the third phrase and are not
included in the contour description. The final phrase begins on the
tonic, ascends through the supertonic, and mediant scale tones to the
subdominant, and returns to the tonic creating a 1-2-b3-4-VII-1
phrase contour. The second 92 in measure eight is classified as an
embellishment, although it falls on the stressed syllable of Barbry
and is not included in the contour analysis. The four phrase con-
tours constitute an A-A'-B-C form.

The third variant, Disc #57, was performed by Mrs. Zola"
Lambert of Riverton, Pendleton County, West Virginia, on June 24,

1938 (Example 2.5).

every-- youth cry well a-—--wayv her name vas Bar--—=bry Al

Example 2.5. The first stanza of "Barbry Allen" as performed by
Mrs. Zola Lambert; Chappell Archive, Disc #57.

The nine measure melody contains simple, compound, and assymetrical

meters and is composed of four phrases of varying lengths. The

initial phrase, beginning with the pickup note g and ending with the

half note on g in measure two, is equivalent to two measures and one

beat. The second phrase, beginning at measure three and ending with

the final d in measure four is equal to two measures. The third
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phrase, beginning at measure five and concluding with the first beat
of measure seven, is the same length as the first phrase. The rest
on the second beat of measure seven extends the melodic rhythm of
the third phrase by one additional beat, but it appears to have little
effect on the length of the phrase. The rest appears to act as a
point of repose between the third and final phrases. The third
phrase, beginning on the third beat of measure seven and extending
to the final cadence, is the same length as the first and third phrases.
The melody is in the G Mixolydian mode--plagal form--and
emcompasses a major ninth. The range extends from D below to b above
g and is classified as V-6. The seven-tone scale, g-a-b-c-d-e-f, is
characterized by a set of four major second and two minor second
intervals and includes the flatted seventh scale degree. It belongs
to scale groups I, II, and III.
The melody of Disc #57 is composed of four phrase contours

(Example 2.6).

Py | 3 ]
¥ ) 8 0 X

1. @—B—A—Lﬁzﬁﬁ 1-3-1-2-3-1 |

T —

In Scar--let town  where-- 1 was born
Py [ | 7 ‘A "A‘
2. === 1-3-5-3-[F]
there wvas a fair-——— maid dwel—-ling
3. #ﬁqﬁ A —— P 5-6-5-4-1-5-3- |V
made every--—— youth cry well a——way
4. —% 3 HH—aH V-VI-VII-2-V-VI-1
her name was Bar----bry Al—--len.

Example 2.6. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #57.
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The first phrase begins on the tonic as a pickup to the first measure
and oscillates between the tonic and mediant in a 1-3-1-2-3-1 contour
that cadences on the tonic. The second phrase continues from the
tonic and rises up the tonic triad to the dominant and briefly
descends to the mediant before returning to a cadence on the dominant.
The second phrase is represented as a 1-3-5-3-5 contour. In each
phrasé the melodic motion has been restricted almost entirely to the
tonic triad. The third phrase, continuing from the dominant in the
fifth measure, descends to the dominant one octave below the initial
starting pitch in a 5-6-4-1-5-3-V contour. The 5 to V descending
contour is distinguished from the previous two phrase contours by
its disjunct melodic movement. The final phrase begins on the domi-
nant, ascends to the supertonic, and turns back to the dominant before
finally resolving to the tonic in a V-VI-VII-2-V-VI-1 contour. The
melodic contour of each phrase is distinctively different from the
others, so that when the four phrases are combined the composite
contour is an A-B-C-D form.

The fourth variant, Disc #63, was performed by Mrs. Arnie G.
Evans of Laurel Dale, Mineral County, West Virginia, on June 28, 1938
(Example 2.7). The recording is of a poor quality with the melody
performed entirely in the lowest vocal register for a female voice.
The melodic range extending from F below the treble clef to the g
within the treble staff combined with the poor fidelity of the record-
ing have prevented the making of an accurate transcript from this

record (see Appendix A for original transcription). Keeping this in
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green briar buds were svel——-—-—11ing John=--ny Creen from his
3 = —— T 4 +—n
——F 35— 13—

for-eign CoO===—eun-ee——=try in love with Bar—---bry Al len.

Example 2.7. The first stanza of "Barbry Allen" as performed by
Mrs. Arnie Evans.
mind, all observation, descriptions, and classifications given for
this ballad citation must be approached with some caution.
The ten measure melody is in the G Locrian mode and encompasses
a major ninth. The range extends from EP below to 7 above g and is
classified as b

g-ab-bb-c-db-eb

VI-7. It is described as a seven-tone scale structure,
-f, related to pentatonic scale group V which includes
the only example of a seven-tone scale with a flatted second, third,
fifth, and sixth scale degrees. Characteristic of the mode is the
outline of the tritone between gP and g in the third phrase. The
occurrence of the tritone against the tonic, according to Abrahams and

45 The melody

Foss, is highly irregular in American ballad variants.
contains a combination of ﬂ. 5, and ﬁ meters and is composed of four
phrases of varying lengths.

The melody is comprised of four phrases of unequal length.

They show three characteristic phrase contours (Example 2.8).

45Roger D. Abrahams and George Foss, Anglo-American Folksong
Styles (Englewood Cliffs, N.J.: Prentice-Hall, 1968).
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b
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by1-vi1-P3-Pa g

Example 2.8. Melodic contour analysis of the first stanze of

"Barbry Allen," Disc #63
The first phrase begins on the flatted second scale degree and rises
through a b3-b5-b6 contour pattern to the subtonic and descends to the

b6-7—b6-5 contour.

flatted dominant. It is represented as a b2-b3-b5-
The second phrase begins on the flatted third scale degree and imi-
tates the melodic contour of the first phrase, but resolves to the
flatted mediant. The third phrase moves from the flatted fifth scale
degree in the fifth measure and descends to the tonic in a b5-4-b3-l
contour. The final phrase, beginning in measure seven, represents
another variation of the arched melodic contour found between the
first and fourth verses. It is represented as a bVI-VII-b3-b2-1

contour. The combined form of the four phrases is an A-A'-B-C form.
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The meter varies between three different accentual patterns
and warrants a brief examination. The first three measures are in
common meter and are followed by four measures in a triple meter.

The use of the triplet figures in measures four and five appear to be
associated only with those measures in 3 time. The remaining three
measures are in duple meter. The phrase lengths are of varying two-
and three-measure lengths. A closer observation of the four phrases
reveals the first and fourth phrases are both equal to eight quarter
notes even though the first phrase is equal to two measures and the
fourth phrase is equal to three measures and one beat. The second and
third phrases are both equal to six quarter notes. Keeping this in
mind, it would be safe to conclude that the melody is composed of two
sets of paired phrases of unequal measured lengths.

The fifth variant, Disc #159, was performed by Mr. Worthy
Perkins of Palestine, Wirt County, West Virginia, on June 7, 1938. The
recording is of two different variations of "Barbry Allen." These
are labeled first and second versions (Examples 2.9 and 2.10). As
an aid to the music analysis of Disc #159, each variant will be
analyzed separately.

The meter of Example 9 fluctuates between 3. 2, and 2. The
melody is composed of four unequal phrases. It is derived from a
pentatonic scale and encompasses a major ninth. The range extends
from the D below to the e above g and is classified as V-6. The
five-tone, g-a-b-d-e, is characterized by three major seconds and one

minor third and is classified as a member of scale group I.
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way her name was

Example 2.9. The first stanza of "Barbry Allen," first version, as
performed by Mr. Worthy Perkins; Chappell Archive,

Disc #159.

A

Bar—--bra

her name was

Example 2.10. The first stanza of "Barbry Allen," second version, as
performed by Mr. Worthy Perkins; Chappell Archive,

Disc #159.
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There are four distinctly different phrase contours within the

melody (Example 2.11). The initial phrase begins on the tonic with a

| s—1 1 . e N
1 315 H—F—J 1 1-3-1-2-1
. = —— 3 1-3-1-2-1 |
-
In Scar--let town where 1 wvas--—- born
[ [
2 D o 1. X X
. - | S - : - 3-5-2-3-E
there was - a fair maid dwel---1lin'
— 1 —
3' 1 1 | - ) . D 4  § 11— 5-6-5-3-2-5-4-11
) ) D 1 ) | d F
T \l ‘
wvho made every-—- youth cry well a-—----way
1 3
a. 5+ V-VI-1-2-V-VI-1
= — | s
\ '“
. her name was Bar—-e-—- bry Al----len.

Example 2.11. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #159--Take 1.
pickup to the first measure and oscillates between the tonic and the
mediant in a 1-3-1-2-1 contour. It cadences on the tonic in measure
two. The b and a occurring on the second half of beat three in
measure one are classified as embellishments to the melodic 1ine and
are not included in the contour analysis. The second phrase starts on
the mediant as a pickup to the second measure and repeats the rhythm
of the three note pick-up to the first phrase. The contour of the
second phrase oscillates beween the mediant and the dominant in a
3-5-2-3-5 pattern that is similar to the first phrase, but cadences
on the dominant instead of the tonic. The third phrase continues
from the dominant as a pickup to the fourth measure. It is described

as a double arched contour because of the two melcdic arches, 5-6-3
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and 2-5-4-V, that occur within the 5-6-5-3-2-5-4-V phrase contour.

The dramatic octave leap from 5 to V is a unique cadential pattern
among these variants since it is the only instance where the melody
moves below g. The fourth phrase begins on the dominant, rises to the
supertonic, and turns back to the lower dominant before cadencing on
the tonic. It creates a V-VI-1-2-V-VI-1 arched contour. The four
phrases, each having an individual melodic contour, makes an A-B-C-D
form.

The unmeasured melody of Example 1.12 is derived from a penta-
tonic scale and encompasses a major ninth. The range extends from D
below to e above g and is classified as V.6. The five-tone scale,
g-a-b-d-e, is characterized by a set of three major seconds and one
minor third and is classified as a member of scale group I.

The meter of this second variant is the most significantly
different characteristic between these two melodic citations. The
variant is metrically free and is composed of varied phrase lengths for
each strophe and verse repetition. In many instances the performer
elongates and abbreviates the length of notes and varies the tempo
to such a degree that the transcription can give only an approximate
idea of the rhythm. It is important to note that the two versions
were performed in different keys and that only through the transposi-
tion of each melody to a common key is it possible to see the simi-
larity between the melodic contour of each variant.

The melodic contour of Example 2.12 is nearly identical to
Example 2.11 and contains only slight variations in the content of

the first and third phrases (Example 2:12).
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Example 2.12. Melodic contour analysis of the first stanze of
“Barbry Allen," Disc #159--second version.
The first phrase begins on the tonic and oscillates between the tonic
and themediant in a 1-3-1-2-3-1 phrase contour that is similar to
previous ballad citations but does not cadence from the supertonic,
but rather from the mediant to the tonic. The supertonic is classi-
fied as a passing tone and is unessential to the contour analysis.
The second phrase is identical to its counterpart in the first version
and needs no further explanation. The third phrase begins on the
dominant and descends in a 5-6-5-3-2-5-V contour that is similar to
the third phrase of the first version, but does not cadence from the
subdominant, but rather from the dominant to the lower dominant. The
fourth phrase is identical to the fourth phrase of the first version
and needs no further discussion. The four phrase contours are repre-

sented as an A-B-C-D form.
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The sixth variant, Disc #136, was performed by Mr. W. E. "Ed"

Day of Dryfork, Randolph County, West Virginia, on September 5, 1938
(Example 2.13).

b ) § » G
T ]
Well ear—ly ear—ly— in-— the spring when the

—_—
[ § Py Pyl o P —
| == B B
B?E? +—— b7 s 7r—r
A | ) § v 4 B G J } ¥ 4 y b |
| J | §
green buds they were——-  gwvel—————-1in' John—-ny Green
P a 5
b § D
3——1 %
R | — ) A ) )
—J v L. | 1
John-—ny Green from a north coun- try fell 4n love with
i s .

)

Bar: ———ebry Al len.

Example 2.13. The first stanze of "Barbry Allen" as performed by
Mr. W. E. Day; Chappell Archive, Disc #136.

The ten measure melody is derived from a pentatonic scale and

encompasses a major tenth. The melodic range extends from F below

to @' above g and is classified as VII-2'. The five-tone scale,

g-a-c-d-f, is characterized by a set of two major seconds and two

minor thirds and is classified as a member of scale group III.

The four-phrase melodic contour has three distinct phrase
patterns (Example 2.14). The first phrase begins on the subdominant
and ascends to the upper supertonic, 2', and returns back to the sub-
dominant. It is a 4-5-7-1'-2'-5-4 symmetrically arched contour. The
second phrase imitates the ascending line of the first phrase,
4-5-7-1'-2', but descends from the subtonic to the dominant in a 1'-7-5

contour that is similar, but not identical to the previous phrase. The
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Example 2.14. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #136.

third phrase begins on the subdominant in measure five and rises and
falls in a 4-7-6-1'-7-4-5-4-VII melodic contour that is similar to
the first two symmetrical phrases. The fourth phrase is character-
ized as a variation of the arched contour of the first two phrases
that starts on the tonic and rises to the dominant and returns to the
tonic as the final cadence. The ¢ in measure nine is classified as
an embellishment and is not included in the contour analysis of the
fourth phrase. The four phrase contours represents an A-A'-B-C form.

The meter of this melody is fairly unusual and warrants a
more detailed analysis than might normally be given for a ballad cita-
tion. In general, the meter varies between 3, E, and 3 time. The
first four measures are in a quadruple meter and are followed by four
more measures in a triple meter. The ninth measure is in a duple
meter and is followed by a single measure in quadrupte meter.

In general, this transcription resembles the closest possible
written approximation to the actual performance of this ballad. The

phrase lengths are all unequal, but when each phrase is broken down
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into groupings of quarter notes, two constant phrase-length patterns
can be seen. The first and second phrases have eight beats each,
while the third and fourth phrases have nine. Therefore, the melody
is a product of two different sets of phrases of unequal length.

The seventh variant, Disc #195, was performed by Mrs. Belle

Lane of Spencer, Roane County, West Virginia, on August 8, 1939

(Example 2.15).

Example 2.15. The first stanze of "Barbry Allen" as performed by
Mrs. Belle Lane; Chappell Archive, Disc 195.
The eight measure melody is in common meter and is composed of four
equal length phrases. The melody is derived from a pentatonic scale,
authentic form, and encompasses a major tenth. The range extends
from F below to a' above g and is classified as VII-2'. The five-
tone scale, g-a-c-d-f, is characterized by a set of two major seconds
and two minor thirds and classified as a member of scale group I.
The melody is broken into four two-measure phrase contours
that illustrate three different contour patterns found within this

melody (Example 2.16).
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Example 2.16. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #195.
The first phrase begins on the subdominant and ascends to the upper
supertonic, 2', and returns back to the subdominant. It is a
4-7-1'-2'-1'-7-4 symmetrically arched contour. The d on the second
half of beat two of measure two is classified as an embellishment
and is not included in the contour analysis. The second phrase
imitates the melodic contour of the first phrase with a rhythmical
variation at the mid. cadence. Only the first note of each triplet
figure in measures three and four are included in the contour analy-
sis. The two remaining notes of each triplet figure are classified
as embellishments and are not included in the contour analysis. The
only remaining difference between the first and mid. cadences is the
note of resolution. The first phrase resolves to the subdominant
and the second phrase resolves to the dominant. The third phrase
begins on the dominant and rises to the upper tonic, 2', and descends

to the lower subtonic in a 5-7-2'-1'-7-5-2-VII contour that contrasts
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with the symmetrical contour of the first two phrases. The fourth
phrase begins on the tonic in measure six and arches to the dominant
and resolves back to the tonic in a 1-2-4-5-4-1 contour. It is
important to note two factors consistent within this melody. The
first is the triplet figures occurring before the mid. and final
cadences. These are very similar and act as a prolongation to their
respective resolutions. The second factor is the significant use of
conjunct motion within the melodic structure. When combined, the
four phrase contours represent an A-A'-B-C form.

The eighth variant, Disc #235, was performed by Mr. W. R.
Lowers of Ivydale, Clay County, West Virginia, on August 17, 1939
(Example 2.17).

It was ear----ly in the month of May the buds they were a-
—

ling your Jim---my Grove on his death bed lay for the

- —4L .
L] S
love of Bar-bar---y Al ~—-—1en.

Example 2.17. The first stanze of "Barbry Allen" as performed

by Mr. W. R. Lowers; Chappell Archive, Disc #235.
The eight measure melody is in common meter and is composed of four
two-measure phrases. It is derived from a pentatonic scale, authentic
form, and encompasses major tenth. The range extends from E below to

2' above g and is classified as VII-2'. The five-tone scale, g-a-c-d-f,
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is characterized by a set of two major seconds and two minor thirds
and is classified as a member of pentatonic scale group III.
The melody is separated into four phrases that represent

three different melodic contours (Example 2.18).

e s R =
1. 1T 4.5.7.1'-2'-1'-
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for the love of Bar-bar-—-y Al

Example 2.18. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #235.
The first phrase begins on the subdominant as a pickup to the first
measure, ascends through a 5-7-1' melodic contour to the upper super-
tonic, 2', and returns back to the subdominant in 4-5-7-1'-2'-1'-5-4,
symmetrically arched, phrase contour. The second phrase contour,
beginning on the fourth beat of the second measure, repeats the
melodic contour of the first phrase and only differs from it at the
mid. cadence. The first phrase cadences on the subdominant and the
second cadences on the dominant. The third phrase, beginning on the
fourth beat of measure four differs from the previous two phrases.
The third phrase begins on the subdominant much as the first two

phrases did, but the melodic contour, 4-7-5-4-2-VII, exemplifies a
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greater use of disjunct motion and a lack of symmetry not encountered
in the two previous phrases. The fourth phrase, beginning on the
fourth beat of measure six, is a variation of the arched melodic
contour of the first two phrases. It begins on the tonic and ascends
through a 2-4-5-2 arched contour before cadencing the tonic. The
phrase contours when combined were represented as an A-A'-B-C form
illustrating the three distinctly different contour patterns found
in this melody.

The ninth variant, Disc #247, was performed by Mr. W. P.
Jeffrey of Fola, Clay County, West Virginia, on August 11, 1939,

and is comprised of only two stanzas (Example 2.19).

11T —
1 ¥

194 month-~ of June vhen epring buds they were

swel—-

ling your Jim-——my Grove from the north-— coun=—==«try fell 1in

love with Bar-

bry Al-—--len.

Example 2.19. The first stanza of "Barbry Allen" as performed by
Mr. W. P. Jeffrey; Chappell Archive, Disc #247.

The eight measure melody is in common meter and is composed of four

two-measure phrases. The melody is derived from a pentatonic scale

and encompasses a range of a major tenth. The range extends from F

below to a' above g and is classified as VII-2'. The five-tone

scale, g-a-c-d-f, is characterized by two major seconds, and two minor



54

thirds and is classified as a member of pentatonic scale group
II1.

The melodic contour is separated into four two-measure
phrases that represent three distinctively different contour patterns

(Example 2.20).
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Example 2.20. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #247.
The first phrase begins on the subdominant as a pickup to the first
measure and ascends through a disjunct melodic line, 5-7-1', to the
upper supertonic, 2', and descends back to the subdominant. The
second phrase, beginning on the fourth beat of measure two, has the
same phrase contour as the previous phrase, but cadences on the
dominant rather than on the subdominant. The third and fourth
phrases dramatically contrast the linear contour of the previous two
phrases. The third phrase beginning on the submediant as a pickup
to the fifth measure shows more disjunct motion than the first and

second phrases. It rises from the submediant to the upper tonic and
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descends to the subtonic in a 6-1'-7-4-5-2-VII contour. The final
phrase begins on the tonic, the fourth beat of measure six, rises
to the dominant and descends back to the tonic in a 1-2-4-5-2-1
contour that represents yet another symmetrically arched melodic
line. The form of the four phrases when combined represents an
A-A'-B-C form.

The tenth variant, Disc #256, was performed by Mr. Jim
Copeland of Clay, Clay County, West Virginia, on August 24, 1939
(Example 2.21).
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Example 2.21. The first stanze of "Barbry Allen" as performed by
Mr. Jim Copeland; Chappell Archive, Disc #256.

The eight measure melody is in common meter and is composed of four

two-measure phrases. It is derived from a pentatonic scale and

encompasses a major tenth. The range extends from F below to a'

above g and is classified as VII-2'. The five-tone scale g-a-c-d-f,

is characterized by a set of two major seconds and two minor thirds.

and is classified as a member of scale group III.
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The melody is divided into four two-measure phrases that
encompass three distinctively different melodic contours (Example

2.22).
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Example 2.22. Melodic contour analysis of the first stanza of

"Barbry Allen," Disc #256.
The first phrase begins on the subdominant as a pickup to the first
measure, ascends through a 5-7-1' contour to the upper supertonic, 2',
and descends through the upper tonic and subtonic, 1'-7, to an initial
cadence on the subdominant. The following phrase, also beginning on
the subdominant, imitates the arched melodic contour of the first
phrase, but its cadence falls on the dominant rather than on the
subdominant. It is represented as a 4-5-7-1'-2'-1'-5 phrase contour.
The third phrase begins on the subtonic and descends to the lower
subtonic, VII, in a 7-5-4-5-2-VII melodic pattern. The g in measure
five, classified as an auxilliary tone, and the g in measure six,
classified as a passing tone, are both considered embellishments and

are not included in the melodic contour analysis. The fourth phrase
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begins on the tonic, arches up to the dominant through a 1-2-4-5
contour pattern and descends back to the tonic at the final cadence.
The four phrases are then combined to create an A-A'-B-C form.

The eleventh variant, Disc #277, was performed by Mr. Jesse
James of Frametown, Braxton County, West Virginia, on August 21,

1939 (Example 2.23).
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name be Bar-———bry Al--—1len.

Example 2.23. The first stanza of "Barbry Allen" as performed by
Jesse James; Chappell Archive, Disc #277.
The eight measure melody is in a quadruple and triple meter and is
composed of two four-measure periods, which include two stanzas of text

for each complete citation of the melody. Each period is further
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composed of four one-measure phrases. The melody is derived from a
The range extends

The G

G major scale and has a range of a minor seventh.
from F-sharp below to e above g and is classified a #VII-6.
major scale is characterized by a set of two minor seconds and three
major seconds and is classified as a member of both scale groups I and
IT.

The melody is divided into two four-measure periods that are
composed of single measure phrases that encompass four distinctively

different melodic contours for each period (Example 2.24).
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Melodic contour analysis of the

Example 2.24.
"Barbry Allen," Disc #277.

first stanza of
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The first period begins on a mediant to subdominant pickup to the
first measure and ascends to the dominant for one and half beats. The
phrase descends from the dominant to the tonic in a 5-2-1 pattern and
represents a 3-4-5-2-1 arched melodic contour. The second phrase,
also beginning on the mediant as a pickup to the second measure, moves
from the dominant of the first beat of the second measure to the tonic
and returns to the dominant in a 3-5-2-1-3-5 contour. The first b in
the first measure falls on the unaccented syllable of the word flower
and is not included in the contour analysis. The third phrase, begin-
ning on the mediant as a pickup to the third measure, rises to the
dominant and descends to the tonic. It is represented as a 3-5-3-2-1
melodic contour. The fourth phrase, beginning exactly like the first
three phrases, moves from the mediant to the supertonic and rises to
the submediant and cadences on the dominant. It is represented as a
3-2-3-6-5 melodic contour. The first four phrases when combined
represent an A-B-C-D form.

The second period begins as a pickup to the fifth measure
and represents a similar melodic contour to the first phrase of the
first period. It rises from the mediant to the dominant and descends
in a 5-3-2-1- melodic contour. The following phrase starts on the
mediant and rises to the dominant. This phrase, unlike the previous
citations, descends from the dominant to the tonic, and rises back
to the submediant. The phrase is represented as a 3-5-3-2-1-3-6 con-
tour that illustrates the unusual melodic line of this phrase. The

third phrase continues from the submediant and oscaillates between the
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submediant and the mediant. It is represented as a 6-4-5-6-5-3 melodic
contour. It is interesting to note that this phrase is the only phrase
in this variant to highlight the upper extreme of the melodic range

and the only example of a phrase that begins on the submediant rather
than on the mediant. The fourth phrase begins on the mediant and
descends to the lower leading-tone, #VII, before cadencing on the
tonic. The movement from the ¢ to the f sharp in the last measure is
the only example of a tritone found in this melody and further empha-
sizes a feeling for a final cadence on the tonic. The final phrase
contour is represented as a 3-2-3-4-#VII-2-1 melodic pattern. The
four phrases of the second period when combined creates an A-B-C-D
form.

As a final observation there are two similarities found
between the first and second periods. The first of these is the con-
sistent use of the mediant as a starting pitch for each phrase, with
the exception of the third phrase of the second period, in both
periods. The second similarity is the continued use of the tonic
triad as the major skeletal melodic structure for each phrase con-
tour. It is also interesting to note that the first period contains
cadences that fall exclusively on the tonic or the dominant scale
degrees. This, however, is not the case with the second period.

The twelfth variant, Disc #283, was performed by Mrs. Mary
Reynolds of Sutton, Braxton County, West Virginia, on September 1,
1939. It contains three melodies that are significantly different for
the entire citation ruling out the possibility that these melodic

variations are incidental occurrences. The first melody is four
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measures long and is used for stanzas one through six and eight.
The second melody is three measures and is used exclusively for the
seventh stanza. The third melody, on the other hand, is twelve
measures and is used only for the final verse. Due to the complex
nature of this variant each melodic variation is separately analyzed
and classified to determine the commonalities and dissimilarities that
occur between them.

The first melody, stanzas one through six and eight, is in
common meter and is composed four single-measure phrases (Example

2.25).

—g——3——~——g—3F

In Scar---let town where 1 vas born there

P— 1 —%

11

B —

S +

vas & fair wmaid-——en dwvel—1in' and every— youth ¢:ied well a——-way and her
‘!l » § 1—

nane be—— Bar---bry Al len.

Example 2.25. The first stanza of "Barbry Allen" as performed by

Mrs. Mary Reynolds; Chappell Archive, Disc #283.
It is derived from a pentatonic scale, authentic form, and encompasses
a major sixth. The range extends from g to e and is classified as
1-6. The five-tone scale, g-a-b-d-e, is characterized by a set of
three major seconds and one minor third and classified as a member

of scale group I.
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The first stanza is separated into four single measure phrases

and represents three different melodic contours (Example 2.26).

[r—— | E——
p ) B | . ) § #—

1. —3— 1-3-1-3-2-1]

In Scar—let town the 1 vas born
2. 1—3 > | j. 73 —p—9¢— 7 1-3-2-1-3-

1 <t —=
there was a fair maid-————en dwel-—11n'
3. H————7 71 5-6-5-3-5-]1
and every-— youth cried well A=————ejay
s e T W

4. +—1 L e e —" E—  § 1-3-2-1

and her name be—-—- Bar---bry Ale~e——w--]en.

Example 2.26. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #283.
The first phrase begins on the tonic and moves in a double arched
contour that returns to the tonic on the fourth beat of the first
measure. It is represented as a 1-3-1-3-2-1 contour. The third note,
second half of beat one, occurs on the unstressed syllable of "scar-
Jet" and is not included in the contour analysis. The second phrase
begins on the tonic as an eight-note pickup to the second measure and
moves in a 1-3-2-1-3-5 contour. The third phrase continues from the
dominant as a sixteenth-note pickup to the third measure and outlines
a tonic triad by progressing in a 5-6-5-3-5-1 melodic contour. This
phrase, like the initial phrase, cadences on the tonic, but is char-
acterized by repeated articulations of the dominant scale degree that
are not characteristic of the first phrase. The fourth phrase begins

on a two sixteenth-note pickup on the tonic and progresses in a 1-3-2-1
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melodic contour tonic. The first three melodic contours, when com-
bined, create an A-B-C form. The fourth phrase, being similar to the
first phrase, is labelled A' and is combined with the A-B-C form of
the previous three phrases to create an A-B-C-A' form.

The second melody, stanza seven, is in common meter and is

composed of three single measure phrases (Example 2.27).

===
& ) @
I drank ({n-—na) wealth to t!le lad—1es @8-——rtoUnd and 1
— - I ;

Example 2.27. The seventh stanza of "Barbry Allen" as performed by
Mrs. Mary Reynolds; Chappell Archive, Disc #283.

It is derived from a pentatonic scale and encompasses a major sixth.

The. range extends from g to e and is classified as 1-6. The five-tone

scale, g-a-b-d-e, is identical to the five-tone scale structure of

the initial stanza and, therefore, is classified as a member of scale

group I.

The melody of the seventh stanza is partitioned into three
single measure phrases that represents two different melodic con-
tours (Example 2.28). The unusual nature of this stanza presents a
truncated text that contains three rather than four measures for the

complete music citation. The decision to indicate that the third



64

—
1. =1 2 E F~d—5.6-5-3-5-3-1]
1 drank (in--na) wealth to the lad---ies a- round
f } 1 e
2  —— > > = ﬁ-—#l-3-2—1-3—2-
and 1 made wmy love go a—round and a-—~-—bout

No phrase given in recording
4. %———)—I—‘——i—f 1-3-1-2-1
len

Example 2.28. Melodic contour analysis of the seventh stanza of
"Barbry Allen," Disc #283.

phrase has been eliminated, rather than the second phrase from

this stanza was purely arbitrary. The first phrase starts on the
dominant as a pickup to the first measure and progresses in a
5-6-5-3-5-3-1 melodic contour. The b that intervenes between the
dominant to tonic cadence in the first phrase is included in the con-
tour analysis .even though it occurs on the unaccented syllable of
the word "around." A closer observation of this phrase discloses
that is is an exact repetition of the third phrase of the first
melody.

The second phrase begins as a pickup--two sixteenth notes--
to the second measure and moves in a double arched, 1-3-2-1-3-2-1
melodic contour. The double arch is the result of an oscillation
between the tonic and mediant scale degrees. The final phrase begins
exactly like the second phrase and progresses in a 1-3-1-2-1 pattern.

The three phrases create an A-B-B' form.
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The third melody, ninth stanza, is in common meter and is
composed of six two-measure phrases. The first four phrases when
combined create a complete citation of the original melody. A four
measure appendage, composed of two two-measure phrases, is added to

the original tune to create a twelve-bar melody (Example 2.29).

& D - ) & 3 X 1 ) X > |
b 4 x. .
—1 b o 1 . 1 r
ﬁ—g T
Lay down lay down the wman she said and 1let wme gaze up--on him young
—X o » E_j

» =y

Jin——-my's died for me to——-=——day 1'11 die for him to—-—mor--row oh
p [— . | _— Pt | ——
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& b 1 - n . - ) | ; -
) > 3 g
7 - O e 4 —3—1—%, —
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Jin--——wmy's bur 1ed in_ the church—-yard and Bar—bry in an--oth--er an
—“a\ e —
= |
- ) 1 1 -
k ' v v é
out of his grave sprang . rose an out of her's a briar-—- they
— —F=
T—F e e |
i e e |
grew an they grev to the church---top an they

locked an they tied in a true lov--ers knot, the rose—-- and the briar.

Example 2.29. The ninth stanza of "Barbry Allen" as performed by
Mrs. Mary Reynolds; Chappell Archive, Disc #283.

The melody is derived from a pentatonic scale and encompasses a

major sixth. The range extends from g to e and is classified as 1-6.

The five-tone scale, g-a-b-d-e, is characterized by a set of three
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major seconds and one minor third and is classified as a member of
scale group I.
The melody separates into six two-measure phrases that repre-

sent two different melodic contours (Example 2.30).

[ S | 5-6-5-3-5-1-3-
1 @aﬁﬁ He=— 7P 3.1.3.5)
’ . o - > 4 -3 — > S 4
) ley down lay u.H. man she eaid and let ms gaze wp—on his
— £ o 1 ¢ >
2. 77 > F 3243 5-6-5-3-5-1-3-2
p— | o -

young Jim—ay's died for wme to——day 1'11 édie for him to——@OT—TOV.

3. @"gﬁiﬁ e 1-3-2-1-3-2-1-3

oh Jip——amy's bur——1_ed in he churchyard and Bar—=bry in en—oth—w———eer ‘1'3-1_5_

=H————"0—— 5-6-5-3-5-1-3-2

tose an out of hers &  brisr— -1_3_5

==_—_c--=====—23

—=< 33 st 1+ 5.§-5-3-5-1-3-
_ £ 5-6-5-3-5-1-3-2

they grev an they grev to. the church top: they ‘wllsdl;“l'u s—‘; hi(h-ct -1-3-5
F. Pl 5-6-5-3-5-1-3

they locked an they tied in a true lov-ers knot the tose——- @n the briar. -2-1

Example 2.30. Melodic contour analysis of the ninth stanza of

"Barbry Allen," Disc #283.
The initial phrase begins on the dominant as a pickup to the first
measure and progresses in a 5-6-5-3-5-1-3-2-1-3-5 melodic contour that
cadences on the dominant. The progression, with the exception of the
e in the first measure and the a in the second measure, highlights
the tonic triad and emphasizes a dominant to tonic relationship. The
e in the first measure is defined as an auxiliary tone and the a in

the second measure is defined as a passing tone and constitute the
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only two implied nonchordal tones that are included in the contour
analysis of the first phrase. The second phrase is introduced by a
pickup to the third measure on the dominant and moves in a similar
melodic contour to the first phrase with a cadence on the tonic
instead of the dominant. The third phrase continues, with the tonic
as a pickup to the fifth measure and oscillates in a 1-3-2-1 pattern
for two measures before moving to the dominant. It is important to
note that this phrase is the only example in this third melody to
begin on the tonic.

The fourth phrase, beginning on the dominant as a pickup to
the seventh measure, and the fifth phrase, beginning on the dominant
as a pickup to the ninth measure, have the melodic contours identical
to that of the first phrase. The only significant difference between
these two phrases is the variation of rhythmic pattern associated
with the different words of the text. Although these variations in
rhythmic pattern do not influence the contour analysis; they do indi-
cate a kind of variation among phrases that is unique to this version
of the ballad. The final phrase begins on the dominant as a pickup
to the eleventh measure and is an exact repetition of the third
phrase's melodic contour. The six phrase contours create an
A-A'-B-A-A-A' form.

The thirteenth variant, Disc #332, was performed by Mr.
Burton Bennett of St. Mary, Pleasant County, West Virginia, on
October 1, 1939 (Example 2.31). The eight-bar melody is in common

meter and is composed of four two-measure phrases. It is derived from
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It vas 4o the wmer-ry wmonth of May when the buds they were a—
<y s I
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svel——-11ing Sweet Jim-——ay lie on his death bed lay for the

' A d
love of Bar—bry Al——]en.

Example 2.31. The first stanza of "Barbry Allen" as performed by
Mr. Burton Bennett; Chappell Archive, Disc #332.
a pentatonic scale, authentic form, and spans a major ninth. The range
extends from g and o' and is classified as 1-2'. The fine-tone scale,
g-a-c-d-f, is characterized by a set to two major seconds and two
minor thirds and is classified as a member of scale group III.
The melody separates into four two-measure phrases that
exhibits three distinctiveTy different melodic profiles (Example
2.32).

1. E  4-5-7-1'-2'-1'-7-5|

4-5-7-1'-2'-1'-5]

. T T2 T2

oveet Jip——emeguy 11 on he dasth  bed ey
y | . 3 -3
4 1-2-4-5-1
L] ' —+
for 4 love of Bareee—sbry A Jen,

Example 2.32. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #332.
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The initial phrase begins on the subdominant as a pickup to the first
measure and progresses in an arched contour, 4-5-7-1'-2'-1'-7-5. The
a in the first measure, although falling on the unaccented syllable
of "merry," defines the upper extremity of the melodic range and is
classified as an important note to the contour analysis. The second
phrase starts as a pickup on the subdominant of the third measure and
repeats the melodic contour of the first phrase. The only differ-
ence found between the first and second phrase contours is their
approach to the cadence. Each cadence occurs from the upper tonic
to the dominant, but the initial phrase is interrupted by a seventh
creating a 1'-7-5 cadence pattern that did not occur in the second
phrase. The third phrase begins on the subtonic and leads directly
to the tonic of the first beat of measure five. The phrase progresses
in a 7-1'-2'-1'-7-5-4-2 contour that repeats the 1'-2'-1' arched con-
tour and cadences on the supertonic. The final phrase begins on the
tonic and rises to the dominant and cadences on the tonic. It is
represented as a 1-2-4-5-1 contour. The final a in measure seven occurs
on an unaccented syllable and is not included in the contour analysis.
The final authentic cadence is the only example of such a cadence
within this melody. The four phrase contours when combined are
represented as an A-A'-B-C form.

The fourteenth variant, Disc #343, was performed by Mr. Charles
Turner of Onego, Randolph County, West Virginia, on October 7, 1939
(Example 2.33). The eight-measure melody is in a common meter and is

composed of four two-bar phrases. It is derived from the mixolydian
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Example 2.33. The first stanza of "Barbry Allen" as performed by
Mr. Charles Turner; Chappell Archive, Disc #343.
mode, authentic form, and encompasses a major ninth. The range
extends from E below to g' above g and is classified as VII-1'.
The seven-tone scale, g-a-b-c-d-e-f, is characterized by a set of
four major seconds, one minor second, and the use of a flatted
seventh scale degree. It is classified as a member of scale groups
I, II, and III (see Chapter I, p. 9--Six- and seven-tone scales).
The melodic contour of Disc #343 separates into four two-
measure phrases that represent four different phrase contours
(Example 2.34). The initial phrase begins on the subtonic and pro-
gresses in a VII-1-4-2-3-2-1 contour that arches to the subdominant
and returns to the tonic. The following phrase, unlike the first,
progresses in two descending melodic patterns. The first pattern
descends from the subtonic to the subdominant in a 7-6-4 contour and
the second pattern descends from the submediant to the subdominant in

a 6-5-4 contour. The two melodic fragments when combined represent
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Y 3 ] 4
1. e F—F—F vII-1-4-2-3-2-1)
It vas .'11 1'11 the month of May
2. H———T 111 F—F 7-6-4-6-5-[4]
3.
4.

Example 2.34. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #343.

a 7-6-4-6-5-4 contour. The third phrase starts on the submediant and
rises to the upper tonic, 1'. It is illustrated as a 6-1'-4-6-5-3-1
contour. The final phrase continues from the fourth beat of measure
six as a two eighth-note pickup to the seventh measure. It rises from
the tonic to the mediant scale degree and oscillates in a 1-3-1-2-3-1
contour. The a in the last measure is classified as a passing tone
between the mediant and the tonic and is not included in the contour
analysis. The four melodic contours, when combined, represent an
A-B-C-D form.

The fifteenth variant, Disc #361, was performed by Mr. Freeman
Van Gilder of Mount Harmony, Marion County, West Virginia, on July 13,
1940 (Example 2.35). The eight-measure melody is a common meter and
is composed of four two-measure phrases. It is derived from a penta-
tonic scale and encompasses a major tenth. The melodic range extends

from F below to a'above g and is classified as VII-2'. The five-tone
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»e—— last—- might and I'11]  d1e for

The first stanza of "Barbry Allen" as performed
by Mr. Freeman Van Gilder; Chappell Archive,

Disc #361.

Example 2.35.

scale, g-a-b-d-e, is characterized by a set of three major seconds
and one minor third and is classified as a member of scale group III.
The melody of Disc #361 is separated into four two-measure

phrases that represents four distinctively different phrase contours

(Example 2.36).

”"’ P P P -+ Py .
1. 14—+t —F—+ 5-1'-2'-1'-7-5-4|
She-— said to wo--—=--ther make e a bed
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e —+ 11T T—> ¢ CAE_1'_T7_1"
2. _—:‘di b 31 E:t: 1 4 5 1 7 1 m
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e ———— lagt—=- night

for he has died for
4. é ——r—f— ———FF }—Ff VII-1-2-5-2-1
—— —-
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TOW

tO=====20T

and 111 die foree——-

Melodic contour analysis of the first stanza of

Example 2.36.
"Barbry Allen," Disc #361.
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The first phrase begins on the dominant and arches in a 5-1'-2'-1-7-5-4
contour that cadences on the subdominant. The f occurring on the
second eighth-note on the word she is classified as an embellishment
and is not in the contour analysis. The second phrase begins on the
tonic as a pickup to the third measure, rises through the subdominant
and dominant to the upper tonic, 1', and descends back to the dominant.
The arched contour of the second phrase is represented as a
1-4-5-1'-7-'1-5 contour. The f of the two note pickup or the first
f in both the third and fourth measures are classified as embellish-
ments and were not included in the contour analysis. The third phrase
begins on the subdominant as a pickup to the fifth measure and moves
to the subtonic, 7. The melodic line descends from the subtonic
through the dominant and supertonic to the lower subtonic, VII, creat-
ing a 1-7-5-2-VII arched phrase contour. The c and g, occurring on
the unstressed notes of the two eighth-note pattern, are not included
in the numerical jllustration of the phrase contour. The final
phrase continues from the subtonic, VII, as a pickup to the seventh
measure and rises to the subdominant before cadencing on the tonic.
It is represented as a VII-1-2-5-2-1 arched contour. The four melodic
contours, when combined, represent an A-B-C-D form.

The sixteenth variant, Disc #364, was performed by Mr. Jim
Wright of Kliny, West Virginia, on July 21, 1940 (Example 2.37). The
eight-measure melody incorporates quintuple and compound duple meters
and is composed of unequal phrase lengths that range from eight to

twelve notes per phrase. It is derived from a pentatonic scale and
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red buds they were svel—--1ing you treat--——ed all-

Example 2.37. The first stanza of "Barbry Allen" as performed by
Mr. Jim Wright; Chappell Archive, Disc #364.
encompasses minor tenth. The range spans from E below to g' above
g and is classified as VI-1'. The five-tone scale, g-a-b-d-e, is
characterized by a set of three major seconds and one minor third and
is classified as a member of scale group I.
The melodic contour of Disc #364 is separated into four phrases

that illustrate three different melodic contours (Example 2.38).

N e S N T e
v — == -3-5-2
Do you re-——-men----=ber the mer-ry month of eeee May
2. %W 5-6-3-6-5-3-[5]
when the red buds they were svel 1ing
- — — 1

N-== =S === Sc==—aamany!

the lad----dies round

5-3-2-3-VI-1

Example 2.38. Melodic contour analysis of the first stanza of
"Barbry Allen," Disc #364.



75

The initial phrase starts on the mediant and descends to the tonic and
rises back through the mediant to the dominant in a 3-2-1-2-3-5-2
contour. The second b in measure two occurs on an unstressed six-
teenth note of a two-note pattern and is classified as an embellish-
ment. The second phrase, beginning on the dominant as a pickup to the
thirdAmeasure, moves in a 5-6-3-6-5-3-5 contour that articulates the
fifth scale degree two times prior to a cadence on the dominant. The
third phrase repeats the initial two note pattern of the second phrase,
immediately rises to the upper tonic, and descends back to the sub-
mediant to create a 5-6-1'-6-5-6-1 phrase contour. The final phrase
begins on the dominant, descends to the submediant in a 5-3-1-3-VI-1
contour. The four phrase contours when combined represent an A-B-B'-C
form.

The seventeenth variant, Disc #427, was performed by Mrs.
George Nelson of Kirk, Mingo County, West Virginia, on August 28,

1940 (Example 2.39). The ten-measure melody is in duple meter and

composed of two two-measure and two three-measure phrases. It is
derived from a pentatonic scale, authentic form, and encompasses a
major tenth. The range extends from F below to &' above g and is
classified as VII-2'. The five-tone scale, g-a-c-d-f, is character-
ized by a set of two major seconds and two minor thirds and is clas-
sified as a member of scale group III.

The melodic contour is separated into two two-measure and two
three-measure phrases (Example 2.40). The initial phrase begins on

the subdominant as an eighth note pickup to the first measure and
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The first stanza of "Barbry Allen" as performed by

Example 2.39.
Mrs. George Nelson; Chappell Archive, Disc #427.
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Melodic contour analysis of the first stanza of

Example 2.40.
"Barbry Allen," Disc #427.
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progresses in an arched melodic line that rises to the upper super-
tonic and returns through the upper tonic to the subdominant. It is
represented as a 4-5-1'-2'-1'-7'-4 phrase contour. The second phrase,
much 1ike the first, rises from a two sixteenth note pickup on the
subdominant to the upper supertonic and returns to the dominant. The
only difference between the first and second phrases is at the cadence.
The third phrase begins on the upper tonic and descends in a dis-
junct, 1'-7-5-7-5-4-2-VII, melodic contour. The contour, with the
exception of the movement from the dominant to subdominant, is based
on the intervals of a major and minor third. The final phrase begins
on the tonic as a pickup to the eighth measure and arches in a
1-2-4-5-1 phrase contour. The four phrase contours represent an
A-A'-B'C form.

The eighteenth variant, Disc #431, was performed by Ms. Mary
Jane Dyson of Lundale, Logan County, on August 29,1940 (Example 2.41).

Ear--ly ear-—ceeerecaam-ly in the spring when the flow-—ers
12 T — — £
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