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“The Wreck of the Old 97*:
A real event remembered
in song

WANDA T. WALLACE AND DAVID C. RUBIN

“The Wreck of the Old 97!

They gave him his orders at Monroe, Virginia
Saying Steve you're away behind time
This is not thirty-eight but it's old ninety-seven
You must put her in Spencer on time

Steve Brooklyn said to his black greasy fireman
Just shovel in a litle more coal

And when we cross that White Oak Mountain
You can watch old ninety-seven roll

It's a mighty rough road from Lynchburg to Danville
And a line on a three mile grade

It was on this grade that he lost his air-brakes

And you see what a jump he made

He was going down grade making ninety miles an hour
When his whistle began to scream

He was found in the wreck with his hand on the throttle
And was scalded to death by the steam

Come all you young ladies you must take warning
From this time now and on

Never speak harsh words to a loving husband

For he may leave you and never return

Number 97 was a fast mail train, owned by the Southern Railway, which
ran between Washington and Atlanta from 1902 to 1907. The real event
described in the ballad occurred on December 27, 1903, Number 97
reached Monroe, Virginia, about an hour behind schedule. Joseph A.
Broady, the engineer taking charge at Monroe, was new to the Southern
Railway and was unfamiliar with treacherous points in Number 97's
route (Cohen, 1981; Newsleader, 1903). Broady was nicknamed "Steve”
after Steve Brody, who leaped from the Brooklyn Bridge on a bet and
survived (Cohen, 1981; Hubbard, 1943).

From Monroe to Lynchburg, Virginia, Number 97's route passed the
White Oak Mountain grade. Just north of Danville, Virginia, the tracks
crossed the Stillhouse Trestle. The trestle, 75 to 100 feet above the creek,
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was preceded by a curve and another descending grade. It was at this
trestle that the wreck occurred. Apparently, Broady approached too fast
(Hubbard, 1945; News and Observer, 1903; Newsleader, 1903). The engine
and the five cars behind it left the track 50 feet before the trestle and
landed in the creek ravine, Nine people died, including the engineer,
fireman, conductor, and flagman. According to reports of nearby resi-
dents, Broady was not killed instantly in the crash, but was badly scalded
(Cohen, 1981; Yarbough, 1978).

More than the usual information is known about the development of
the ballad “The Wreck of the Old 977 as a result of a copyright suit in
which a folklorist served as consultant. Current opinion holds that the
ballad began with a variation of “The Ship That Never Returned” (Co-
hen, 1981). Several such songs, some involving trains, are known to have
existed in the ballad tradition at the time of the wreck of Number 97. In
addition, “The Wreck of the Old 97" has roots in “Parted Lovers,” which
is a traditional American ballad of unknown origin. The last verses of
both contain similar warnings to young maidens to be kind to a faithful
lover or else he will never return. One supposed author claims to have
used “Parted Lovers” as the basis for his version of “The Wreck of the
Old 97" (Cohen, 1981).

More than one person claimed authorship of “The Wreck of the Old
Y7.” Copyrights were granted to two different people, and early record-
ings were made by four different artists. A lawsuit between David Graves
George and Victor Talking Machine Company over royalties was
brought to court in 1931. The court found in favor of George; however,
subsequent appeals reversed that decision (Cohen, 1981). At the trial,
the judge acknowledged that two other people, Noell and Lewey, and
possibly others could have authored other versions of the ballad, but that
these versions were not those involved in the records made by Victor
(Cohen, 1981; Victor Talking Machine Company v. George, 1934).

At the court trial, almost 30 years after the wreck, five people gave five
different versions of the ballad. The versions from these five people,
which vary from 5 to 14 verses, are listed in the first half of Appendix
Table 11.A. The versions from Lewey and Noell are taken from R. W.
Gordon's collection (Gordon, 1925) as recorded in 1925. The other ver-
sions are taken from the Federal Reporter (Victor Talking Machine Company
v. George, 1934). Across all five versions there are five common verses
that are roughly the same as those given in the version cited at the
beginning of this chapter. The main differences between versions con-
cern the opening verses, the inclusion of various details spoken by the
engineer or observers, and the use of the verse beginning “Did she ever
pullin.”

That so many people would claim to have composed one song is not
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surprising given the nature of the ballad tradition. Ballads are part of a
living tradition in which variants are passed orally among the singers and
aver generations and into which new ballads can enter. In fact, most of
the singers we tested were able to generate a ballad quickly from a
newspaper clipping of a train wreck.

There is no “right” version of any ballad, according to the singers we
have interviewed. Each singer has an individual version, usually learned
from a particular person, that is equally as valid as any other version.
Singers admit that on occasion a line or verse is intentionally changed to
improve the ballad. Additionally, it is not uncommon to find verses from
one ballad incorporated into a different ballad. At the time “The Wreck
of the Old 97" was popular, many songs in the tradition had similar lines
telling the story of a train or ship wreck and the loss of lives (White,
1952). Given a memorable and much-talked-about event such as this
wreck, it is likely that more than one person would have attempted to
compose a song about the event. Furthermore, these singers would have
had the same traditionat background from which to compose the song. It
is also likely that several singers could have composed similar songs,
given the norms in the tradition. Furthermore, once such songs circu-
lated in the tradition, singers would likely borrow from each other. Be-
cause ballads typically have no known author, it would not be important
for singers to remember from where verses were borrowed.

Our studies of counting-out rhymes, epic poetry, and ballads have led
us to the view that multiple constraints play large roles in keeping oral
traditions stable over time. In ballads, the multiple constraints are based
on music, poetics, narrative structure, and imagery. These constraints
limit the possible choices for any one word or phrase and thereby reduce
the memory load. That is, the constraints, plus a minimum of detailed
information, can be transmitted instead of the exact words. This view of
multiple constraints is much the same as Bartett (1932) suggested for
the single constraint of meaning. Here, however, we assurne that singers
display not only effort after meaning but also effort after all the forms of
organization present in the ballad tradition. The combination of these
forms of organization, or constraints, in oral traditions leads to a much
more stable transmission than Bartlett observed in material that lacked
forms of organization other than meaning.

All that is needed in addition 10 these general constraints to keep a
particular ballad, such as *The Wreck of the Old 97,” stable is the mem-
ory for the details of which particular memory, poetics, story line, charac-
ters, places, and so forth, are to be used. These numerous rules severely
constrain the ballad that can be sung and thereby increase its stability.
Changes can occur in some of the details selected on each telling, but the
multiple constraints will tend to limit systematic drift over tellings of the
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same ballad. It is as if the rules, or constraints, rather than the particular
telling, are being transmitted.

Although ballads and oral traditions in general are stable over retell-
ings, these traditions are not transmitted verbatim (Goody, 1978; Have-
lock, 1978; Hunter, 1985; Lord, 1960; Ong, 1982). Changes, which are
considerable in some traditions, occur in retellings. Ballads are not an
exception.

The noteworthy event of the wreck of Number 97 was captured in the
ballad tradition. The ballads conformed to the existing norms in the tradi-
tion, which include, among other things, high imagery, a four-line verse
with four beats per line, a rhyming scheme involving the last words in the
second and fourth lines, and a simple rhythmical structure. As shown in
Appendix Table 11.A, the ballad existed in the tradition, commercially
and noncommercially, in the mid-1920s. White (1952) listed six versions,
including the one at the beginning of this chapter, that were collected
from traditional, noncommercial sources between 1912 and 1944,

“The Wreck of the Old 97 is still sung in North Carolina and, for the
most part, is transmitted not by written text or recording but by mem-
ory.? The question we address in the remainder of this chapter is how
memory influences the retelling of this ballad and how the characteristics
of the tradition influence memory. We begin by asking how recall of this
ballad varies between two performances by the same singer and how
recall varies between singers.

Versions of “The Wreck of the Old 97’ by current singers

As part of a larger project, traditional ballad singers were asked to sing
all the train and shipwreck ballads they knew. A person is considered a
traditional ballad singer if that person knows several ballads and reports
learning most of that repertoire orally from another singer. Singers were
never prompted or cued during the interview. Five of the 11 traditional
singers interviewed gave a full rendition of “The Wreck of the Old 97.”
Each of the five singers sang the ballad on two different occasions sepa-
rated by a mean of 6 months. All five singers have always lived in North
Carolina. Each singer plays a guitar, fiddle, or another stringed musical
instrunmient, but none reads music.

Each singer’s version is unique. No singer gave exactly the same ver-
sion on the two performances. The last half of Appendix Table 11.A
gives the words to the song as recalled by each singer. The changes from
the first to the second session are indicated in parentheses. Singers are
identified by their initials. The characteristics discussed next are ab-
stracted from the songs as sung by these singers. In actual renditions,
these characteristics are not isolated, but interact and intertwine.
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Table 11.1. Changes in singing from first session to second session

Waord additions (+)
Singer Word substitutions and deletions (—)

BM straight—tall said (+)
Border—Border’s
can’t you—saying
i's—on
is—was
MESSAFE—NCwS
said-read

ye—you
learn-on
the whistle~his whistle

TS well it's—this is well (+)
it's a line~lined said (+)
great white mountain—white when his (=)
oak mountain was (—)

WM he was—they were all (+)

DwW she-he then (+)
the whistle~his whisde and (+)

yes (+)

WA Blowee-victary well they (+)
Caprain-Buddy he (+)
thirty—ninety going down grade making (+)

says—saying
he was—and
well-we're going to

Changes in recall within a singer

Changes in singing the same ballad on two different occasions, like er-
rors in recall, can provide clues to how material is recalled. If our hy-
pothesis about the role of constraints is correct, then we would expect
changes on less constrained words as well as changes that tend to pre-
serve the existing constraints.

The changes that singers made were characterized into four catego-
ries: (a) substitutions, (b) adding/deleting words, (c) adding/deleting
verses, and (d) inverting order of phrases. As will be demonstrated, these
changes are mostly variations within the poetic and semantic constraints
of the ballad. All word substitutions, additions, and deletions found
within singers are listed in Table 11.1.

There are very few changes between versions by the same singer. Of
these 34 changes listed in Table 11.1, there are 10 instances involving
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words with poetic ties to another word in the line. The first versions from
all singers have an average of 21% words involved in poetics. Thus, for 34
changes, 7 would be expected to involve poetics if word changes were
random. From these numbers there is no reason to conclude that poeti-
cally constrained words are less likely to change than any other words,
However, some of these changes preserve the poetic constraint evenif the
specific word changes. Three of the four rhyme changes preserve the
rhyme sound. The other rhyme change involves the weak end rhyme
“learn—return” and the frequently observed alternate “on—return.” The
remaining six poetic changes involve words that alliterate or assonate with
an adjacent word in the line. Words alliterate when they begin with the
same sound, usually a consonant, but end with different sounds. Asso-
nance occurs when two words have the same vowel sound in the accented
syllable, but not the same consonant sounds. None of these changes pre-
serves the poetic sound. However, 50% of these changes involve a weak
assonance: “his—whistle.” Strong alliterations such as “rough-road” and
assonances such as “grade—making” do not change between versions by
the same singer. Although the changes observed here indicate that poeti-
cally constrained words change randomly, there is reason to suspect that
poetic constraints, especially rhymes, are preserved and to expect that the
stronger the poetic constraint, the less likely the word is to change.

There are two instances in these songs in which the order of phrases
within a line is inverted:

v

“It's a mighty rough road from Lynchburg to Danville” versus “From

Lynchburg to Danville it's a mighty rough road”
"I stood on the mountain one cold frosty morning” versus “One cold frosty
morning I stood on the mountain™

Both phrase inversions occur for the same singer (BM) and on the first
line of a verse. One might expect to find more such inversions. However,
inversions can occur only on the first and third lines ot a verse, or else
the end-rhyme found in the second and fourth lines is lost. Second, nost
of the remaining lines in the ballad are sentences that are not easily
inverted.

In two instances, a verse is dropped in one of the versions by a singer.
In one case, singer WM did not recall the verse until he had finished the
song in the second session. He noted that something was missing. Hum-
ming and singing through the first line of each verse, he recalled the
omitted verse at the correct location and then sang that verse in full.

In the second instance, singer WA had difficulty recalling the last
verses in both sessions, In the first session, the first two lines are found in
other versions of “The Wreck of the Old 97”; however, the last line is not
the standard last line of this verse. In the second session, the first three
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lines of the last verse, often found in a different train-wreck song, were
imported. The last lines in both sessions have essentially the same gist.

In most ballads, each verse is a four-line structure with four beats on the
first and third line and three or four beats on the second and fourth lines.
Sometimes the second and fourth lines with three beats are counted as
four-beat structure by considering the musical rest after the third beat as
an unspoken stress (Bronson, 1969). “The Wreck of the Old 97," as pre-
sented at the beginning of this chapter, has four beats on lines 1 and 3 and
three beats plus one unspoken beat at the ends of lines 2 and 4. This four-
line structure with four beats per line is maintained across sessions, with
one exception: singer WA. In the first session, two verses have more than
four lines, In each of those two verses, the melody and rhythm are re-
peated for the extra lines. In the first verse of session 1, the first two lines
are sung as if they were the last two lines of a previous verse; thus, the
melody and rhythm are those used inall third and fourth lines. In the next
to the last line of the first session, the third line repeats the melody and
rhythm of the second line. Apparently, even though the singer violated
the usual four-line structure, the constraint was known. The only way to
compensate for the violation was to repeat partof the structure. Further-
more, in the second session, all verses have only four lines.

The preceding has considered only the changes in words between the
first and second sessions. The melodies also vary between sessions for the
same singer. Most of these changes occur in the rhythm, such as singing
wwo eighth notes instead of a dotted eighth and a sixteenth note. Thus.
the same total time is given to the two notes; what varies is the rhythm.
Additionally, as a line requires more syllables, a quarter note will be sung
as two eighth notes to accommodate the additional syllables, or vice versa
if a line contains fewer syllables. This same type of change occurs for
cighth notes sung as two sixteenths. Finally, on occasion, a note one step
above or below the note will be sung instead of repeating the same note,
Similar changes are observed between verses in the same session.

One singer, BM, made a melodic change between the two sessions. In
session 1, he sang the second line with an entirely different melody than
in the first session. Instead of descending on the scale, he sang ascending
notes. The melody in the second session was closer to that of the other
singers. This change varies the melodic scale from a hexatenic to
heptatonic scale; that is, the melodic scale changes from one employing
only six tones to one employing seven tones.

What does not change across sessions is the number of beats per line,
the number of measures in the song, and the notes sung on the quarter
beat in each measure. Singers may vary the rhythm and the specific notes
around the quarter beats, but the notes sung on the quarter beats do not
change. All first and third lines were sung with four beats per line, and
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all second and fourth lines were sung with three beats, with a held note
or a rest at the fourth beat. All verses had eight measures with 4/4 time.
Only one singer, DW, changed the key between the two sessions.

Changes across singers

There are five common verses in Appendix Table 11.A that are similar
to the ones given at the beginning of this chapter. When these five verses
are recalled, they are recalled in the same order, even though two singers
(BM and DW) insert other verses between the common ones. When
singers recall the same verse, they use the same end rhyme except in the
last verse, as previously discussed. The singer with the longest version
incorporates additional verses that round out the details of the song, give
the setting, and justify the final “warning to the ladies” verse. The verse
that WM omits in one singing “It's a mighty rough road...”) is also
omitted by WA in both singings. The story line flows equally as well
without this verse.

Within these five common verses there are changes across singers. For
example, consider the line about the “black greasy fireman.” For all
versions in the last half of Appendix Table 11.A, the gist of the line is the
same, although none of the versions have identical wording.

BM: Heturned around to his black and greasy fireman

75: Well then he turned around to his black greasy fireman
WM: Well Steve Broadway turned to his black greasy fireman
DW: He turned all around to his white faced fireman
WA: The engineer whispered to his black greasy fireman

Each version indicates that someone made a gesture to a fireman; how-
ever, the versions differ in the name of the person making the gesture,
the word indicating the gesture, and the adjectives for the fireman. This
line is not unique. Inspection of Appendix Table 11.A will show that
most lines have similar differences.

Several aspects remain relatively constant across singers. When singers
recall the same verse, the gist of each line in that verse is the same across
singers, and the sequence of lines is the same except for the last verse by
WA. The end rhyme is also identical except for the “on/learn—return”
rhyme. The number of lines and the number of beats per line remain
constant. There are few possible phrasings that preserve these con-
straints, Within the ballad tradition, it seems that most of these possible
phrasings occur.

Across singers, the melodic variations are similar to those variations
observed within a singer. The specific rhythm may vary. For example,
one variation observed between singers is as follows:
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Table 11.2. Notes sung on the quarter beats of each measure

Measure
Singer 1 2 3 4 5 6 7 8
BM 5331 4468 5513 2225 8883 4468 5323 111 (session )
5531 4465 5898 7778 8881 4468 5532 111 (session 2)
TS 5531 4468 5398 7778 B831 4468 55332 111 (session 1 = session 2)
wM 5531 4468 5898 7776 8881 4468 5332 111 (session | = session 2)
Dw 5531 4468 5898 7776 8881 4468 5532 111 (session ]l = session 2)
WA 5531 4468 5588 7776 8881 4468 5533 111 (session 1 = session 2)
or-ders in versus or-ders in
d & o d 4

The difference lies in which syllable is stressed: “or” or “ders.” A similar
variation occurs in the first line at “Monroe” and in the third line at “old
ninety.” Another example of a rhythmical change between singers' melo-
dies occurs in the first line:

Vir-gin-ia versus Vir-gin-ia
¢ 4 s & 4

Again, the difference lies in which syllable is stressed and thus in the time
given to each syllable. A similar change occurs in the fourth line at “put
herin.”

Looking at just the notes sung on the quarter beats of each measure,
we can easily identify the constants across singers. Singers vary the inci-
dental notes sung around the quarter beats; however, the notes sung on
the quarter beats change only slightly across singers. Bayard (1950) as-
serted that over time a melodic line becomes fixed at the basic intervals.
Bronson (1969) used the notes sung on stressed beats to identify tune
families in the Child ballads. In “The Wreck of the Old 97,” the stressed
beats occur at the first and third quarter beats.

Quarter notes in the time signature of this song are also the locations
at which guitar strums should occur. Not all of the singers perform this
song with accompaniment; however, all of these singers do play a musi-
cal instrument and would be aware of this additional physical constraint
whether or not they have ever sung “The Wreck of the Old 97” accompa-
nied by a musical instrument. Whether or not this additional motion on
the guitar or other stringed instrument increased the stability of the
quarter notes could be tested by examining the quarter notes for two
singers—one of whom plays a musical instrument and one who does not.

Table 11.2 gives the scale step sung on each quarter beat by each
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singer. All singers perform this ballad in an Ionian, major, authentic
scale. The tonic note in the scale is represented by 1: a C in the key of C,
or a G in the key of G, and so on. The number 3 represents the third
step: an E in the key of C, or a B in the key of G. An 8 represents the
octave above the tonic. Across singers, the melody varies in the third,
fourth, sixth, and seventh measures only. These changes correspond to
the middle of the second line. the first and last beats of the third line, and
the middle of the fourth line. There is no question that singers know the
same general melody; however, as with the words, none of the melodies
are identical.

Summary

There is no evidence of rote recall of this ballad. Each singer makes
changes in the wording of the ballad between the two performances.
However, these changes are limited by the constraints in the ballad and
in the ballad tradition. End-rhyme sound, number of beats per line, and
number of lines per verse remain relatively constant. Meaning or gist of
verses, sequence of lines within a verse, and sequence of verses remain
constant. Singers may add or delete verses that embellish the story. Me-
lodic changes occur, but are also limited by the constraints of the particu-
lar type of scale used, the time signature, and the basic meladic line of
the quarter beats. None of the singers performs the ballad exactly the
same. Yet there are commonalities among singers that are defined by
these constraints.

Words and music, although considered separately in the foregoing
discussion, are intertwined. The words have a metrical pattern, which
must correspond to the rhythmical pattern, the beat structure, and the
time signature of the music. A metrical pattern is the series of stressed and
unstressed syllables. In this ballad, the meter consists of two unstressed
syllables followed by a stressed syllable. Usually the unstressed syllables
are shorter in length than the stressed syllable. The meter is defined by
the words and limits the number of syliables that can occur at any place. In
two-syllable words, the stress falls on the accented syllable. The meter and
rhythm are closely related in that the number of siressed syllables equals
the number of beats in the music and in that the rhythmical outline is set
by the meter. Thus, the musicand words constrain each other.

Experiment 1: Learning and recalling “The Wreck
of the Old 977

From the analysis of variation and stability in traditional singers’ versions
of “The Wreck of the Old 97,” we have argued that the constraints
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within the ballad and the ballad tradition limit possible variations singers
can make in recalling a ballad and that these constraints contribute to
stability in recall across singers and across performances by the same
singer. Next, we asked undergraduates who were not familiar with the
ballad tradition to learn and recall “The Wreck of the Old 97" in order to
determine if these recalls were also governed by similar constraints. That
is, we asked whether the effects of similar constraints can be observed in
a broader population or whether the effects of the constraints are ob-
served only when the learner is familiar with the general characteristics
of the tradition.

Method

Subjects. Twenty-seven undergraduates participating in an intro-
ductory psychology class served as subjects in this experiment.

Materials. The first version of “The Wreck of the Old 97" from
the Frank C. Brown collection (White, 1952) contains the Ave common
verses and served as the stimulus (see Appendix Table 11.B). The last
word of line 2 in verse 5 was changed from "on” to “learn” in order to
maintain the same rhyme scheme for each verse in the ballad. This
variation is found in Appendix Table 11.A (versions by BM, TS, and
DW).

A female singer from North Carolina recorded this version of “The
Wreck of the Old 97.” The melody was learned by listening to five
versions performed by traditional ballad singers. She was instructed to
enunciate words carefully and to preserve the rhyvthm present in the
melody. No slurred pronunciations were allowed, even if the traditional
singers had slurred the words. For example, saying "ol' ninety-seven”
rather than clearly pronouncing the “d” in “old” was not allowed. This
step minimized the chances that subjects would not understand the
words and simplified scoring.

Procedure. Subjects were instructed that they would hear a wape
of a ballad and would be asked to recall the ballad. They were told that
they would be asked to recall the words exactly as they heard them and in
the same order. Over a period of 12 min, subjects heard the recorded
song 10 times, with 3-sec pauses between repetitions. There was 1 min of
silence at the end of the 10th repetition. Subjects then solved multiplica-
tion and division problems for 10 min, after which they were given 10
min to recall in writing the ballad they had heard earlier.

At the end of the recall, subjects were asked to answer several ques-
tions, including whether or not they had ever heard the ballad before.



294 WANDA T. WALLACE AND DAVID C. RUBIN

All subjects reported that they had “definitely not” heard the ballad
prior to the experiment.

Results

Recalls were scored for the percentage of correct words. A line had o be
recalled in the correct sequence in order to be counted as correct. The
first correct line in the sequence set the scale for what could follow that
line; thus, a line could be omitted without affecting the scoring of subse-
quent lines. For instance, if line 2 was recalled after line 3, only line 3 was
scored as correct. Less than 2% of the total lines (10 of 540) scored were
marked as zero recall because they were recalled in the wrong sequence.
The number of words correctly recalled in a line divided by the number
of words in that line yielded the percentage recall score. Misspellings that
preserved the sound of a word were counted as correct recalls. Contrac-
tions, where the original song did not have a contraction, and changes in
number were counted as incorrect. Words recalled out of sequence
within the line were scored as correct. Reliability (Cronbach’s {1951]
alpha) across subjects for recall of lines equals .95.%

Predicting recalls with ballad characteristics

The constraints and characteristics considered include the meaning
value of each line, the imagery value of each line, the percentage of
words in each line with a poetic tie to another word in the line or with an
end rhyme, the percentage of agreement of each line with the metrical
pattern, and the number of causal connections (Trabasso & Sperry,
1985) for each line.

Five observers rated the meaning and imagery values for cach line.
Meaning value was defined as the importance of that line to understand-
ing the story and its meaning. Imagery value was defined as the impor-
tance of that line in obtaining an overall picture or image of the story. A
scale from 0 10 9 was used to rate the imagery and meaning values, where
0 indicated not important at all and 9 indicated most important. Reliabilities
(Cronbach’s [1951] alpha) for imagery and meaning ratings were .82 and
.86, respectively.

Poetic ues consisted of words that alliterated, assonated, or rhymed
with other words in the line. Words alliterate when they begin with the
same sound, usually a consonant, but end with different sounds. Asso-
nance occurs when two words have the same vowel sound in the accented
syllable, but not the same consonant sounds. For example, lake and light
alliterate, whereas lake and made assonate. Alliterations and assonances
were restricted to those words that occurred next to each other within
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the line. This restriction was imposed because we thought subjects could
not hear instances of alliteration or assonance that were separated from
each other. Such instances are extremely difficult to identify reliably
even with a great deal of experience.

Words rhyme if they begin with different sounds but the last syllable
of each ends in the same sound. Words that rhymed with other words in
the same line were counted as having poetic ties. In addition, words were
also counted as having a poetic constraint if they were part of an end
rhyme. End rhyme occurs when the last words of two lines rhyme.

All such instances of alliteration, assonance, rhyme, and end rhyme
were marked within each line. The percentage of words per line in-
volved in one of these poetic constraints was calculated.

There are several common metrical patterns in ballads. In “The
Wreck of the Old 97,” the metrical pattern is anapestic (that is, two
unstressed syllables followed by a stressed syllable). This metrical pattern
is set up by the rhythrical beat of the music and the pattern of accented
syllables in the line. In this ballad, the first and third lines contain four
stressed beats, whereas the second and fourth lines contain three
stressed beats (not counting the unspoken beat). The metrical pautern
limits the possible word choices that can fitinto a line in that the number
of syllables and the stress pattern of those syllables are specified. Some
exceptions can occur to the metrical pattern that are not very disruptive.
For example, a single syllable can be stretched to cover two unstressed
syllables, and an extra syllable can sometimes be incorporated into the
two unstressed syllables. For each line, the number of exceptions to the
metrical pattern was counted. The percentage of agreement between the
metrical pattern and the line equals the number of possible metrical
units (stressed plus unstressed units) minus the number of units that do
not agree with the pattern divided by the number of metrical units for
that line.

The number of causal connections for each line was determined ac-
cording to the method outlined in Trabasso and Sperry’s (1985) study. A
causal connection occurs from line x to line y when the event described in
line y could not have occurred if the event in line x had not occurred.
Four judges were given this definition and asked to draw all possible
causal connections between lines. Two lines were defined as causally
connected when three of the four judges agreed. For each line, the
number of causal connections to and from another line was counted.

Lines that are high in these characteristics were expected to have
better verbatim recall. Table 11.3 gives the Pearson product-moment
correlation between all characteristics and the mean percentage verbatim
recall. The mean percentage recall for each line is significantly corre-
lated with imagery ratings, metrical agreement, and number of causal
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Table 11.3. Pearson product-moment correlation between variables

Variable th (2) (3) (4) (3) (6)
Mean recall (%) (1

Imagery {2) 494

Meaning (3) 06 43

Poetic ties (%) (€))] 135 03 .28

Mertrical agreement (%)  (5) A4 A7 .40 43¢

Na. causal connections  (6) 424 20 A7 18 37

¢Indicates correlations that are significantat p < .05,

Table 11.4. Results for regression of
characleristics on mean percentage recall

Variable Standardized
coefficient

Imagery 544
Meaning ~.37
Metrical agreement 40

Poetic ties (%) .03

No. causal connections 23

Nate: Multiple R = ,72; R? = .532; F(3,14) = 3.02
“Indicates p < .05,

connections under the liberal assumption that each line is independent.
Imagery and meaning are significantly correlated; however, causal
connectedness is not correlated with meaning or imagery. Lines such as
“It’'s a mighty rough road from Lynchburg to Danville” are high in
imagery and high in meaning, but are not viewed as causally related 1o
other lines in the ballad. Here, causal connectedness assesses a different
characteristic than that assessed by meaning and imagery ratings. Fur-
thermore, causal connectedness (not meaning) is significantly correlated
with the mean percentage recall for each line.

The mean percentage recall for each line was regressed on each of the
five characteristics. This regression equation is given in Table 11.4, The
five independent variables account for 52% of the variance. Only imag-
ery significantly contributes to predicting recalls.

Imagery is a constraint. The picture of the story identifies the primary
event and limits what will be included in descriptions and scenes of that
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event, as well as implying some causes and sequences. Imagery integrates
components into a whole scene and thus constrains the whole, but not
the specific words. For undergraduates, the contribution a line makes 1o
the image of a ballad better predicts recall than does the contribution a
line makes to an understanding of the story. Whether or not this same
observation holds for experienced singers remains 1o be tested; however,
we expect experienced singers to make use of both imagery and meaning
of lines.

Recalls of “The Wreck of the Old 97” by undergraduates are governed
by some constraints observed in recalls by traditional singers. Under-
graduates who are not familiar with the ballad tradition have better
recalls of lines with higher imagery. Lines that have strong metrical
agreement and greater causal connectedness also show higher recalls.

Experiment 2: Recalls of the ballad without poetic ties

Multiple constraints, we claim, limit the range of possible variation in
recall and lead to increased stability in recall and subsequently in trans-
mission. Removing even one constraint should increase the variability in
recall. The results from Experiment 1 indicate that imagery, metrical
agreement, and causal connectedness significantly correlate with recall.
Poetics, however, was not correlated with recall; yet, poetics should have
some effect even for a relatively few words. The purpose of this experi-
ment is therefore to demonstrate that recall accuracy is reduced and
variability is increased when poetic constraints within a line are reduced.
This experiment will hold the other characteristics constant while vary-
ing only the percentage of words poetically linked to other words.

Method

Stimulus. Twenty-four words of “The Wreck of the Old 97~
were changed in order to eliminate some of the obvious poetic con-
straints. All but three instances of assonance and alliteration in words
that occurred next to each other were removed. [n addition, all but two
instances of alliteration, assonance, or rhyme in words that were sepa-
rated by one other word were removed. The words altered from the
original version examined in Experiment 1 are given in parentheses in
Appendix Table 11.B.

The word changes were selected so that only poetic characteristics
were altered. These changes preserved the number of syllables and the
stress pattern in the original words. No instances of end rhyme were
altered; thus, the most apparent aspects of poetics remained intact. Most
of the word changes came from other versions of the ballad. Word
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changes were selected so that the meaning and tenor of all lines were
preserved. Two observers were asked to compare the altered and origi-
nal versions and determine if the meaning or implication of any lines was
changed by the altered words. Both observers found no such changes.
Because of the difficulty in meeting all the constraints mentioned, some
of the substitutions may seem better than others to the careful reader.
Nonetheless, the results hold even for the very best of the substitutions.

The song was recorded by the same singer with the same tune as in
Experiment 1.

Subjects. Twenty-seven subjects from the same population as in
Experiment 1 participated in this experiment.

Pracedure. The procedure was identical with thatin Experiment 1.

Results

The mean percentage of verbatim recall for the ballad equals 55% (SE
= 4%), which is not statistically different from the mean percentage of
recall from the original version (60%) examined in Experiment 1-
F(1, 52) = 0.93, not significant.

The differences in recalls for the two versions appear in comparisons
of the poetic word pairs. If verbatim recall is scored for just those words
that differ between the two versions, then words with poetic constraints
are recalled more often than the nonpoetic substitutes—51% versus 24%,
F(1,52) = 24.81.

There are five cases in which two words occurring next to each other
assonate or alliterate and in which one of the pair is not a pronoun,
article, or preposition (i.e., “they,” “the,” “his,” “this,” or “with™). These
five word pairs represent the clearest instances of poetics that were
changed between the two versions. These word pairs as they occurred
in each recording are given in Table 11.5 along with all variations
recalled by subjects and with the number of subjects recalling each
variation,

There are fewer variations in the original version (left column) than in
the altered version (right column). In the left column, most subjects
recalled the word pair that was sung. However, in the right column, few
or no subjects recalled the exact word pair. When poetic characteristics
are removed, there is greater variability in the words subjects recall.

In addition, even normal college students sometimes recovered the
original poetic phrases instead of recalling the altered, nonpoetic
phrases. These instances are underlined. For example, with the altered
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Table 1 1.5. Recalls of poetic word pairs from the original and the altered

versions

299

Recalls from original version

Recalls {rom altered version

“behind time”
behind time
behind Tom
running late
running behind
(not recalled)

“Saying Steve™
saying Steve
said Steve
Steve
said you're
said he
told him
Dan Brooklyn
Saying John
(not recalled)

“mighty rough road”
mighty rough road
long rough road
road is rough
road is . . . mighty rough
long long line
hard long road
mighty long track
long hard road
long haul
(not recalled)

-]
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“beyond time”
beyond time
behind ume
behind the line

ahead of your time
righty on time
mighty long time
betore your time
get May on time
past his time
(not recalled)

“telling Steve™
telling Steve
saying Steve

said Steve
they said Steve
Steve
(no name or verb)
calling Steve
well Steve
Johnny
to tell Steve
tell us Steve
and how Steve
{not recalled)

“mighty tough road”
mighty tough road
mighty rough road
long tough road
road is tough
long way
long hard track
mighty long trip
long hard road
treacherous run
long tough hali
long long way
hard road
long road
long hard way
mighty long line
mighty hard road
real rough road
treacherous & steep trail
(not recalled)

[7- R N S
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Table 11.5. (cont.)

Recalls from original version Recalls from altered version
“grade making” “grade running”
grade making 3 grade running 1
grade at 6 grade 2
at. .. grade 1 grade going 1
going . .. grade 1 grade doing {
mountain making 1 doing . . . grade 1
grade 1 gracle at 2
making 1 mountain at :
that at 1 hill at 1
hill making 1 at 1
grade doing 3 going I
going 2 doing 1
{not recalled) [§) went at 1
grade ‘round 1
riding . . . grade 1
(not recalled) 9
“you young” “you fine”

“vou young 14 you fine 14
voung 6 ¥ou young 2
vou 3 ve hine 3
ve 1 fine 3
vou fine young 1 you 2
(not recalled) 2 young 1

your fine 1
fair 1
(not recalled) 0

word pair “tough road,” recalls contain alliterations with the “t” or with
the *r," as in “real rough road” or “treacherous trail.” Even if some of the
constraints are temporarily lost, there is a chance of their being recov-
ered. With ballad singers, who are more sensitive to the constraints of the
tradition, the effect should be even greater. This effect, more than the
absolute differences in recall, indicates the way in which poetics adds to
the stability in recall and thus in transmission. It is as if the rules, not the
instances constructed from those rules, are being transmitted. To the
extent that the rules can be fulfilled with only one word pair, recall and
thus transmission will not vary (Rubin & Wallace, 1986).

Even though subjects more often recalled the exact wording of the
original version, there is no statistical difference between ratings of recall
accuracy for the two versions. In both experiments, subjects rated their
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confidence in the accuracy of verbatim recall at the end of the experimen-
tal session using a rating scale from 1 o 7, where 7 indicates no lines
recalled verbatim, and | indicates all lines recalled verbatim. The mean
ratings for the original and the altered versions were 4.33 and 4.35,
respectively — F(1, 52) = .002, not significant.

In summary, the overall percentage recalled for the altered version
does not statistically differ from the percentage recalled for the original
version. However, when only the altered word pairs are scored for recall,
the percentage of verbatim recall is greater for the original poetic pairs
than for the altered nonpoetic pairs. Furthermore, when poetic con-
straints are removed, recalls have greater variation in word choices. Po-
etic constraints limit possible word choices and thereby increase stability
in recall.

Experiment 3: Effect of rhythmical information on recall

In the preceding experiments, the words to be learned were presented as
a song. This experiment concentrates on an aspect of the song, the
rhythm, another constraint that contributes to stability in recall.

When traditional ballad singers are asked what they do to recall a
ballad, singers often reply that one must get the rhythm and/or melody
in one's head before one can sing the song. Furthermore, singers report
difficulty recalling a song with an irregular rhythm.

By “rhythmical pattern” is meant an idealized combination of the met-
rical pattern and the timing constraints of the ballad. The metrical pat-
tern is the series of stressed and unstressed units that repeat throughout
the ballad and is primarily determined by the words. In this ballad, the
metrical pattern consists of two unstressed units followed by a stressed
unit, where a unit is usually one syllable. In the musical score of this
ballad, there are four beats per measure, with a stressed beat falling on
the first and third beats of each measure. These stressed beats corre-
spond to stressed units in the metrical pattern. In this ballad, two un-
stressed syllables are spoken or sung as fast as one stressed syllable. The
pauses incorporated into this ballad occurred at the ends of lines 2 and 4.
Here, the pause acts as an additional (unspoken) stressed beat or metri-
cal unit. This definition of rhythmical pattern considers the basic, regu-
lar, constant case. In singing, the rhythmical pattern might be livelier
and not so monotonous.

In the following experiment, the rhythmical pattern is either omitted
or emphasized in the stimulus. If rhythmical information is a good learn-
ing or recall cue, then recall should be greater when the rhythmical
information is given.
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Method

Stimulus. The same ballad was again used in this experiment.
Here, the ballad was spoken rather than sung. The ballad was read with
either (a) normmal voice intonation, as if a story were being read, (b)
rhythmical intonation in which stressed syllables were clearly empha-
sized, or (¢) the same rhythmical intonation as in (b) and with a beat
tapped in the background corresponding to each stressed syllable. The
last two conditions differed only in the addition of the tapped beat. This
tap is much like what an audience would do when clapping along with a
song. A male voice recorded all three stimulus variants.

Procedure. The procedure was identical with that in the previous
experiments.

Subjects. Eighty-seven subjects from the same subject population
participated in this session. Each group of 27 subjects heard one of the
three stimulus tapes.

Results

The mean percentage recall in the three conditions (normal voice, rhyth-
mical voice, rhythmical voice plus beat) averaged 57%, 56%, and 64%
words correct, respectively. Using a repeated-measures analysis of vari-
ance, a significant main effect of line — F(38, 1,482) = 18.02 — and a
significant interaction of condition and line — F(38, 1,482) = 1.43 -
were found. The main effect of condition was not significant — F(2, 78)
=1.24,p > .29.

The interaction of line and condition indicates that some lines are better
recalled in one condition than in another. Lines that fit the rhythmical or
metrical pattern best should have more accurate recalls when rhythmical
information is present. To assess this explanation of the interaction of
condition and line, the mean percentage recall for each line was correlated
with the metrical-agreement measure from Experiment 1. The recalls sig-
nificantly correlate with metrical agreementin the rhythmical-voice condi-
tion and in the rhythmical-voice-plus-beat condition — r = .52 and r = .57,
respectively. However, in the normal-voice condition, metrical agreement
doesnotsignificanily correlate with percentage recall — r = .38.

Rhythmical information is yet another constraint present in ballads
that contributes to stability in recall. The rhythmical pattern limits the
number of syllables and the number of words in a line and thereby
increases verbatim recall or decreases variation in recall. The rhythm
and the beat emphasize certain words. The musical notes corresponding
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with beats are also the stable points in singers’ recalls. The rhythmical
pattern links the words and the music.

Summary

“The Wreck of the Old 97" describes a real event that occurred in 1903.
That event entered the ballad tradition using a form that appears to have
been adopted from other songs about ships. Ballads describing that
event are still sung in North Carolina.

By examining the versions of this ballad from five singers, we observed
that every singer made changes in the song between two performances.
Singers were not performing by rote. Furthermore, although each
singer was clearly singing the same ballad, none of the renditions were
identical across singers. There was variation, but that variation occurred
within bounds that inhibited systematic changes over time and limited
the set of possible variations. Stability was maintained without maintain-
ing a fixed text.

The changes that did occur followed constraints within the ballad.
Rhyme pairs, verse content, story sequence, meter, number of beats per
measure, and number of measures did not change across singers. The
melody line was stable around the quarter beats in each measure. Verses
that embellish the story by adding details but do not change the story line
may be added or omitted by different singers. When the phrasing of aline
1s altered, all these characteristics are still preserved. The combination of
these characteristics then limits the possible variations a ballad can have.

The memory for the ballad is not the exact song, nor is it a collection of
words; rather, it is a collection of rules and constraints. This notion is the
same one that Bartlert (1932) labeled “schema.” Here, however, we have
not only a schema for gist but also a schema for poetics, rhythm, imag-
ery, and music. Together these schemata, and possibly others, constrain
recall 1o the extent that it almost appears rote or verbatim.

Finally, by examining recalls of the ballad from undergraduates in a
learning paradigm, we observed that undergraduates could make use of
many characteristics. Lines with high imagery values or many poetic
constraints were recalled more accurately. When the metrical agreement
and the poetics were high, recall was more accurate. When poetic con-
straints were removed, recalls had greater variability across subjects,
Finally, when rhythmical information was emphasized in the stimulus,
recalls were more accurate.

All of these characteristics interact together to limit variations in recall
and thus increase the stability in recall and in transmission of a ballad.
Moreover, the variation that does exist is variation within constraints. As
long as the constraints do not change over generations, neither will the
ballad “The Wreck of the Old 97.”
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Appendix Table 11.A. Versions of “The Wreck of the Old 97"

Fred Jackson Lowey Chasles Weaton Nosll
(recorded 10-14-28 by R. W. Gordon) Gecoded 10-13-28 by R. W. Gordon?

rnem Qm, 1933, NC & ilcom Qoedan., 1323, KO
M4 evening | stood on a mounian

Just watching (he ymoke from below
T »as springing f1om 3 lang slender smokestack

Way down gn the Soythern Rosd
Come alt of you feilirws and gather around me
And 8 L 12d story 1o hear
All about ihe wrech of obd Ninety-scven
And the death of the brave enpiacer
ALthe W hiling Sation on (hat wel Sapbath morning
Tuat ust 2t the tmng of the sun
When be kitsed hus wefe sond "My cheldeca God bless you
Yuur lithes rmast in out un his run”
Tieve Browdy was ihe enprocer
And a brave brave mun was he
For 8 muay por man have kst his hie
FO"."L’M‘#)
Tt was Nincly-wvea Ihe fasiest tran T Ipciy-seven was \ng Farfest train
Thar the South has ever scen That was evet on ibe Southern Line
Bug she rum 100 fasl that falal Sunday evemng All the freaght Gains and pasengens had 1o hold fer 97
And 1he death st numbred Tauticen She's compelled 1o be 3i SLimns o0 ime
AL Montne, Virpina be secervod his o0 (L
Suying Steve you are way behund
Tons s st Thisty-cight bus st's Ninety-seven
You raust pog ber it Danvelle o0 time
Te chmbxd 10 his capiae 3t Moares, Yirging
Saying (Heman it’s Jo of dic
I severse the lever thicw Lhe thentle wide open
We'll watch obd Ninetv-seven fly
Well the cngincer was 2 brave [l diner Steve Broady be wae ihat engiacer
On ihat (1t3k Sunday eve On that Fatal Sumfay eve
Aod his faeman leaned (ar vul 3t Lynchburg And his fiveman was Kaning Far oul at Lynchburg
Wating for the signal 10 leave Juyt wacung (or the sutnal [0 keave
When gZ g9t 0a toard well ke 1hrew Rk B IErOAC When they gave ham the past Be thiew bk hes thrutle
Aml although fus aur wat bad Although his dirhrakes wax bad
People il saud & he passed Frank bin Jusciwn And 1he peaple 31 Lnd =hen he passed Frankhn Jumiwa
That you couldiny ses the men n the cab 4 seemed hike ibe engincer way mad
Stcve Broady he 1and 1o his Black and greny fireman
Just put i 3 lutle move voal
And when we lurn over W hite Dk Mountan
You just wilch my drzvers rodl
Theres 2 mughty bad rosd Trom Lynchburg to Danville Row [+ 2 anful gﬂ toad Trom Ly hburg 10 Dane il
And althaugh he Lacw thiy well AnJd (rom Lama W'y 2 thrse mile grads
lie sawd he'd pull Mg 1raim o0 me 1nto Spemver =28 an ths grade 1hat has avbrahes Carhed him
Or be'd 1k 1t nght wquare imto hell And book what a_rump she m.ide
When # Nt the 'IZE Trom Litsa to Tanviiie Failing dvwn than grade at cighiy niles an hour
Jis whnile begam in scream His whauile began tu wiom
12¢ was (ound whea she wreched muth hix hand na ihic thrntile  He @3y Tound i the wreck with tus hand on 1he themtle
Wherg he'd walded 19 death fyom sicam Where he satded to death Nem W steam
Whun the news Lamie siipping aer ING lelegripil wies
And thie s the way it rexd
Thait base engineer thal pulicd Nuwty-seven
1 1ping i Noreh Danvile deal
Drd she ever pullin Nu she never puiled in ¥ Drd she ever pull 1n No she never pulled
Though a1 ane lorty-five he was duc Yo could hear 1t 10 uleat dreath
For haurs and hours has 1he xwitchruan been watching 1 puot little wile feil back and fainted
For that fast mail that never came shrough When the newt came homie of kit death

“This verse was sung as a chorus after every sccond verse.
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Appendix Table 11.A. (cont.)

Yeroos Dalbart Dand Gravea Georgo

treconded for Wictor Tatkung Mactne Company, 1920 thand writen ¢opy = unkaonn date)

(fram Vicinr Talking Machioe Cempany ¥ George, 1930 ificm ¥ Talking Machioe Company ¥ Geaege, 1934)
O 2 il Trosdy mxraing e the manth of SKpiembsr
Whea the clouds wert langing low
Ninety-s¢ven pulled oui from the Washangton statun
Like aa areow shot from s bew

They gave him hu orders al Monzoe. Yirgina
Saying Peie you'se way behind 1ime

This w not Thuety-eight but w's otd Niaewy-sevea
You must put her in Center na time

They gave hum b oeders at Montoe, ¥ irgund
Sayang “Pete yom are way behind tune

W ook Thisty-aighi but 1y okd Rnety-seven
You munl put her in Spences on ime”

He Tooked round Thea to B Blh greasy (reman
Tust sbove on va 2 litike more coal

And when we cross that White Oub Muuatan

You can watch old Ninety-seven rof]

Tt'sa mighty rough mad from Lynchburg to Danvilic
Anad 2 linc on 2 three mle grade

Tt wat an thai grade 1hat he st s average

And you see Wil 3 wmp he made

e Tociad ot fus Slack greasy fireman

And sand 1hored 1a 2 hutle more cod

For when me cross that White Oak Mountan

You <20 e oid Ningty-seven roil

T's 2 mighiy rough roud from Lynchburg t5 Danville
And Lima iw's a theee mile grade

11 was on this grade that he kst hu average

__Ir.___ﬂf________?."_d;m:ffﬂmm made
wai gosng 20wn grade making pinely nikes 20 bour ey was goang down grade making nincty aules 3n hour
When hrs whutike broke into a wrcam

Who when the whiatle whnike whidhe broke intu 3 srcam
He was found in the wrevk with his hand an the throstle

He wat found in 2 wreck with hi hamd un the theaitic
And a-scabded (o death wuth the sieam And soabded 19 deard with e sltcaml

Nuw 1adies you must Ghc warning
From ttns ime now and on From thu tume on
Never speak hassh words 10 yosr true love and husband Never speak harsh wouds to your teue Ioving hushands
Jie may keave you and never retucn For they may leave you and never Aeturnl
she ever pull in No she never pyl n
For boury and houss . .. .. 2 waiching
For the Wrarn that never polied

Now ladies }ou Mus lake waraing
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Appendix Table 11.A. (cont.)

Hemry Whitter Siager BM "

from Victor Talking Machins Company v Gaxge, 1934) (Recorded Junc 17, 1983 and

Wovembes 16, 1933

Tuoxd on the mountain one codd (rosty mormng
(One cold winter morning 1 siood on the mountunt

Witchuag 1he smoke (rom below

It was suolling out of & loag straight (Ldl) smok estack

Way down an the southern tailenad

The o Rinely-scven was the Timicil maddtramn
That the South had ever scca

She run 10 {ast on that (3121 Sunday morning
And her detect was numbee 14

Sieve Border's tHorder! Kisked his laving wifc
Just 3t (he nss of the sun

And he 1aid God bless you ta my childicn
Your pog 1s going out on his tun

The O Nincly-sweven was (he Jaslesi matiemn
Ever run on the southern linc

And when she pulled inlo oid Monaroe, Virgima

She mgs Thiy-scven meunules behing

They gave m up hu otdee at Monne , Vieginia They g1ve hun bus orders at Moncee Vicgina
Saying Steve you'te way bebiml hine Saying Steve you're away behind time
Thas 18 mod Therty-Evght But its Old Niacty-Seven Thus 18 ant Thiny-eight but 10s old Nincty-seven

Yoy must put her 1n Sgencer on hime You must 5: het wnio Spencer on lime
ve ¥} mounics 1O his Cabint
Says pal the's due ot dhe
He reversed his enging Lhrew npen the throdile
18aud! Naw watch old Niacty-seven 0y

Wt when they croused (hat Whiie Oak Mountan™©

1hs aur Drakes was mighty bad

And 1he people did 53y 38 they patsed Franklin pntwin
That you couldn't gee Lthe man in the cab

Steve Brooklyn aud 10 his Dlack greasy Nzeman i twined arvand to hus black and greasy fircnian
Just shavel on 3 bitle moee caal Can't you 1Saysng? shoved in a little more coal
And when we crous Ihe \V)ulc On Moymawn And when we Clos Ihll Whate Qak Mountain
You can wateh Nei way
I's a mughty rough mld rom Lynchburg 1o Danville

103 2 mighty rough road from Lynwhbusg 1o Danvillc tFrom Lynchbutg to Danviile it's a mighty rough ronl?
Ard 2 hine o0 2 thiee milc grade And Lima it's ton} a three mite grade
It was on this grade when he kont his aubrakes 1 were oa 1his grade 1hat be lost bis air brakcy
And you se¢ what 2 EmE he made And you see what a pmp he_ made

was goang n grade making ninety aule an hour hey were going down grade making nincty miles an hout
When s whisile began (o wream When the fhis) whisthe Degin 10 scicam
Tle was found 1a the wreck with his hand on the theottle  He was found in the wreck with his hand on the hioltic
And was walded tg death by the sium And wss scaulded to death by the sicam

The mewage tnewal came in HA bt teleiam wige

And tha is what it W dread)

That the brave engineer who kel Monrae thi morning
15 4Wasl 2 ling over Danville dead

S0 come you xlies you must take warmng Come all ye 'yow) ladics and take fair warming

From 1 me now and on From 1his e now and learn (o)

Wever ypeak harsh words 10 your irue loving hushand Never spesk harsh widds 10 your true loving hasbund
Ile may feave you and never seluen He may keave you and never relurn

*For the last five versions, words in parentheses indicate vartations as sung in the second
session,

“This verse was actually sung after the ballad was completed in session 2.
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Appendix Table 11.A. (cont.)
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Singer TS Singer WM

(Recorded August 8, 198) and Recorded November 4, 1934 and

lanuary §, 1930 lune 16, 1RO

TR They gave him i3 oeders 18 Monroe Virging They gave Bim Rt orders io Monroe wugias
Soywng Steve you'pe way behind ume Saying Steve you'rg way belimd e

Welk 118 (Thas ic} pot Thartygight but she's old 97 Thia is a0t Thitty-eight but i's old Binc1y -seven

You must pus her in Speacer on hime You must put her in1o Sperer on ume

Wellthen he turned arcund ia i Bk greay freman Well Stcve Broadway 1aracd 1o Bis DIk greasy e
tSanb Shovel i 3 bitke mote ool Saying sbovel on a hiuse more cosl

Atad when we reaxch Ihat great whise (White Ouk!) mouninn And o's whes wp hil that Whita Cak Miunian

Yau will watch obd Ninety-scven rofl You cap waich Ninety-scven roll

I's 3 mghty cough road from Lynchburg 1o Dannile 'y 3 mughly rough soad from Lynchburg 1o Dansdtel ™
s & hing (Lined) on @ (bree male Jrade Ou the hine there'y & Ihree mile graded

1y was on that grade (hat be bt hue dur Brakes (It was o8 this grade 1621 be loat hug air Beakes)

You should 3 scen what 2 e made $You should sce what 3 pmp be made’

Tie was poing round b Cursc mabing inely miilcs an Bour Te was (They were) geng 3':“ the curve Joing ¥ miles an huut
Whea W whistle W hsstied beoke anto a2 sream When b whastie brole inle a sream

He was found in the wreck with bu dund on (he ibroltle Fe was found 1n the wreck wath b hand on the throttic
Was waulded (Scadldedd to death by the steam He was scauliked 10 death by steam
“Now lisicn 10 me JIt you raleod women Row fallV you Tadies won't youl picasc (3L¢ warmng

From Ihig time now and learn From thit time 1nd now on

Neves speak barsh words 1o your (rae lowming husband Don't you speak harsh wards 1o your truc loviag hustond
e may leave yau and never seturn He may feave you and fever rclurn

“This verse was recalled after the ballad had been completed in session 2.
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Appendix Table 11.A. (cont.)

Singer DW
"Recasded Seprember 26, 1984 and
June 3, 198%

Sisger WA
(Recorded March 22, 1982 and
Apal 4, 198

1r's not Thaety-enght but 1's obd Ninety-seven ©
TUIE make ji 10 Blowee on ume

TN They gave hua Bis orders a1 Monime Vi gims
Sand S1eve you're 2way behind ume

Thas w ot Thirly-eighs 1t's old Ninet yoscven
Yuu must gull het into Spencer on Lime

Weit tney? Gave hum hit orders in Moaroe Y irgina
Saying Captain {Buddy! you'ie way behind time

Iv's ot Thirty- ENinetyd ~csght it's ol Nioely~seven
W3 1ake you 1 Bloweg Duioryt oa g

TTREAT VS Torned 3V around 15 s white faved Titenin
Sud shaved in a htle more <ol

(And? Ve hen we et on Top of shat White Qab Mauntun
You can wateh Nincts ~even rolt

“The enginecr (he) winipered 1o (he Black grcasy (renan
Says (ayingd shovel in 2 hitdke mave coul

And wben we cress 1hat great Smokey Moaunsan

W aWete goong 1oy aatd odd Weagiy -wevgn ol

Kaw it5 7 maghty rough roed finm Lynchburg 10 Danviikc

And it's on 2 thice mile grade
It was o thi grade that he lost by aubwake

You can we what 3 mmg she made
She ik r was going down grade making maety male per bour  They was garng tduwn 1he grade naking! niagty miley an hour

When 1he thant whtls Brolc jato 3 xream
The was founad 1n the wreek with ha hand on 1he threitte
Anal 3 jolded 1 h [}

hen a call came 1ato Washinglon City
And here 18 what 1 sawd
The beave young enguncer wha pulled od Ninely-serven
Is tysag hese sn Dunwite dead

When 1he whistle began 10 wedam
They found him 1n 1he weeck with his hand oa the Thraltle
[ 1y

1t not thuety-ght but 1t's old Ninely-weven ©
50 4 took him to Blvwee on Lime

The enpinccring was all he had o6l mom)
They burred bim saday aith ait Tugh honon

Resting from the weaites of huc great toubled nind

Now young wives b 31nd (0 your Irse loving husbaad
And (tom 1t 2 38 1eason learn

tYex) Always be kind 10 your true loving husband

ilc may leave you 1o never reluen

Now ladwes be 17ue (a2 bind Joving Rushaml
TheyD keave yor 10 never relutn

[Cs not Thirty-cight byt otd Nincty-weven
And it's on lis way with his Lt run

TWell bt hrcalh sluwly waned whilc hes mmessage he Qull
1Ta the mawen he thought would be hus bride)

{Oh Ladies take waraing ta your faie Ly}

SThey may be on hus lau nde?

“This verse was omiuted in session 2.
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Appendix Table 11.B. Versions of “The Wreck of the Old 97"
used in Experiments 1 and 3

They gave (told) him his (the) orders at Monroe, Virginia
Saying (Telling) Steve you're away behind (beyond) time
Thisis (And it's) not thirty-eight but it's (the) old ninety-seven
You must put herin (it ay) Spencer on time

Steve Brooklyn said (called) to his black (tired) greasy fireman
Justshovelin a little more coal

And when we cross that White (Red) Oak Mountain

You can watch old uinety-seven roll

1U’s a mighty rough (tough) road from Lynchburg o Danville
And a (the) line on a three mile grade

It was on this grade that (where) he lost his air brakes

And vou see what a jump he made

He was going (heading) down grade making (running) ninety miles an hour
When (And) his whistle began to scream

He was found in the wreck with his (a) hand on the (a) throttle

And was scalded o death by the steam

Come all you young (fine) ladies you must take warning
From this time now and learn

Never speak harsh (mean) words to a loving husband
For he may leave you and never return

Note: Alterations used in Experiment 2 are given in parentheses after the
words that were changed.

NOTES

Preparation of this chapter was supported in part by National Science Founda-
tion grant BNS 84-10124.

We gratefully acknowledge the singers whose versions are presented here for
their participation and willingness to share their tradition. We also gratefully
acknowledge the assistance of Kevin Mallory and Mary Baker in preparing re-
cordings of the ballad. We thank Archie Levy for the suggestion that guitar
strums coincide with quarter notes. We thank lan Hunter for helpful comments
on the manuscript.

I Version A of “The Wreck of the Old Ninety-Seven™ as contributed by W.
Amos Abrams of Boone, NG, from The Frank C. Brown Collection of North
Carolina Folklore: Vol. 2. Folk Ballads from North Carolina (pp. 516-518), edited
by N. 1. White, 1952, Durham, NC: Duke University Press. Copyright 1952
by Duke University Press; renewed 1980 Duke University Press. Reprinted by
permission,

2 The most popular of all recordings of “The Wreck of the Old 97" was
Dalhart's version, which was last released in 1926. If the song were transmit-
ted from Dalhart’s recording, the character would be Pete, not Steve, going to
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Center, not Spencer, and he would lose his average, not his air brakes. Among
our singers, these words are not found.
3 All reported statistics occur at p < .05 unless otherwise indicated.
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