Improvised metric flexibility in early recordings of self-accompanied “hillbilly” songs:
Clarence Ashley’s “The House Carpenter” (1930) and Buell Kazee’s “The Butcher’s Boy” (1928).
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Fig. 1: Clarence Ashley, “The House Carpenter” (1930, Columbia 15654), verse 1-6, transcription of vocals
(accompanying banjo articulates quarter = ~130, but no larger spans).
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Now will__ youforsaken your house campenter and go— along with me?

[sic]

I'll take you where the grass grows green onthe banks of thedeep blue sea.

She ____ picked up her lit - tle babe and kis - sesgave it three

Says stay right here my darling little babe and keepyour papa com -pa - ny



Fig. 2a: “Disruptions of expected pulse layers” (in the spirit of Rockwell 2011) in “The House Carpenter”:
Disruptions indicated by circles around pulse-dots.
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Fig. 2b: Possible underlying normalization for Fig. 2a?
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Fig. 2¢: Another possible underlying normalization for Fig. 2a, with a different set of problems
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... hypermeter unclear... :

Fig. 3: Projective Analysis of “The House Carpenter”, verses 2, 5, 10.
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Legend: Synopsis of analytical signs used in Hasty (1997)

Projected potential (dashed) ...: Rhythmic qualities:
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Fig. 4: Buell Kazee, “The Butcher’s Boy” (1928, Brunswick 213A). Transcription of Verses 1-4.
Annotation: Time spans (in quarters) between stressed syllables (for explanation of 3*-anacruses, see Ex. 5).
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Fig.5: Anacruses in “The Butcher’s Boy,” verse 1. Denials of projection by late and early events in both interpretation a) and b).
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