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There will be plenty of activities for wire-
strung and bray harp players at the next 
Edinburgh International Harp Festival. The 
festival will be organized slightly differently 
in 2013. While it will run as usual from 
Friday evening through Wednesday evening, 
there will be only four days of classes. Karen 
Marshalsay and Bill Taylor will each teach 
two classes, and Monday the 8th of April will 
be a seminar day, and there will be a special 
concert that evening.  

Karen will present Music from the Elizabeth 
Ross MS, arranged for wire-strung clarsach.  This 
class will consider one of the most important col-
lections of Gaelic music. With over 150 items, 
mainly song airs, but also including instrumen-
tal pieces and pibrochs, this collection is a unique 
insight into the repertoire of Gaelic speaking 
inhabitants of Raasay. Elizabeth Ross (1789-1875) 
played both piano and harp, wrote Gaelic poetry 
and was just 23 years old when she compiled her 
Original Highland Airs.The manuscript was acquired by 
the School of Scottish Studies in 1954.Techniques 
used in arranging will be explained, and phrasing, 
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early to mark your calendar and plan which workshops you want to attend.  
by Bill Taylor
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damping, ornamentation, and style will also be 
examined. Written music will be used.

    
Also, she will teach MSR: the March, Strath-

spey and Reel Set. A stalwart of the competition 
piping scene, the march, strathspey and reel com-
bination can be very effective on clarsach, open-
ing up a rich source of Scottish tunes to harpers. 
With precise rhythmic demands requiring clean 
and effective playing techniques, the challenge of 
arranging in a piping style and a wealth of history 
behind the tunes, this class offers the opportunity 
to add a very Scottish aspect to your repertoire 
that pipers will approve of! We will work by ear 
with music given out  during each class. 

Merchiston Castle School

www.wirestrungclarsach.org
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Convener’s Message
continued  from page 1

Dear Members,

As most of you will be aware, the Wire Branch is here to support teachers, students 
and players of the wire-strung clarsach, many of whom live around the globe. 
Because of this, we have been trying for some time to make branch member-
ship relevant for all members regardless of where they live. We continue to offer a 
branch website which covers many aspects of wire-strung clarsachs and their play-
ing including news, information on harp makers and players, harp hire, a library of 
articles and much else. We have our newsletter, Wire Strings, which is now received 
electronically and one of our newest innovations is our Facebook page, which 
is another way to access information and to communicate with us. Our tutorial 
booklet with accompanying DVD Is now available for those who are interested in 
learning to play to wire-strung clarsach from three highly acclaimed teachers.--Bill 
Taylor, Ann Heymann and Javier Sainz.

In December 2011 the Branch commissioned and then gave to all of its members, a 
Christmas present in the form of emailed music and instructions on how to access 
audio files for a Christmas carol – Love Came Down at Christmas (Tune: Gartan) – 
specially arranged (with several variations) for the wire-strung clarsach by Karen 
Marshalsay.  This has proved to be a very welcome gift to all the members who 
have accessed it. 

As we are only too aware of the numbers of our members who cannot join us for 
our regular workshops in Edinburgh,  Karen and Bill have thought out an inno-
vative way for those members to be able to access the music – in both written 
and audio forms – on which we have been working.  There is now a link from the 
website for them to do so. This, I’m sure, will become a very popular addition to our 
membership services. 

We look forward to the coming year when we will hope to continue to find ways of 
communicating with and including our very international membership.

     Anne Cairns

wire srings:  
Anne Cairns, Convener, Suzanne Allen, Secretary

 Bill Taylor, editor,  Sam Tyler, production   

Bill is planning to teach Tunes from the 
Skene Manuscript for Wire-strung Clarsach. 
The manuscript of John Skene of Hallyards 
(c.1615-35) is notated for a mandore, a tiny 
lute, and contains Scots, English and French 
tunes and dance melodies. It is quite a sizeable 
collection, including 120 pieces. The nar-
row range of the mandore makes this a perfect 
source of early Scottish tunes for small wire-
strung clarsachs. The class will examine several 
of the lighter pieces as well as one of the larger, 
more challenging works. There will be an ex-
planation about reading the original tablature, 
and arrangements will be presented, along with 
instructions for executing the decorations. For 
all sizes of wire-strung clarsachs.

 
Also, he’ll lead a class in Medieval Welsh 

Harp Music from the Robert ap Huw Manu-
script.  The Robert ap Huw manuscript 
contains the earliest body of harp music from 
anywhere in Europe. As the manuscript is 
dated c.1613, we celebrate the 400th anniver-
sary of the collection in 2013. This strange and 
beautiful music is actually a fragment of a vast 
lost repertoire composed by Welsh harpers be-
tween the 14th and 16th centuries, transmitted 
orally, written down in a unique tablature and 
later copied in the early 17th century. Students 
will read selections of tunes using the original 
tablature and employing the fingernail tech-
niques used by the medieval players. All harps 
are welcome, including those strung with wire 
and gut. 

Bray harp players are especially welcome at 
the festival this year, and Leah Studdard, one 
of the UK’s finest medieval harp players, will 
present Wool Merchant and the Harp: or 
learning the harp 15th century style. George 
Cely, an adolescent apprentice in the wool 
trade, wrote details of his music and dance 
lessons in an accounting booklet in the late 
15th century. By a lucky twist of fate following 
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Top: Duncan Chishom
Bottom: Mary McMaster, Donald Hay

Hook by Mary Mac-
master and Donald 
Hay (MDMC/Proper)  
Mary Macmaster’s new 
CD with percussionist 
Donald Hay was cited 
as “album of the week” 
by Celtic Music Radio.  

The Guardian mentioned the harp’s versatil-
ity, and effective use of sampling against a 
shuffle of drums and dub bass effects.  
www.celticmusicradio.net/album-of-the-
week-macmasterhay-hook/ 

a legal process, this document is preserved in 
the National Archive in London. Three pages 
detail payments George made to Thomas Rede, 
‘harpar.’ He noted how much he paid to learn 
26 dances on the harp and wrote down the 
names of some songs Thomas taught him. He 
also gives us some valuable information about 
bray harps and their maintenance. This work-
shop explores the little we know about what 
harpists played in the age of the Wars of the 
Roses. 

On the Monday seminar day, there will be a 
special event:  Harps and music-making in 
ancient Scotland and Ireland at the Augustine 
United Church, 41 George IV Bridge in Edin-
burgh. Inspired by the findings from recent re-
search on the Lamont and Queen Mary Harps 
currently in the care of the National Museum 
of Scotland, John Purser, Karen Loomis and 
Bill Taylor will examine the role of harps and 
lyres in Scotland and Ireland, from the time 
of the earliest artefact of a stringed instru-
ment in Western Europe (c. 300 BC), recently 
discovered on the Isle of Skye, through to the 
Belfast Harp Festival in the late 18th century.
The three will present a chronological view of 
harp construction and performance practice, 
including stories about harps and harp players, 
detailed structural analysis of the Queen Mary 
and Lamont harps and live musical examples 
on different kinds of harps. A brief tour to see 
the two harps and related objects in the Mu-
seum concludes the programme. 

John Purser is also presenting a talk on Pìo-
baireachd - what it might mean for the clar-
sach. Music historians have suggested that the 
classical music of the Highland Bagpipes - pio-
baireachd - may have been derived from variation 
forms developed on the clarsach. The existence 
of some piobaireachd, which have no parallel 
in the bagpipe repertoire, along with other 
evidence, might suggest that this is, at least on 

occasion, the case. If so, what opportunities 
can this offer to clarsairs? The genre of fiddle 
piobaireachd is now being more widely exploited, 
but is there not an opportunity for the clarsach 
to make more of a claim on this unique form? 
The workshop is intended to explore some of 
those possibilities with input from all present. 

For complete beginners, Karen and Bill will 
offer Come & Try sessions. Students are in-
vited to learn about the wire-strung clarsach, the 
original harp of the Gaels. This harp is prop-
erly played with fingernails, and students are 
encouraged to grow nails to a length of at least 
2 mm. The technique is often called playing 
in “the stopped style”, where certain fingers 
strike the strings, and others stop the ringing.  
In this way, the excessive ringing of the strings 
is controlled, allowing players to manipulate 
phrasing. 

Hope to see you in Edinburgh in April!

Affric by Duncan Chisholm 
(Copperfish Records)
This is the 5th album from 
leading Highland fiddler 
Duncan Chisholm, and the 
final episode in his resonant 
Strathglass trilogy. The cul-
mination of six years work, 

the three albums, Farrar, Canaich and Affric are 
Duncan’s musical representation of the ancient 
Chisholm lands and have all been met with 
critical acclaim. 

Rob Adams of The Herald wrote:  “it’s been 
an exciting project for him that has resulted 
in three of the truly great albums in the Scot-
tish traditional music canon. Indeed, rather 
than showing signs of flagging or running out 
of ideas, the third album, Affric, would stand 
alone as a masterpiece with its gorgeous, aching 
slow airs and joyful, grooving dance tunes.”

One of the highlights 
of the album is track 8 
‘unknown air’ which 
displays all the beauty, 
depth and emotion one 
could ask for in a fid-
dler. Indeed Duncan, 
taught by the legendary 
Donald Riddell is one 
of the most expres-
sive Scottish fiddlers 
around today. If you 
want to learn how to 
play a slow air, listen to 
this album.  Available 
from: 
www.duncanchisholm.
co.uk/store/products/ 
at £9.99.

          New CDs

www.celticmusicradio.net/album-of-the-week-macmasterhay-hook/
www.celticmusicradio.net/album-of-the-week-macmasterhay-hook/
www.duncanchisholm.co.uk/store/products/
www.duncanchisholm.co.uk/store/products/
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Identifying Western Modal Music Part III:  
Pentatonic Modes
by Patricia Vivien Yarrow

This article, the third in the series, looks at 
identification of various kinds of pentatonic 
(five-note) modes. Like hexatonic modes, 
pentatonic modes come in different varieties:  
those with gaps where semitones would nor-
mally fall, those with five notes together and 
gaps at the sixth and seventh or fifth and sixth 
scale degrees; and those with non-contiguous 
gaps in other locations. We will look at the 
first category first.

A Field Guide to Modes

Bertrand Harris Bronson created a standard 
nomenclature for this class of pentatonic 
modes, using the Greek character π, pi, fol-
lowed by a number. You’ll note that the num-
bered modes are a fifth away from each in 
terms of the starting notes of their basic forms.  
For example, π1 with F & B omitted starts on 
C, while π2 with the same notes omitted starts 
on G.

Pentatonic Modes

The first basic scale given is with F & B omit-
ted, the second with C & F, the third with B 
& E. Within Bronson’s system there are two 
impossible pentatonic modes: the Lo/Ly/P, 
omitting the 1st and 5th; and the Ly/I/Lo, 
omitting the 1st and 4th. A mode cannot exist 
without a keynote. 
 

Sometimes the I/Mi/Ly is called the major 
pentatonic, and the A/P/D the minor penta-
tonic. π1, π2, and π4 are more common than 
π3 and π5, but all five occur in traditional 
Western, and some non-Western, music. 

These modes with gaps where semitones would 

Mode Authentic Basic Scales Omitted Scale Degrees M/m

π1 I/Mi/Ly C-C, G-G, F-F 4th, 7th Major
π2 Mi/D/I G-G, D-D, C-C 3rd, 7th Neither
π3 Mi/D/A D-D, A-A, G-G 3rd, 6th Neither
π4 A/P/D A-A, E-E, D-D 2nd, 6th minor
π5 P/Lo/A E-E, B-B, A-A 2nd, 5th minor
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normally fall each share characteristics of three 
heptatonic modes, and can be played in three 
basic positions on the harp without retun-
ing. “Basic scales” are those given in basic 
tuning (no sharps or flats). This can be very 
useful when you are playing with a singer or 
with other instruments, or if you have a harp, 
or voice, with a limited range. It is also true 

that the tune can be played in the first posi-
tion whether the harp is in basic tuning, with 
Bs flatted, or with Fs sharped; in the second 
position in basic tuning, with Fs sharped, or 
with Cs and Fs sharped; or in the third posi-
tion in basic tuning, with Bs flatted, or with 
Bs and Es flatted.  

You’ll note that, due to the absence of the 
semitones, there are no diminished or aug-
mented intervals in this class of pentatonic 
modes.

Each of the five first-category pentatonic 
modes contains two complete chords, one 
major and one minor. The remaining “chords” 
are actually intervals, two perfect fifths and one 
minor third.

Mode Basic Scale Omitted 2 3 4 5 6 7

π1 I/Mi/Ly C-C, G-G, F-F 4th, 7th M M -- P M --
π2 Mi/D/I G-G, D-D, C-C 3rd, 7th M -- P P M --
π3 Mi/D/A D-D, A-A, G-G 3rd, 6th M -- P P -- m
π4 A/P/D A-A, E-E, D-D 2nd, 6th -- m P P -- m
π5 P/Lo/A E-E, B-B, A-A 2nd, 5th -- m P -- m m

Mode Basic Scale Omitted I II III IV V VI VII
π1 I/Mi/Ly C-C, G-G, F-F 4th, 7th M P5 m3 - P5 m -
π2 Mi/D/I G-G, D-D, C-C 3rd, 7th P5 m - M P5 m3 -
π3 Mi/D/A D-D, A-A, G-G 3rd, 6th P5 m3 - P5 m - M
π4 A/P/D A-A, E-E, D-D 2nd, 6th m - M P5 m3 - P5
π5 P/Lo/A E-E, B-B, A-A 2nd, 5th m3 - P5 m - M P5

Interval Qualities
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When one is dealing with gapped modes, 
especially pentatonic modes, often there are 
no complete triads available from any given 
scale degree. Simple intervals such as thirds, 
fourths, fifths, sixths, or octaves, are perfectly 
appropriate in accompaniment. In this con-
text, perfect fourths should be considered 
consonant, though I would not generally use 
a perfect fourth for a final cadence. As with 
any modal tune, the prevailing harmonies in 
the accompaniment are those created by the 
tune. With the wire harp, selective damping 
will bring out these harmonies as you play the 
unaccompanied tune. If you choose to add ac-
companiment, simply use the inherent harmo-
nies.

Again, it is important to remember the first 
rule of playing modal music:  include no note 
in the accompaniment unless it occurs in the 
tune. When an arranger adds a non-mode 
tone to the accompaniment, the tune is forced 
into a different mode, which may sound false 
to the ear of a traditional musician or audi-
ence. Worse (in my opinion), it may be forced 
into the modern major or minor modes, 
thereby losing its traditional character and 
“voice.” On a practical level, non-mode tones 
also compromise the flexibility of pentatonic 
tunes to be played in multiple positions.

“The test of our accompaniment must ever 
be that the mental effect of each interval is to 
remain the same as if unaccompanied; and 
the only way to do this is to accompany strictly 
within the mode, any change in which is a 
change not merely of harmony but of essential 
melodic attributes . . . it is far better to have 
no accompaniment at all than one conceived 
in opposition to the mode in which the melody 
is cast.”  (Edwin Evans, The Modal Accompaniment 
of Plain Chant, William Reeves, London, un-
dated.)

Like heptatonic and hexatonic modal tunes, 
pentatonic tunes may be in authentic, pla-
gal, mixed or extended ranges; like hexatonic 
tunes, pentatonic ones may also be in lim-
ited range. An authentic tune extends ap-
proximately an octave up (or down) from the 
keynote; a plagal tune surrounds its keynote, 
extending roughly a fourth below and a fifth 
up. A mixed range tune combines the plagal 
plus the authentic ranges, extending a fourth 
below to an octave above the keynote. An 
extended range tune (rarer) extends an octave 
plus at least a fourth up from the keynote, or 
an octave down from the keynote as well as a 
fifth up from it. Pentatonic tunes with a range 
of a sixth or less are in the limited range.

As with the other modes we’ve examined, the 
first step in identifying a pentatonic tune is to 
place it in one of its basic forms (no sharps or 
flats). Disregard its accompaniment and ap-
parent key signature. Watch for scale degrees 
that have been sharped, flatted or naturalized, 
or altered scale degrees in the key signature 
that are not present in the tune.  

Let’s take a look at a milking song from the 
Isle of Man. This was collected from a Mrs. 
Faragher in 1929 by Mona Douglas, and Peter 
Kennedy included the later version in his im-
portant collection, Folksongs of Britain and Ireland.  
A version collected in about 1919 was printed 
in the Journal of the Folk Song Society in 1926. The 
version given by Kennedy is as follows:
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Play through the tune. What do you notice?  
First, the keynote, which ends the full cadenc-
es, is F. The members of the F major chord, F, 
A and C, figure prominently throughout the 
tune and constitute the prevailing harmony.  
Half cadences are on the second scale degree, 
G, and the contrast harmony is built on the 
harmony built on that note, the perfect fifth 
G-D. Voice leading for the full cadences is up-
ward by a leap of a third; voice leading for the 
half cadences is downward by step or by a leap 
of a fourth. The form is ABCB.

The range of the tune is plagal, extending a 
fourth below the keynote to C, and a sixth 
above it to D. You’ve probably already noticed 
that there is no B in the song, and thus no 
need for a Bb in the key signature. Not only the 

B, but also the E is missing; there are thus five 
notes in the tune, which means that it is penta-
tonic. The interval qualities are: major second, 
major third, omitted fourth, perfect fifth, 
major sixth, omitted seventh. These interval 
qualities are shared by the Ionian, Mixolydian, 
and Lydian modes, which are all major modes.  
The tune is in the first pentatonic mode, π1.

One characteristic of π1 is that it has three basic 
forms. If we transpose the tune so that it has a 
keynote of G or C, can it still be written with 
no sharps or flats? Let’s check:

& 43 œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ

&
7

œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ

&
14

œ œ œ œ œ œ œ œ ˙ Œ

Arrane ny Vlieaun (Milking Song)
trad. Manx
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& 43 œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ

&
7

œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ

&
14

œ œ œ œ œ œ œ œ ˙ Œ

Arrane ny Vlieaun (Milking Song)
trad. Manx

& 43 œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ

&
7

œ œ œ œ œ ˙ œ œ œ œ œ œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ œ œ

&
14

œ œ œ œ œ œ œ œ ˙ Œ

Arrane ny Vlieaun (Milking Song)
trad. Manx
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Speaking of first-category pentatonic modes 
generally, the collector Cecil Sharp wrote, 
“To trace the history of this particular scale is 
to venture upon controversial ground. Per-
sonally, I believe that it was the first form of 
scale evolved by the folk which was in any way 
comparable with our modern major or minor 
scale ... .  Indeed, there are many nations at 
the present day which have not yet advanced 
beyond the two-gapped or pentatonic scale, 
such as, for instance, the Gaels of Highland 
Scotland; and, when we realize the almost in-
finite melodic possibilities of the 5-note scale, 
as exemplified by Celtic folk-music, and, for 
that matter, in the tunes printed in this vol-
ume, we can readily understand that singers 
felt no urgent necessity to increase the num-
ber of notes in the octave.” (English Folk Songs 
from the Southern Appalachians, collected by Olive 
Dame Campbell and Cecil J. Sharp, Putnam, 
1917, p. xv.)  

This kind of tonally-biased thinking perme-
ates the work of the 18th-through mid-20th-
century collectors, many of whom arranged 
their pieces with piano accompaniment. It is 
one reason for the many unnecessary acci-
dentals or odd key signatures we find in their 
collections, and the references to “incorrect” 
or even “impossible” notes in modal tunes.  
These arrangers used many non-mode tones 
in their accompaniments, or introduced 
notes before they appeared in the melodic or 
harmonic texture. See, for example, Bun-
ting’s published arrangement of “Give Me 
Your Hand,” in The Ancient Music of Ireland, 1840, 
number 63, page 46, which is in first penta-
tonic through most of the piece and finishes 
in the Mixolydian. Bunting set it in major, 
introducing the fourth, C, in the first full 
measure of the bass accompaniment even 
though it doesn’t appear in the tune until the 
final measure. He marked the Mixolydian 
seventh in the tune with a natural accidental, 

but used F# in the key signature and the bass 
accompaniment. If I were arranging this piece 
I would not use the fourth or seventh in the 
harmony until they appear in the melody, and I 
would never use the raised seventh.

Our next tune is one of the ballads collected by 
Cecil Sharp in the Appalachians. It is a version 
of Child ballad #73, “Lord Thomas and Fair 
Eleanor.”  This particular setting was collected 
from Mrs. Cis Jones in Goose Creek, Ken-
tucky, in 1917, and is closely related to versions 
in the same mode he collected in Tennessee 
and North Carolina.



wire srings   January 2013    10

& 86 jœ œ jœ œ œ œ œ œ œ œ
jœ œ œ œ œ

Jœ .œ œ jœ œ jœ œ œ œ œ
jœ .œ œ œ œ

&
7

œ œ œ œ œ œ .œ œ
jœ œ œ œ œ œ œ .œ œ

Lord Thomas and Fair Ellender
Child Ballad #73
collected Cecil Sharp

Play through the tune. What do you notice?  
Since we’re already in one of the basic forms, 
the first step is to identify the keynote, in this 
case D, which is the first accented note and the 
note that ends the full cadences. Taking the 
phrases as two measures long, which is consis-
tent with the versing of the ballad, the form is 
ABCDD. The phrase endings are on A, a fifth 
above the keynote, and B, a sixth above; the 
A is a half cadence. Voice leading for the full 
cadences is consistently downward by step; it 
is also downward by step for the half cadence. 
There is a two measure refrain which repeats 
the final phrase, and thus the final full ca-
dence. The prominent harmonies are the per-
fect fifth D-A, which is the I harmony; the IV 
harmony, GBD, the G major chord; and the 
V harmony, the perfect fifth A-E, represented 
at the half cadence by the A and in the full 
cadences by the progression that begins with 
an A on the beat and travels from there until 
reaching the ^2 to ^1, E down to the D.

The tune extends a third below the keynote 
to an octave above. Bertrand Harris Bron-
son classified this tune as having an authentic 
range, but in some ways, especially starting 
with a pickup with a leap up to the keynote, it 

behaves like a mixed-range ballad even though 
it does not extend a full fourth below the key-
note.

The omitted notes are the F and C; gaps fall 
at the third and the seventh, placing this in 
the second pentatonic mode, π2. With gaps 
at B and F, the keynote would be G; at E and 
B, the keynote would be C. Interval quali-
ties are major second, omitted third, perfect 
fourth, perfect fifth, major sixth, and omitted 
seventh. Because all the intervals in this mode 
are either major or perfect, many listeners will 
hear this mode as major, but mode quality is 
defined by the quality of the third. With no 
third scale degree, the mode is neither major 
nor minor. These interval qualities are shared 
by the Mixolydian, Dorian, and Ionian modes, 
two of which are major, one minor.

The second pentatonic mode is less common 
than the first, but is not unusual in the music 
of the Hebrides, Nova Scotia and elsewhere in 
Canada, the Appalachian and Ozark regions 
of the United States, and, occasionally, Ire-
land. It may also be found in Native American 
music.
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Our next tune comes from the Sam Henry col-
lection. It was collected in Ireland from mul-
tiple sources in the 1920s.

& 43 œ œ œ œ œ œ œ œ œ œ ˙ .œ œ œ œ œ œ œ œ œ œ œ œ ˙ .œ œ

&
9

œ œ œ œ œ œ œ œ œ œ ˙ Œ œ œ œ œ œ œ œ œ œ œ ˙ Œ

Green Grows the Laurel
trad. Irish

The tune is given in one of its basic forms. D 
is the keynote and ends the full cadences. Half 
cadences are on C, the seventh scale degree.  
The range is authentic, extending a tenth from 
a step below the keynote to a step above the 
octave.  The form is ABBA. Voice leading for 
the full cadences is downward by step; for the 
half cadences, upward by leap. The prevailing 
harmonies are the perfect fifth D-A, which is 
the I harmony; and the major chord CEG, the 
VII harmony.

The omitted notes are F and B, the third and 
sixth.  Interval qualities are major second, 
omitted third, perfect fourth, perfect fifth, 
omitted sixth, minor seventh. This tune is in 
the third pentatonic mode, π3, which, like the 
second, is neither major nor minor due to the 
lack of a third scale degree. The interval quali-
ties are shared by the Mixolydian, Dorian and 
Aeolian modes, of which one is major, two mi-
nor. The other basic settings of the tune would 

be with A as keynote and gaps at C and F, or 
with G as keynote and gaps at B and E.

The third pentatonic mode has a distribution 
similar to the second, being found primarily 
in the Scottish Highlands, Ireland, Nova Sco-
tia, and the Appalachian region of the United 
States as well as Native America. 

The next example is from Aberdeenshire, 
Scotland. It is the only known surviving tune 
for Child Ballad #34, “Kemp Owyne” (Sir 
Owain), and was collected with the graces 
given below. This is one of the Arthurian bal-
lads.
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& 43 jœ .œ œ œ œ .œ œ .œ
Jœ .œ œ œ œ œ œ .œ

Jœ œ

&
5

jœ .œ œ œ œ œ œ .œ
Jœ œ œ .œ œ œ œ œ jœ .œ œ jœ .œ ‰

Kempion
trad. Scottish

Child Ballad #34

The tune is in one of its basic forms. The 
keynote is A.  The full cadence, at the end of 
the tune, is on A. The fifth, E, features very 
prominently in the tune but as part of the i 
harmony, the A minor chord, rather than as 
part of the v harmony, which would be E-G, a 
minor third. The half cadences are on D, the 
fourth scale degree, but the harmony under-
lying it is the VII harmony, the perfect fifth 
G-D. The form is ABBC. Voice leading to 
the full cadences is up a fourth from the fifth 
scale degree, but note the grace note on the G.  
Other tunes in this mode may have the i and 
v harmonies as most prominent, approaching 
the keynote upward by a fourth or downward 
by a fifth from scale degree five. Tunes with 
either i and VII or i and v harmonies prevailing 
may also approach the final cadence up a step 
from the seventh scale degree. 

The range, which extends a major 10th from C 
to E, is plagal. With the keynote as A, the omit-
ted notes are B, the second scale degree, and 
F, the sixth. The other basic forms are with D 
as keynote and E and B omitted; and with E as 
keynote and F and C omitted.  

This tune is in the fourth pentatonic mode, 
π4. The interval qualities are omitted second, 
minor third (which makes this a minor mode), 
perfect fourth, perfect fifth, omitted sixth, and 
minor seventh. These interval qualities are 
shared by the Aeolian, Phrygian, and Dorian 
modes, which are all minor. The fourth penta-
tonic is sometimes called the minor pentatonic 
mode. It is fairly common, and is found in 
plainchant and African American music as well 
as throughout the British Isles, Canada, and 
the United States, including Native America.

The next tune is particularly suited to the wire 
harp.  It was collected from the singing of 
Catriona McLean in Inverness-shire in 1907 
by Lucy Broadwood of the English Folksong 
Society.
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& 43 œ œ jœ ˙ œ œ ˙ .œ œ ˙ œ œ ˙ œ ˙ œ œ ˙ œ œ ˙ œ œ jœ ˙ .œ œ

&
9

˙ œ .œ ˙ .œ œ ˙ .œ œ ˙ .œ œ ˙ œ œ ˙ .œ œ jœ ˙ œ œ ˙ Œ

Cuir a Nall Duinn am Botal
trad. Hebridean

The tune is in one of its basic forms. The key-
note is A, though, as with other tunes with no 
fifth scale degree, it may sound to modern ears 
as if the tune is circular, which is the term for 
a tune ending off the keynote. There is a half 
cadence on G, the seventh scale degree, in the 
eighth full measure, halfway through the tune, 
just before the rhythmic pattern changes. The 
full cadence is on A. The form is AB.  Here 
a 1-3-6 chord, A-C-F, is functioning as the i 
harmony (not as a first-inversion VI chord); 
the other “chord” is the VII harmony, the 
perfect fifth G-D. The voice leading to the full 
cadence is downward from scale degree three, 
which is the next note above the keynote in this 
mode. The other typical voice leading to the 
final cadence in this mode is up a step from 
scale degree seven. 

As noted above, the omitted notes are the sec-
ond and fifth, in this case B and E. The other 
basic forms would have keynote E with F and B 
omitted, or keynote B with C and F omitted.

The range for this tune is a tenth from a third 
below the keynote up to the octave above.  
Since the note a fourth below the keynote is 
unavailable, the range could be termed either 

authentic or mixed. The interval qualities are 
omitted second, minor third (making this a 
minor mode), perfect fourth, omitted fifth, 
minor sixth, and minor seventh. These inter-
vals are shared by the Aeolian, Phrygian, and 
Locrian modes, which are all minor. This tune 
is in the fifth pentatonic, π5. This mode is 
rare in Western music; to date I have found it 
in Scottish Gaelic music and in those parts of 
North America settled by Scots. It is far more 
common in Native American music.

The second class of pentatonic tunes has five 
contiguous (touching) notes, and the two gaps 
also lie next to each other. The range may 
continue either up or down past the gaps.  The 
most common in traditional Western music are 
the first five notes of the major scale (like the 
hexatonic Ionian/Mixolydian, but also missing 
the sixth); the first five notes of the minor scale 
(like the hexatonic Dorian/Aeolian, which 
lacks a sixth, but also missing the seventh); 
scale degrees seven through four of the minor 
scale (Dorian/Aeolian also missing the fifth), 
and scale degrees seven through four of the 
Mixolydian mode. Rarer patterns are found 
mostly in plainchant, and include scale degrees 
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sixth through three of the Aeolian mode, scale 
degrees five through two of the Mixolydian/
Dorian (no third or fourth); scale degrees one 
through five of the Phrygian mode, and scale 
degrees seven through four of the Phrygian/
Locrian (no fifth or sixth). Many, but not all, 
of these modes have multiple basic forms.

Here is an example from the Bunting Collec-
tion.

& 42 œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ œ .œ œ œ

Slainte an Chupain
(Health from the Cup)

trad. Irish; Bunting Collection

The tune is in one of its two basic positions.  
The keynote is G. The range extends from the 
keynote up an octave, and is thus authentic.  
The omitted notes are E and F, the sixth and 
seventh, though the octave keynote is repre-
sented at what might be termed the climax of 
the tune. This tune is thus in the Ionian/Mix-
olydian, no sixth (Major 1-5). The phrases are 
two measures long, with two cadences on the 
third, B, and the full cadence on the keynote, 
G.  The form is ABC.

Interval qualities are major second, major 
third (making this a major mode), perfect 
fourth, perfect fifth, omitted sixth, omitted 
seventh, perfect octave. The primary harmo-
nies are the I harmony, G major; and the con-
trast ii harmony, the minor third A-C. Voice 
leading to each cadence is downward by step.

Because one of the gaps falls where there would 
normally be a semitone, this tune has two basic 
positions. The other is with C as keynote and A 
and B omitted.

This mode is very common throughout West-
ern traditional music, including plainchant.

The next tune was collected during the 1950s 
in Wales. It is a temperance song, with the lyr-
ics presenting sentiments similar to those in 
the well-known Scottish temperance song “Rise 
Up, My Johnny.”
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& 86 jœ œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ œ jœ

&
5 œ œ œ œ œ œ œ œ œ œ jœ œ œ œ œ œ œ œ œ œ œ ‰

Tafarn y Rhos
trad. Welsh

This tune is also in one of two basic positions. 
Here the keynote is A. The omitted notes are 
F, the sixth, and G, the seventh. The range 
extends a fourth below the keynote to a fifth 
above it, and is thus plagal. The form is AABC.

The interval qualities are major second, minor 
third (making this a minor mode), perfect 
fourth, perfect fifth, omitted six, omitted sev-
enth. This tune is in the plagal Dorian/Aeolian 
no seventh (minor 1-5). Because one of the 
gaps falls at a semitone (the sixth), the tune has 
two basic forms; the other keynote would be D.

The primary harmonies are the i chord, which 
is a complete A minor chord; and the v har-
mony, the perfect fifth E-B. The half cadences 
are on B, approached downward by step; the 
full cadence is on A, also approached down-
ward by step. The typical plagal opening from 
scale degree five to the keynote underscores the 
tonal center.

The minor 1-5 mode is common in European 

and American music, and is also found in 
plainchant especially in limited range.

The next example comes from the third vol-
ume of the notorious Kennedy-Fraser collec-
tion, Songs of the Hebrides. I include the tune here 
with its Gaelic title; it appears to have been a 
vigorous piece of mouth music before Marjory 
Kennedy-Fraser set a dreary modern poem 
to it. (If anyone is familiar with this tune in 
its natural habitat and can confirm or deny 
my conjecture, or can share a better version, 
please let me know.) 
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& 812 œ Jœ œ œ œ œ jœ œ œ œ œ Jœ œ œ œ .œ .œ œ Jœ œ œ œ œ jœ œ œ œ

&
4

œ
jœ œ œ œ .œ .œ œ Jœ œ œ œ œ jœ œ œ œ œ Jœ œ œ œ .œ .œ

&
7

.œ .œ .œ .œ .œ .œ œ
Jœ .œ .œ

Null a Mhonadh
trad. Hebridean

2006

Third Kennedy-Fraser Collection, 1921

The tune is in one of two basic positions. Here 
the keynote is A, and the missing notes are E 
and F.  In the other basic position, the keynote 
would be D, and the omitted notes would be A 
and B. Interval qualities are major second, mi-
nor third (making this a minor mode), perfect 
fourth, omitted fifth, omitted sixth, and minor 
seventh. The tune extends a perfect fifth from 
G to D. It is in limited range Dorian/Aeolian 
no fifth (minor 7-4).  

The form is ABAC. The prevailing harmonies 
are the i harmony, an A minor third; and the 
VII harmony, a complete G major chord. The 
cadences are full cadences on the keynote, 
A, approached downward by step; and a half 
cadence on the seventh, G, also approached 
downward by step.  

The minor 7-4 mode is fairly common in 
plainchant but rarer in later traditional music.

The next example is also from the Hebrides.  
It comes from the Tolmie collection. Frances 
Tolmie collected this tune from Mary Ross, 
Killmaluag, Skye, in 1899.
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The keynote is G, and the omitted notes are D 
and E. Interval qualities are major second, ma-
jor third (making this a major mode), perfect 
fourth, omitted fifth, omitted sixth, and minor 
seventh. Like the preceding tune, this has a 
range of perfect fifth, in this case from F to C.  
This tune is in the limited range Mixolydian, 
no fifth or sixth (Mixolydian 7-4). Note that 
there is no other basic form available.

The form is AB. The prevailing harmonies are 
the I harmony, a G major third, and the VII 
harmony, a complete F major chord. There is a 
half cadence on the F, the seventh, approached 
downward by step, and a full cadence on the 
keynote, G, also approached downward by step.

The Mixolydian 7-4 is common in plainchant, 
and is also found in Hebridean music. 

The third category of pentatonic modes in-
cludes those with non-contiguous gaps, usu-
ally one at a semitone and the other in another 
location. Modes in this category generally 
have two basic forms. There are many variet-
ies of third-category pentatonic, most found 
primarily in plainchant. We will look at two 
examples from this category, one major, the 
other minor, both occurring in contemporary 
folk music.

Our first example was collected in Nova Scotia 
by Helen Creighton in the late 1920s.  

& 43 œ œ œ œ ˙ œ œ œ œ .˙
.˙ .˙ œ œ œ ˙

œ

&
9 œ œ œ œ œ œ œ œ œ ˙ œ œ œ œ ˙ œ ˙ œ ˙ œ œ

&
17

˙ œ ˙ œ ˙ œ ˙ œ ˙ œ œ œ œ .˙ ˙ Œ

Farmer's Curst Wife
trad. Nova Scotian
Child Ballad #278

& 42 .œ œ .œ œ œ œ œ œ œ œ œ .œ œ œ œ œ œ

An Cu Ban
(The White Dog)

trad. Hebridean



from Gloss on the Psalms, c. 12th cen.
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The tune is in one of two basic forms. The 
keynote is C; the omitted notes are F and D.  
Interval qualities are omitted second, major 
third (this is a major mode), omitted fourth, 
perfect fifth, major sixth, major seventh. The 
range extends an octave down from the keynote 
and is thus authentic. The mode in the au-
thentic Lydian/Ionian, no second. The other 
basic form would be with F as keynote, G and 
B omitted.

The tune is built primarily from the mem-
bers of the I chord, C, E and G. The prevail-
ing harmonies are the I, a complete C major 
chord; and the iii, a complete E minor chord, 
though the B appears but once in passing. The 
cadences are half cadences on E, approached 
from downward a third from G, or on G, 
approached upward a third from E; and full 

cadences on C, the keynote, approached down-
ward a third from E or, in the final cadence, 
upward by step from the seventh.

This is an unusual mode, but I have seen it 
in German music as well as Nova Scotian and 
English.

Our minor example comes from the Isle of 
Man.  I first heard it performed by Manx harp-
er and singer Emma Christian on her Beneath the 
Twilight tour.

& 43 œ œ œ ˙ œ ˙ œ .˙ ˙ œ .˙ ˙ œ .˙

&
9

œ œ œ ˙ œ ˙ œ ˙ œ ˙ œ œ œ œ .˙ ˙ Œ

Ushag Veg Ruy
(Little Red Bird) trad. Manx

The tune is given in one of two basic forms.  
The keynote is A; omitted notes are D and F. 
Interval qualities are major second, minor 
third (this is a minor mode), omitted fourth, 
perfect fifth, omitted sixth, minor seventh.  
The range is plagal, extending a fourth below 

the keynote to a fifth above it. The tune is in 
the plagal Dorian/Aeolian, no fourth, mode.  
The other basic form would be with keynote D 
and omitted notes G and B.

The prevailing harmonies are the i harmony, 
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Patricia Vivien Yarrow, a new contributor to 
Wire Strings, has been studying modes in tradi-
tional and early music since 1983. Ms. Yarrow 
holds a B.A. in English from the University 
of Denver plus extensive coursework in music 
history and theory from Metropolitan State 
College of Denver where she is a staff member 
in the Art Department and performs as a guest 
with the college’s Early Music Ensemble, Peter 
Schimpf, director.

Pat gives a special thanks 
to Peter Greenhill for his 
comments on this article. 

A series of books on modes 
is in preparation, with 
numerous fully arranged 
examples drawn from early 
and traditional Western 
repertoire. Ms. Yarrow 
may be contacted by email 
at:
yarrowp@msudenver.edu.  

“Notes and queries” in the Guardian 
last January asked “why do fingernails 
grow faster than toenails?”  According 
to research by Linden Edwards and 
Ralph Schott in 1937 at the University 
of Ohio State University, fingernails 
grow twice as fast as toenails. “Toe-
nails are subject to less wear and tear, 
so do not need to grow as quickly, 
whereas hands can be used as spades 
and fingernails can be used to prise 
things open, for example.”  Or to pluck 
wire strings.  
www.guardian.co.uk/theguard-
ian/2012/jan/10/essentials-of-full-
english-breakfast?INTCMP=SRCH 

Amelia Hill’s article in the Guardian 
“Signs of the times:  deaf community 
minds its language” discusses chang-
es in British sign language. The new 
sign for Ireland mimics the plucking 
of a harp, although the article doesn’t 
make it clear if the harp is wire- or gut-
strung.
www.guardian.co.uk/society/2012/
o c t / 0 7 / b r i t i s h - s i g n - l a n g u a g e -
changing?INTCMP=SRCH

Kira Cochrane’s article in the Guardian 
“Nail art:  Power at their fingertips”  ex-
plores the new allure of fashion nails.  
w w w . g u a r d i a n . c o . u k / f a s h -
ion/2012/sep/25/nail-art-power-at-
fingertips?INTCMP=SRCH 

 IN THE NEWSa complete A minor chord; and the VII har-
mony, a G major third. The form is ABAC.  
The half cadences are on the members of the 
VII harmony, B and G, approached downward 
by leap. The final full cadence is approached 
upward by step.

This mode occurs in chant, in European folk 
music, and in African American spirituals.

This concludes our tour of the pentatonic 
modes. There is one more article planned in 
this series, to include both modes of fewer than 
five notes and those that include augmented 
seconds, i.e. the harmonic minor, harmonic 
major, and related modes.

mailto:?subject=
www.guardian.co.uk/theguardian/2012/jan/10/essentials-of-full-english-breakfast?INTCMP=SRCH
www.guardian.co.uk/theguardian/2012/jan/10/essentials-of-full-english-breakfast?INTCMP=SRCH
www.guardian.co.uk/theguardian/2012/jan/10/essentials-of-full-english-breakfast?INTCMP=SRCH
www.guardian.co.uk/society/2012/oct/07/british-sign-language-changing?INTCMP=SRCH 
www.guardian.co.uk/society/2012/oct/07/british-sign-language-changing?INTCMP=SRCH 
www.guardian.co.uk/society/2012/oct/07/british-sign-language-changing?INTCMP=SRCH 
www.guardian.co.uk/fashion/2012/sep/25/nail-art-power-at-fingertips?INTCMP=SRCH  
www.guardian.co.uk/fashion/2012/sep/25/nail-art-power-at-fingertips?INTCMP=SRCH  
www.guardian.co.uk/fashion/2012/sep/25/nail-art-power-at-fingertips?INTCMP=SRCH  
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Snippets from the Wire Branch’s Facebook    
by Karen Marshalsay

The branch’s fb page was set up on 3 February 
this year and now has 90 ‘likes’ – that means 
that those people are other facebook users who 
have ‘liked’ our page so they will see anything 
that is posted on it. It’s a great way to publicise 
our activities and share news and information 
among those interested in wire-strung clar-
sach. As not everyone in our membership is a 
facebook user here’s a selection of the interest-
ing bits and pieces posted so far:

Keith Sanger wrote a new article ‘Lost Chords’, for www.
wirestrungharp.com
http://www.wirestrungharp.com/music/
lost_chords.html

March saw a new North East branch of the 
Clarsach Society start up, and the following 
announcement in Hebrides News Today :

Prehistoric stringed instrument found in Skye Heb 
rides News Today. 
http://www.hebridestoday.com
Experts believe they have found the remains of the earliest 
stringed instrument ever found in Western Europe - dating 
to more than 2,300 years ago. 

In April we shared Dr Karen McAulay’s re-
search:

Dr Karen McAulay’s powerpoint presentation - good 
source of info! Karen did her PhD on ‘Our Ancient Na-
tional Airs’ Scottish songwriting 1760-1888. Those of 
you who are branch members will remember her article for 
Wire Strings on Alexander Campbell (Albyn’s Anthology).

 

Our Facebook Page Whittaker Live: Scottish minstrels 
and Welsh bards - ‘Whittaker’ went 
to Cardiff
whittakerlive.blogspot.co.uk

and also her Scottish music 
list on diigo:

Another mine of useful information from Dr McAulay! Go 
check out these sites.
Scottish music - List | Diigo
www.diigo.com
Karen McAulay’s List: Scottish music - Useful websites for 
the study of Scottish music
And one for the Welsh enthusiasts:

Want to know about the chronology of Welsh 
song collections? Have a look at this timeline 
by Dr Karen McAulay.

Chronology of Welsh songbooks
www.tiki-toki.com
This timeline puts the selected collections in chronological 
order.

Sadly, we noted the passing of a 
piping legend, Donald MacPher-
son: 
 

pipes|drums - Donald MacPherson, 
1922-2012
www.pipesdrums.com
News, features, interviews and social media for the world’s 
Highland pipers and pipe band drummers.

Speedshifter is a programme designed to facili-
tate learning by ear:

Free download from ABRSM - Speedshifter is a practice 
tool from ABRSM that allows you to vary the speed of 
audio from CD or MP3 without altering the pitch.

ABRSM: Download
www.abrsm.org

Windows Vista® Home Premium, 
Business, Ultimate, or Enterprise 
including 64 bit editions, Windows 
Vista SP1, Windows XP SP2 and SP3, Windows 7

In May it was noted that wirestrungharp.com 
has a scan of Dow available:

Good souce of tunes!
Daniel Dow Collection (c. 1778)
www.wirestrungharp.com

Terminology still being a trouble-
some field in the harp/clarsach/
wooden-thing-with-strings- on world I came 
across this:

Interesting specialist essay on the terminology of ‘uillean pipes’ 
by Nicholas Carolan, available to download as a pdf

 
PDF Downloads - Irish Traditional 
Music Archive / Taisce Cheol Dúchais 
Éireann
www.itma.ie
The Irish Traditional Music Archive is a 
reference archive and resource centre for 
the traditional song, music and dance of 
Ireland.

June saw the launch of a new book on puirt-a-
beul:

NEW BOOK! Keith Norman Mac-
Donald’s Puirt à Beul -The Vocal Dance 
Music of the Scottish Gaels. A new 
edition by Dr William Lamb of this long 
out of print book with an introduction, 
historical notes and English translations 
of the Gaelic songs. Great tunes for fid-
dlers too! From Taigh na Teud. Worth checking out folks!

http://www.wirestrungharp.com/music/lost_chords.html 
http://www.wirestrungharp.com/music/lost_chords.html 
http://www.hebridestoday.com
whittakerlive.blogspot.co.uk
www.diigo.com 
www.tiki-toki.com
www.pipesdrums.com
www.abrsm.org
wirestrungharp.com 
www.itma.ie
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Gaelic Song Sheet Music Books
www.scotlandsmusic.com
Gaelic song sheet music books. How to sing Gaelic Songs 
from the Highlands of Scotland. Gaelic songs from puirt 
(mouth music) to traditional gaelic laments with lyrics 
.Gaelic-song.htm is where to find a Gaelic songs from Skye 
and Lewis and the Highlands.

And in July I got to listen to a real treat of Irish 
harping:

Any harper interested in Irish music should get a hold of 
this CD by Michelle Mulcahy - 
just heard it yesterday and it’s 
really great playing - so clean 
and musical - it’s a joy to hear 
every note. No gimmicks or fads, 
just beautiful harping which I 
heartily recommend to everyone, 
no matter what type of harp they 
play!

 Suaimhneas
www.amazon.co.uk
Suaimhneas

And another book of Gaelic song:

For those interested in Gaelic song - new book of songs from 
the Campbells of Greepe out soon!

 
Fonn - the Campbells of 
Greepe: Music and a Sense 
of Place in a Gaelic Family 
Song Tradition (Book).

www.waterstones.com
Fonn - the Campbells of Greepe: Music and a Sense of 
Place

The NLS makes Scottish tunes more accessible:

National Library of Scotland’s online digital gallery now 
contains around 200 volumes .... go find some tunes!

 
Early printed Scottish music now online | Traditional 
Music Forum
www.traditionalmusicforum.org
A great example is Auld Lang Syne, pic-
tured here in William Thomson’s ‘Orpheus 
Caledonius’. Interestingly this tune is not the 
one we know today. It was first published by 
Henry Playford in 1700. 

And finally,

Memory training for a rainy day .... how high a score can 
you get?

CBBC - Shaun’s Bleat Box
www.bbc.co.uk
Shaun the Sheep has lined up a fine flock of singing sheep! 
Play them as a music maker or test yourself with the 
memory game! T-ewe-n!

 Special Friend
Thanks to Miriam Dilworth!

Miriam and her husband Tony have 
kindly invited us to hold work-
shops in their Edinburgh homes for 
more than ten years.  She has also 
extended the invitation to hold our 
AGM there for the past two years.  
We’re very grateful for her gener-
ous hospitality, and we presented 
her with a bouquet of flowers, and 
a lifetime membership in the Wire 
Branch at our recent AGM.

www.scotlandsmusic.com 
www.amazon.co.uk 
www.waterstones.com
www.traditionalmusicforum.org
www.bbc.co.uk
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  NEW RESOURCES
Wire-strung arrangements from the Edin-
burgh Workshops
The Edinburgh workshops which are run by 
the branch continue to be a popular source of 
new material for wire harp players. As it’s not 
possible for all our members to get the chance 
to attend as many of you live too far away to 
make that feasible, tutor Karen Marshalsay 
has made her materials available to all. The 
scores are in pdf format and they are accom-
panied by audio files in mp3 format, with the 
entire package being sent by email. There are 
notes on the tunes, and on playing them, ex-
planations of the techniques used, and other 
information which would be discussed at the 
actual workshop. The package varies in con-
tent as it reflects the actual workshop taught, 
but there are always several different versions 
included to cover different levels of ability 
and sizes of harps.

There are currently 5 workshop packages 
available:

The Laird O’ Drumblair
a strathspey by James Scott Skinner, 
November workshop 2012

Dargai 
by James Scott Skinner, a fiddle pibroch 
October 2012 workshop

Caidil an caidil an ribhinn a-nochd? 
Traditional Gaelic air 
May 2012 workshop

Imir fein a Choinnich chridhe 
from the Patrick McDonald Collection
Feb 2012 workshop

The Gesto Set
4 tunes from The Gesto Collection
October & November 2011 workshops

Prices range for £5-8 and are available from 
http://www.karenmarshalsay.com/wirearr.asp 
or
http://www.marsharpmusic.com/wirearr.asp

New from Marsharp Music
Karen Marshalsay’s publishing venture Mar-
sharp Music www.marsharpmusic.com has 
several new items of interest to both wire- and 
gut-strung harp players. Recently, she issued 
two books of arrangements of Scottish tunes 
by Bill Taylor – one for gut-strung harps, and 
one for wire-strung clarsachs. Both pres-
ent arrangements for small 
harps with 19 strings, having 
as the lowest note G below 
Middle C.  The gut-strung 
book is titled Taylor’s Miscellany  
and is aimed at new players. 
Airs, lullabies, marches, jigs, 
and reels, from a variety of 
sources, are included along 
with recent compositions.  

Bill’s book of historical tunes for the wire-
strung clarsach is titled 
Early Scottish Airs, and presents 
pieces from 17th-century 
lute manuscripts along with 
tunes from 18th-century 
collections. Ornamenta-
tion, damping, gestures and 
fingering are all written in 
and clearly explained in the 
glossary.  

He’s also made study recordings to support 
players learning the pieces in the books.  These 
are available as downloadable sound files from 
the Marsharp website.

http://www.karenmarshalsay.com/wirearr.asp
http://www.marsharpmusic.com/wirearr.asp
www.marsharpmusic.com


Visit our web site at:  www.wirestrungclarsach.org

 SUBSCRIBE
The Wire Branch exists 

to explore the possibilities 
of the wire-strung clàrsach, 
acknowledging its historical 
past and developing differ-
ent styles of playing which 
encompass both ancient 
and modern approaches to 
technique, repertoire and the 
instrument itself.

Subscriptions to the Wire 
Branch are payable annually 
on 1st July. 

 Rates are: £25 families and 
school groups, £20 adults, 
£10 concession (junior, se-
nior, students, disabled). 

 If you cannot accept 
electronic pdf delivery of the 
newsletter then there is a 
postage supplement pay-
able (£2 Europe outside the 
UK and £4 non-European).  
Cheques should be made 
payable to the “Wire Branch 
of the Clarsach Society” and 
sent to:

 Bill Taylor
Orchard House
Castle Leod
Strathpeffer   IV14 9AA
Scotland 

 It is also possible to pay 
online using Paypal:

www.wirestrungclarsach.org
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April 5-8
Edinburgh International Harp Festival
www.harpfestival.co.uk

May 3-6
Harp Holidays, course for beginners, Ardival 
Harps, Strathpeffer, Scotland
www.ardival.com
 

May 30 – June 2
Harfentreffen, Germany
www.harfentreffen.de
 

July 20-24
Harfensommer, Germany
www.harfensommer.de/index.html
 

August 2-5
Harp Holidays, course for beginners, Ardival 
Harps, Strathpeffer, Scotland
www.ardival.com 

August 14-20
Scoil na gCláirseach - Summer School of Early 
Irish Harp, Kilkenny, Ireland
www.irishharpschool.com

  Mark Your Calendar

Occasional Illustrations:
Drawings of extant harps are from Robert 
Bruce Armstrong, The Irish and Highland Harps. 
Edinburgh, Scotland: David Douglas, 1904.

www.wirestrungclarsach.org
www.wirestrungclarsach.org 
www.harpfestival.co.uk
www.ardival.com
www.harfentreffen.de 
www.harfensommer.de/index.html 
www.ardival.com
www.irishharpschool.com

