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Last summer the Museum of Fine Arts in Boston 
presented the final piece in a long-range project: a 
replica of the Bunworth Harp, an historical harp 
bearing the date 1734 and owned by the Museum as 
part of the Leslie Lindsey Mason Collection. 
This occasion was the inspiration for a sym-
posium on the wire-strung harp tradition of 
Ireland and Scotland, which was hosted under 
the direction of Nancy Hurrell

The symposium thus revolved around the 
making of replica harps and the study of those 
that survive from the past. The highlight of 
the weekend was the showing and playing of a 
replica of the Bunworth harp with the original 
instrument standing as an honored guest to one 
side of the stage. Prior to this concert, a series 
of lectures was given at the Conservatory on 
subjects such as the rudiments of measuring an 
historic harp, ways of determining the building 
techniques, and even locating old harps from 
which copies may be made. I was asked to deliver the 
final lecture of the symposium on the topic, making 
historical harp replicas today, with a focus on the 
popular 19-string “Kilcoy” harp made by Ardival 
Harps of Strathpeffer, Scotland. 

Ardival Harps is a Scottish company making histor-
ical and traditional harps, established in 1993. The 
company’s aim is to produce a variety of instruments 
that reflect the type of harps that have been played 

in Scotland for the past millenium. The mission is 
to create instruments of sound craftsmanship that 
give people an opportunity to explore the sounds 
of harps of the past. 

 Inside This Issue
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Presented at the Early Gaelic Harp Festival June 12, 2011 at the Boston Conservatory, this lecture explores 
the essence of replica harps, and various issues that arise as we create and play historical wire-strung harps.  
by Cynthia Cathcart
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Convener’s Message The Kilcoy harp is one of Ardival’s most popu-
lar models. It is a small harp, standing just under 
24 inches tall, weighing a slim 3 to 4 pounds, 
strung with 19 brass strings. Its size allows it to 
fit in the overhead of most airplanes, yet it can 
handle just about any kind of music you might 
want to play on it.

The harp takes its name from Kilcoy Castle, a 
tower house located about eight miles from In-
verness at the western end of the Black Isle. The 
tower was probably built soon after the land was 
acquired in 1618 by Alexander MacKenzie. Inside 
there is an ornate fireplace lintel dated 1679, on 
which two mermaids are represented, each play-
ing a small harp.1 The carvings are each unique, 
as if they were individuals and not just a design 
feature. (Illustration: 
The plate facing page 
154 in The Highland Harp 
by Robert Bruce Arm-
strong)2 The Kilcoy is 
based on one of those 
harps. But despite this 
honourable pedigree, 
it fails the “replica” test 
for some people.

What is a replica?

Zan Dunn, owner of 
Ardival Harps, refers 
to the historical rep-
lica harps as “confir-
mational copies.” We 
learn from these cop-
ies of historical harps, 
gathering facts and indeed gathering sci-
entific data, confirming (or not) our thoughts 
and ideas about the instrument. 

 One thing that emerges as we look at the extant 
harps is that, just like the mermaids’ harps on 
the fireplace, no two are the same.3 Replication 

continued  from page 1

This is my first address to members as Convener of the Wire Branch having been elect-
ed at the Branch A.G.M. in November.  I am aware that I am following in the footsteps 
of Bill Taylor who has been in this position since he founded the Wire Branch twelve 
years ago.  He is a hard act to follow, but I will do my best.  I’m sure that you will all join 
me in thanking him for all that he has done and continues to do for the Wire Branch. 

I thought you may like to know a little about me, so here goes.  I was born and brought 
up in Edinburgh and live here still.  My working life was spent caring for children of all 
ages and in many different situations.  Before I retired two years ago, I had for many 
years been the manager of one of Edinburgh’s Child and Family Centres which are 
provided by the Children and Families Department of the City of Edinburgh Council 
for families experiencing difficulties of one sort or another.  I found my career chal-
lenging and rewarding, but when I reached the point at which I could retire I was 
happy to do so.  I miss the people and the families with whom I worked, but relish 
the amount of time I now have to spend doing the things that I want to do and enjoy 
doing.  Amongst the things that I enjoy doing are Egyptian Dance, singing in a choir 
and learning new skills like silver jewellery making and painting and drawing as well as 
playing my harps.

I was introduced to the wire strung harp by Bill via a birthday gift from my nephew and 
have been learning to play since 2002.  Sometimes it feels like forever!  I have an Ardi-
val Kilkoy and a Rose and love them both for different reasons.  Living in Edinburgh has 
meant that I have access to the monthly workshops held here and am benefitting from 
the different approaches taken by Bill and Karen Marshalsay who has joined him in 

leading alternate workshops.  Here in Edinburgh we also have ready access to the Edinburgh Internation-
al Harp Festival and no doubt some, at least, of you will be making your way here for the latest offering at 
the end of this month.  I hope those of you who come enjoy the Festival offerings and our beautiful city.

The new Facebook page and the availability of the music being introduced at our monthly workshops 
by Bill and Karen to those who cannot attend are wonderful additions to the work of the Branch and will, 
I hope, help us to reach out more to our international membership.  Please let us know if you have any 
other ideas about how we can reach out further! 

Our thanks go to all of the contributors to the Newsletter and to Sam Tyler for compiling it.  I do hope that 
you all enjoy reading it.

     Anne Cairns   

Ardival Kilcoy harp
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is a modern idea, probably coming from a con-
formist, industrial-era ethos where we expect 
the products of a factory to all have 
the same specifications.

When making a precise replica what 
exactly, do we replicate? If the harp 
we want to copy has been repaired in 
the past, do we replicate the repairs? 
Or do we try to make the harp as it 
may have looked before the damage 
occurred? Do we try and correct the 
design error that led to the failure? 
How do we make that correction? 
Might we learn more by making the 
copy as it was so we can observe it fail-
ing? Can we tell what it looked like 
prior to the repair? What 
do we do if it appears that 
a part was replaced after 
the harp originally left its 
maker? 

 Do we copy the broken 
harps? If I’m making a 
copy of a broken harp, but 
I make it so it’s not broken, 
is it still a copy? I remem-
ber seeing an American 
Colonial style sideboard in 
a nice furniture store a few 
years ago. One of its doors 
was broken, the wood was 
split completely through. I 
found a salesman and said, 
“Do you know that there is 
a broken piece of furniture 
on your sales floor?” and 
he said, “Oh, that’s one of 
our Williamsburg replicas. 
The original was broken, so 
that’s how it was copied.” 
My response was, “so do you 
sell many of those?”

Do we copy only existing harps?

One of the other lectures at the 
Boston symposium was a review 
of one-thousand years of history 
for the wire-strung harp. But the 
oldest harp we have is the Trin-
ity College harp, and the Trinity 
College Library dates it to 1500. 
This leaves us ignoring half the 
harp’s assumed history. What about 
the harps from earlier than 1500? 
Can we create those, from other 
evidence we have, and call them 
replicas? 

The harps that have survived are 
all large harps, does this mean 
we can only replicate large harps 
because that’s all we have to look 
at? But looking at the illustra-
tion which includes the Kilcoy 
mermaids in Robert Bruce Arm-
strong’s book, we can observe 
that two of the other illustra-
tions on that same plate show 
small harps, each sitting in the 
player’s lap. And those are only 
there by chance, that plate was 
not meant to be an illustration 
of small harps. Some will suggest 
that images of small harps were 
drawn out of proportion, but this 
begs the question of why some-
times the harps were drawn large. 

Further historical evidence 
of small harps can be found in 
Edward Bunting’s Ancient Music of 
Ireland,4 in his General Vocab-
ulary of Ancient Irish Musical 
Terms  he gives two words with 
the meaning “harp” (cruit and 
clairseach) and the word “ceirnin” 

for small portable harp.5 It would seem that small, 
portable harps have been around for a while, else 
why have a name for them?

How exact can our copies be?

Is it even possible to make an exact copy of an 
instrument? No two Kilcoys are the same, even 
though Ardival knows precisely how they’re made; 
they own the original plans! Each one is made 
the same way, and yet each one sounds and feels 
different, due to variations between trees and 
even between samples taken from the same log. 
One may weigh a little more than the next one. 
If we can’t copy these known harps, with their 
known measurements and types of wood (and we 
even know how the wood is prepared from tree to 
workshop), How can we even hope to make “exact” 
copies of harps for which we have no plans and in 
many cases are far from certain what the wood is? 

If we can follow the essence of the wire-strung 
clarsach, conforming with the evidence of descrip-
tions, carvings, paintings, and so forth, we are 
surely building historically informed instruments. 
Are these not replications?

The harps that did not survive

We might also want to consider the harps that 
did not survive because they lacked beautiful deco-
rations, or the appeal of belonging to a wealthy 
family or a well-known harper. Consider Denis 
Hempson’s Downhill harp. A fine instrument, but 
did it survive because it was a truly outstanding 
instrument, among the best ever built, or merely 
because it belonged to Denis Hempson? 

Perhaps an example from another instrument 
can help. Consider the guitars of Stradivarius. 
Following is a quote from a book on those his-
toric guitars:

“...up to now the only known guitars of 
top: St. Oran’s Chapel, Iona, c. 13th cen. bot-
tom:  Cathedral, Iona, c. 13th cen. 
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the “classical” period of Cremona’s stringed 
instrument makers are those of Stradivari, 
and Bellow [a scholar whose work Gregori 
has been discussing previously in the text] 
maintained that their distinguishing fea-
ture, in marked contrast to the decorated 
guitars of his contemporaries, is “a clas-
sic restraint and elegance equaled only by 
modern luthiers. 

“In my opinion, however, he did not bear 
in mind the instruments shown in many 
paintings of the period. These make one 
think that there must have been a great many 
guitars made for “real musicians”, but be-
cause they did not have the exuberant deco-
rations of the artistic pieces for the “salotto” 
they were more likely to be destroyed. In 
this way, the “precious” instruments have 
come down to us in greater numbers, and 
the “ordinary” ones are rarer. Stradivari’s 
have survived by pure chance, maybe only 
because they still existed when the prestige 
of their maker’s name began to titillate the 
market.” 6

If only some maker of wire-strung clarsachs 
had earned more prestige during their lifetimes, 
we might have more harps to copy!

What are we replicating? 

It’s time for a story. There was a woman who 
had a special recipe for baked ham, part of which 
was to slice an end off each side of the ham. One 
day she was preparing a ham while her mother 
was in the kitchen. As she sliced the ends off 
the ham, her mother asked why. The younger 
woman said, “You taught me to do it this way!” 
Her mother replied, “But you have a full-sized 
oven! I only cut the ends off because we had 
such a small oven and that was the only way it 
would fit.”

When we make a measured replica, might we be cutting the 

ends off the ham? 

Rather than copying the last harp he made, 
a harpmaker would be more likely to take the 
wood at hand, and make a harp of the size pos-
sible from that piece of wood. Perhaps he would 
make it smaller, but he most certainly would not 
make it any bigger than the wood he had to work 
with. He would make the harp informed by his 
experience, and probably to the requirements of 
the musician for whom he was making it.

For whom are we making our replicas? 

Replication yields facts, but as Susan Hellouer 
of Anonymous IV has said, “you can’t sing a foot-
note.”7  The harp is meant to be played! Certainly 
some luthiers are making copies solely for study, 
to see if a design works or to experiment with 
materials or building techniques. A harper may 
or may not be involved in that process. But for 
most of us, the intention is to play it. 

Are we making these replicas for the makers? 
Must a professional harper perform solely on a 
replica harp to be taken seriously? Can a person 
who simply likes the sound of metal strings have 
an instrument that is not a precise replica and still 
be accepted as playing a legitimate instrument?  

What about our audience, the people who are 
going to listen to the music played on these harps? 
Is it necessary that we perform on measured rep-
lica harps to duplicate the sound of the original 
music? Sounds that enter our ears are perceived 
differently today than they were in the past. Even 
if we could make a perfectly accurate reproduc-
tion, even if the sound waves are exactly the same 
as in days of yore, our experience of those sounds 
will be different. It’s different now! 

There are many ways in which sound is differ-
ent for the modern person. Our perception and, 

probably more significantly, our expectation of 
low tones is affected by our experience of sub-
woofers and electronically enhanced bass. Our 
attitudes towards the balance between treble and 
bass is affected by stereo systems in our homes 
and cars that allow us to change that balance, to 
bring up the bass or the middle-range if we like, 
at the turn of a knob.

What will be the ultimate effect of MP3 COBS, 
what is happening to our perception of those up-
per harmonics, sounds that are so important to 
the sound of the wire-strung clarsach?

We can’t “unlisten” to the big harmonies we have 
heard all our lives. Our familiarity with modern 
harmonies changes how we hear a simple melody 
line. We feel that something is missing, we think 
we need to add chords.

And what of tuning! How are our expectations 
of tuning affected by the electronic instruments 
in our experience that are always perfectly in 
tune? Our modern ears are constantly exposed 
to Equal Temperament, to A=440Hz. Some of 
us try mightily to avoid exposing our ears to this, 
we shut off the radio and re-tune our harps, and 
good for us! But we don’t have “ear-lids” -- if 
we’re in an elevator or shopping mall and music 
is being piped in, we are powerless to stop it.

Everyone learns to screen out sounds. This was 
true in times past as well. We screen out the clap-
ping mechanisms on instruments, the wobble of 
a “wolf tone,” the click of nails on a string. But 
some of the sounds we have to screen out today 
are quite different from times past. There are 
blowers from the furnace, electric fans, the sound 
of traffic on the street, airplanes and helicopters 
overhead, the faint scream of electricity in our 
walls. A further noise to ignore is the frequency 
of your cell phone’s ring sounding in the tones 
of the music you hear. Is that your cell phone go-
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ing off, or the B string of the harp being played?

The modern audience has become accustomed 
to virtuoso performances. Perfection is expected. 
Concerts were an innovation of the 17th century,8  
yet how many of us attend concerts expecting 
perfect performances of medieval music on his-
torical instruments?  

These modern expectations of performance 
also mean that if I am not busy with both my 
hands, my audience may conclude that I’m not 
very good. Years ago, when I was still playing in 
competitions, I received a judge’s sheet critical 
of the fact that I had not played enough chords. 
The judge wrote that I needed to find more for 
my bass hand to do. She also gave me first place. 
The music was good, it just did not fit her modern 
expectations of performance practice.9

The Goals of our Music Creation

Is it the sound waves hitting our ears that de-
fine music? Isn’t music about the emotions and 
feelings that are aroused in an audience? How is 
the meaning delivered to the listener? What of a 
perfectly shaped phrase, the contrast of dynamics 
and articulation? Must a harp today sound just 
like one in the past to achieve the goal of the per-
formance, or is there something more important?

In our past, music accompanied events. The 
musical context of the event was critical. A Saluta-
tion would be played as someone of importance, 
the host or a guest of honor, entered the room. 
The harper begins playing the salutation, and ev-
eryone in the room turns or perhaps even stands 
to better see and honor the person entering the 
room. Yet when a salutation is played in a concert, 
the audience keeps their eyes on the stage, on the 
performer, and to look at the door in the back 
of the hall would be consider quite improper.

In recent years much focus has been concentrat-

ed on the physical instruments. And this should 
probably continue. But it must be tempered with 
the goal of replicating the experience of the music. 

We have chosen this instrument for the special 
sound that wire strings make. We have all been 
drawn to the bell-like ring, the music, the long 
tradition. So we copy the design that gives the 
ringing which needs to be damped, a sustain that 
encourages fewer notes in our arrangements, the 
smaller range required of the tension of wire 
strings that forces us to use our imagination, some 
of us even limit ourselves to music that pre-dates 
some significant point in the past. This is all good. 

It is limitations that give us the room to be creative.

Many of us love these instruments for the social 
history that informs the music. The music gives 
us a structure upon which to memorize dates and 
names from history. The study of the harp gives us 
a chance to research and enjoy wearing clothing 
appropriate to the era our music of choice comes 
from. Perhaps the culture of the music we play 
encourages us to take the appropriate language 
lessons, expand our skills to include singing or 
reciting of poetry.

We might use the opportunity of the music we 
play to learn more about those events that the 
music would have accompanied in times past. 
We better understand how these events have 
changed through the lens of the music. 
Consider the performance of a lament. 
I play a lament in a concert and at its 
conclusion everyone applauds (as-
suming I played it well). Yet when I 
played a lament at my grandmother’s 
funeral everyone wept. Experiences 
like this can lead us to new understandings of 
times past as well as times present.

Our historical harps also guide us to discover 
a different kind of music. A music that is not de-

pendent on chord triads and their inversions, a 
music that uses gapped scales and modes. Lacking 
levers (in a bow to the historic) we find ourselves 
encouraged to try alternate tunings. We may play 
a different repertoire on our wire-strung harps 
than we do on our other harps.

All of these goals, all of this learning, all these 
experiences are possible on an historically in-
formed wire-strung harp. Not one of these re-
quires that your historic clarsach be made to mea-
sure and decorated to the specifications of some 
surviving instrument. Your performance, your 
experience, is just as valid and you should never 
fear that you may be chided for playing a “non-
replica” harp, as if it is inferior, most certainly 
not by another harper. In fact, your creation of 
early music, and of the experience of historical 
performance, may be better than the person who 
has the perfect replica but does not take into con-
sideration such things as context and purpose.  

Why do we do this?

Most simply we play these harps for pleasure, 
whether ours alone, for family or friends, or a 
gathering of many people. But what about those 
expectations of that modern audience? Because 
it’s quite certain none of us will ever have the 
opportunity to play for an au-

thentic medieval audience! What about all those 
differences in how people hear music today? We 
may raise the head on our harp a little to allow lon-
ger strings in the bass so we get the sound people 
expect. We may use silver or even gold strings to 
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php?rec=3825 .
 
(from an original live lecture given 

on 9 November 2005).

Thomas Forrest Kelly. “Early 
Music Musings.” Early Music America 
Spring 2008: 7. Print. (“Schubert’s 
great B-flat sonata was played twice: 
once...on a reproduction Confrad 
Graf fortepiano, and once...on a 
reproduction Steinway. Well, I guess 
it wasn’t a reproduction Steinway, 
but somehow it tilts the playing field 
to call one of the instruments a ‘re-
production’”).

John Rutledge. “How Did the 
Viola Da Gamba Sound?” Early Music 
Jan. 1979: VII, 
59-68. Print. 

change the sound. Some may widen the sound box 
on their otherwise perfectly-measured replica harp 
because they want the sound that provides. Perhaps 
we play with a microphone so our hearing-impaired 
modern audience can hear us. If we play with other 
modern instruments, we might tune A=440Hz, add 
levers or blades, make concessions to modern times.

Many harpers also choose to play music from areas 
outside of the time and place where the wire-strung 
clarsach began and flourished in the past.

We should be allowed to follow our muses with-
out apology, and without 
disdain from our fellow 
harpers.

What would music be 
like today if resonating 
wire strings and diatonic 
music had not faded in 
the onrush of chromatic 
music? What would we be 
listening to? What would 
we be learning? Like oth-
er instruments that have 
survived from history, we 
would learn and play mu-
sic from the instrument’s 
glorious past. 

We spend time simply 
enjoying the sound of our metal strings. We remem-
ber the stories. We feed our love of learning with this 
rare and beautiful music. 

I have done these things. I continue to do them. 
I learn, experience the stories, value this home for 
the modal music I have always loved. And in this 
journey, one of my instruments has taught me more 
than any other; the smallest one of them all.
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Identifying Western Modal Music Part I:
Heptatonic Modes
by Patricia Yarrow

     If you play the wire-strung harp, you have 
already heard or played a lot of modal music, 
possibly without realizing that it was. Much 
of the music of daily life is modal:  children’s 
playground songs, lullabyes, work songs, sea 
chanties, carols, hymns, chants, ballads. How 
do you tell if a tune is modal, and if so, what 
does that mean to a harp player?

     The term “mode” is used to refer a set of 
pitch (or rhythmic) relationships and the pat-
terns that result from those relationships. A 
mode is defined not only by the specific notes 
being used in a tune, but also the range, the 
location of the keynote within that range, and 
certain characteristic patterns, especially at the 
ends of phrases (cadences). Pitch level does 
not define mode; a mode may use any note as 

A Field Guide to Modes

&
# # 86 88 87 88 87œ œ œ jœ œ jœ jœ jœ

jœ œ œ jœ jœ
jœ

jœ Jœ œ jœ jœ jœ
jœ

jœ Jœ œ

&
# # 87 88 87

5

Jœ Jœn
Jœ

jœ Jœ œ jœ
jœ

jœ jœ
jœ jœ œ

jœ jœ jœ œ œ

Ah, holy Jesus
Sarum chant, Ecce Iam Noctis

keynote, so long as the relationships among 
the intervals are constant. Diatonic modes are 
those which can be played on a lever-free harp, 
without accidentals. This article will be deal-
ing with the identification of diatonic modes 
found in Western traditional music.

     The first step in identifying the mode of a 
tune is to reduce the tune to its basic form. If 
you’re looking at a tune in a book, disregard 
its accompaniment.  Many tunes have been ar-
ranged as if they were in our modern major or 
minor modes, which can be very misleading. 
 
     Let’s say, for example, that you are a thera-
peutic musician, and you have been asked to 
play Ah, Holy Jesus, from the Episcopal Hymnal 
at a bedside vigil. The hymnal states that, while 
the words date from 1630, the tune comes 
from Sarum (English) plainsong, and was 
originally a setting for Ecce iam noctis. The hym-
nal identifies this tune as being in Mode IV.

     Isolating the tune from its accompaniment, 
and adding bar lines at the ends of phrases, 
gives us:
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& 86 88 87 88 87Jœ Jœ Jœ
jœ œ Jœ
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& 87 88 87
5

Jœ Jœ Jœ Jœ Jœ œ
Jœ Jœ Jœ

jœ Jœ
jœ œ Jœ Jœ Jœ œ œ

Ecce Iam Noctis
Sarum chant

    Next, examine the key signature, given here 
as two sharps.  While the accompaniment uses 
C#, the only C in the tune has been natural-
ized.  This tune could be expressed with a key 
signature of one sharp without changing the 
pitches of the notes.  Anytime you see a set-
ting where a sharp or flat in the key signature 

has been naturalized throughout the tune, it’s 
a pretty good indication that the tune you’re 
dealing with is modal.  I find it helpful to 
transpose the tune to all basic notes (no sharps 
or flats).  I’ve also restored the tune’s original 
title. 

highest note in the tune, which lends it special 
significance in the analysis of the tune. Highest 
and lowest notes, those that end cadences, and 
those that fall on accented beats should all be 
reckoned into the modal analysis of a tune.

     Some tunes may use all seven notes; these 
are in heptatonic modes.  Those with six notes 
are called hexatonic, those with five, pentaton-
ic, four-note modes, quadratonic, and three-
note modes are called tetratonic. Ecce Iam Noctis 
is heptatonic.
  
     Now look at the range for the tune. A tune 
that extends from the keynote up to the key-
note an octave above is termed “authentic.” 

    The next step is to find the keynote. This is 
generally, but not always, the final note in the 
tune; the keynote is often called the “final” for 
this reason.  It’s important to find the keynote 
using your ears, not your eyes. Some tunes, 
especially dance tunes, end on a different 
note, sometimes the third, second, or fifth.  
Playing through Ecce Iam Noctis will reveal that 
the keynote is, indeed, the final note, in this 
tuning, B. 
 
     Next, count the number of notes used 
in one octave of the tune.  You may ques-
tion whether the F should be counted in the 
count of notes, since it is on an unaccented 
beat and occurs only once. This note is the 
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Authentic Basic 
Scale

Half 
Steps

M/m Distinguishing 
Characteristic

Plagal Scale Cadences

Dorian D-D 2-3, 6-7 m major 6th Hypo-Dorian A-A D, A
Aeolian A-A 2-3, 5-6 m "natural minor" Hypo-

Aeolian 
E-E A, E

Phrygian E-E 1-2, 5-6 m minor 2nd Hypo-
Phrygian

B-B E, B

Locrian B-B 1-2, 4-5 m Dim. 5th Hypo-
Locrian 

F-F B, C or F

Lydian F-F 4-5, 7-8 M Aug. 4th Hypo-Lydian C-C F, C
Ionian C-C 3-4, 7-8 M all majors Hypo-Ionian G-G C, G
Mixolydian G-G 3-4, 6-7 M Minor 7th Hypo-

Mixolydian 
D-D G, D

keynote. The chart below gives some charac-
teristics for each mode, including the quality 
of the third, M for major, m for minor. Modes 
are classified as major, minor, or neutral based 
on the quality, or absence, of the third; but 
it’s not just the third that matters. In this case 
we have a minor second, minor third, perfect 
fourth, diminished fifth, minor sixth, and 
minor seventh. All of the intervals are in their 
“smallest” form, taking the fewest number of 
half steps. The diminished fifth is very un-
usual; it is the characteristic that defines this 
mode, separating it from its closest cousin, the 
Phrygian.

One that wraps around the keynote, extending 
from a fourth below to a fifth above, is termed 
“plagal.”  A “mixed range” tune extends from a 
fourth below to the octave above; an “extended 
range” tune extends from the keynote to about 
an eleventh above (the fifth type of range, 
“limited range,” describes tunes with a span 
of a sixth or less; since seven notes are needed 
to identify a heptatonic mode, there are no 
examples of limited range in this article). Our 
example extends from a third below to a fifth 
above; I would classify it as plagal.
     Look at, and listen to, the intervals in the 
tune, reckoned in terms of distance from the 

Heptatonic (Seven Note) Modes in Basic Tuning (no sharps or flats)

   The only mode with a diminished fifth is the 
Locrian. Our example is in the plagal Locrian 
mode, or Hypo-Locrian. The Locrian is very 
rare outside of plainchant. Voice leading that is 
idiomatic for the Locrian includes the empha-
sis of the keynote by approaching it stepwise 

from above and then from below, or vice versa, 
in the final phrase; this doesn’t always happen, 
but often does. If you are asked to play this 
piece, I would recommend disregarding the ar-
rangement given and creating your own.
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The Trees They Are So High
Trad. Cornish

collected by Sabine Baring-Gould, 1888

2006

Let’s look next at a traditional song from 
Cornwall.

     I’ve already isolated the melody, and the 
tune was given in basic tuning, so our 
next step is to find the keynote. The tune be-
gins and ends on E, and its cadences are also 
on E. E is featured prominently on accented 
notes. You’ll also notice some characteristic 
voice leading here that also emphasizes E as the 
keynote, the approach from F a half step down 
to E and the leap of a fourth from B to E in the 
final cadence. Counting the number of notes 
per octave we find that the tune is heptatonic. 

The range extends from the keynote E a ninth 
up to the F; the range is therefore authentic.

     The interval pattern is very like our Locrian 
example:  minor second, minor third, per-
fect fourth, perfect fifth, minor sixth, minor 
seventh. The difference is in the quality of the 
fifth. Consulting our chart, we find that The 
Trees They are so High is in the authentic Phrygian 
mode.
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     Moving to the next mode, let’s look at an 
Irish piece next. As before, we have the isolated 
melody in basic tuning.

  
  The keynote is A, and the cadences fall there-
on. All seven notes are present. The range 
extends from E a fourth below the keynote to 
C a tenth above; the range falls into the mixed 
category. The intervals are:  major second, 
minor third, perfect fourth, perfect fifth, mi-
nor sixth, minor seventh. Corraga Bawn is in the 
mixed range Aeolian, or natural minor, mode. 
This mode differs from the Phrygian in the 
quality of the second, which is major in Aeoli-
an. What distinguishes the natural minor from 
the modern minor is that the sixth and seventh 

remain minor. In the harmonic minor the 
seventh is raised, and in the melodic minor the 
sixth and seventh are raised going up the scale 
and natural going down. These alterations are 
a part of modern minor harmonic progres-
sions, and also feature in traditional music be-
ginning in about the sixteenth century. Some 
scholars treat the harmonic minor, and other 
modes built from that tuning, as modes.
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    Our next example is a well-known English 
folksong, which has many different versions.

   In this version, the keynote is D. All seven 
notes are present. The range is authentic, ex-
tending from the C a second below the keynote 
to the D an octave above. The interval qualities 
are major second, minor third, perfect fourth, 
perfect fifth, major sixth, minor seventh. Our 
setting of John Barleycorn is thus in the authentic 
Dorian. What distinguishes the Dorian from 
the Aeolian is the quality of the sixth, which 
is major in Dorian. This is the characteristic 
sound of this mode. You may have noticed that 

the cadences all approach the keynote stepwise 
from below; this is fairly idiomatic voice lead-
ing for Dorian as well as for Aeolian.
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   Our next example is Scottish. Looking at 
Bessie Bell, the keynote may not be immediately 
obvious. The tune both begins and ends on B.  
However, if you play it, you will find it doesn’t 
sound at all like Ecce Iam Noctis. What do your 
ears tell you?
     This is what we call a circular tune, one that 
ends on a note other than its keynote. The 
keynote here is G. All seven notes are present. 
The range extends from B a sixth below the 
keynote to D a fifth above; the tune is in the 

plagal range. The interval qualities are major 
second, major third, perfect fourth, perfect 
fifth, major sixth, minor seventh. Bessie Bell is 
in the Plagal Mixolydian. You may already have 
noticed that this mode differs from the Dorian 
only in the quality of its third, and from the 
major scale only in the quality of its seventh. 
The “flat” seventh is the characteristic sound 
of the Mixolydian. Though this tune doesn’t 
show it, many Mixolydian tunes end by ap-
proaching the keynote stepwise from below.



wire srings   March 2012    14

from Gloss on the Psalms, c. 12th cen.

Here is the next example

     This should look and sound a little more 
familiar. Our keynote is C, and all seven notes 
are present. Cadences are on C and G. The 
range extends up an eleventh from the keynote; 
this is in the extended range. Our interval 
pattern is major second, major third, per-
fect fourth, perfect fifth, major sixth, major 
seventh. All the intervals are either major or 
perfect. This is the extended range Ionian 

mode, which has the same interval pattern as 
the modern major scale. Matt Hyland ends by 
approaching the keynote stepwise from above; 
other common voice leading includes ap-
proaching the final stepwise from below or by a 
leap of a fourth from below.
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     Our final example is from a manuscript 
copied for the Benedictine nunnery of St. 
Mary, Chester, England, near the Welsh bor-
der.

     Patricia Vivien Yar-
row, a new contribu-
tor to Wire Strings, has 
been studying modes 
in traditional and early music since 1983. Ms. 
Yarrow holds a B.A. in English from the Uni-
versity 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 En-
semble, 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@mscd.edu.  

A brief summary of the modes may be found: 
http://clem.mscd.edu/~yarrowp/MODEXh.
html.

   The keynote is F; all seven notes are pres-
ent; the range is authentic.  The intervals are:  
major second, major third, augmented fourth, 
perfect fifth, major sixth, major seventh. All 
intervals are as large as they can be without 
accidentals.  This is in the authentic Lydian 
mode. The characteristic interval here is the 
augmented fourth. Lydian songs often ap-

proach the final cadence stepwise from above. 
Lydian tunes are very rare, especially in the 
British Isles.
   This article is the first in a series on the iden-
tification and classification of modal melodies. 
The next articles will cover identification of 
hexatonic and pentatonic modes, along with 
some basic principles of arranging and per-
forming modal music.
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Robert ap Huw Workshop and Concert in 
Leeds

Bill Taylor will give a day-long workshop on 
Saturday 8th July on playing music from the 
Robert ap Huw manuscript during the Inter-
national Medieval Congress at the University 
of Leeds.  The workshop is sponsored by the 
Transpennine Branch of the Clarsach Society, 
and students are invited to contact Joan Dearn-
ley for more information: transpennineclar-
sachs@googlemail.com

The Robert ap Huw manuscript (British Muse-
um Add. MS 14905) contains the earliest body 
of harp music from anywhere in Europe. The 
pieces were composed by harp players in 
Northern Wales in the 14th and 15th centuries, 
transmitted aurally for several hundred years, 
written down in the 16th century, and copied 
in the early 17th century. This strange and 
beautiful music is a fragment of a vast lost rep-
ertoire. Scarcely thirty 
tunes survive, yet they 
present many hours of 
performable music.  The 
basis of this music ac-
knowledges an ancient 
system of compositional 
formulæ, made up of 
contrasting chords no-
tated in a binary fashion, 
providing a skilful
manipulation of tension 
and resolution.  

While the music was 
originally played with the 
fingernails on medieval 
harps strung with gut or 

horsehair, all sizes of modern harps are wel-
come. Students are invited to grow their finger-
nails to at least 2mm, but fingerpad players may 
also attend. Bill will introduce the manuscript, 
explain how to interpret the tablature and the 
technique, and will guide the group through 
playing several extracts from the manuscript.

On Monday 9th July, Bill will perform a solo 
recital titled Musica:  Welsh Medieval Harp Music from 
the Robert ap Huw Manuscript. The concert is an 
event of the International Medieval Congress 
and will take place from 21.00-22.00 at Adel 
Parish Church, tickets £12.00. The pieces, 
composed in the 14th-15th centuries, are mas-
terpieces of medieval music, and vary in length 
from miniatures to full-scale works lasting as 
long as a classical symphony.The performance 
will involve the use of a variety of medieval and 
renaissance harps, including those fitted with 
bray pins, which cause the strings to buzz. For 
more information, please visit the website for 
the International Medieval Congress
http://www.leeds.ac.uk/ims/imc/imc2012.html 

Robert ap Huw  TEACHING TUNES
Teaching Tunes from the Edin-
burgh Wire-strung Workshops 
by Karen Marshalsay and Bill 
Taylor

We have been thinking about how 
we can make the material we teach 
at the branch workshops acces-
sible to all members. We realise 
it’s not possible for the majority of 
members to attend the Edinburgh 
workshops at all, and also that it’s 
hard even for those who are able 
to come along to make it to every 
single session.

We are now going to give every 
branch member the chance to buy 
the notation and sound recordings 
(of slow and at-tempo versions) di-
rectly from Bill and Karen after each 
workshop, and we hope that any-
one wishing copies of the workshop 
material will take advantage of this 
opportunity to get the music di-
rectly from the tutors. The notation 
and recordings would be delivered 
as email attachments. The price 
would be set by each tutor for their 
own material, but is likely to be in 
the region of £3-12, depending on 
the complexity and length of 
the piece. The materials will be 
available to order by email or 
from each tutor’s own website, 
with payment via Paypal. Please 
visit their websites for more 
information:  www.karenmar-
shalsay.com, 
www.billtaylor.eu 
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HARP FESTIVAL
Wire & Early Music Interest at the 2012 Ed-
inburgh International Harp Festival 
30 March – 4 April 
Visit the festival website
 www.harpfestival.co.uk for more informa-
tion.
Book concerts through
 www.hubtickets.co.uk 

CONCERTS

Patrick Bal, O’Carolan’s Farewell to Music, a one-
person theatre piece which brings to the stage 
the legendary life, turbulent times and capti-
vating music of this most celebrated Irish art-
ist. Friday 30 March, 7.30 pm

Mary McMaster with Ancience, combining harps 
and pipes, including Gwenan Gibard, Andy 
May and Tiarnán Ó Duinchinn, along with 
Joe Acheson’s computer technology. Sunday 1 
April, 7.30 pm

Dimitri Boekhoorn, Celtic, Hybrid and Early Harps. 
a concert of early music from the Celtic na-
tions and from other traditions, including 
Flemish, as well as his own compositions, 
showing influences from South America and 
the African Kora. Monday 2 April, 3.00 pm

COURSES & CLASSES

T12  Dimitri Boekhoorn, Early Continental Music, 
9.15 am  Both medieval and renaissance music 
will be taught the way it can be played on the 
harp. Resemblances and differences between 
this music and (Celtic) traditional music will 
be shown. The class is suitable for all harps 
and the music accessible using all techniques.  

Breton, Spanish, Flemish/Dutch and French 
repertoire will be learned. The class will focus 
on phrasing and ornamentation.

T28  Dimitri Boekhoorn, Wire-strung Harp: Early 
and Modern Techniques, 4.30 pm  Both early and 
modern wire-strung techniques will be taught. 
Participants do not necessarily need to play 
with their nails. Early and traditional Irish, 
Breton and Scottish pieces will be learned as 
well as some non-Celtic repertoire. The class 
will focus on phrasing, damping techniques and 
ornamentation, using oral teaching.  

T29  Patrick Ball, Storytelling with the Harp, 9.15 
am  The harp has always had fabled capacity to 
soothe its listeners, to beguile them and to lead 
them from the realms of the imagination into 
the realm of storytelling. In this course Parick 
will teach storytellers and harpists how to blend 
these skills to create a moving and powerful 
performance. Participants should bring a 5-10 
min. story and be prepared to develop it during 
the course and perform it at the end.  

T36a & T36b  Bill Taylor, Come and Try Wire-
strung Clarsach, Sat. 4.30 pm, Sun. 1.00 pm  An 
opportunity to find out about the Highland 
wire-strung clarsach – its history, repertoire 
and techniques. Players use fingernails to pluck 
and finger pads to damp certain strings. Hav-
ing fingernails at least 2mm long is helpful but 
not essential. A limited number of wire-strung 
clarsachs is available for use by participants.  

WORKSHOPS

W1  Patrick Ball, Bringing a Legend to the Stage. In 
this workshop, Patrick will discuss and dem-
onstrate how he created a production from the 
legendary life of Ireland’s greatest and most be-
loved harper/composer, Turlough O’Carolan. 

Sat. 31 March, 11.15am-12.15pm
W12  Dimitri Boekhoorn, Modern, Early and Hybrid 
Harps:  How they can be played. Dimitri will demon-
strate different playing styles on many kinds of 
harps made by Swiss harpmaker Claude Bi-
oley and French medieval harp specialist Yves 
d’Arcizas. He will play early and traditional 
music and show how to use South American, 
Kora or other styles in your own personal 
compositions. 
Tuesday 3 April, 11.15 am-12.15 pm  
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Ann Heymann – Concert and Workshop in 
Edinburgh
11th-12th February 2012
by Suzanne Allen

In the last issue of Wire Strings, I was delighted 
to see in the calendar that Ann Heymann 
would be in Edinburgh in February. There was 
to be a concert of early celtic music in celebra-
tion of Candlemas. This was to be followed 
up with a clarsach workshop led by Ann on the 
following day. I attended both of these events 
and thoroughly enjoyed each of them.  

The Concert

On the Friday night, there was a concert of 
clarsach, voice, triplepipes and bagpipes, includ-
ing music from Scotland, Ireland and Wales.  
It began with music themed around St Bride 
and St Columba, which was followed up by a 
selection of early music presented by Barnaby 
Brown (pipes), Ann Heymann (clairseach) and 
Talitha MacKenzie (voice).   Barnaby played 
the northern triple pipes and the large bag-
pipes. We heard pibroch and music on the 
northern triple pipes, as well as an example of  
canntaireachd (old teaching chant for the pibroch) 
from Barnaby.   Barnaby was joined by Talitha 
MacKenzie, who followed with her interpreta-
tion of canntaireachd through Gaelic mouth 
music.

Ann Heymann played a lovely programme on 
a new model of wire-strung harp based on the 
Trinity harp, strung with gold strings which 
give it a lovely warm sound, and which is elabo-
rately decorated with gemstones and coloured 
symbols.  Ann has designed this herself in 

the style of the old harp. I had the pleasure of 
learning the story of these symbols and their 
multiple levels of meaning the next day.  

Ann and Talitha joined together for much 
of this programme, which included music of 
Robert ap Huw from the Welsh tradition.  I 
particularly enjoyed Ann and Talitha’s per-
formance of a song of Deirdre – It’s a piece of 
music that I have learned from Bill Taylor (one 
of my favourites), and it was a real pleasure to 
hear Ann and Talitha’s arrangement – I’d not 
heard this sung before and was moved by their 
presentation of it.

At the end Chris and Cait Elmes (from Gaita) 
joined Barnaby, Talitha and Ann. Whilst Ann, 
Chris and Barnaby played, Cait and Talitha 
danced to Canaries (Spanish 16th cen.).   

The whole concert was presented in an infor-
mal, welcoming manner – and concluded with 
the audience dancing the Canaries too. 

Ann Heymann’s Workshop

At the workshop on Sunday, there were about 
eight of us, ranging in harp experience from 
beginner to professional. Most of the group 
have been focussing on the historically-ocu-
mented  tradition, resting their harps on the 
left shoulder, so that the left hand plays the 
treble and the right hand plays the bass – Ann’s 
own choice of playing. I found that I was the 
only person who played with my harp resting 
on the right!

It was a four-hour workshop, but was paced in 
a relaxed fashion by Ann, so that we learned a 
great deal without totally becoming brain-dead!  
She began with review of holding the harp and 
hand position, providing tips for us that reflect 
her own style.

She then went on to introduce us to some of 
the techniques she is well-known for develop-
ing – coupled hands, bracketed threes, and 
other fingering techniques. I found this to be 
very helpful and to add some more possibilities 
to my tools for playing (these can be found in 
Ann’s books, e.g., Secrets of the Gaelic Harp, A Gaelic 
Harper’s First Tunes, and Coupled Hands).

We worked on two pieces – Song of the Swan (a 
Gaelic song) and Canaries. Much of the after-
noon was dedicated to the recently discovered 
and restored roundel from Stirling Castle 
which contains a set of markings on its perim-
eter that resemble the measures of music from 
the ancient Robert ap Huw Welsh manuscript. 
Ann showed us some fascinating photographs 
and shared her suggestions for what some of 
these things might mean.
 
She had written out an interpretation of the 
notation from the roundel, and we worked 
on developing music through the addition 
of chords and bottom hand to work our way 
through it. This also gave us a chance to prac-
tice the fingering and playing techniques that 
we had been working on. We were also given 
material containing suggestions for developing 
these patterns in the different modes.

So – we went away with a great deal to work on!

It was a really enjoyable workshop – and a great 
learning experience – and I felt so fortunate to 
have the opportunity to work with Ann. Many 
thanks to Talitha MacKenzie, for all the orga-
nising that went into this event – and to Rebec-
ca Mackay, who provided wonderful homemade 
cake along with the speciality teas and coffees 
that she supplied.

 ANN HEYMANN



wire srings   March 2012    19

MINUTES OF THE AGM OF THE WIRE 
BRANCH 
20 November 2011, 22 Simpson Road, 
Quartermile, Edinburgh, 6 pm
by Suzanne Allen, Secretary of Wire Branch

PRESENT:
Bill Taylor (BT), Suzanne Allen (SA), Barnaby 
Brown (BB), Miriam Dilworth (MD), Karen 
Marshalsay (KM), Lynda Payne (LP), Willie 
Wattie (WW)

1. Apologies from Flora Bramwell, Anne 
Cairns, Eike Gardlo (Vice Convenor), Sam 
Tyler

2. Approval of the 2010 Minutes:  These were 
approved unanimously.  Proposed by BB, sec-
onded by WW.

Corrections:  Page 1 – “Apologies” should 
include Karen Marshalsay.  Page 2 - item 5 ¶ g 
should read 16/01/02.

The meeting thanked the Secretary for the 
Minutes.

3. Convener’s Remarks:  
Bill Taylor reported as follows:  “The Branch 
was founded in April 2000, and I have been 
Convener ever since.  I’m glad to have been 
able to highlight the need for wire-strung play-
ers to join together in a group, and I’m also 
glad to have been able to promote that group 
within the Clarsach Society. Ever since I saw 
that the logo for the Society was the Queen 
Mary harp, I felt that there was a need to raise 
awareness of the wire-strung harps amongst 
them. I hope the exchange has been a two-
way street; our Edinburgh group has certainly 
benefited from considerable assistance by way 

of the teacher travel fund, and I hope the 
Society has gained not only by attracting new 
members, but also from participating in the 
pursuit to understand a bit more about the 
traditions of harps in Scotland.

Once again, I thank Tony and Miriam Dil-
worth for their generous hospitality over 
the years.  Also, many thanks to our Branch 
officers and committee members for all their 
work, especially Sam Tyler in the U.S. for 
producing such terrific newsletters.”

The Branch thanked Bill Taylor for his in-
credible contribution over the last 12 years, 
and presented him with a gift at the end of the 
meeting.

Several members noted that, seen in a histori-
cal context, the Wire Branch has been part of 
a special time, as the wire-strung clarsach and 
styles of playing it have been researched, re-
introduced and developed by Bill and other 
significant wire players and teachers during 
this period.

4 Tutorial DVD:

BT will now follow up with Boydell & Brewer.

BB:  a)  Barnaby Brown reported that he has 
handed the DVD booklet over to the printer, 
William Anderson. BB had planned to bring 
copies of the completed DVD with booklet to 
the meeting today. However, the printer has 
not replied to BB’s attempts to contact him. 
BB now hopes to have them by the end of the 
month.  
 .
b) The plan proposed by BB is to produce 
500 copies initially.  BB has already printed 
off 30 disks.  He will follow up with small 
batches, producing 100 copies, and then get 
400 more done at the same time

 ANNUAL MEETING c)  Re:  Proofing:  There has been an inten-
sive round of feedback.  Copies were sent to 
Suzanne Allen and Lynda Payne who provided 
comments. BB also sent to Andrew Lawrence-
King for feedback. He raised a few points; 
however, because of the urgency of getting the 
DVD out, action on these may need to be held 
over to a future date. BB expressed his special 
thanks to Lynda Payne for her comments.

d)  BB raised the issue of identifying the user 
“platforms” = i.e. user issues  around home, 
Mac, P.C, player.  
Intro to DVD on how to use it:
BT to do this.

e) Advertising, etc.
Reviews:  BB would like a list of 25 names and 
addresses to send the DVD to get reviews. Pro-
cedure would be as follows: select 25 persons. 
send to them, follow up by e-mail. 

BT volunteered to do this, and will approach a 
mixture of different constituencies, both on-
line and traditional.

Submission for Awards:  BT will investigate the 
Saltire Society.

Harp Festival:  BT:  Sam Tyler would like to 
have a copy of the DVD cover.  She is excellent 
at graphic design and could create a flier. Then 
possibility of a raffle prize at the Harp Festival 
was also suggested. BT to follow up.

BB will be in touch with Sam Tyler re: the 
graphics for an advertisement at EIHF.

BT, BB and Sam Tyler to coordinate re: the 
flier.

Website – An extract from the DVD can be 
placed on the branch website. BB will get an 
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undergraduate from RSAMD to do this as part 
of his/her assessment.

Distribution:
Initial group:  BB will post.
BT send 25 review copies and the pre-orders.

BT will post out the pre-orders.

Copies of the DVD will be stocked by High-
lander and Simon Chadwick

BT will pick up from BB in Glasgow.  
Additional:
Get list of academic libraries.
After there are a few reviews, BB was going to 
do it for all 4 Siubhal products. 
Resource:  Academic Marketing Service re:  
academic market.

5. Future Projects

a) EIHF - Harp Festival
The Harp Festival will be held 30th March-4th 
April 2012.  The Branch has received a request 
from the Festival for sponsorship of events/
workshops.  BT will donate his time teach-
ing the “Come and Try the Wire Harp” to the 
Branch, as has been his practice in previous 
years. 
It was agreed that, in view of the limitations 
of our budget, the Branch will not sponsor 
anything else.  

BT drew the attention of Branch members to 
the classes and performance of wire harp and 
early music being offered at the Festival by 
Dimitri Boeckhoorn.
 
b) Newsletter

1) KM commented re: format of the newsletter 
which is sent to members primarily by e-mail.  
The format is only ½ column on a stream, 

which makes it difficult to read on a computer 
screen.  BB will follow this up with Sam Tyler.

2) The Newsletter is now being produced by a 
“partnership” of Bill Taylor, who gathers the 
information, and Sam Tyler, who compiles the 
newsletter.  

Appreciation of the artwork produced by Sam 
was expressed.

3) Archiving past newsletters on website.
BT to continue to upload past newsletters onto 
the website, as well as to index the newsletter.

c) Christmas Treat for Members
It was agreed that KM will prepare a file con-
sisting of 10 variations of a Christmas carol. 
This will be sent out via e-mail to all branch 
members as a PDF with the notation. She will 
also make available a recording which people 
will be able to download through a link which 
she will provide (e.g. You Tube, or another 
link). She will aim to send this out during the 
first week of December. This will also provide 
an opportunity to begin to develop a prototype 
for future materials/lessons which might be 
made available through the branch, to benefit 
members who live further away. KM will also 
use this as an opportunity to get feedback from 
members as to what will be most helpful to 
them.

BB noted that this could also be a way of dem-
onstrating the internationalism and pluralism 
of the wire harp.

KM noted the need to discuss the possibility of 
a recordings and notation package that could 
be offered for sale to members of the branch 
who cannot come to the workshops.

 d) Fingernail Booklet  
BT reported that this is in process and will 

come out soon. BB has created graphics which 
can be put on the branch website. Someone is 
needed to put these into a font.  KM and BB to 
continue with this.

6.  ELECTION OF OFFICERS 2011-2012
BT announced that he is stepping down as 
Convener.
Anne Cairns was unanimously elected as the 
new Convener (proposed by WW, seconded by 
MD).

Eike Gardlo was unanimously re-elected as 
Vice Convener (proposed by LP, seconded by 
BT).
Suzanne Allen was unanimously re-elected as 
Secretary (proposed by BT, seconded by BB).
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was shared with the group.

The Clarsach Society has proposed that all 
branches participate in a “Harpathon” as a 
fund-raising activity, to build on the Olympic 
events this year. The Wire Branch members 
present at the AGM determined that this would 
not be a feasible event for them.  SA to com-
municate this to the Clarsach Society.

There are 2 new branches in the Clarsach Soci-
ety:  Aberdeen and Wales.

The Clarsach Society will be deciding at its May 
meeting whether it should become a limited 
company.

9. NEXT MEETING - TBA

wire srings
Anne Cairns, Convener
Suzanne Allen, Secretary
Bill Taylor, editor
Sam Tyler, production

Willie Wattie was unanimously re-elected as 
Treasurer (proposed by LP, seconded by MD).

Suzanne Allen was elected as Branch Represen-
tative (proposed by BT, seconded by WW).

Appointed committee members:
Newsletter:  Bill Taylor and Sam Tyler 
 
DVD Coord:  Barnaby Brown

7. FINANCIAL REPORT – WW 

Treasurer Willie Wattie introduced the Trea-
surer’s report by noting that BT does the active 
handling of the monies, and WW keeps the 
accounts and prepares the reports.  BT updates 
WW by sending him the data, which WW inputs 
on an Excel spreadsheet.  

The finances of the Branch have again held 
stable this year with a slight increase.  End of 
year Balance was £1,751.

In the future, we will need to add the DVD to 
our assets.  

8. Any Other Competent Business

On behalf of BT, SA attended the Executive 
Council Meeting of the Clarsach Society, held 
on 12th November 2011.

All branches are being requested to look at 
a proposal for a central database of branch 
members and contact details to be held by the 
parent body, which will be used only for Clar-
sach Society administration. A sample of the 
proposed database was distributed to the AGM 
to provide feedback to the Clarsach Society at 
its Spring Meeting. There were no objections 
raised.  (copy attached to these minutes)  

A preliminary copy of proposed Festival events 

Our tutorial DVD has been 
a long time coming.  After 
many years, with vari-
ous refilmings and lots of 
editing, we expect to have 
copies available for the 
Edinburgh Harp Festi-
val.  I will have copies for 
sale at the Ardival Harps 
stand, and I expect Simon 
Chadwick’s emporium to 
carry them as well.  We 
will issue a special notice 
to Branch members when 
they are ready for sale, so 
stay tuned, and we’ll be in 
touch shortly.  
 Bill Taylor 

In an effort to make the 
newsletter a better fit 
for a computer or laptop 
screen,  I have made a few 
changes to the format, 
while still allowing a pagi-
nated, printable version 
for members receiving 
hard copies.  Thank you  to 
Karen Marshalsay for her 
suggestions.
 Sam Tyler

DVD UPDATE

NEWSLETTER



 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 outwith 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 

 It is also possible to pay 
online using PayPal at www.
wirestrungclarsach.org

Visit our web site at:  www.wirestrungclarsach.org

March 2012 
Wire Branch workshop, Edinburgh. 18 March, 
2-5 pm, 
with Bill Taylor. All players welcome, with all 
sizes of harps.  Please contact Bill for more info 
bill.clarsach@gmail.com   

Edinburgh International Harp Festival, 30 
March – 4 April.  Classes, workshops, concerts, 
exhibition.
www.harpfestival.co.uk 

May 2012 
Siobhán Armstrong, Galway, 5 May. Siobhán 
will give two lectures sponsored by the Galway 
Early Music Festival: Discovering Gold: Medi-
eval to 18th C Harp Music from the OId Gaelic 
World, and Manuscript to Music. 
www.galwayearlymusic.com 

Galway Early Music Festival, 17-20 May.  In-
cluding performances by Andrew Lawrence 
King, Les Musiciens de Saint-Julien and Cora-
cle with Barnaby Brown, Siobhán Armstrong & 
Griogar Labhruidh. 
www.galwayearlymusic.com 
 
Wire Branch workshop, Edinburgh. 20 May, 
2-5 pm, with Karen Marshalsay. All players 
welcome, with all sizes of harps.  Please contact 
Bill for more info 
bill.clarsach@gmail.com  

June 2012 
Harfentreffen, Lauterbach, 7-10 June. 4-day 
harp festival in Germany, including a wire class 
with Jochen Vogel.
www.harfentreffen.de 

Wire Branch workshop, Edinburgh.17 June, 
2-5 pm, with Bill Taylor. All players welcome, 
with all sizes of harps. Please contact Bill for 
more info 
bill.clarsach@gmail.com   

July 2012 
Bill Taylor, Leeds. 8 July, 10.30-5.00, work-
hop in playing music from the Robert ap Huw 
manuscript. Sponsored by the Transpennine 
Branch of the Clarsach Society; please contact 
Joan Dearnley:
transpennineclarsachs@googlemail.com

Bill Taylor, Leeds. 9 July, concert sponsored 
by the International Medieval Congress. Musica:  
Welsh Medieval Harp Music from the Robert ap Huw Man-
uscript. The concert will take place from 21.00-
22.00 at Adel Parish Church, tickets £12.00. 
For more information, please visit the web-
site for the International Medieval Congress 
http://www.leeds.ac.uk/ims/imc/imc2012.html 

August 2012
Scoil na gCláirseach/the Summer School of Early 
Irish Harp, Kilkenny, Ireland. 8-14 August, 
www.irishharpschool.com 

October 2012
Wire course with Bill Taylor, Cromarty.  Spon-
sored by Ardival Harps.  15-20 October.  All 
players with all sizes of harps welcome. 
 www.ardival.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.


