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The following is i"ntended as a practt"cal and not a 

scientific study of Irish music. It has been written 

throughout with reference to the fiddle, which is the £nstru­

ment best known to me, and, fortunately, also the most 

suitable for such a purpose. Hence the letters, both Roman 

and Irish, used in making scales represent their respective 

fiddle values-the former the ordinary .fingert'ng, and the 

latter their specifi'cally lrz'sh values as depicted on the 

diagr4ms § 57. For that reason I have refrained from 

using the terms Do, R e, &c., as also for that they have 

become so wedded to the notes of the modern system, that 

they cannot now be app lied to Irish musz"c without caust"ng 

confusion. 

I have to thank Rev. Prof. H. Bewerunge, of May­

nooth, first for his examination of the modes ef Irish 

music lately publislie(i in the New Ireland Review, without 

which I would not have been able to undertake this 

study; and, in tlie second place, for his kindness £n read­

ing the proofs and makz"ng many valuable suggestions and 

ct1rrections. 

PORTLAW, Oct. 8th, 1903. 
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CHAPTER I. 

INTRODUCTORY. 

1. Irish Mus,ic constitutes a l,arge integral part of our t,raditional 
civilisat,ion. Vile find ourse,lves in possession of a unique body of 
melody which, if judged by all the mo,tives and canons 
of music, is of the most perfect type•, and which has 
beeri transmitted to us orally a.nd instrumentally from the 
remotest times. And not.withstanding disturbing influences 
of the gravest and most ext,ensive kind now for a long 
t-ime in operation, we st,ill can display this inheritance of ours 
unimpi!,ired. Singers, st.ill sing with a.bsolute, perfection, and there 
are fiddlers and pipe,rs who, though strangely despised by a : a.dly 
cie-educatoo. nation, are even still in the enjoyme,nt o.f the full 
wealth of na.tive musical tradition. This music is of the most 
,aried and comprehensive, chaa:a.cter, inasmuch as it was both the 
iiccompaniment and complement of language,. For in use• it was 
not onli co-extensive with speech, but e,ven ga,ve e·xpression to a 
b .rge doma.in of ideas tha.t lie beyond the power of words. No 
i,•·~ople has the same past musical record as ours, nor anything to 
compare with our pr~ent musical deposit. Noi· oon the literary 
Je< ord of any_ other nation show a like appreda.tion of musical skill. 
The practical apotheosis of the power of music sn often encountered 
in our Northern or Keltic s-agas has a significance a,bsolutely _with­
eut pan1.lleL 

2. We have abundant evidence of the unapproachable skill of 
Hie old-time Irish mus>ical composers and performers. As for com­
r,osition, it might b~ a.s.serted that all our genuine Irish music is as 
fla.wless in its way a8 the illumination in the great initial pages of · 
1 Pf' Book of Kells. Ea.eh tune appearn full of spe-ciaJ characte,r and 
colour, and it would be difficult to imagine the t-ransposition of a 
single note without ma.rring the whole strain. The principles of 
Irish composition, so far as I know, have never been e,xamined, still 
even one having but slight musical knowledge cannot a,ttempt the 
.:.nalysis of one of our classic melodies witho,ut being struck by the 
consumma.te, art displayed in its struct.urn. This will be no surprise 
to anybody acquainted wit,h t.he wonderful pr'o.ficiency of our fore­
fathers in the art of poetry and the science of grammar, not to 
mention others. But though the,te is evidence of art on the, surfaoo, 
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it is ve,ry like<ly there is far more beyond, and that, the task of ex­
amination will be more int,rica,te than might be, imagined at, a first 
glance. One, quality in ce,rtain of those tunes transcends all art : 
it is the startlingly clear and unmistakeable voice in which they 
delive,r the burthen o.f their message. Anothe,r is the wonderful 
na.ture of the• secrets the,y unfold. Their mood of succ'ess m those 
particnlars seems .to excel the most inspired efforts of huma.n gen.ins. 
Whoe,vP.r sets a.bout deducing t,he rules regulating Irish. composition 
need have no fe.ars for the want of mate,rial, nor should he imagine 
that the task is beneath his acquirements. 

3. The oldest evidence· of the po-we,r of our performers is found 
in the Ke.Uic sagas, where the witchery of music was a common 
theme. T'he far la.ter but still sufficiently ancient evidence of 
GiraJdus C'ambr~nsis is a remarkable piece, of testimony from the 
outside,, and from a, bit,ter enemy. I forbe•a.r to quote the very 
ha.ckneyed litotle bit. of Latfoity, it, is a.lre,a.dy too well known. But 
its value as evidence in a book so, universally discredited must b~ 
considered. C'ambrnnsis made a tout_ of Ireland from one Norman 
grange to ano.the,r, and undoubtedly compiled his book . from the 
ma,te,ria.ls thus gle,aned. At that time tJie Normans had not become 
naturalised Irish cit-izens, the ipsi s Hibernis H i berniores period was 
in its ealily inception, and only to be discerned by the jealous eye 
of the, visiting Norman. The conquerors regarded the aborigines, 
t,he me,re Irish, pretty much as we do, the negroes o,£ Africa,, and no 
doubt regaled t.he traveller with stories of the impossibility o.f the 
native and his entire lack of the faculty of self-government. And 
C:lmbi·easis eagedy dished up the lege11ds prnbably {n justification 
of the conquest-. But, he was a. man with eyes and ea.rs, and could 
not. avoid inserting a. lit.t.Ie, truth drnwn from his actua.! experience. 
I remember Prof. Rudolf Thurneysen once showed me all the testi­
mony of this cha.ract,er which he could squee,ze out of the book. 
The whole was writ.ten on- one sheet of notepaper, this remark 
about Irish music included. Hence we a.re justified in regarding 
it as a report of his impressions of the harpera who played in the 
great houses, probably the only Irish he came in contact; with . And 
coming from such a source it is· remadrnble ervidence. 

4. Bunting's description of the harping of old Hempson, the old 
centenarian who struck the strings with his finger nails, is also valu­
able proof. The astounding grace and facility of his technique was 
a, source of extreme wonderment to Bunting. His playing was pro­
bably the swan song orf t-he, Irish harp, a.nd from the descript.ion it 
must have been exceedingly sweet. 

5. The present players of Irish music a.re a living proof of the 
excellence of our pe-rformers. Fiddlers, pipe•rs and singers may 
still be heard whose, skill it would be hard to, beat. The best fidd­
lina I ever heard was done by a tramp pla.yer. And if anybody is 
do;btful of wha.t ma,y still be. done on the pipes let-him hear Patsy 
Touh'y oc Ba,rne,y Delaney 'of Chicago, or Mr. Burns of Trim, who 
is now, to, our disgrace be it, said, wast.ing his swee•tness• in the deseTt 
air of East Muns-ter. · 

6. Wei still have· Irish mus-ic and musicia,ns the,n; the tradition 

• 
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.of melody is almost a.s full as ever it was and performers are perfect 
of . their kind. The present pervading igno,rance co11cerning Irist, 
music ie>. entirely on the ·outside, a.nd a.rose from the habit of regard­
ing it from the standpoint of the vulgar music, and especially from 
the calm assumption and crass insistence of the a.rch error that it 
was composed on the do, re, mi, fa, scale. And all the time ·that 
this conkoversy was being waged and innumerable essa,ys written, 
now for over a hundred years, the pipers piped a,wa,y unconscio1,,\; 
of the din, playing and t ra.nsmit-t,ing Irish music. They knew as 
much as tra.Jition gave, and they handed it on as ever before. But 
the adual hearers, with an o.btuseness whei-eof the unaccountability 
is too st.upendously subtle, for the ordinar y grade of intellect , in­
sisted they heard the. do,, re, mi, fa., scale, wrote down their music 
as such, and then began theorising in the air. It must ever r emain 
a curious puzzle how two systems o.f music, differing from ea.eh other 
as day from night,, could possibly be mistaken one for the other. 

7. Unfortuna.tely the ne.scients could advertise, arid so they sub­
sidised the fetishes of print and fashion . Tom Moore's Melodies, 
bad and debased from every point, of view, let loose a flood of false 
notions tha,t can be curbed God kmows when, if e·ver. Indeed before 
his time there wa.~ evidence, of decay. Carolan, now everywhere 
mistakenly lauded as the grea.test Irish harper, composed only what 
must Le regarded as debased music, for his style had been contami­
nated by contact. with the vulgar system. And the. music of 
Jackson is a,bout on a parallel with the efforts made in 1840 to 
write l-'oehy in debide rhyme. T'he rules of composition, like the 
rules of Irish prosody, must have been deleted by the savagery of 
Cromwell's conquest. 

8. In exact conformitv with the false ideals o.f Nationality 
foisted upon our people o~er a huudred years ago· is the mistaken 
appreciat.ion of Irish music. E ,ven n ow a.t cert.a.in Feis gatherings 
there are prizes for singing in the " modern style." The piano is 
supreme, and children are so diligautly taught the do, re, mi, fa, 
that it is doubtful if one in t en thousand o{ tb.em can sing a, song 
like its pa.rents or. whistle a r ool wi th in t he· limits of bare decency. 
A r.cl all this vinilenL obscurantism is carr ied on in t.h6 names of 
civilisation, educat.ion and progress. 

9. Over a- hundred ye,,a,rs ' ago we find the beginnings of an 
attem;Jt to understand Irish music. Bunting was the first , and, ·as 
far as my recollection of his observat,ions goes, the best of those who 
undert-Ook to solve the puzzle. Moore wrot e an essay on Irish 
music as he, wrote a History of Ireland. T'he curious may consult 
it in his works for themselves. Petrie, with the devotion that 
marked everything he did for his country, collected a la.rge body of 
Irish music and published as much of it as he could. Later Joyce 
issued tw.o small collections, and numerous single tunes haye ap­
peared in various publications for the past, twenty years. All those 
collectors used the modern staff notation unchanged, and subjected 
their ~-unes to t,he whole- modern economy of playing. In reality 
what they Jid was to report t he Irish interval accurately where i ~. 
chanced to coincide with the modern, and where it, did not to sub~ 
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;;titutE:;, th~ nearest mode,i,1 inte1·vaJ. The result was ;i string of 
notes altogether out of tune with 1he rules of modern composition 
on the one, hand and totally unknown to Irish music on t.he other. 
And the whole• bas· bee•n Ja.belled Irish music, and in a.Jl seriousneES 
and good faith pla~•ed and s~ng a.nd studied as such. For, as will 
be shown below, the, great body of our music is constructed on a 
scale whe·reo.f four of the intervals differ from the modern scale and 
three coincide with it,. And a liume·rous class o-f tunes, and theiy 
the most important, are composed on a scale ha,ving bd t ,wo 
interva,l coincidences with the modern and five difference~. There 
have. not been wanting, however, e,vidences of a cousciomnc&> that 
somehow all was not• going smoothly with Irish music reported in 
the modern sta,ff nota.tion. An effort at closer expression is ofte.n 
evidenced by the number of accidentals found in modern Irish 
music. And if the occurrences were collected it, would Le found 
that those accidentals actually are inserted most commonly where 
there- is a differe·nce in t-he. two systems. But the accidentals proved 
no remedy, for they had only mode·rn values, and hence were aJwi:ys 
out of tune with the Irish sea.le a.t least a, qua.rter of a tone. 

10. Prof. O'Sullivan, o.f the, Queen 's College, Cork, in t he intro­
duct.o<ry volume to his edition of O'Curry's "Manners and Customs," 
made the, first, rationa1 at tempt to deteTmine the nature of the Irish 
scale system. His study is a very valuable piece of work, as far as 
my recollection of it g0es. But it was defective inasmuch as it did 
not go out from a practica1 examination o.f the music itself, and 
besides it was overloaded with a. vast deal of musical informatio,n 
not strictly connected with the, subject. Curiously enough this, 
the only classic work on Irish music, seems to ha.ve fallen still-born 
from the press for a,11 the use made of it in Ireland. People con­
tinued printing Irish music as o.f yore down to our da,y. 

11. I picked up traditional fiddling, both bowing and fingering, 
more or less, as a bo,y. Irish music was first upon my ear. Later 
I ·fell upou modern infl.uences1 a.nd in an e,vil moment became por.­
se-ssed ·o.f " The Violin Wit,hout a Master," price 6d. Froni that 
and numerous other sources I acquired " con-e{!t " 1fingering. In a. 
litt.Je time I was asto·nished t o find that the " con:ect," fingering 
failed to return Irish music. As I thought it, impossible fo:r the 
book to, be wrong, I was at a, -non p lus. Finally, Rev. W ._P . Bourke 
directed my attention to O'Sullivan's book, and, as far as I under­
stood it:. a.t the t,ime,, his t,heo-ry seemed very reasona.ble and co­
incided with my o,wn experience· as to the difference of scales. 
About five years ago I helped to judge, the, singing at the first Fcis 
O'f Ardmore,. Some neighbouring educational institutions ha:d 
trained children to sing to the piano for the occasion. Of course 
beside traditional singers those were hopefossly out.classed, and 
judgment was passed against them accordingly. ' A cont,rove,rsy 
arose about the fairness of t hat. judgment, and I endeavoured to 
show in the Waterford Star t-hat the music which came within our 
purview was entirely distinct from pia.no music. This controversy 
attraded the attention of Father Be•werunge, of Maynooth College, 
• thoroughly trained musician, .and he has devoted a good deal of 
attention to, the subject ever since. Qui11 recen.tly on ret'!l.rning to 
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Irela.nd his e·xamina.tion of Irish modes fell into my band&, and 
proved of the greatest service to me in the prepara.tion of the 
present study. 

12. About four yea.rs ago I conceived rightly that, the chanter 
of the Irish bag-pipesnnust so-und the Irish scale. I determined to 
procure a chanter and register the value of ea.eh note with the help 
of a syren. 1Vhile in Vi' ashington I procured t-he loan of a set of 
bag-pipes from Mr. Hogan of Philadelphia., but found tl:i,at t-he 
syren in the University required an inch pipe to blow it, and as 
that was far too large for my purpose, I abandoned the idea. A 
clooerr acquaintance, too, with the peculiarities of the Irish chanter 
increased my esteem of tha.t instrument, and I discove,red tha,t I 
sliould be a· trained pipe,r in orde,r to thoroughly 11nderstand it. 
Failing health then forced me to abandon the• study o.f Irish music, 
and for a whole year I negleded to consider the ma.t,te,r at all. 

13. Later, my zeal was enkindle<l afrnsh by contact with Ca.ptain 
Fra.ncis O'Neill, Cl1ie.f of Police in Chicago, and by intercourse with 
the Irish Pipe•rs' Club of that city, of which he is pa.troil and presi­
dent. And I derived a good deal o,£ help from Jim and Pat Boyle, 
two, very good fiddlers from Glen Columcille·, C'o. Donegal, whom I 
met in Denver, Colorado. While living in Coioi'ado Springs, Col., 
last year, I dete·nnined to make some little, st,udy of the finger-board 
of the fiddle. I was forced. to this while taking do,wn some ree,ls 
from the ve,ry correct whistling of M1:. John Grandon of that city, 
a boy from the neighbourhood of Queenstown. Gradually I re­
discovered and menta.Jly noted certain niceties in the matte,r of 
Irish fingering. Litt-le by little I exhausted t,he finger-board, and 
had full tho,ugh unconscious possession of the _scheme of Irish sea.Jes 
and modes. Then, as tunes must fit in a _ce-rta.in position on the 
fiddle, I disco,vered t,hat one style of fingering had endings D and 
G on the third string. I found a.!so that by shaJ·pening this G and 
its octave a qua.rt.er t-0ne1 a scale was produced which suit~ a set 
of t,unes having endings one tone higher than the above respec­
tively, viz. , E. on the third string, and A, the second string, open. 
See § 30. I might remark that the F of t.his scale should be = 
modern F#, but that I discovered later. .See the re,asons below 
loc. cit. Also that by a, quarter t.one hem is meant the minutest 
interval value of the Irish scale, meTely; it is not intended as ~-­
ma.thematic:\.l expression. I a.lso observed a number of tunes 
differing in finge•ring very much from those a.lready mentioned, 
but having enciings· in G. I noted the, only endings were Dd, Ee, 
Gg, Aa and B; I neiver knew an Irish tune• to, end in F or C. Tben 
irregulaJ·ities of fingering attract-e<l my attention, a.nd I noticed 
that the fi.ngf'Jring of the fourth string was kansferred to the third, 
t.ha.t. of the third to the second, and the finge,ring of the second to 
the first. By o-bse1rving this I stumbled on the• theory of fiddlers' 
k_eys, by which tunes aa.-e played a fifth higher. mere,ly by transfer­
rmg the fingering to, t,he neoct higher string. And fina.lly I was 
able _to, resolve the endings E, a.!1d A of the second class of fingering, 
one mto a key and the other mto a mode of the first class. This 
I did from noticing that the G a qua.rter tone sharp required by 
thoe.e, tunes was merely the Irish C na.tural of the fourth string 
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tra-nsforted to the third. _See diagrams, § 57 . From ~hose obser­
vations I have been able to deduce the following elucidation of Irish 
scales, modes and keys. For the purposes of this st,udy it will be 
necessary to say that the terms. scale and key are used in their 
ordinary signification, and that, by a mode I mean the sea.le con­
structed by counting from any note other than the lowest, i .e., the 
Doh, of the scale. For example, when some t-unes end on one no-te 
of the sea.le and others on another without ea.using tranferrence of 
fiddle nngeting or re-tuning o.f the har.p, one set of tunes are itn ·t,he 
tonic and the other on a mode. But it must be ca,refully noted that, in 
Irish music there is no difference o.f feel between a modal and a tonic 
ending, for they bala.nce so, evenlJ: that it is a matter of indiffere::ce 
which we call the regula.r scale, o·r 'tonic ending, and which the 
mode. On the· other ha.nd,_ there is a, marked ditforence in weight 
and roundness between the ending, .be it called modal or tonic, and 
the modula.t.ion or weak ending. Campa.re the long accented note 
often occupying the place of the second beat in the fourth bar of a, 
double a,nd notice the sharp contrast, between it. a.nd the ending 
which the tune, demands. But ther:e is no trace of such a. difference 
of fullness between the va.riant modal endings of two tunes 
played on the same sca.!e . One fills the ear as much as the other. 
I strive here to make my meaning clear, especially in t,he use of 
terms, bocause .I have never received a lesson in music, a.nd a.m un­
learned· in the science o.f modern music . 

14. I ha,ve been moved to undertake the following study in the­
hope tha.t our childrsn might be taught their own music co,rectly, 
and that it, might be a. means through which our music, a.t least as: 
far a.s the mechanica.ls go, could be expressed a.ccurately 0n paper. 
For though che mecha.nical differsnces of scale const-itute the main 
motive different.ia.ting our own from the v'.llgar music, there are, 
others almost as striking;, but which, like the· scale diffe.1:ences, have 
practically escaped observation. And this will be as good a place, 
as any to set down wha.t, are t-he differences sepa,t:a.ting Irish from 
modern singing. · These are then :-

(a) . The difference of scale1 which is a. ma.in and fundamental 
difference: 

(1,). The pitch of Irish music was I½ to 2 tones lower than the, 
modern. Let, the te;stimony of this be upon ~he old 
chanters of bag-pipes, upon the tuning of Irish fiddles, 
and up~n the singing of our old women who, when they 
do not sing falsett-0•, take that, pitch. 

(r,). T'he phrasing of Irish music was ait-Oget,her different. This. 
is a most impo-rtant point. Moore's Melodies and -a.U 
printed Irish music are played wit-h modern phrasing. 
The effect is indescribable. 

(d). The technique was also entirely different. Note the mar­
vellous ease and accuracy , with which · Irish singers 
render runs and other florid adornments. 

(e). The timbre of the voice was entirely different. Then, so 
_must be the economy of breat,hing, or of voice produc­
tion, or of 1·esonance room in .the mouth1 or of all to-
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gethe1·. At contests I could almost with certainty te:l 
an Irish singer from the first note, before• any inte·rval , 
the scale was made. 

The mental state that motived a,n Irish singer was di..::~r.ut 
from the corresponding subjective. condition of a modern 
singe·r. 

The la.nguage and its associations ma<le a.n important but 
a ve·ry s,ubt1e difforence. 

15. Thus the a,na.lysis o.f the matter is bese.t with physiological 
a.nd psychologica:l puzzles. But such ana,Jysis is necessa.ry only to 
point out and emphasise the distinction separa.ting the two systems. 
The question of phrasing dese,rves more t,ha.n passing comment. 
The combina.tions of notes in Irish phrases• were• entirely unknown 
to modern music. .Als.o they differed in length a.nd in accentuation. 
By ·acce.nt he-re is meant not tha:.t which conesponds to the stresa 
accent. in speaking, but rather to the cadence or. sentence accent. 
The accompaniment of t.he words to a written air tune· would do a 
great dea.l to determine its phrasing. Hitherto written Irish tunes 
have been rendered on a s01t. of accommodation of the moden:i 
phrasing system. For this 1·eason integral elements were broken 
and the bits joined to• maJrn new phrases, the result being nonse·nse. 
Tunes in Moore, Petrie, etc., no longer known traditionally, ca,nnot 
be phrased accurately. A geed Irish playe,r might do• something 
with them if he were p rovided with a restored sco,re of those pieces. 
This applies particularly to t he• long airs that cannot be well con­
fined within the rules of ba.r and time. There will be less difficulty 
with da.nce tunes, for in those the t.ime• is so, strongly mM·ked that 
it overlays bhe phrarn. 

16 The difference, between the Irish and the English languages 
is an exact pa.ra.Jlel with the difference sepax·ating Irish from vulgar 
music. And the, present poor meed of apprecia,t ion accorded to 
such a rich and precious inheritance as o·ur o•wn music is a bitte·r 
comment on the grade of inteUe<:tu aJ ity we have reached after a, 

dilige,nt century spent in trying to assimilate Englishism. A nd, 
like a,ll pur own be·longings, our music must be looked a.t from the 
!!tandpoint of the foreigner. Hence it is so common to hear round­
mouthed nescients declare• tha,t we, must now e•xpand a nd develop 
our National music; that the simple themes of Irish tunes cannot 
any longe'l' be expected to sa.tisfy the ea.rs of people who ha.ve 
gained a kn owledge of the limit.less sco•pe o.f modern music. My 
answe,r to them: if the,ir knowledge of Irish music bore, any name­
able propo,rtion to their assurance, they would not speak so loud. 
Fo·r let them know that 11s the Irish of old e.xha.usted the possi pili­
ties o.f rhyme, before· that art was known to the ba.rbarians, even so 
did they exha,ust the resources of tonaJity. Compare the rules, and 
examples given in T'hurneysen's 1'£.itte.lirische V erslehre with the 
tea,ching on rhyme as set fo1th in mod ern E,nglisch gramma,rs, and 
compare the jejune to•ne scheme of the modern scale with the, riches 
of those I shall unfold below. 

17. Our preseut duty is not t o enter into competition with 
foreigners in t,he p roduct.ion of oratorios, but rather with aJl meek-
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ness of spirit t.o apply ourselves to the grand, the sublime, study of 
Irish music. Let us first of a.11 try to preserve it, and to this end 
let us cause the -do, re, mi, fa, r,o be stopped as we should cause 
N ationa.1 schools to be stopped in Irish-speaking districts . Let u~ 
take our music from the pecple and striw to deduce the rules tha.t 
govern it. Then when lea-rned, when known, and when per­
pet-uated, let. whrn;o has the stomach for it expand so as to cover 
the doma.in o.f modern music. And if any such be then found who 
ca.n be 'it one of our old classic t unes he is the ma.n we wa.ited for,. 
let him do our expa.nsion. But in the meantime, a. little commou 
sense, tha.t prime· chara.cteristic of our Gaelic-speaking ancestors, 
now with the rest almost a, lost art, would be veq becoming. 

18. A passage from Keati ng's preface to his History on the q ue&­
tion o.f Irish music is as lumino,us to-day as the day it was written. I 
tra.nslate from the Irish Texts Society's edition, p. 38. In the course 
of his refuta.tion of Stanihurst's calumnies he says : "He furthermore 
finds fault with Irish harpers, ca.lling them no musicians. The 
chances a.re, tha.t he was no judge of music a.t all a.nd especially of 
Irish music, seeing that, lie was igno-ra.nt of tlrn rules concen1ing it. 
I fea.r that Stanihun,t did not understand t he stat,us of Ireland, 
which was that of an iso.Jated na.t.ion like a. microcosm, and that the 
nobility a.nd professors who inhabited it in ancient, times esta,­
blished Jurisprudence, 1.fedicine, P oetry anci Music, and instituted 
certain rules for each. · And therefore it was no-t fair for him to 
pass rash judgment on the music o.f Ireland a.nd t,hen find fault; 
with it. I am as tonished that he had not read the XIX Chapter 
of Cambrensis, wheTe· he pra.ises Irish music, unless it was that he 
had determined t-0 surpass Cambrensis in dispra.ising the Irish. 
For there is nothing else for which Cambrensis so la.uds t l1e Irish 
as for their music. 1'hus he says in the same chapter, 'In musical 
instruments alone do I f,nd the dil igence of this people commend­
able, for in -those things they incomparably surpass auy other 
nation tha.t I ha.ve seen.' And he furthermore says in the same 
cha.pte,r, in giving his testimony in praise 01 Irish music, 'T'he. 
melody is rendered conso1ia.nt and complete through the use of such 
swee,t rapidity, such uneven evenness and such discordant concord.' 
H ence it. is evident that Sanihurst was lying when he said I rish 
playing was no· music. Neither was he a.ccurate in asserting that 
Irish performers were blind for the most pa.rt, for it is clear that 
when he wrote his History the number of players having their 
sight exceeded the number of the blind, and so it was from that 
day to this. And let the peo,ple of our own time be my proof for 
that." It is proba,ble that the d-isvari zmritate. and the di scordi 
co11cordia. o.f Cambrensis ~uoted a.bove refer to his appreciation of 
the sweet,ness of the Irish system of ha.rmony. (See § 41.) 
Keat-ing's pro,test was vehement in his time and so must mine, and 
for the same, rea.sons . But there is a, difference. H e refuled the 
bigoted and prejudiced foreigner, I am enbre,ly heedless of the 
foreigner's opinion of me or mine. My task is more to refute those 
of my own na,ticn and blood who have been so unnaturally de­
educated out cf their own deai· traditions . I know modern music 
in the sense tha.t my ear ca.n appreciate fully anything it has to 
present to me. I also k now ·Irish music in the same way. Those 
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who do no,t know Irish music in that way are tone deaf, be the 
cause wha.t. it may. And as " a blind man is no judge of colours," 
they should not venture upon the dispraise of Irish music much less 
make ill-informed and disparaging comparisons between it and 
the vulgar music. They should remember they a.re in Stanihurst'a 
condition, " ignorant, of the rules " concerning Irish music. My 
own knowledge of both systems of music is about the same. I use 
the word " knowledge " with no detriment, to the wide bounds of 
my ignorance·, which is grea,t, a.nd I suppose a.bout equal as far aa 
the same· two SJstems a.re concerned. But I know both t-0· some 
extent, a.nd anybody who would tra.verse my conclusions must , of 
course,, know both also. Then, I say it, tha.t. in matter of motive 
a.Jone Irish is so superio·r to the vulgar music tha,t, t,here are no 
grour;.ds for comparison. U ne,rring trut,h is its characteristic, the 
truth o.f the K eJt. (if I make myse.Jf intelligible, as I fear I do not ). 
When one knows its voice a,nd u nderst a.nds its burthen, the bab­
bling of the• vulgar music is t,he ve,riest and most puerile tri viality. 
And so on for the other chara.cteristics. And with all this in our 
blood, how can we turn to gain a, compete•nce through the meaus of 
modern music 1 I omit t he incident tha.t t,he mo,re we foster 
modern music the, mo•re we, help to silence our own. N either have 
we ga.ined a, place in English litera.tu re. From the great excellence 
of native musica.I and litera ry classics one might e..xpect better, but 
for people, o.f our history the intell ectual wrench necessary in order 
to write or play as the English do, is enough to produce tlia.t, ment al 
shortsightedness and wryneckedness from which the Irish while 
recrea,nts must eve1• suffer.: W e should t-ry, then, t o rehabilitate 
our music as soon as may be, fo r we are t rampling in the d ay a, 

jewel of grea.t price; though I fear my word will not. be taken 
for it. 



Ii 

CHAPTER II. 

OF THE !HISTORY OF SCALES, MODES AND KEYS IN IRISH 

MUSIC. 

THE FIRST SCA LE. 

19. In the co-urse of this chapter constant reference must be 
ma.(je to the diagrams o-f the fiddle finger-board a.t § 57. The 
reader will do well, the•refo.re, to, become, rninutelJ a.cquainted with 
th=. -

20. Those, who le-arn · t.o fiddle- Irisb music tra.ditionally will" 
remark tha.t tihe, permitted finals of tunes a.re D, E,, G, A, B, and 
their octaves. F a.nd C as endings a.re unknown. (See § 13.) 

21. When pla,ying tunes ending, say, on D or G, one will notice 
if he knows modern finge,ring, t.ha,t some c,f the, fingen1 must, srop 
the strings at unusual pla,ces in order to make, the, tone. On the 
oth& hand, a tune played on correct modern fingering loses all 
colour, becomes cha.racterless, and has ve,ry little tit.le to· be• equated 
with its pure fo:rm. This, phenomenon is so well known to the 
people, that it has become a proverb to say that players who iearn 
by afr are better than those who· learn by note. It, will furtheir be 
observed that no re;i,l Irish tune will play to any system of fingering 
drawn from the, modern chromatic or diatonic scale. Hence Irieh 
music is constructed on a, tone scheme diffexing funda.menta.Jly from 
the corresponding basis of vulgar music, or t,here ie no Irish tune 
having the do, re·, mi, fa sca,le as underlying structure. 

22. In attempt-ing to play Irish tunes on the tin whistle or fife 
o-ne cannot fail to observe, that the C produced by raising all fingers 
is too sharp, and that the natural C produced by st.opping with all 
fingers, except the• first, and t,hird of the left hand, is fa.r be,tter 
suited to the purpose•. The consciousness of this produced the 
axiom that Irish mus,ic has a fla,t seveuth, o·r tha,t the Do--Si 
interval was equal to D-C'. The ne..'s:t tritest saying was that 
certain notes were wa.nt-ing in certain tunes, and that this fact 
pointed t.o, the use of a, gapped scale of great antiquity: On tuis 
supposition a system of relative dating for Irish tunes has been 
a.dopted . That was practically the who1e current theory o.f Irish 
music. Now the quest-ion of the· gapped scale is one of the Jascina,. 
ting studies connected with Irish music, and an honest sta.tistical 
report of all availa.ble, mate'l-ial wo,uld set the question at rest. 
However, such an· undertaking is outside· the, province of the present 
study. But whatever may be sajd fo:r that, it, is certain -that the 
contention Do-Si equals D'-----C' was wrong. The interval in quEIB­
tion was not, D-C, but from D to C sharpened a quarter of a t.one. 

23. On taking close,r note of the fiddle finge·ring o.f a tune, sa,y, 
ending in Gg, a modern player will find something tu puzzle him 
in the positions o.f F on the• third and first, strings, and C on the 
second and fourth. He will become· conscious o.f the same difficulty 
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in the, case of tunes ending in Dd. He, will dis.co,ve-r that in order 
to give, roundness, fullness and truth to the tone, ~h~ F#, as he 
supposed it, IDl\St be played a quarte!l" tone fla.t,. Th11;i improvement 
he will find not only affects tha,t note, but, also. colours those sur­
roundino- it. Indeed, its oct.ave on tl!e first' etring, when so treated, 
wi-ll giv: a dulcet shading to the whole, high or secon? st.rain of a 
tune·. Again, C will give some· trouble·. Somehow, neither modern . 
C natural nor its sha,rp will answer. Very proba.bly in trying to 
play some old a_ir, the middle finger on the second st.ring will 
wande.i·, sea.rching all over t.l1e !pace bet,ween B and D, and fina-ll_y, 
as by accident, the tone will ring out with a round and full wa-1~, 
in a; position about e•qually sepa.a,ted from these· notes. That 1s 
the Irish C natural, three-qua-1-ters of a. tone, above B, a,nd t hree­
quarters below D.. He will notice, that seve,ral tunes, reels, doubles, 
jigs, hornpipes, long dance tunes, a.nd airs, require that fingering of 
C and F. And finally , he will notice that, aJl such tunes end in D, 
G, or A. Tnis gives us the, first scale of Irish music with its modes. 
Writing, the-n, the notes t hat dive~·ge• from the modern norm in 
Irish lettering, we ha.ve the, following scale: 

D, E, f#, G, A, B, C, d, 

T'.he-.C of this sc·ale, has been sufficiently described. 

24. f# is a quarter to-ne lower t,han F# modern. f natural 
is a perfect fifth befow C, in other words., it occupies the same rela­
tive posit ion on the third string t hat C does on the second. f# 
is but a, quarter tone higher than its nat,ural and is a quarler tone 
fl.atter than modern F#, In this way f and C both natural a-nd 
shMp lie be,tween the positions of modern F and C natural and 
sharp , The,ir naturals are a qua,rter tone higher than the modern 
notes and the-ir sharps a quarter tone flatter, (See the diagrams 
for their positions). 

25, See,ing t,here are only two, notes in the diffe,rence- it would 
appear tha.t this scale very_ much resembles the modern. But the 
change of two notes1 means a, difference of four intervals in their 
prese'iit position. For, if lying side· by side• their shifting would 
moon only a. three0 interval difference. Hence this sea.le has three 
interval c~oincidences with the modern and four disagreements. 
(§ 9). Of course the fact that the chromatic semi-tones of those two 
notes also differ from the modern further cemplicates the discords. In 
fa.et, owing to those differences, the whole, scale is out of jo-int and 
gear with t,he modern. This will be seen clearer when its modes 
come to be, considered. ·writing in, therefore, the semi-tones above 
mentioned, we have the ckiromatic scale: 

D E r r# G A B C C# cl. 

26. Now,o'utside of the two sharps marked above there are no chro­
matic semi-tones in this scale. And, as most Irish tunes are composed 
upon it,, the habit so, ofte,n indulged in of writing them in fanciful 
keys and endings will a,ppear sufficiently fond and vain. The dis­
turbed notes f and C have each two vakes, the natural and the 
sha,rp. In the above scale, wbe·re r# and C are the, normal, t-he use 
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of C# is almost limited · to glide 0:r passing notes. f ia sometimes· 
u11ed as au accidental when the no~ is accented. (§ 40 . ➔ _But, 
in all Irish music t,he second value of a note is used only in the un­
accented position as a general rule. In some tunes both va,lues· 
alternate, and so close to each other, that it is hard to think how 
harpers could play· them, unless they had separate strings for the 
secondary values, · that is, unless their harps were strung to sound 
the chromatic '!Cale. In _tuning the ·harp for this sea.le, the notes 
D, E, G, .B, A , d, e•, g, b, a:., , are a consta.nt, a.re always the same 
as the, corres,ponding notes of the modern scale, and have no semi­
tone-~. And the,v retain those- cha.racteristics whenever this scale is 
played. In fact, the notes D, E, G, A, d, e, g, a, are a constant through­
out thewholecourseoflrish music,and haveno chromatic alteration. 
In defi~nce of a-11 tliis, some new Irish harps strung with gut., which 
I' hav0 seen. had a, pe~-device for the, production of semi-tones for 
every note. The knowiedge of the· requirements of Irish music. 
evidenced by such a, proceeding I will lea.ve to the estimation of the 
reader. · 

OF THE MODES IN THIS SCALE. 

27. H has be·en said already (§ 23) t,hat, t,here a.re three mode'! 
in this scale, viz., D, G, and A. It. ha.s also· been remarked .(§ 13) 
t,hat those endings balance- e•ach other, or have ea,::h the value of a 
full tonic, and lea,ve no sense of wa.nt whatever on the ear. It 
must be premised, however1 that for this effect t,he, :fiddle must be 
fingered prope•rly. This qua.lity of the freedom of the tonic shows 
that the scale diffors fundamentally from t,he modern. It need not 
be pointed out t.bat t,his peculia,rity gives a richness to, Irish music 
which is totally wanting in t,he modern system. It is as if there 
were three scales instead of one,. The reason for this will lie in 
the, peculiar ma.tbematical va-lues of the intervals which enable the 
notes of the scale to stand in certain relations· to each other. 
Indeed, from the premises a,:ffo{·ded by this modaJ system, it shquld 
be easy for a. tra.ined musical scholar to evolve the exa.ct values of 
interva.J which could make such a, condit,ion of things possible. As 
none of thos_e endings enjoys the commanding position of a, tonic 
a-hove t,he, others,, in fact a.s it, is impossible· for me to say which is 
t,he Doh of the sea.le, I propo-se to write• those three modal scales 
thhs: 

DE f# GAB c d. 
GAB C de f# g. 

A BC de F# g a. 

It will be seen t.lia,t the order of interva.Js in each of those scales is 
different,. Their tonics are also in t,he relation of a fifth to each 
ot,her. In fact the fifth appears to be the dominating interva-1 in 
all Irish music, as may be seen by t,he number of notes• in the dia­
gram that occupy corresponding places on adja.cent strings. The 

, matter should be _thoroughly examined to disco-ver what part the 
fifth plays in filling in the octave interval of Irish scales. Even if 
I were eqllipped for such a, task it would be• beside my present pur­
pose, whfoh is to· p resent a pra.ct.ica.J conspectus of the. scale and 

4 ,, 
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modal peculiarities of our m.usic fo1· the instructio•µ of our collector9 
a.nd musicians. · 

28. Numb~rless tunes are writte~ in the D :rnd G modes, those 
belonging to A are far less numerous. Fiddlers can easily recall 
many in their repertoire having such endings. It may be necessary 
t-0 say, though, tha.t a.U tunes e'nding in the notes named, as the 
fiddle is now played, a,re not by any means to. be certainly con­
sidered as in that particular mode. In fact, the mistaking of keys 
for modes is a fruitful source of indifferent fiddling, and as the 
matter has never, t o my knowledge, been considered before; I shall 
treat of it, with some fullness here. 

OF FIDDLERS' KEYS IN THIS SCALE. 

29. With the exception of Bunting's collection, practically a.11 
the musical tradition we possess in print has been ta.ken off the 
fiddle, o-r flute, or bag-pipes. And in many insta.nces, when taken 
directly from whistlers or singers, as it- always should be if on·e 
cannot, find a good .fiddler or pipe·r, the work has been done through 
the mediation of the fiddle. Indeed, to judge, from the collections, 
the piano a.ppears, to, -ha,ve contributed its own share to· the task, 
for many collectors thought a.n Irish tune was unfit to be seen with­
out a piano• accompaniment,. But the, influence of the fiddle is ~-he 
strongest. marked, to the further very grea.t entanglement of our 
written scores. _E,ven the pia.no would not have i nduced this ad­
ditional vice, for in that the octave is the obvious musical unit. 
But, owing to the tuning of ·the fiddle, tlrnre, was a great temptar 
tion to• play tunes a, fifth higher if they would fit, ·i.e., if they would 
not go beyond b c,n the first• string, first position. In this way the 
fingering o,f the, fourth string would be tra.nsferred to, the third, 
that of the third to the second. and so on. In some cases the 
fingering of the fourth string wa~ transferred t-o t,he second, and . 

. that of the, third to the· first, when the tune was raised two intervals 
of a fift.11 in pitch. (See T'une No .. 6, § 63 .. ) If a fiddler knew his 
business, naturally he would transfer t,he fingering correctly, or his 
ear would make him finger with exa.ctnoos in the new positions. 
But a. collector might misl;a.ke . C which is played with the t,hird 
finge r a quarter tvne sha.rp o-n the fourth string, for G, when it 
happens to he played by the same finger on the third string. As a 
ma,tter of fact, there is rea.soa to suspect that he a.lways did. He 
then wrote down G, which, as a reference to the diagrams will 
show, was a qua.rt.er to,ne tco fiat. And so on for all the other notes 
of the octave. T'hus_. with the misunde1:sta-ndings of the key 
system piled on top of the misunderstandings of sca-les and modes, 
t-he intricacies- of the resulting conglomerate misunderstanding, 
mos-t mist~.kenly labelled Irish Music, are too awful to contemplate. 
And, as fiddlers were not all gift,ed wit.h exact ea.rs, ·an'd as many 
of the, younger generation acquired t,heir. stock from printed and ' 
MS. scores, it came abo,ut that debased versio,ns o.f tunes, having 
intervals snipped here and there, got into currency. Wherefore, 
if Irish music is to ha.ve a chance, it, must be relieved from all clogs 
as soon as possible, and hence it-was high t,ime to direct attention 
to t-his illterna.J and, as it were, inherent vice. It has qui~e enough 
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of enemies on the o,utside.. For, with all the educa.tfonal forcee of 
the country ma.rshalled against it in magnificently stern array, a.nd 
not. only aga,inst it, but against our language, our literature, our 
civilisation, our inheirite<l traditions, and our Na,tionality, and with 
all the dogs of wa,r of foreignism hounded upon it and upon them 
by those who should be, our leaden;, out o.f t,he land o.f bondage, but 
who are notoriously trnitora to their trust,, it is a duty and~. charity 
for eve,ry educated, right-thinking a.nd self-respecting Irishman to 
stand ,up for it, to fight for it,. 

30. It. has been said already (§§ 13, 20,) that the permitted 
finals of Irish tunes are, D, E, G, A , B, and their octa.ves, and that 
C and F as endings a.re unknown. T'his would seem a generous 
sufficiency of modes, for, outside the chaJ1ged a.nd ohangea,ble, notes, 
f, C, and B, a.JI the others of the sca,le could become tonic in turn. 
O'Sullivan seems to• have thought, as well aa, I recoUect, that __ eh 
was the case. And it, is quite conceivable· that slo,venly fiddling or 
piping, and the habit o.f playing Irish music on such impossible in­
struments as the piano or flute•, might ha.ve brought a.bout such r..1 
opinion. H o,wever, upen careful e~amina.tion of the fingering, it 
will appear that the- D ending on the 2nd st,ring is merely a fiddle·r's 
key of G on the 3rd, tha.t E. on the 3rd is a, key of A on the 4th, 
tha.t A of the 2nd string is often a key of D on the• 3rd, and that B 
on the 2nd is a. key of A on t,he 4th, Consult the diagrams, 
§ 57, and it will appear that no t wo st,rings show the, same fingering. 
Therefore, pla.ying a tune a, fifth highel' witho,ut. tra,nsfernng the 
finge,ring me·,ms, making a numbe,r of mistakes exactly equal to jhe 
number o.f differences in the, fingering of the strings bet,ween whi :h 
the, cba,nge o.f pitch has taken place. It is then absolutely necessary 
to know whether we are pla,ying in a. mode or a key for exact 
fingering. If we a.re, playing in a mop.e, all tae, fingering as marked 
on the diagram will sound swee.t, true and in t.une, and the strain 
has been fitted properly on the fiddle·. If, howeve,r, we find that 
f# on the first string must be, sha.rpened to equal f#, then we 
may suspect, tha.t we a.re really playing B on the second &tring 
raised a fifth . Similar1y, if we find g on t-he• 1st st,ring not equal 
modern g, but a quarter to,ne, higher, it is me1rely the imitation of . 
Irish C natural on the, 2nd string played a, fifth higher. Also, ,if 
the second a.nd third fingers on the, 3rd string imitate the fingering 
of t hose same• finge-n, on t,he 4th, it is a, sign o.f a fifth or fiddlers' 
key. The B tunes mentioned above, are. played t,wo fifths highe·r, 
and B is merely the imita.tion of A on the 4th string. (See No. 6, 
'§ 63.) Such tunes can be played one, tone lower, to end on A of 
the 2nd string. when they will be found to play in perfect tune to the 
diagram fingering. So t,here a.re seve-ra.J checks by means of which 
everybody can dete,rmine, whether a. given t une, is written properly 
in a mode, rn: in a ke,y o.f that mode'.. Fiddle,rs will e-asily disco\'er 
othe-rs for thernse-lves. In playing a tune off the music, it is always 
necessru-y to find the mode. Play the, tune• as written if it ends in 
a permitted final. If not, play it in one. Then the modes are D, 
G, and A. E, and B must. necessarily be keys of the, A mode·, and 
so that is determined. But D m~gbt. be a key o.f G and even G of 
D; A might easily be a key of D . For a, kno,wn t,une it will be 
easy to detect irregula.rities of fingering. For a tune cthenvise 
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unknown t.~ the- player, his ear. must roll him whether f#' or fJ 
is required on the first, string, and so on for the other notes. And 

. to anybody acquainted with Irish music it .will be an easy task to 
do this. His unconscious sense of propriety, collected from hearing 
ma.ny tunes, and, as it were, his grasp o.f t-he whole system, will 
never fail him. 

31. It. goes without saying that one can play au Irish tune in a 
fiddlers' key as well a.s in its mode. :A.nd, as it is often advisable to 
play ~,. fift,h higher, the only condition to be observed is to transfer 
the fingering with the pitch. 

OF THE SECOND SCALE IN IRISH MUSIC. 

32. Besides those tunes ending in D, G, and A, belonging to the 
first scale, there is a. set of others ending in G (see § 13) entirely 
different in t{me and colour. All classes of tunes are found in this 
tone scheme,, iust as in the other scale. But here the airs are of a 
piercing clang that is ineffable. They reveal a closeness of sugges­
tion and an a.lmost, awful directness o.f appeal, with a complaining 
reproa,chful calling to mind of something we never knew or reme111-
bered. For instance, t-hat terrible revelati~n , though sad and sweet 
enough made in -0-c.&1m-re 1m cout~u 1r n.& -ou1r1S me is 
d~livered in this scale. And so for a good many others. But I 
know at least one reel in it,, a.nd I have seen o-t,hers in print in the 
great O'Neill Collection of Irish Music. (See § 54, seqq) . And 
the familiar double, "Strop the Razor, " a flawless piece of music, 
belong-, to it, also. This tune has an unaccented ending like -" T'he 
'Rocky Road to Dublin " ; but, though unaccented, they, and others 
of a simila.r kind, a,re true tonic endings. (Compare the rhyming 
of an unaccented with an accented element. in the debide scheme of 
Prosody.) 

33. The charaeteristics of this scale ai-e ·F and C natural and 
bi,. The two former have been sufficiently described above (§ '.::J, 
24); it, only remains to say that b1' is a fifth above F- ; if F be 
played on the 1st string, b1' will be stopped in the corresponding 
position on the '2nd. See diagrams. The sea.le is therefore: 

It 

G, A bi, C d e F g 

34. Tlrn not.es, as will be seen, a.re the same as in the modern 
scale, with the exception of bi,, C, and F- If we add the semi­
tones, as in the forme:r scale, the chromatic scheme will be: 

G, A, bi,, B, C, C#, d, e, F, ·F#, g. 

35. As before, it is remarka,ble that the notes which diverge­
from the modern norm are the only ones t-hat, hav~e two values. 
The other intervals ha.ve no semi-tones. In fact, as t-he a.hove sea.le 
includes the chromatic scheme· of both, and as there is no other 
scale, so far as I know, -this is the full chroma.tic scheme for all Irish 
music, a.nd there, are no semi-tones beyond 'those registered above. 
(S~. § 26 .) . 'rhe ~xpr~ss.ion, semi-tone, _used here a.nd elsewhere 
has a loose applicat,io•n, which will be strictly defi.ned by a refexence 
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to the diagrams of fingering. As in the former sea.le, the· seconda.:·:· 
values, B, f#, a.n:d sometimes C#, a.re• used as glide or unaccented 
notes, the posit-ions reveHing to bp, C and f, with the accent. 

36. In constit.ution it will be observed that this scale hu five 
interval disco-rds from the modern and only two• agreements. '1 .:.i.e 
music constructed upon it will, it is needless to say, differ from the 
modern in the same proport,ion. 

37. The modern collector, moved, no, doubt, by a. confused con­
sciousness that something was the ma.tter with B and F, assigned 
.a signature of one, t,wo, or three, or e,ven more, flats to· tunes in this 
sea.le, and voluntee-red the- information that they were composed in 
a minor mode. The, endea,vour to, express such interval values 
started the fashion of writing Irish tunes in fla,t s,ignatures, and de­
veloped the aphorism that, Irish music goes best on tq.e black keys 
o.f the piano. I have seen, in the recently-published musica_! MSS. 
of Petrie, ::is many as four or five fla.ts to a signature. As far as I 
know mode,rn music, _we ha.ve, only t,he do, re, mi, fa sea.le (omittmg 
the, few so-called minor variants), and tlrn addition o-r subtra.ct.ion of 
sharps or flats in the signature only a.Jters the pitch of the tune 
without- interferinjl with the internal structure of the scale at a.U. 
If we examine the second scaJe given above,, t-here, are five structura, 
diffe·rences (to say nothing o.f the differences induced by semi-tones) 
separating it from t,he modern scale. It must be left. to the dete~·­
mina.t.ion o.f subtfor judgments than mine bow the manipulating of 

,the pitch o.f a.n entirely incommensurable scale like the do, re, mi, 
fa., will ever alte-r its relation to the second or first Irish scale. 
Indeed the question might, be pertinent.,.--Wha,t was the use of 
printing at such expense a very poor co.Jlection of Irish music 
already safe in MS'. a.nyway for a .few years more, the work of one 
-entirely unconscious of ~he rules t.ha,t, govern the a.rt, and motived 
by rules that govern a totally different art, viz ., modern music, 
whose e-ar mistook the nearest mode,rn mite for the Irish, and who 
was assisted by an e,qua.Jly nescient set, of ama,teurs, a.t, this time of 
day when a.lmost every funeral of an old woma.n o.f eighty mea.ns 
the loss for e,ver of an up.collected treasute o.f far grea.ter wo-rth, and 
-especially when the supply of such old women is running so fear­
fully short ? I do not, blame poor Pe.t.rie, who did the, best he could 
a,t gre-at e•xpense, a,nd toil, and trouble·, not only for music, but for 
other departments of I rish tradition. But is. it not t-ime for us to 
be gett.ing on ? Petrie o-r Bunting inaugurated the slip-shod 
method of collecting and .repo,rt.ing Irish music which seems to 
pa.ralyse every effort down t'o o,ur own day. Instead of a. brilliant 
modern musical dilleta.nte• writing how the a.bn0-1ma.lities of Irish 
1nusic struck him, and serving us samples as he apprecia.ted them, 
we wa.nt at once some common ·people·, who will not disdain at, least 
.a, little knowledge• of Irish music, to go amongst our old women, 
our fiddlers and pipers, and collect for us tha.t glorious body of 
'lllnsic still surviving on such a. fearfully preca.rious tenure. We 
.want common labour done by pe·rso,ns ha,ving a grasp o.f the ma.in 
principles that regulate, all science,, the chiefest of which is a proper 
Tespect for the majesty o.f plain fact. 
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3~. s far -as I can recall, the;re a.re more, airs than da.nce, tunes 
to this scale. Of course a good deal of our dance, tunes a.re derived 
from motiv~s furnished by airs. E,verybody is familiar with the 
singing and dancing versions of " T'he Blackbird." Three of the 
former and one, of the la,tter are, given in O'Ne-ill's Collect.ion. The 
same colle-ction has both versions of " Rodney's Glory," a.nd the 
first hornpipe, a magnificent piece of music, given . under tha,t 
heading, is palpably built on an old air. So evidently is the reel, 
" T'he Morning Sla.r," not to mention many others in arid outside 
tha.t .collection. . · 

OF THE MODES OF THIS SCALE. 

39. So far as I ha.ve been a,ble to discover, this scale has only 
itself for mode. At, least, I find no tune writ.ten to it having any 
ending other tha.n G. I must admit that, I made no special exami­
nation of the written music, a.nd depend entirely on my recollection 
of f1-ddling. Still, if the modal system of t,bis scale had anything 
like the extension of tha.t, of the o,ther, it, is highly probable, that I 
should be, able to call to, mind some e·xample ii;i a. different ending. 
So that., even if a. search were made, I doubt very much whether 
anything could be found. The very irregular and doubtless exceed­
ing archaic stra.ins called ploughman 's whistles and death laments 
would' be worth looking into for the purpose•. Unfo-rt,unately I do 
not know e<11ough of the science of music to be· able· to say whethe,r 
the ve•ry interna.I structure of the scale would admit of modes or no. 

'10. Bringing the two dia.tonic scales together, then, we ha.ve: 

rst-G A B C d e r# g, 

2nd-G A b~ C d er g. 

The Chromatic : 

r-st-G A B C C# d e r r# g . 
2nd-G A b~ B C c; d e r r# g. 

C# is ve,ry rare.ly used in any sea-le, and f occurs in the 1st only 
as an accented accidental in some tunes. Perha.ps this would indi­
cate that f was the original note in t,he 1st scale, but, became sharp 
from its use, as a glide. 

· OF HARMONISATION. 

41. In ha11nonising, ea.re ntust be ta.ken to remember tha.t t,he 
rules gov()•rning this a.rt in music composed on the mode,rn scale will 
not hold at all for Irish music. Again, I have been assured by 
Fa.ther Jung, S:J ., o.f the Jesuits' House, 16th Street, New York 
City (an Alsatian, a tra.ined musician, and one well acquainted with 
the peculiarities of Irish music), that the, Irish ha.rmonised not the 
note hut, the musical phrase as a whole. In view of those two 
facts it will be evident that, those who promote choral singing on 
mode·rn lines at Feis meetings are, not by any means furthering the 
cause of Irish music . The melody was supreme in Irish music, 
whe,rea.s in the case of modern harmony w-0n the upper hand. The 



24 

modern &cale suffered by _thisi for. I have be.en told that it was in 
obedience to the demand for a, more florid a.ccompaniment that Mi 
and Si of the, vulga.r scale were made to assume their present un­
natural positions. T'he materials to hand now for reconstructing 
the whole• scheme of Iri1,h harmony are, I fear, rather meagre. 
Bunting is said to supply a little, and I notice that O'Neill gives 
the cronan of a. tune, or t.wo. Also there may be a good deal yet 
unnoticed in the possession of singers, fiddlers and pipers. Untit; 
howe-,er, the system is rediscovered, or as much o,f it as may be, it 
is too soon to begin the practice of choral singing. 

OF THE TEACHING OF IRISH MUSIC. 

42. As regards the teaching of Irish music, the apparently 
ridiculously obvious truth must be borne in mind that it can be 
taught only by those who• have it, and tha.t. it can be learned from 
nobody else·. If we conside,r that the present living Irish music is 
the result of a limit.less kadition where transmission was assured 
naturaHy by the contad of ever succeeding generations, it will give 
us an insight. into· the proper method of pe11Jetuating the same tra­
dition in our own day. People will infallibly sing and play, and 
they will inevitably sing and .play what they hear . Stop, then, the 
teaching o.f the do, re, mi, fa scale, and the bra,ying of brass bands, 
and the noise of tin whist.Jes, flutes, concert,inas and pianos, and the 
singing of coons and circus clowns1 and the thing is done. It i~ 
with the music as it is with th~- language. And even as children 
from the prevalence of " National " schools are not by a,ny means 
taking with them the, whole of Irish traditions, idioms or phonology, 
so from contact with the do, re, mi, fa, scaJe do they fail to cafoh 
the corresponding niceties of Irish music. Indeed I have noticed 
some young people a.t language festivals who, though once in i; . .a.1.e 
possession of Irish music, lrn.ve since become taint ed, or " poisoned " 
as the bird-fanciers say, by modern t-eaching. For, having acquired 
some fame by good singing in public, t,hey endeavoured to perfect 
themselves, as they thought., by the help of teachers of music in 
towns. It need not, be said what- a, havoc those latter would make 
of the seven delicate peculia.rit-ies enumerated in § 14. It is no 
wonder if the rich and mellow timbre of the Irish voice, with all its 
indescriba,ble sweet_ness, is exchanged for t-he white and vulgar -t o-ne 
of the modern opera singer. T'he present study ·will enable us to 
teach merely the mechanical matter of scales, modes a.nd keys ·to 
our children, including our young fiddlers and pipers. Bqt the 
finer nuances, many of which I do not know, other:, I do n(}t under­
stand, and none of which may be put on paper, must be added 
from another source. Wherefore the teaching of the scales must 
be supplemented by the example of correct traditional singing, and 
the disturbing influences of all modern musi~ must be scrupulously 
kept a.t, a distance. 

ON THE REVIVAL OF HARPING. 

43. In the effort, to revive this art in Ireland various questions 
have to be1·considered. There are, for example, the technique, the 
harp itself, and its tuning. It- is very much to be fea.red that the 
technique of the old harpers is irrevoca.blJ lost. When one recalls 
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the description of the marvellous technique exhibited by Hempson 
in Bunting's boo~, a.nd reflects that he had possession of the aecu• 
mulated tradition cl centuries2 it will be seen how much we ha,ve 
lost and how hard it will be to recover it. Still we have some 
sources whence we mar deduce a. deal of this traditional technique. 
All material of value given by Bunting a-nd others must be c~ 
fully collected. Then the pipes subsisted from time immemorial 
side by side with the harp, and the fiddle succeeded it. There is 
no doubt but these instruments have yet a good dea.1 of technique 
which could be re-applied to th~ harp. E~ecially singers a.re to 
be taken into account. The harper who succeeds best in repro­
ducing an air as sung, or a dance tun~ as jigged, by an old woman, 
will have rediscovered much of the technique of harping. For this 
purpose it would be betteT to give the hal]) in.to the hands of one 
who knows a,bsolutely nothing of the fingering of the modern harp; 
for aJl knowledge of that kind would be seriously in the wa.y. It 
would be best to make trial of a. set of boys showing musical .,a.lent, 
in a district having a good untainted singing and fiddling tradition: 
And it would be useful if they were first. ma.de ~ua.inted with the 
intricacies o,f handling the bag-pipes a.nd of bowing and fingering 
the fiddle in the Irish manner. And the harp strings must De of 
brass, and struck or pinched with t,he finger nails. It should be 
easy to ma.ke up a. set of harp skings from the metallic harp, banjo 
a.nd :fiddle, strings now availa-ble. 

44. 'fhe harp itself must, be made strictly on the model of those . 
we still fortunately possess. Any bandy-man should be a.hie to 
make a copy. The so-called Brian Boroimhe's hiµ-p in Trinity 
Library appeared to me to be the. best. The Irish harp had 
attained to a high state of perfection probably in pre-historic times; 
it, is therefore fair to presume that it was the very best for its orwn 
pujposes, and it is simply vain to try to improve on it now oy t,he 
addition o,f so-called improvements bonowed from the modern 
harp, and motived . by the needs, feelings and ideas of modern 
music. The modern or Italian harp has developed to its preeent 
sta.te in accordance with the requirements of modern music. rt is 
simply a piano, set up on end, and tha,t has no more title to influ­
ence the construction of the Irish harp than has a.riy other mod&n 
musical instrument. 

45. The Irish harp must be t.uned t<J · one O'l' both of the Irish 
scales. T4at is a prime an,d obvious requisite. Yet all the round­
baeked " Irish " harps I examined since returning ·to Irela.nd were 
t-uned to the do, re, mi, fa, without exception. There a.re two pos-­
&-ibilities of tuning. Either use only eight strings to the octave, 
or make it eleven to correspond with the full chromatic scale, which 
includes all possible Irish tones, as it is set forth in § 40. In ca.se 
the former expedient were employed, it would be necessary to re­
t,une the harp for tunes in the second scale by lowering f# to f 
a-nd B to bp. And, curiously enough, Bunting mentions some,whe,re 
that the ha,rpers did actually re-tune t,heir harps for certain tunes, 
thoug~ I do not remember the particulars. Unfortµnately I have 
n~t ~1s book; ~or any other for that_ matter, by me except the 
0 N e1l1 collection. Jt would be a smgular confirmation of the 
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accuracy of mY. results doo.uced from direct examina.tion of the 
fiddle if' they were found to coincide with the actual practice of 
ha,rpers as reported by him. It would also imply that Irish music 
for purposes .. of study is still practically intact. But as regards the 
two systems of tuning we are between two difficulties. On the one 
hand the eleve•n-string octave may be too long for convem -mce of 
playing, and on the other the sno,rt octave could not render the 
double values o.f f, B, or C, when they occur in the sa.me tune with­
out the use· of keys in the harmonic curve or some ha.nd-t.rick of 
playing by which an Irish sha-rp or flat could be momentarily ma.de 
in the act of performing. A key for . ea,ch octave covering the f, C, 
and B strings set to make• an exact cut.-off, and having a. spring 
release, might meet, the case. However, any knowledge of the old 
system o.f t,uning and playing tha~ can now be gleaned must first be 
brougqt into requisition. · 

4€i. It will be at once, evident that the pia.no can be tun.ed so 
a.a to sound exa.ctly a.Il the tones of th e full Irish chromatic sea.le. 
This will make only eleven notes to the octave, for the semi-tones 
betwoon D-E. and G-A are not required in Irish music. Per­
ha.ps, though, some use might be found for them in devising a 
method by which the• piano could play keys of a, fifth a.ccurately. 
An examination o.f the diagrams (§ 57) ·will show the difficulties in 
the ca,se. F"or the present one could tune the piano to the Irish 
chromatic scale,) neglecting the two notes ment,ioned. But the•re is. 
no reason why a piano ,should not be specially constructed to play 
Irish music1 as the adva.nt,a.ge of an octave shorter by two notes is 
not to be despised in playing. Of course the accompaniment played 
by the left hand must be in a.ccordance with the usage of the art of 
harmony in Irish music. F or one thing, the Irish piano ca.nnot be 
tempered to· suit harmony, as such a proceeding would dest,roy the 
sha.rp definition of the t ones, a.nd render the instrument use,1e88 for 
t he, purposes of Irish music. 

OF THE WRITING OF IRISH M U SIC. 

47 . 'I:'lie, modern system of writing Irish music etrs in frankly 
subjecting the tune to all the rules that govern t.lrn reporting and 
playing of the vulgar system. In the, absence of any sign or know­
ledge to the contra.ry, it is assumed, as a matte,r of course,· l:hat the, 
t onic scheme is the usual do, re, mi, fa scale. Again, the sys.tem 
leads one to believe that, the tricks of rendering, the technique, c.ie 
phrasing, a.ad. all that goes to the production of a piece of mus.;c 
from the, written page a.re the usual concomitants of the vulga.r 
style. But notwithstanding if the same piece of music be· given t o 

·· a traditional fiddler1 he will instinct,ively ma,ke Irish music out of 
it . His great musical experience will help hirp. with the phrasing, 
his sense o.f ac<;ent will enable him to bow,. and if, perchance, as is 
often the case, the tune be written out of its, mode1 his sense o.f pro­
priety in endings ·will enable him to :fit it in its proper place, or to 
transfer his fingering accurately. Hence, if our system be described 
and known, there is nothing to prevent it being represented gra­
phically. And the present system of staff notat-ion, with a few 
necessa,ry corrections, will be as perfect a method of committing a. 
tune t o paper as one can devise. 



48. In writing Irish music the present style of signature must 
be disca;rded entirely. For, a., the Irish and mod.em scales are in­
commenS'ur;i,ble· no matter wha.t key we pitch the latter, a reference 
to the diagrams will show the exact number of enors that must 
occur in ;L given tune. And for the present, or until we shall have 

. rediscovered the rules of Irish harmony, the. t ,reble clef is unneces-
sary, T'hen, as the notes ill an Irish tune are modified according to 
scale·, mode, and key, it will be sufficient for all purposes, when those 
have been properly described, as I have endeavoured to do here, to 
insert such signs in the, Irish signature as will indicate which a.re 
to be used in rendering. Then, having omitted t,he treble clef, I 
prop°'!e to use t,he Roman numeral I written across the stave from 
the middle of the F to the middle of the E space for the first scale. 
In like manner I would use the Roman numeral II similarly written 
to denote the second scale. Then for the modes I would write a semi­
breve on the line or space of the ending. And if the piece were written 
out of its mode, for instance, in a fiddlers' key of a fifth higher, I would 
designate the new euding by a crotchet on its proper line or space. 
In t-ha.t- way a fixed-key instrument, such as the harp or Irish piano 
could play the tune down to its mode, and a fiddler could t,ell at a 
glance how the, fingering should be transferred. For instance, 
" Tatther Jack Wa.lsh " is usually writ.ten to end on d of the second 
string. .It will be remarked, however, that as so written the firs.t 
note of the second bar, which, of coun,e, is accented, is c#. It has 

. been o.bserved that real C# accidentals, that is, accented and not 
glide notes, a.re very rare, (§ 40). Also it will be remarked that 
G, f , G, on the third string, the last group of the third bar, require 
such fingering as to identify them with the notes of the same 
fingers on the fourth string. Then it will be seen that the tune 
is written a fifth higher in a fiddler's key, a.nd that the C# men 
tioned a.hove is really F# tra.nsferred to the second string. tlence 
it should end in G instead of d ,_ and as it, belongs to the first scale 
(as we know from its B and F#), its full signature would lJe (the 
semibreve ana crotchet being joined for convenience) : 

and the double ca.lled " Strop the R a.zor," already ment-ioned (see 
No. 10, § 63) should have for signature : 

49. Of course the a.ccidental use o.f sharps, flats and naturals 
throughout the piece will be the same as in modern music, with the 
except.ion that. those signs must hiwe Irish values. If such a tuue 
was written a fifth higher, it should have a, crochet on the d line, 
as in the first insta.nce. I r ish music can also be r eported "in the 
tonic sol-fa notation by using Irish 1et,tering. I or II according to 
scale, and the capitals 'O or 5 or ,o. for the modes, would be saili· 
cient. for signature. 



OF THE BAO-PIPES AND FIDDLE. 

50. T'he_ chanter of t.he Irish ba.g-pipee, I .ha.ve been told, will 
return eve:ry note of the Irish scale in the hands of a. competent 
perforine·r who knows its powers and can use it. prGperly. But -I 
a.m not sure that it ca.n manage fiddlers' keys so well. · The fact 
t-ha.t some chanters a.re provided with a. hoet of key-stops in a.ddition 
to the plain finger holes seems to tell a t,ale o.f effort to meet the 
difficulty of accompanying the fiddle a fifth higher. Of course the 
pipes, like the harp and piano, baa the octa.ve for unit, and can 
make transfers of a fifth only by the use of keys. It, is a pity that 
this really splendid instrument is falling into disuse. Of late, 
interest in it has been reawakened, and some young men can already 
do very creditable piping. For reels it easily beats the fiddle, and 
it has peeulia.rit.ies of tone and percussfon that eminently sui,t. Irish 
music. Fo_rtuna.tely very true chanters can yet, be bored <1,nd holed, 
for the old boring instruments have t~e- posit.ions for t,ue finger­
ho-fes marked a.cross them. Some firm of enterprise should oe able 
to turn out a small leaJ:ner's set at a reasonable figure, say £1 or £2, 
-so as to enable our boys to be taught. But they should be made on 
correct, models. And all ornament, could be omitted in order to be 
able to devote· as much care a.s possible to the essentials of chante·r, 
drones, regulators, bag and bellows. The stock and all pipes could 
be turned out, of box or any such close-grained wood, and when the 
parls we-re once normalised they could be produced in great quan­
tities. Failing that, however, boys can be taught with an old set, 
·using a short cha.nte·r. It is essential that all the traditional style 
.and technique be acquired, especially as regards the regulators 
which are played by the wrist, a,nd the chanter. Also the va.rious 
litt.le tricks of making reeds and keeping the inst.rument in order. 
Thus the whole of the traditional management must be taught., for 
in the hands of a good performer it can render airs with an incom­
parable wail, and it can put that. dash and finish into a reel with 
the sense o:f swet1ping hurry and ceaseless ene·rgy, and the wonderful 
cry of the recurrence tha.t may not be put into, words. 

51. To those intending t-0 lea.rn the Irish fiddle it may be nece!r 
sary to address a few cautions. Let them hea,r the best Irish 
fiddlers they can, and let them copy their mannerisms exactly. In 
the matter of bowing t.wo things must be observed. I. The system 
of accent and the alternating of sta.ccato and slurred bowing, so 
wonderfully effective in reels, and 2. the action of bowing as devel­
oped by the wrist and forearm, The first quality can be learned 
fre-m observation, and the second will be largely acquired in at­
tempting to play reels. An extraordinary suppleness of wris-t is 
necessary for the proper bowing of Irish music and it must be 
oa.cquired early. Compared with the stiff wrist used in modem 
playing, it is as a ball-and-socket universal joint compared to a 
binge. Above a.111 learners should avO'id the sight or sound of 
modern fiddling, as all that would irreparably spoil their style. 

52. The subjoined diagrams showing the Irish fingering of the 
fiddle were ta.ken bY- actual measurement from two examples having 
-each an open string of twelve and seven-eights inches long. I have 
.added such of the modern notes as seemed necessary to define the 



29 

position of the Irish. Bla.ck linee ma.rk Irish notes, alternate 'dotlf 
and dashes show where Irish &nd modem notes coincide, a.nd dotted 
linee denote modem notes that a.re never pla.yed in Irish musie. 
Fer· b~nners it will be well to ta.ke accurate measurements of the 
intervals on this diagram with a pair of compasses, a.nd prick the~ 
with the same inst,rument on the finger-boards of their own fiddles. 
All measurements shoulft be taken from the nut downwa.rds. Of 
course for a fiddle b·aving a shorter length of vibrating string this 
diagram must be shortened to scale. Th.en, having determined the 
scale and key o.f a tune, the notes of that scale or its key should be 
play~d a~curately by stopping them exactly where they had been 
pricked upon the finger-board . Even if I have not determined the 
exact value· of £he notes, and if they have been subjected to further 
slight error in transferring them from my fiddle to the learner's, 
still he should be assured that if a note is not exactly at the mark 
it is very neiu· therea.bouts, ::.nd his ear will ·tell him when he has 
struck it. F 'or, t,iven some·knowledge of Irish whistling, humming, 
singing or p!£.ying, a beginner will infallibly strike the right note, 
and so my diagrams, though p(i)SSibly defective in the matter of 
rigid accuracy, ca.n be the means of teaching those whose ears have 
been even a little ·accustomed to· Irish music. And that is practi­
ca.lly the case with everybody in Ireland except the worst kind of 
town people. 

53. None of the flute tribe, as at present- holed, can return Irish 
music. But it should be very easy to hole a flute correctly for the 
purpose. A four-keyed flute could be holed to give the scale 
D, ]\ f#, G, X., B, C, d, which is that used for the ~reat body of 
Irish music ; and three keys could be made to sound f, bp, and 
c# respectively. The fourth key could be used as in the one-keyed 
fife. In this way it would be possible to produce an inexpensive 
instrument which, if accurately made and played with the ch,mter 
fingering, using trebling, cra.nning, etc., wo,uld give very sweet Irish 
music. 

OF THE LATEST ACCESSION TO IRISH PRINTEll MUSIC. 

54 . I t is fortunate that, coincident-- with the· revived· interest in 
Irish music we should have provided to our hand suc;h a mammoth 
collectioI;J. of tunes as is comprised in O'Ne-ill's Irish ¥,usic, lately 
published in Chicaj;'o.* It is remarkable that this, whi~h is beyond 
comparison the best and fullest collection of Irish tunes, should 
come to us from America. Just as remarkable is the fact that Mr. 
Francis O'Neill, the editor and compiler, is General Superintendent 
of Police in Chicago, a man who has to guard the peace of nearly· 
three million souli. At the end of the 18th cent,ury an Indiall 
prince was, I believe, the most lavish patron o.f Irish music; at the 
end of t,he, 19th the same office is filled by the Chief of Police in 
Chicago•. Mr. o ~Neill is President o.f the Pipers' Club in that city, 
and a musicia.n from his youth. He is a native of Ba.ntry, a.nd it 
is saitl tha,t, his priva.te collectio-n of music includes as many as 400 

• O'Neill's Music of Ireland, 1,850 melodies, collected from all available 
sources and edited by Captain Francis O'Neill, arranged by James O'Neill. 
Chicago : Lyon and Healy . 1903. 
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tunes reported from his mothe•r alone. The present vo,lume con­
ta.i~s the cream .of all that body of melody in poss6SSion of the 
v_ari{)IUs membE!rs of the1 Pipe-rs' Club, all traditional musicians and 
natives of di~erent parts of Ireland. It is intended as a practical 
work for the _ use of Irish musicians. 

55. It comprises in all 1850 t-unes. Those are distributed each 
under its proper he-ad, . thus: Airs 625, Ca.rolan's pieces 75, Doubles 
415, Jigs 60, Reels 380, Hornpipes 225, Long Dances 20, Ma,rches, 
etc., 50. This book supplies a great. mass of material for the study 
of Irish music, and should be in the possession of every fiddler a.nd 
piper. It is invalua.ble· for its wea-lth of music, and for t,hat it is 
the first great compilation made. by Irish players themselves who 
had the actua.1 music, and were not- distracted by prepossessi- 0ns or 
theories. The thanks of all Irish musicians are due in a notable 
manner to Chief O'Neill for this magnificent compila,tion. As there 
is very little likelihood that it will qe superseded, it must eve-r 
remain the great Thesaurus of Irish music and repertoire , of every 
musician, as it must also constitute the basis of eve-ry rational study 
in Irish tonality. But this, book, gi·iat- a-s it is, does not exhaust the 
material. There are yet abundant gleanings if only the collecto·r 
be quick a.nd diligent to fore-stall the• undert-aker. 

56. Seeing the admitted re.Jationship between Irish music and 
Gregorian chant, it is quite, possible that this examination may 
thro,w some light o-n the lattfr system. 
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CHAPTER III. 

A PRACTICAL COMPENDIUM FOR MUSICIANS. 

57. The anneoced diagrams have been prepa,red from measure­
n,ents take,n from two fiddles. The values, of f, C and B, unkno·wn 
to modern musac2 should be measured off and nicked on the finger­
board as eocplained a,bo-ve (§ 52) and t,hen played aecording to the 
necessities o.f scale and ke'.Y. I giver two, diagrams, in order that tne 
divergencies might be used to attain to some mean of truth, but 
the ear must be the guide for all exactness of fingering. I regard 
No. 1 as the more accurate diagram. C# on the 4th string has not 
been marked as its occurence is so rare. 

NO. 1. NO 2. 

GDAE 

~~ F -.s\? F 13 if 11 1!-

A ~ 1} ~· Ff A I; :B p'I" ,. 

F .~. G "F C C 
~ 

.. 
~ p C 

pf et 
:B ::s :Nf- ·e1· 

C G J) A C 
G :D 

A 
L 

11 

C C 

~ g 
1\ J~ 

58. It will be convenient to, give a conspectus of the Irish scales 
and modes here·, so that t hey may be picked off the diagrams: 
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lsT Seu&. 
FJiatonic: 

DEfJGABCd 

Chromatic: 

DEff#GABCC#d 

T'his scale has three modes or endings, the D, the G, and the .N., 
thus : 

DE"f#GABcd 
GAB C de t=# g 

ABcdei:#ga 

2ND SCALE. 

Diatonic : 

GA bp C de F g 

Chromatic: 

GAbpbCC#det=1=#g 

It has only one mode in G. This corresponds in pitch to the 
G niode of the 1st Scale. 

·59_ In all scales a,ad modes the second values o.f f, C, and Bare 
very often played in unaccented positions, and f sometimee in the 
accented position in the 1st Scale. 

60. Fiddlers' keys are nume-rous in modern playing and written 
music. They must be played down to their mode, or the fingering 
must be accurately transferred. 

61. Irish music should have the following signatures (see § 48). 
For the 1st Scale and its modes : 

D · mode, G mode, A mode, 

* ~- t -== ~ -· -o-

For the 2nd Scale with its single G mode : 

62. Keys should be denoted by writing a crotchet on Lie new 
ending and joining its stalk to t,he semibreve. Thus: 

1--¥= 
would mean t,hat a tune in the D mode of the first sea.le haa been 
raised a fifth higher, and so the fingering of the 4th string must be 
trau.sferred to the 3rd1 aLld so on. 
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denotes a. G mode of the first sea.le raised a. filth. ; a.ncl : 

t = i J::Jb; ----
or 

.; 
an A mode ra.ised two intervals of a fifth, or the 4th string trans­
ferred to t,he 2nd, and so on. Such tunes can be _very conveniently 
played a note low& to end in A, as in the first of this pair of signar 
tu_ree. 

or 

denotes an A tune ra.ised to E . Perhaps in this and the foregoing 
examples the second signature is the better of each pa.ir, as it shows 
at a gla,nce, how t,he fingering has been t-ra-nsferred. 

63. I append a few examples of tunes to serve as illustrations to 
the foregoing. I indicate the source of each ,where it is known. 
My mother has contributed those airs maa·ked with h@r name, 
eit>un m C.&1rin. 

Played Universally. 

[lJ C 
"' 

This tune is known to every I rish musician. As a version it has 
only my authority, being the way I pla,y it for dancers. For tunes 
are often so chang~ a little according to the fancy of the player. 
It is in the D mode of the 1st Scale, as denoted by its signa.ture. 
The occurrences of c# in the una,ccentoo positions will be not.iced. 

e11'.>lln ni c.&1sin. 

11 e a .S I ffl 1h I J. r·3 I (& r=-.i I 

·1 J. k. _g I ~1') IJtr=k I Cir tJ I J. k. II 
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r I C.C:r sP7 I r· r t I ~ ~ I J. 1. e I 
I ~ iPj I J. r·:J I C;d, i~ I J. ~ II 

This tune is in the G mode of the same Scale. Outside the source 
ind.icated it is unknown to me. 

No. 3.-" nu.c.111 'OO cu.c.u-r.c. 'Od .c.n n611n." e1t'.>t,ln nl c.<11:;111 . 

I J r?F I r Fr I r 4:J I .g J 1----1 - -

The abo,ve a.ir is in the same mode and sea.le, and otherwise unknCJ!Wn 
to me. It is a.n extremely beautiful tune, and for some reason said 
by my mother to be .o.n ceol 1r re.'11'1' .o.c.& .o.1c1. f#, g, a, of 2nd bar, 
2nd stra.in, t hough played with the same bow, a.re well marked by 
equal individua.l accent, and a.re longer than usual. To be sung 
slowly. 

No. 4.-" no t,eun 011-c·r.c., .c. Mbary." e1t'.>Un nl c.<1isln. 

gm:_~ I J J ~__1 I J.=J· .r I J J ff.t 

I J ..S i¥=t1? I U t'1..4D i5 I J ..S 
Irr GI r r -0 I J J4µl ·3 JJ I tJn I 

IJ;Jl l J J J1 J II 
The same, applies to this tune. It must be sung slowly. The 

er,.ding is·remarkable._ 
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The following pair of tunes are in the A mode: 

No. 5.-A Reel. JOHN GRANDON. 

lt j' ,; -D JJ;J I J Jo JJj.l I .J -0 ;::t!Ll 
"-- '-..:: .../ 

~ ..tj ..tj . +") -· 

E2tir Jj. J =II r~te r e I r~ er ir· r 1 

I ..tj First time. I ~ ,,,- S cco11d ~ 

~ r ~ er r er 1 ±410 JJ. J :1, fJJJ r er 1 
~ '--

~ T ime. I 

This is a type, of a number of tunes ending in Ei on the ord 
string. 'l"hat is simply A on the 4th, and so the fingerin,g must be 
transforred up- a fifth . 

No. G.-A Double. Source unknown. 

.fl 
This tune has been rai'se<l two intervals of a fifth, or 4th string 

fingering has been transferred to the 2nd, and 3rd to 1st. It ca.n 
be pla3'ed one, note lower so as to end on A with very. grea,t advan­
tage. It is really a fine Do,uble. Where I acquired it I do not 
now remember. 

The following four tunes arQ/ composed on the second scale. I 
have printed so, many in order to shq.w the scope of this tonic 
sch_eme. Tunes to this scale are comparatively rare, and dance 
tunes rarer than a-irs. 
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No. 7.-" .6. C11m.&1nn 5,t. s.1nr••" e1t'>lin ni 6.<11s1n. 

fJI0 ! r l r'r1r I E rt I r r~r I J J J I J II 

er I ij) I FEr I r?f I r r I E er I 
---=-- .p.-._ ----=-

BJiJ I Ff r I r?f I r r r I r st I r r r l 

II 
T'his tune is known to me only from this ~o·irce. It must be 

sung moderately slow. 

No. 8.-" .o.c.5.,m-re 1m co-ot.1-6 1r n.i. 'Ou1r15 m e." ett>Un ni C.itsin. 

1H 0 i ; I J 9 I r et I r J I :@ J I J .. i I 

I J {J I J. i' I J. =II J' I £a- I t 57 I 
Ori Itr?r 1 ¥Sf 1r,rt"r I r .i) I n .n 

wsr, r rfF I r -9:;f A J I J J I #J..iis=I 
- 3 ----

I J . • t l J. II 
T'his air has doubtless been_ published before, but I do J!.o•t recall 

where. I am sorry that I have not been able to do justice to this, 
the Queen of Irish music. I am doubtful if this a.ir can be strictly 
confined by hara. At least in one place, in the· third bar of the 
second strain, there occurs a long g, treated I do not know how, 
which I ha.ve endea.voured to e:itpress by two semibreves. This, or 
a like note in singing Irish a.irs1_ I have known treated in a similar 
manner, often shading into beautiful graces or turns. The questioa 
of this long note deserves examination. It will be 1observed that 
f# occurs in the accented posttion in the higher octave of the second 
strain, the f on the scale being only found in the triplets of the 6th 
and 10th bars of that octave. 
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No. 9.-A Reel. 

Wfe C , p 1i3 J J I ~n J~ qA ;~· I 

la WJ J J 1JJ#□, fJ;J]lp Ji] J J I 

pD i5c.r gp:;r ~ ~ Jp J =II 

I cf et r r 1U tit.f.Ltr1 er u r r1 
., 

1c_c u tt uI cJ rs r r 1tr uu ctl · 
~ ~ . 

This Reel I a,ppend as an instance of that class of music in the 
:second scale·. The accide,ntals a.re noticeable. 

No. 10.-" Strop the Razor." From a printed score. 

't(P~ ljtJ ffi I {J] J ~lijj J_t I r~ ~ ~ 
. --......._ 

r ..,..,.J,. • ' -------~ ---- - - ~~~~, ..-:= 

---"=~-'----•· F1Jft¥J!t I 4)-1t11~ffiM£Fg 
--......._ 

ifUr ri K¾BJ-at§t1-- -- ---- ----
This Double I give for the same reason. It ie a. really fine piece 

,of music. The bowing a.nd accidentals indicated a.re my own. 
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