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PREFACE
It was the writer’s intention that the chapters relating to the Irish,

Highland, and Welsh Harps should form the concluding portion of this

work, but as the two first-mentioned instruments are of primary
importance, it has been decided to issue the chapters relating to them
separately, and those treating of the English Guitar, Harp-Guitar,

Guitare-Harpe, Apollo-Lyre, Harp-Luto-Guitar, Harp-Lute, Harp-Lyre,

British-Lute-Harp, Dital-Harp, Harp-Ventura, and Iloyal Portable Irish

Harp as a second part, each part being complete in itself and separately

indexed. The writer had hoped to include the Triple Welsh Harp,

but the letters addressed to those who were supposed to be able to give

information regarding the tuning of the instrument have remained

unanswered
;
and as he has not considered it desirable to reprint the

vague and unsatisfactory statements that are already before the public,

the instrument is unnoticed. It is to be hoped that some person who
thoroughly understands the Triple Welsh Harp will put on record

the method of tuning any one of these instruments,* that is, the tuning

of the outer and centre rows for each major and minor key, and such

information as to fingering as may enable the possessor of one of these

instruments to tune and play upon it. To Edward Bunting we are

indebted for such information as we have as to the tuning of the Irish

Harp with thirty strings, but when that Harp is furnished with more than

thirty strings we have no definite knowledge as to the tuning of the

additional strings. For instance, we do not know for certain whether

they all belong to the treble or should be divided between the treble

and the bass, and, if so, in what proportion they should be divided
;
or to

make it still plainer, we do not know the exact position of the thirty

strings, as to the tuning of which we have certain knowledge from

Bunting, upon a Harp which has a greater number of strings. The harpers

* The arrangement of the strings iu the haas

upon specimeus has been found to vary, so the

keynote string upon different instruments would

presumably vary also.
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whde it is still in use. than Bunting did for the Irish instrument, which

has, since he wrote, become obsolete ? ‘
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The writer will be glad to hear of any Irish or Highland Harps of

considerable antiquity that are not noticed in this volume. There may

be, and it is to be hoped that there are, interesting specimens m country

houses that are known and valued, while some that have been put

aside, and are forgotten, may yet be brought to light.-

The photogravure plates, both in this and the succeeding volume, are

by the Swan Electric Engraving Company, London, and the Messrs.

Annan of Glasgow, and the lithographs by the Messrs. Banks and Co., and

Messrs. MLagan and Gumming, of Edinburgh. All the plates and blocks

marked by the monogram ^ are the writer’s own work, and are almost

entirely from rubbings and tracings, principally gelatine, taken from the

original ornamentation, or from photographs. These, although mere

outline drawings, he has endeavoured to make as accurate as possible,

and it is hoped they fairly represent the objects referred to in the

text. All the illustration.s in both volumes are copyright, except such

reproductions of engravings as have been previously published and have

not been reproduced by hand.

It is, perhaps, the most pleasing duty of an author to acknowledge

assistance he has received ; and in the production of this and the suc-

ceeding volume assistance has been most generously and ungrudgingly

given, not only by personal friends, but by many with whom he had no

^ Since this paragraph was written a Tutor for

the Triple Welsh Harp, from the ms. of tlie late

Ellis Roberts, has been publiMhecl by the Vinceut
Music Co.. 9 Berners Street, London, W.

If any such are discoveretl, and there are
strings or remnants of strings attached to them,

the writer trusts that they will not be removed,

at least before they have been cleaned of rust,

and then properly gauged and measured, and the

number of each string, counting from the first

treble string, and the metal, noted.
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previous acquaintance. His tbanks are specially due to Lady and Miss
Hodson, Mrs. and Miss Otway-Eutliven, Miss Middleton, the Council of
the Society of Antiquaries, Scotland, the Council of the Koyal Irish
Aoidemy, the Council of the Belfast Natural History and Philosophical
Society, Lord Walter Fitzgerald, Sir Robert Adair Hodson, Bart., the
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THE IRISH HARP

In a work such as this it may not be possible to do full justice to

au instrument of such importance as the wire-strung Irish Harp
;
but

the writer has endeavoured to give, in the following notice, such

information as the ordinary reader may required

That music was cultivated in Ireland at a very remote period, and

that the inhabitants of the country had arrived at the highest degi-ee of

excellence both as composers and as performers upon the Harp, is

undoubted
;
but to enable the reader to judge of the estimation in which

the Irish Harp, and also the harpers and other musicians, were held,

not only by their own countrymen but by those of other nationahties,

it has been considered advisable, before proceeding with the description,

etc., of the Harp, to reprint—as far as possible in chronological order

—some of the notices that are to be found in Irish MSS. of a very early

period, and also such statements as are to be met with in works prepared

during the twelfth, thirteenth, fourteenth, fifteenth, sixteenth, and

seventeenth centuries. This portion of the chapter has been so arranged

that the reader not specially interested in the historical notices can pass

directly to the description of the Harp.

HISTOMCAIi NOTICES

The OUamhs or Doctors, heads of the professions of History, Poetry,

Music, etc., as well as their wives, enjoyed valuable privileges.- Although

an accomplished poet may occasionally have been a proficient m history

• Tbe account of the instrument given by Eugene

O’Curry, in the third rolame of his Lectures,

and the notices of Irish mss. relating to it, or of

those in which it is referred to, are extremely

interesting. Much will also be found in The

Ancient Music of Ireland, by Edward Bunting,

which will repay perusal.

2 The Historians, Pljysicians, Poets, and

Harpers had estates settled upon them that

they might not be disturbed by cares and

worldly troubles in tl»e prosecution of their

studies, etc. When an eminent Antiquary,

Physician, Poet, or Harp-player died, his eldest

son did not succeed him either in his estate or

salary unless ho were the most accomplished of

the family in that profession ;
otherwise, the most

learned member of the tribe to which he belonged

was appointed his successor both in office and

emoluments.—Keating, pp. 137, 138. 0 Curry s

Materials for History, pp. 3, 252. “The OUamhs
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or music, the professions of History, Poetry, and Music, as the following

extracts 'from the ancient MSS. prove, were distinct. In the Annals of

the Four Masters, of the twenty, historians noticed, one was also a poet.

Of the eighty-six poets mentioned, one was also an historian. And of

the twel °e musicians to bo hereafter noticed, one was also skilled in

Fenachus Law. while another, a man of unusual culture, was also skilled

in history, poetry, and general literature.*

Professor O’Curry, whose vast knowledge of the most ancient poems,

historical tales, etc., enabled him to throw much light upon the cultiva-

tion of music in Ireland at remote periods, states that the earliest

notice of a harp-player occurs c. 541 B.C. This person. Crafting, is

mentioned in several legendary tales. One of these, which O’Curry has

not noticed, may be briefly referred to. Craftiiie, whose instrument

had been injured, is stated to have gone to a wood in search of a

suitable tree for the purpose of constructing another Harp, and the

tree he selected was a w'illow.** This is of value as showing that the

Harp, when it most probably was a small and primitive instrument,

was constructed of willow wood.

The writer is unable to place Professor O’Curry 's extracts from

ancient poems and tales in chronological order, but a certain number

are here reprinted for a purpose to be hereafter explained.

In a very ancient poem in which is recorded the tragic death of Curoi

MacDaire, who was King of West Munster, at the period of the

Incarnation, we have an interesting notice of Ferceirtne, who was that

monarch’s faithful poet and harper.”

“ Make amusement for us, O’Donnbo ! because thou art the best

minstrel in Erinn, namely at Cuiseachs, at pipes (or tubes), and at

of Music, or those raised to the higliest order of

Musiciaos of oiicieot Erinn, n ere obliged by the
rules of the order to be iierfectly accom|.lished
in the performnnce of three peculiar classes or
ineces of music, namely tlie SuantraighS, ivhich
no one could hear without falling into a
delightful slumber; the Goltraigbe, which no
one could hear without l.ursting into te.ara and
lamentations; and the Geantraighd, which no
one could hear without bursting out into loud anil
irrepressiblo laughter.”-0-Curry, Ibid., p. 255,

Lug, perhaps a fictitious person, is stated to
have been perfect in aU the arts and sciences.

During bis time the principal liar|ier at Tara vaa

Al>hean, the son of Beceluias.— O'Curry 'a Leclurts,

vol. iii. p. 42.

^ Keating's Histony of Irelaiul, p. 107. In a

poem of a much later date (c. 121)0}, a willow

Harp is thus noticed:—
" Strings as swoet .as liis conversation

On a willow liiirp no fingers have played
;

Nor have Hie youth's while tlngers loiiclieii

All instrument sweeter liiau liis own Tnouili.
‘

O’Curry ’a Lecturea, vol. iii. pp. 27d. 27 '•

^ Ibid., vol. il. p. 97.
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harps, and at poems, and at traditions, and at the royal stories of
Lrinn.”—a.d. 718.

‘

In a record or tradition belonging to a very remote period we have
a notice of a learned poet called Cir, and of a celebrated cruitire, or
harper, named Ona."

From the account of the “ Pot of Avarice” we learn that while the
poem was being chanted, the best nine musicians in the company played
music around the pot.*

At the triennial meeting at Tara a great banquet was always given.
In the History and Antiquities of Tara, Dr. Petrie gives facsimiles from
two MSS. showing the positions occupied at this feast by those who were
entitled to be present. There were two rows of guests on either side
of the haU, and on the first and oldest plan from the Book of
Glendalough we find amongst the list of those who were placed along
the external division on the left. Horsemen, Harpers, Brehons, Professors
of Literature, Tanist-professors, Ollamh-poets, Anroth-poets, Augurs,
Diuids, House-builders, and Carpenters. The Charioteers, Huntsmen,
Cli,'* Historian, and Eath-builder, occupied seats along the external
division to the right, while along the internal division to the left were
ranged Pipers, Smiths, Shield-makers, Chariot-makers, Jugglers, Trum-
peters and Footmen, Distributers and Fishermen, Shoe-makers

; and to

tlie right were seated Chess-players, Braziers, Physicians, Mariners, and
King's fools.

The second plan is somewhat different : along the external division

to the left were seated Horsemen, Charioteers and Stewards, Harpers

and Tympanists,* Brehons, Professors of Literature, Tanist-professor,

Ollamh-poet,* Anriidh,' Augurs, Druids, House-builders, Carpenters,

Eath-builders, Trumpeters, Engravers and Eing-makers, Shoe-makers

’ O’Curry’s Lectnrcs, vol. iii. ji. 310.

* Ibid., vol. ii. j)p. 4, 6.

® Ibid., vol. ii. p. 50.

* A p<»et of the third order.

Priift'saor 0‘Curry, after .-i searching infpiiry,

oatne to the couclnsion that a “ tinijiau was a

sfiecies of violin, and that from one kind the sound

was produced by a bow. Tlie following curious

extract is from the Book of Aicill, printed in the

Ancient Laws of Ireland, vol. iii. p. 363 :
— ‘‘And

.1 wing-nail shall be given to the ‘Tinipanach’ by

way of compensation, if it was off him it (the

nail) was cut.” The term “ Tirapanaclj ” is not

in the translation, but is from the Irish. It would

appear there were either two kinds of “timpan ”

or that the tymp-anist, besides using the bow,

occasionally pulled the strings with his finger-

nails, which was the manner of playing upon

the harp (perhaps at that) certainly at a later

period.

® ( Feli) Chief poet.

‘ The name of tlie second order of poets.
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and Turners. Along the external division., to the right sat Charioteers,

Hunters, Cli,' Historian, Dos,^ Carpenters, Fochloe,® Cooks, Eath-builclers.

Along the internal division to the left. Pipers, Smiths, Shield-makers,

Cliariot-makers, Jugglers, Satirists were ranged, while along the

internal division to the riglit sat the Chess-players, Drink-bearers,

Braziers, Fools, Physicians, Mariners, and Buffoons.*

It may be oonoliided that each person for whom a seat was provided

was highly trained and skilled in his own particular art. The bards (as

will presently be shown) had no regular education, so probably on that

account were not admitted to the banquets.

The court of the King of Cashel, in accordance with ancient custom
and privilege, was supplied by certain officers from particular territories.

Thus “his harpers were furnished by the Corcoiche in the County of
Limerick,” while his poets and scholars came from the Muscraio-he of
Ormond.*

It IS recorded that when MacLlgg, who succeeded MacLonain as
chief poet of Erinn, went on a visit to King Brian Boroihme, he was
accompanied by learned men and his pupils, and attended by Ilbrechtach
the harper, who had been harper to his predecessor, MacLonain.®

Eochad, or better known as OUamh Fodhla on account of his learnino-,
for the encouragement of learning, made a law, that the dignity of

an Antiquary, a Physician, a Poet, and a Harp-player should not be
conferred but upon persons descended from the most illustrious families
in the whole country.” ^

.U uue reign ot uormac Ulfada, a.d. 213, it was established bylaw
a every monarch of the kingdom should be attended by these ten

officers. He was obliged to have always in his retinue a lord, a

aud° tl

° a physician, a poet, an antiquary, a musician,

liitv tb r to

aualitv tK

^ memorable actions of famous men, of whatever
y ey were, to compose satires upon debauchery and vice, and

^
wuiiu oruer.

- A poet of the fourth order.
® A poet of the lower rank.
' o( ihe Royal j,

vol, xvili,
.'lino ri’pi • T

DO U I- ,
" Lectnrea.

PP- 1^. lo
; voL HI. pp. 3G7.509.

j

are behind the Poeta. The Flute-players, Horn-
blowers, and Jugglers are placed in the south-east
parb.”~Ancient Law’s of Ireland, vol. iv. p. 339.

® O’Uurry’a Lectures, vol. iii. p. 20S.
® Ibid., vol. ii. p. 99.
' Keating, p, 139.
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to ksh the .mmorahty of courtiers aud inferior persons without partiality

to sin r instruments,
s.ng before h.m, when he was pleased to throw olf public cares, andease his mind from the business of the state.”’
One MS. quoted by O'Curry gives a very minute but no doubt exag-

gerated account of the court of Conaire Mor. when moving about the
country. Ingcel, a British outlaw, obtained admittance to the court for
the purpose of seeing whether it was po.ssible to attack and plunder the
pdace of Daderg. On his return to the outlawed foster-brothers of
Conaire Mor be related what he had seen, -and described the appearance
and dress of the different persons in attendance upon the king Nine of
these were pipe-players and three- were poets. The harpers are thus
described ;

—

“ I saw nine others in front.” said Ingcel, “ with nine bushy, curling
heads of hair, nine light-blue floating cloaks upon them, and nine brooches
of gold in them. Nine crystal rings upon their hands

; a thumb rimr
of gold upon the thumb of each of them

; ear clasps of gold upon the
ears of each

; a torque of silver around the neck of each. Nine shields
with golden emblazonments over them on the wall. Nine wands of
white silver were in their hands. I know them,” said Ferrogain. “they
are the king’s nine harpers, namely. Side and Dide. Dulothe and
Deiohrinni, Caumul, and Cellgen, 01 and Olene, and Olchoi.””

To the foregoing pass,ages from the ancient Irish MSS. may be added
the following extract, translated by Hardiman from an old historical

tale, entitled Kearnagh Ui Donnell. “The Kearnagh took a loud-toned,
sweet-stringed harp

;
the train below heard him among the rocks, even

they who cast the soothing strains which leave the passions captive;

ivhich cause some to dissolve in tears, some to rise with joy, and others

again to sink in sleep. But sweeter than all was the song of Kearnach.
The fell woundiugs, diseases, and persecutions of the world seemed to

cease, while its sweet strain lasted. 'He took the hai-p, and it sent

forth soft warbling sounds. Wounded men, and women in travail, and
the wily serpent slept while he played. Again he tuned the harp and

' Keating, pp. 280, 2S1. These regulations - O'Currj-’s Lectures, vul. iii, pp. I-IO, 1-47.

were observed from the death of Coruiuc to the Couaire JJor was killed 33 n.C.

death of Brian Bornilime,—Ibid.
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roused the note of war, wondrous and terrible. He struck the thick

chords of bold and fiery notes ;
then the slow and deepening tones of

trao-io grief, full of melancholy and gloom, intermingled with melodious

strains.”

‘

THE BAED.S

The profession of poet was of the very highest rank in Ireland, and

although the course of study was unusually severe, and extended over

a considerable number of years, the qualified poets had such peculiar

privileges, and were so richly endowed, that the profession had special

attractions for a large number of the inhabitants, so much so that at

one time the profession is believed to have numbered one thousand

persons
;
and as these poets did not work, they became a burden to the

state, and their numbers eventually had to be reduced. There were
seven grades or orders of the educated poets,” but so much has been
])rinted regarding the course pursued at a native Irish college, that it is

unnecessary to do more than state that “ the study of the seventh year
was the Brosnach of the Sai (or professor)

; and the Bardesy of the
Bards; for these, says the writer of the tract, the poet is obliged to
know, and so they are the study of the seventh year.” *

We have here one of the few early references to those persons who
in belaud were known as bards, and in the following paragraph they
iue again referred to. During the period Braes usurped the sovereignty,
the chronicler says, “The knives of the people were not greased at his
table, nor did their breath smell of ale at the banquet. Neither their
poets, nor their bards, nor their satbists, nor their harpers, nor their
pipers, nor their trumpeters, etc., were ever seen engaged in amusing
them at his court.” ‘

& o &

^

Were it not for the Ancient Laws of Ireland we should be very much
m the dark as to what a bard really was

; but although the term does
t appear in the index to these valuable volumes, from an examination

0 the contents of vol. iv. we find, p. 3G1, the following most interesting
A haid, now, is one icilhout lawful learning but his own

Iriah Minstrel.^y, vol. ii. p, 3f{n,

Ancient Uw8 of Ireland, vol. iv. p. 357.

^ O’Cnrry's Lectures, vol. ii. p. 172,
* O’Cun-y’a Materials, p. 24S.
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intellect." It would appear from this that men capable of producing

poetry of considerable excellence, who were either uneducated or ha<l

not gone through the same severe course of study as the professional

poets,' occasionally appeared, and that such persons were called bards.

The poems produced by some of these may have been of sufficient

importance to form part of the course at an Irish College. As a

bard did not belong to the profession of poet, his death would pass

unnoticed, so in Dr. O’Donovan's translation of the Annals of the Four

Masters there is not one mentioned, whereas the demise of a great poet,

a national loss-, is usually recorded. These bards, as they were not

provided for, are more likely to have wandered into the Pale, or that

portion of the country inhabited by the English or Anglo-Irish, so we

naturally find sixteenth century writers, such as Baron Finglas (c. 1530),'

Holinshed (1577)," Spenser (c. 1580),-' Derricke (1581), Stanyhurst

(o. 1585),“ and Camden (1586),' noticing them.

As the country came more under the subjection of the English the

poets probably declined, for after 1550 only three are mentioned in

the Annals. The rimers, bards, etc., whom the Earl of Desmond was

directed in 1563 to proceed against,® perhaps in a measure replaced the

poets, or at least were better known within the Anglo-Irish district. The

term bard may thus have come to be used to some extent amongst the

Anglo-Irish in place of poet. Certainly we learn that ^vhen an impoitant

' The course was continue*! for twelve years.—
O'Cnrry’s Lectures, vol. ii. p. 172.

“Irish Miuestralls, Ryuiera, Shaouaghs

(Genealogists), tie Jjiirils.”

3 This writer, when contrasting the oriliiiary

spokeu language with the true Irish, says “The

toong is sharpe and sententious, and offereth

great occasion to quick apophthegms and proper

ulhiaious. Wlieref.Te their common jesters and

rimers, whom they term Bards, are said to delight

pivssinglie these that conceive the grace and

prr.pertie of the toong. But the true Irish indeed

difTereth so much from that they commonlie

speake, that scarse one in five hundred can either

read, write, or uudersland it. Tlierefore it ia

preserve*! among certeine of their poets aud

antiquaries.” — Edii. loSO. p. 12, also p. 44.

“Their rlthmours, their bards, their harperis

that feed them with musike,” et*:.— Ihid., p. 4o.

< “There is amongst the Irish a certain kiml

of pen[ile called hards, which are to them ins-tea*!

of poets.”

s “Both Barde and Harper is prepared

Which by their cunning an

Moe strike aud cheare up all the gestes,

With comfort at the heurt.”

“The Barde and Har[>er mellodie,

Unto them do beginne.

This Barde he d*»etli report.

The noble coiiquestes d*>ne.

And eke in Rimes sliewes forth .at large.

Their glorie thereby wunne.’’

“A Bard ami a Biiner ia all one.”

c “Xheir coiniiion jesters au*l rimers, whom

tliev terme banls, are said to delight passinglv,

— Walker, note, p. 107.

' These have “ Poets, whom they call Ban.?,

and Harpers,” etc.

6 Walker's Irish Bards, pp. 137, 13S, 139.
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• .1 nr, In 1604 by two distinguished poets, the

7™ b. “C..tLi«„ Ofth. Bards.".

...» .o.is» b=r»rs the rs.d.r is

, firstly that the professions of poet and musician were quite dis-

i.', sscuir, th.. the ...» b”<. <>“• not "=«m- fr«l»».tlj .7.7
ss . thirdly that when the term bard is used by English and Anglo-

‘iHsli riTiters of the sixteenth century, it is solely with reference to

noets rimers, or reciters; fourthly, that bard does not appear ever

to have been used, and should not be used, to indicate a harper or

musician unless the person so designated was also a minor poet or rimer,^

at least when the individual referred to is connected with Ireland; and

perhaps we may say the same of Scotland, for Martin, in his Description

of the Islands of Scotland, states that the chieftains in the Isles each

retained a “physician, orator, poet, bard, musicians, etc. * Apparently,

then, a poet, bard, and musician were in Scotland, as in Ireland, distinct.

The term bard seems to have had a fascination for writers. Walker, ^

Joy,‘ Bunting,'' Lady Morgan,'' Wilde,® Conran," etc., were unaware of

the meaning, and actually applied it to harpers. Again, in one of our

leading encyclopedias, a misleading paragraph under that heading will

be found, and in an interesting and recently published novel, in which

many scenes in Ireland are described, a “ bard,” one of the last of the

harpers, is stated to have played the well-known melody “ Coulin upon

his harp. Hardiman and O’Curry, both careful writers, use the term

bard, the former freely, but always with reference to poets, the latter

occasionally, probably to avoid repetition, and always with reference to

poets, except in one case when he quotes his friend Dr. Petrie,'" with

* O’Curry’8 Lectures on ms. Materials, p, 141.

- Oa 27ih .lanuary 1540 a geueral pardon was
granted to Owen Keyiian (Keenan) of Capper-
varget, in the county of Kildare, harper, otlier-

wise called Owen Keynan, servant of Gerald, late

Earl of Kiltlare, otherwise Owen Keynan, {tht)

Kymour, otherwise Owen Keynan, the poet,
otherwise Owen Keynan, Keyeghe Berde (the
blind bard), and for Cornelius Keynan of Capper-
avarget, harper, otherwise called Cornelius Key-
nan, son of Owen Keynan Keyeghe, otherwise
Cornelius, (the) berde (bard). Patent Roll 32.
33 Henry vm., quoted by Hardiman. It may be

remarked that both these individu.als were

harpers, and that the first mentioned was also

a rimer and bard. It appears that the terms

were not interchangeable.

3 Edn. 171G, p. 109.

* Bards, pp. 58, 137, 156.

^ In Bunting, coll. 1809, p. 3.

c Ibid., p. iii.

^ The Lay of an Irish Harp.

® R. I. Academy Catalogue.

° Irish Minstrelsy, pp. 16-24.

Lectures, vol. iii. p. 298.
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whose contribution to his lectures he may not have considered it

advisable to interfere.

When prose writers were inaccurate, we need not be surprised that

poets were mistaken. One, and by no means an unimportant one, wrote

the following graceful lines :

—

“E’en kings themselves liave mixed the bards among,

Swept the bold Harp, and claimed renown in Song.”

Supposing our information to be correct, here w'e have the ancient kings

of Erin, the proudest of the proud,' unintentionally represented as

degrading themselves by consorting with a number of uneducated

rimers, and playing upon their harps, and singing songs for their enter-

tainment. This is not written with any wish to ridicule the work, or

with any disrespect for the memory, of an Irish scholar and author. The

fine lines quoted, it must be remembered, had a very different but

mistaken meaning when they were penned, but to us with our more

exact knowledge they represent nothing except what has been stated.

Turlough Carolan, wdio will be hereafter noticed, was accustomed to

pay periodical visits to country-houses, and in return for the hospitality

he received he occasionally wrote lines in praise of his entertainers.

This is exactly what the sixteenth century bards are known to have

done, but the bards were paid, whereas Carolan, as far as we know, was

not. Carolan was much more than a minor poet. The verses he wrote

he set to original and beautiful melodies, and sang them and accom-

panied himself upon the harp. He was in fact a remarkable musical

crenius, and far more celebrated as a composer than as a poet It is

possible that this rare combination of poet, singer, composer, and harp-

player may have led to the confused ideas regarding the meaning of the

term bard, which term was applied to Carolan at a later period, and

perhaps during his life. However, unless important contiadic ory

Lidence can be produced, it is to be hoped that writers who may m

the future treat of the ancient and mediaeval periods

will refrain from using the term bard when referring to

Knowing as we do the distinguished position held by the profes

1 As ali-ca.ly every King of Iiclanrtwes entertain "1*

l,y Uw bound »Uv.uyB to have with him a lord ver,at.on.-Keat.ng, p.

who was to be a coinpaniou for the king, and to

B
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of harp-playing, would have been equally indignant had the term bard

been applied to either of them.
^ . ni 1 • p

• i

Pacing this somewhat long dissertation, we return to the historical

notices of the Irish Harp, harpers, and other musicians.

HISTORICAL NOTICES CONTINUED

111 the life of St. Mungo, or Kentigern, it is stated that a King

of Ireland sent a jooulator or jongleur to the court of Roderio, King

of ^Yales. This musician sang and played upon the Harp and Tambour

before the king and his nobles during the Christmas holidays, and so

pleased was Eoderlc that he ordered rich presents to be presented to

the musician.' Kentigern hved a.d. 580.

Fuller, in his account of the Crusade conducted by Godfrey of

Boulogne at the close of the eleventh century, says :
“ Yea, we may

well think that all the concert of Christendom in this war w'ould

have made no music if the Irish Harp had been wanting.” "

Johannes Brompton, Abbot of Jereval in Yorkshire, who -wrote

during the reign of Henry il. (1154-1189), states that the Irish had

two kinds of Harps, the one bold and rapid, the other soft and

soothing
;
further, that the Irish taught in secret, and committed their

lessons to memory.^ M. Conran gives an extract from this writer of

which the following is a translation :
“ And while Scotland, daughter

of this land, uses the Lyra (Harp), Tympano, and Chore, and Wales
(uses) the Cithara, Tmmpets, and Chore, the Irish make music on twm
kinds of musical Instruments, although headlong and rapid, nevertheless
sweet and pleasant, the modulations (moduli) crisp, and the small notes
(notuli) intricate.-*

Caradoc of Lhancarvan, a Welsh authority (died c. 1147), assures us
' Antllologia Hibernioa, in Bimling, coll, 1800

I‘.
15.

Holy War, by Thomas Fuller. Book v. 1G39
;

IV.AUon's Essay on Ancient Ireland, p. 339

’

Even if Fuller’s statement was not taken from

an early authority, it is still of value as showing

the estimation in which the instrument was held

in 1G39.

^ Bunting, coll. 1809, note, ]l 2, and also p. 23.

^ >'aiii)iial Music, note, j). 92.
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(according to Wynne) that the Irish devised all the instrument tunes

in use among the Welsh.'

I1G8. Amhlaeibh MacMnaighneorach, chief OUamh of Ireland in

harp-playing, died."

David Powell, a Welsh historian (1584) who follows Caradoc, states

that “ there are three sorts of minstrels in Wales. The second sort

are plaiei-s upon instruments, chiefelye the Harp and Growth, whose

musice for the most part came to Wales with GriSyth ap Conan,

who being on one side an Irishman by his mother and grandmother,

and also borne in Ireland, brought over with him out of that countrie

(c. 1080) divers cunning musicians into Wales, who derived in a manner

all the instrumental musike that now is there used, as appeareth as

well by the books written of the same, as also by the names of

the tunes and measures used amongst them to this daie.”®

Passing these brief notices we find Giraldus Cambrensis, an accom-

plished ecclesiastic whcr unquestionably had a considerable knowledge

of music, and who accompanied Prince John to Ireland in 1185, and

must have had frequent opportunities of hearing the very finest

performers of the period, making the following remarkable statements

“ The attention of this people to musical instruments, I find worthy

of commendation, in which their skill is beyond comparison superior

to that of any nation I have seen.' For in these, the modulation is

not slow and solemn, as in the instruments of Britain to which we

are accustomed, but the sounds are rapid and precipitate, yet, at the

same time, sweet and pleasing. It is wonderful how, in such precipitate

rapidity of the fingers, the musical proportions are preserved, and by

their art faultless throughout; in the midst of their complicated

modulations, and most intricate arrangement of notes, by a rapidity

so sweet, a regularity so irregular, a concord so discordant, the melody

is rendered liarmonious and perfect, whether the choids ° ^ ®

diatessaron (the fourth), or diapente (the fifth) are struc toge er

,

yet they always begin in a soft mood, and end in the same a

may be perfected in the sweetness of delicious sounds. They en er

J i- .j;*: RimtinP

^ Caracloc of Lbancarvan, The History of ^ ales. 3 Lloyd’s translation, edition 158-1. Bunting

p. 158, W. Wynne's edition, 1697 O’dirry’s
Giraldus Lad

Lcctur^a, vol. lu. p. 3o3 ;
Biiutiug. coll. 1809, p.

. Englaod, ami France.

- Auiials.
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...in leave their modulations a.-itli so much subtlety
;
and the

Tklm's orthe smal’l strings sport with so much freedom under the
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“It is to be observed, however, that Scotland and Wales-the

latter in order to disseminate the art ;
the former, in consequence of

intercourse and affinity-strive with rivoal skill to emulate Ireland in

music. Ireland, indeed, employs and delights in two instruments,

the Harp and the Tabor; Scotland in three, the Harp, Tabor, and

Growth ;
and Wales in the Harp, the Pipes, and the Growth. The

Irish prefer strings of brass wire to those made of thongs. In the

opinion of many at this day, Scotland has not only equalled, but

even far excels her mistress, Ireland, in musical skill ;
wherefore they

seek there also the fountain, as it were, of the art.’

The writer considers it desirable to reprint here a literal translation

of a beautiful poem, which shows in a remarkable manner the value

placed upon the Harp by those of the highest rank both in Ireland

and in Scotland.
^

A small but singularly sweet and very beautiful Harp which had

belonged to Donnohadh Cairbreach O’Brien, whose father, the last King

of Munster, died in 1194, had been by some means removed to Scotland,

and MacConmidhe, poet to the Irish chief, was directed by his master

to endeavour to recover it, either as a free gift or in exchange for a

flock of Irish sheep.

The envoy proceeded on his mission, but, failing to induce the

Scottish king or chief to restore O’Brien’s Harp, produced on his

return the following beautiful lines, the first portion of which may be

his address to the possessor of the harp :

—

“ Bring unto me the harp of my king,

Until upon it I forget ray grief

—

A man’s grief is soon banished
By the notes of that sweet-sounding treed

11S7 Giraldua wrote about the Irish minds
; it clears the clouded countenance, and,

ent
. It not a little exhilarates dejected removes superciliousness and austerity.”
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He to whom this music-tree belonged,

He was a noble youth of sweet performance.

Many au inspired song has he sweetly sung

To that elegant, sweet-voiced instrument.

Many a splendid jewel has he bestowed

From behind this gem-set tree;

Often has he distributed the spoils of the race of Conn,

With its graceful curve placed to his shoulder.

Beloved the hand that struck

The thin slender-side board:

A tall, brave youth was he who played upon it

With dexterous hand, with perfect facility.

Whenever his hand touched

That home of music in perfection,

Its prolonged, soft, deep sigh

Took away from all of us our grief.

When into the hall would come

The race of Cas of the waving hair,

A harp with pathetic strings within

Welcomed the comely men of Cashel.

The maiden became known to all men.

Throughout the soft-bordered lands of Banha.

‘ It is the harp of Donnehadh I
’ cried every one

—

The slender, thin and fragrant tree.
'

'

O’Brien's harp ! sweet its melody

At the head of the banquet of fair Gahhran

;

Oh ! how the pillar of bright Gabhran called forth

Tlie melting tones of the thrilling chords.”

The reply of the Scottish chief is as follows

“ No son of a bright Gaedhil shall get

The harp of O’Brien of the flowing hair
;

No son of a foreigner shall obtain

The graceful, gem-set, fairy instrument

!

Woe ' to have thought of sending to beg thee.

Thou harp of the chieftain of fair Limerick-

Woe ! to have thought of sending to purchase thee

For a rich flock of Erinn’s sheep.

Sweet to me is thy melodious soft voice,
^

0 maid ! who wast once the arch-kmgs,

Thy sprightly voice to me is sweet.

Thou maiden from the island of Erinn.
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If to me were permitted in this eastern land

The life of the evergreen yew-tree,

The noble chief of Brendon’s hill,

His hand-harp I would keep in repair.

Beloved to me-it is natural for me--

Are the beautiful woods of Scotland.

Though strange, I love dearer still

This tree from the woods of Erinu.”’

In the Annals of Loch Ce it is stated that “ Aedh (or Hugh), the son

of Donnslebhe O’SocUaohann, vicar of Cunga, a professor of smgmg and

harp-tuning, invented a tuning (or arrangement) for himself that had

not been d°one before him, and he was a proficient m all arts both of

poetry and engraving and writing, and of all the arts that man executes,

died in 1225.”

12G9. Hugh O’Finaghty, a learned minstrel, died.*

John Glynn, a friar of the Convent of Friars Minor of Kilkenny, in

his Annals of Ireland (c. 1336), refers to Camus O’Caruill as a “famous

performer on the tabor, and a Phoenix in execution on the harp, and so

pre-eminently distinguished with his school of about twenty musicians,

that, though he could not be called the inventor of stringed musical

instruments, he was the master and director of all his own contem-

poraries, and superior to aU his predecessors.”
^

1328. The Blind MacCarroU, whose name was Mulrony, the chief of

the minstrels of Ireland in his time, was slain.*

1357. Donslevy MacCarroU, a noble master of music and melody, the

best of his time, died.*

1360. Gilla-na-naev O’Conmhaigh, Chief Professor of Music in

Thomond, died.'

1361. Magrath O’Flnnaghty, Chief Musician and Tympanist to the

GU-Murray,* died."

' Professor Eugene O’Curry, to whom we are
imlelited for bringing this interesting poem to
light, says

“

It is impossible in a severe literal

translation to do anything like justice to the
fervour and beautiful pathos of this touching
poem.”—Lectures, vol. iiL pp. 271, 272 273.

* O’Curry’s Lectures, vol. iii. p. 264.
’ Annals.

‘ CamI,remit Eversiit, vol, i. p. 313, edited by

the Rev. M. Kelly. Of poor O’Caniill and bis

pupils the fate was melaoclioly. They, together

with their patron, Lord Bellingham, were cruelly

massacred.—Walker, p. 123.

® Annals.
8 Ibid.

^ Ibid.

® O’Connor, O’Curry’s Materials, p. 219.

8 Annals.



THE lEISH HAEP 15

In the fortieth year of Edward iii., 1367, Lionel, Duke of Clarence,

Lord-Deputy, held a famous parliament in Kilkenny when an act was

passed, c. 15 of which is as follows:—"Also whereas the Irish Agents

who come amongst the English, spy out the secrets, plans, and policies

of the English, whereby great evils have often resulted; it is agreed and

forbidden that any Irish Agents, that is to say, pipers,' story-tellers,

babblers, rimers, mowers, nor any other Irish Agent shall come amongst

the English, and that no English shall receive or make gift to such ; and

that he that shall do so, and be attainted, shall be taken, and imprisoned,

as well the Irish Agents as the English, who receive or give them any-

thing, and after that they shall make fine at the King’s will
;
and the

instruments of their agency shall forfeit to our lord the King.”

"

13G9. John MacEgan and Gilbert O'Bardan, two accomplished young

harpers of Conmaione,* died.'

Although Irish minstrels were excluded from the Pale, an exception

was made" in the case of one individual during 1376, for, by letters

patent of 25th October, w'e learn that as “ Dowenald O’Moghane, an

Irish minstrel residing among the English, had constantly remained m the

fealty, peace, and obedience of the King ;
and that he had inflicted divers

injuries on the Irish enemies, for which reason he durst not approach

near them ;
it was concluded that he might continually reside among the

English, and that they might receive and entertain him notwithstanding

the statute.” ^
i • i.

1379. William, the son of Gilla-Ceach MacCarroll, the most eminent

of the Irish in music, died.®
>

During the fourteenth century Kanulf Higden compiled his Poly-

chronicon, which was translated by John Trevlsa m 138/. ^
wrote from personal knowdedge, and not after pen-d ^e ms.

Giraldus Cambrensis, the following statement corroborates that water

1 Sir Jolin Davies says, “ minstrels.”— Dis-

coverie of the State of Ireland, p. 214.

= The Statute of Kilkenny, by James Hanliman,

pp. 65, 68, communicated by G. A. G. Cole, Esq.

Puring the third year of Henry IV., 1402, Lord

Thomas of Lancaster, his second son, was api>ointed

Lieutenant of Ireland, On his arrival he held a

parliament, “wherein he gave new life to the

stuuites of Kilkenny.”— Davies, p. 1,-9.

a of Kilkenny were revived and coodrme.l

the tenth year of Henry VII., )49o,— Ihid.,

i-235. , ,

nniore, County Galway.-O Curry 8 Lee-

,-ol i.
i».

xxis.

Kilkenny.

0 Annals.
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, 1.1 T,or “ Irishmen be cunning in two manner instru-

in a remarkable man
^ Tvmbre that is armed with wire and

„rents of music, m the
hastily and swiftly.

strings of brass, in whmhmstrumenKtho^eyp^^^^^

be7n «o/.. and play se.etly under

l7 Id under the great strings, and turn agam unto the same, so

7t the greater part of the craft hideth the craft, as >t wood seem as

thoucrh the craft so hid, shoud be ashamed, if it were taken.

/ohn of Fordun, a Scottish priest who visited Ireland some time

durincT the latter end of the fourteenth century, says that Ireland was

the fo\intain of music in his time, from whence it then began to flow

into Scotland and Wales.’
, i j j.

About the close of the fourteenth century (1395) Richard li. spent a

considerable time in Ireland. During the stay of this monarch m the

Irish capital four native kings submitted to him, and a commodious house

in Dublin was set apart for their entertainment. Henry Castide, who

was ordered to reside with them and instruct them in the usages of the

EngUsh. informed Froissart that—“When these kings were seated at

table and the first dish served, they would make their minstrels and

principal servants sit beside them, and eat from their plates and drink

from their cups. They told me, this w'as a praiseworthy custom of

their country, where everything was common but the bed. I permitted

this to be done for three days
;
but on the fourth I ordered the tables

to be laid out and covered properly, placing the four kings at an upper

table, the minstrels at another below, and the servants lower still.

They looked at each other, and refused to eat, saying I had deprived

them of their old custom in which they had been brought up. I replied

with a smile, to appease them, that the custom was not decent nor suit-

able to their rank, nor would it be honourable for them to continue it

;

for that now they should conform to the manners of the English ;
and

to instruct them in these particulars was the reason I resided with

them, having been so ordered by the King of England and his council.

When they heard this they made no further opposition to whatever

I proposed, from having placed themselves under the obedience of

BuQtiDg, coll. 1S09, note, p. 4. * This statement is by Wall<Gr, p. 121, but is

apparently not in Scotichrouicon.
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England, and continued good-liumouredlj to persevere in it as long

as I staid with them.”*

It is stated that in 1395 a harper saved the life of Art MacMurrogh,

an uncompromising opponent of the Engli,sh, in the following manner.

The lords of the Pale invited him to a banquet. All were secretly armed,

while MacMurrogh, not suspecting treachery, was only accompanied by

his harper and one attendant. After the feast the minstrel, seated near

a window, delighted the company with his music; but suddenly he

changed his notes to Kosg Catha, or war-song, for which he was repri-

manded by MacMurrogh, and ordered to play only festive airs. But the

harper again resumed the war-ode, which surprised MacMurrogh, who,

becoming indignant at the disobedience of 'his harper, arose from the

table to remonstrate with him. But perceiving that the house was

surrounded by armed men, he brandished his sword, and, cutting his

way through the surrounding forces, mounted his steed and escaped

with safety.**

139G. Mathew O’Luiuin, Erenagh of Arda (Fermanagh), a man of

various professions, and skilled in history, poetry, music, and

[general] literature, died.®

1399. Boethius MacEgan, a man extensively skilled in the Fenachus

law and in music, and who kept a celebrated house of

hospitality, died.'*

1404. Gilla-Dinvin MacCurtln, Ollamh of Thomond m Music, died."

By a roll of the thirteenth year of Henry vi., 1435, we learn that

the Irish Mimi, Clarsaghours (hai-pers), Tympanours, Crowthores, Ker-

racrhers, Pvymours, Skelaghes, Bards, and others, contrary to the statute

of° Kilkenny, went among the English and exercised their, arts an

minstrelsies (minstrelsias et aides suas), and that they afterwards p'O-

ceeded to the Irish enemies, and led them upon the kmgs hege

subjects.**
1 j- 1

7

1490. Finn O’Haughluinn. Chief Tympanist of Ireland, died.

From 1491 we find in the Accounts of the Lord High Treasurer o

Scotland a number of interesting entries, showing that the reigning

* Froisisarb, Johnes’a trane.. vol. iv. p. 431.

TafTe's Ireland, quotwl by Conran.

3 Annals.
* Ibid.

IDUl.
, , ;

« Rot. Pat., nardimau’s Minstrelsy, vol. i.,

note, pp.^xviii., xix.

t Annals.

C
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rereign, Jaui6S iv.r., himself a performer, had directed payments to be

made to persons who had played upon the ( .

TprU loOl payments were made to Pate (Peter) Harper on he Clarscha,

‘and also to the Ireland Clarescha. It is more than probable that Pate

was also a native of Ireland;' he was attached to the court, and m

mentioned in December 1501, January 1501-2, March 1502, Aprd and

October 1503, January 1503-4, and January 1504-5 Upon the ast-

mentioned date, his son, who had probably played before the king

for the first time, is also referred to. Again m March 1505, Pate

received xiiij s., and in December of the same year an “ Inland

Clarschaar ” received v s. In April “ Pate harpar Clarscha ” and his son

are mentioned. Pate is also noticed in July 1505, November 150G,

March 1506-7, and April, June, and July 1507. During 1512 O’Donel,

an important Irish chief, visited Scotland, and on his departure, July

11th, the king commanded that his harper, who presumably had played

before him, should receive vij le.

As only a portion of the record has been printed, the writer is unable

to state whether Irish harpers were attached to or played before

the Scottish court during the remainder of the sixteenth century,

but it is interesting to find that Irish music was appreciated by

James, who was, we know, accustomed to hear Italian minstrels,

Luterers, Fiddlers, English, Lowland, and Highland harpers, and other

skilled musicians.

Polydore Virgil, who resided in England during the first half of

the sixteenth century, states “ That the Irish practise music, and are

eminently skilled in it. Their performance, both vocal and instru-

mental, is exquisite
;
but so bold and impassioned, that it is amazing

how they can observe the rules of their art amidst such rapid evolutions

of the fingers and vibrations of the voice
;
and yet they do observe them

to perfection.” -

In Majors Greater Britain, published in 1521, it is stated that the
Irish and the wild Scots were pre-eminent as performers on the Harp.

Before 1534 Patrick Einglas, Chief Baron of the Exchequer in

It may l>e remarked that “ Pate harper on
the Harp,” and ” Pate harper on the Clarscha,”
»ere Iwth retained at Court, and that an “ Er^che

Clarescbaw ” is also mentioned.

- Cambrensis Eversua, vol i. p. 311.
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Ireland, wrote a Breviat of the getting of Ireland, and the decline of the

same, in which he recommended “ That noo Irish Mlnistralls, Eymers,

Shannaghs (Genealogists) ne Bards, be Messingers to desire any Goods

of any Man dwelling wythin the English Pale, upon Pain of Forfeiture

of all ther Goods, and their Bodys to be imprisoned at the King’s Will.”

'

John Good, a Catholic priest who had been educated at Oxford,

and was master for many years of a school at Limerick, in 1566 wrote

a description of the Irish, in which he says : “They love music mightily,

and of all instruments are particularly taken with the Harp, which

being strung up tNuth brass wire, and beaten with crooked nails, is very

melodious. They use the bag-pipe in their war instead of a trumpet.”

Camden, who published in 1586, gives the foregoing quotations from

Good, and also makes some statements regarding the Irish on his

own authority, one being as follows “ These great men have likewise

their particular Historians, to chronicle the famous actions of their lives ;

Physitians too, and Poets, whom they call Bards
;
and Harpers, who

have all of them their several estates and possessions allowed them ;
and

in each territory there are certain particular families for nothing else but

these employments ;
for instance, one for Breahans, another for Historians,

and so for the rest, who take care to instruct their children and relations

in their owm respective professions, and by that means leave always one

or other of the same race to succeed them.”
"

Vincentio Galilei, whose work on Music was printed in 1581, writes

as follows :-Aocording to Dante (born 1265) the Harp was brought

to Italy from Ireland “where they are exceUently made, and m gi'eat

numbers, the inhabitants of that island having practised upon it for many

and many ages: nay, they even place it in the arms oi the kingdom,

and paint it on their pubUc buildings, and stamp it on their

as the reason their being descended from Bie royal prophe David.

The Harps which this people use are considerably

and have generally the strings of brass, and a few steel for the higl^es

notes, as in the clavichord. The musicians who perform upon keep

' Hlbernica, by Walter Harris, ]>. 9S. Finglas

vas CUief Justice of the Kiug's Bcuch in lo34.

—Ibid., Preface.

- C-amdeu’s Pritaimia.

3 It may be remarked that Sir David Lymlsay,

Lyon King-or-Ar,ns, 1542, gives tl.c arms of

David, King of Israel, as “.4:. a bar], or, ami tbe

arms of the King of Ireland “ .1:. a king seated on

,a tlirone afrouti, bolding a scertre, crowned and

habited proper.’
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the nails of their fingers long, forming them with care m the shape

of the quills which strike the strings of the spmnet, etc. I had a few

months since (by the civility of an Irish gentleman) an opportunity

of seeing one of theii' Harps, etc.
„ rn .

From Holinshed, who published in 1585, we learn that 'Their

noble men, and noblemens tenants, now and then make a set feast,

which they call coshering, whereto flock all their reteiners, whom they

name followers, their rithmoiirs, their bards, their harpers that feed

them with musike : and when the harper twangeth or singeth a song, all

the companie must be whist, or else he ohafeth like a cutpursse, by

reason his hannonie is not had in better praise.

So far, all those who are known to have noticed the Irish Harp have

praised the instrument, and no fault has been found with the performers.

We now, however, meet with a writer—a native of Ireland who is

the first, and indeed the only, author who is not thoroughly appreciative.

Richard Stanyhurst, descended from a family who had resided for many

generations in the neighbourhood of Dublin, wrote in 1585 as follows :

—

"The harper uses no plectrum, but scratches the chords with his crooked

nails, and never marks the flow of his pieces to musical rhythm, nor the

accent and quantity of the notes; so that, to the refined ears of an

adept, it comes almost as offensively as the grating of a saw.” ^ The

' The whole passage is given in Bunting’s coll.

1S09, pp ‘24-25, and a large portion will also be

fjund in Bunting’s coll. 1S40, chap. iii. The

statemema regarding the nunjber of strings are

confusing, but Sir Samuel Ferguson was evidently

under the impression tliat the number, presuiu-

aiily *29, might be an error for 30.

* P. 45. The rea<ler is requested to contrast

this extract with the statement in Walker, note,

p. lOS.

* Giraldus, who, as we have shown, was
able to ap

5
>reciate the music and the performance

of the harpers, says that “ those very strains which
affMrd deep and unspeakable ment-al delight to

those who have skilfully penetrated into the

mysteries of the art, fatigue rather than gratify

the ears of others, who seeing do nob perceive and
hearing do not understand; and by whom the
liuest music is esteemed no better than a confused
ar.d disorderly ntji»e, and will be heard with
unwillingness and disgust.”—Bohn’s edition.

Dr. Lynch, who contrasts the estimate of

Giraldus of the performance of the harpers with

that of Stanyhurst, says: “It is by no means

surprising that the same music should be relished

by some and disagreeable to others, according to

their different skill or taste in musical science,”

etc. “But perha])9 the conflicting opinion of

Giraldus and Stanyhurst can be reconciled if we
take into account the different times in which

they lived. In the days of Girahlus Irtdand was

not subdued; her Irish kings were in full pos-

session of their power, and the tones of joy and

mirth predominated in her music ;
but a sad

change for the worse had come over her before

the time of Stanyhurst, and the airs which her

musicians then attuned to the harj> invariably

breathe a certain tone of sadness,” etc. “Stany-
hurst’s attack, moreover, is directed against rude

harpers, but not against the instntment itself

;

and Ireland is not tlje only country infested by
these rude performers.”— Cambreusis Evcrsus,
vol. i. pp. 313-315.
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harpers he so severely criticises were indifferent performers who played

during supperd

In Stanyhurst’s time harpers of eminence would have been attached

to the households of the great nobles and chiefs. He, however,

happened to meet with one with whom he was pleased, whom he

thus notices :
“ Crusius, a contemporary of our own, is by far the most

eminent harper within the memory of man. He is entirely opposed to

that barbarous din which others elicit from their discordant and badly

strung harps. Such is the order of his measures, the elegant com-

bination of his notes, and his observance of musical harmony, that his

airs strike like a spell on the ears of his audience, and force you to

exclaim, not that he is the most perfect merely, but in truth almost

the only harper.” Dr. Lynch, when quoting this author, says there

never was a time when Ireland could boast of only one distinguished

harper, and many eminent performers may have flourished in parts

of Ireland which Stanyhurst did not visit.

Dr. Keating complains that Stanyhurst called the musicians of

Ireland a set of blind harpers, and states that if proper inquiries had

been made, it would have been found “that for one musician that was

blind there were twenty who had their perfect sight.
“

Barnaby Bioh, who visited Ireland during the reign of James i.,

says: “They (the Irish) have Harpers, and those are so reverenced

among the Irish, that in the time of rebellion they will forbear to hurt

either their persons or their goods.”
‘

Pretorius, who published his work on Musical Instruments in 1619,

states :
“ The Irish Harp has rough thick brass strings, forty three in

number, and is beyond measure sweet in tone.

Bacon, in his Sylva Sylvarum, published in 1627, after his death, refers

to the Irish Harp, which, he says, “ maketh a more resounding sound than

a Bandora. Opharion, or Cittern, which have hkew.se wire strings, and

no instrument hath the sound so melting and prolonged as the Irish

a MS. History of Ireland (circa 1636) in the Library of the Royal

Irish Academy, it is stated that “the Irish are much addicted to mus.k

* Bunting, Coll. 1S09, p. 19-

- Cambrenais Eversua, vol. i. p. 311.

3 History, pp xi-i

^ Walker, p. 144.
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generaUy, and you shall find but very few of their gentry, either man or

woman, but can play on the harp
;
alsoe you shall not find a house of any

account, without one or two of those instruments, and they always keep

a harper to play for them at their meales, and all other times, as often

as they have a desire to recreate themselves, or others which comes to

their houses, therewith.” ‘

M. de la BouUaye Le Gouz, who travelled in Ireland during 1644,

states that the inhabitants “ are fond of the harp, upon which nearly all

play, as the English do upon the fiddle, the Scotch upon the bagpipe, etc.

They march to battle with the bagpipes instead of fifes
;
but they have

few drums.”

"

Dr. Keating, the historian, who is supposed to have died before 1644,

wrote some fine lines in praise of his harper. In this poem he asks. Who
is it that plays the enchanting music that dispels all the ills that man
is heir to ? and thus answers the query :

“Tadhg O’Cobthaigh of the beauteous form,

—

The chief beguiler of women,

The intelligent concordance of all difficult tunes,

The thrill of music and of harmony.”^

Nicholas Pierce, who lived previous to 1640, although blind is stated
to have been not only the first master of the instrument of his time, but
a composer of lamentations, etc.*

The following extracts are of interest as showing that the Irish
Harp was occasionaUy to be heard in England, and how extremely
difficult it was to become a master of the instrument. John Evelyn
w^ competent to give an opinion; he had taken lessons upon the
Theorbo and Lute, was fond of music, and notices some of the finest
performers on the Welsh Harp, Violin, Lute, etc., of his time

; his
statements therefore, regarding the merits of the Irish Harp, no longer
to be heard, are of value :

—

, 20th January. Come to see my old acquaintance and the
Inah iliMtreUy, by James Hardiman n

p. IS.?,

' Crofton Croker's translation, Irish P,
loumal, p, 5

:

two harp, free to all traveller,, „ho were
more caressed the more they exeeUed ir, mu

This is stated by T. Moore, in a note to “The
Legacy,” to have been written by O’Halloran.
The writer has failed to verify the quotation.

^ O’Curry’s Lectures, vol. iii. p, 215.

^ Ibid,, pp. 263-4.
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most incomparable player on the Irish harp, Mr. Clark, after his travels.

He was an excellent musician, a discreet gentleman, born in Devonshire

(as I remember). Such music before or since did I never hear, that

instrument being neglected for its extraordinary difficulty
;
but in my

judgment far superior to the lute itself, or whatever speaks with

strings.”

'

“1GG8, 17th November.—When dining at the Groom Porters, I

heard Sir Edward Sutton play excellently on the Irish harp; he per-

forms genteelly, but not approaching my worthy friend, Mr. Clark, a

gentleman of Northumberland, who makes it execute lute, viol, and

all the harmony an instrument is capable of
:

pity it is that it is not

more in use
;
but indeed to play well takes up the w'hole man, as Mr.

Clark has assured me, who, though a gentleman of quality and parts,

was yet brought up to that instrument from five years old, as I remember

he told me.” ^

It has been stated that “ when lists w^ere made of the effects or

property of the proscribed adherents of James ii., it was found that nearly

all, even the Anglo-Norman families of the Pale, possessed one Irish

harpe.” ®

As most of the references to the Irish Harp or Irish harpers,

down to the seventeenth century, have now been noticed, and it has

not been considered necessary to refer to the interesting account of

noted harpers who lived during the seventeenth and eighteenth cen-

turies, printed by Bunting in his coll. 1840, further than hereafter

to notice such paragraphs as describe their methods of playing, this

portion of the chapter may close with the following complimentary

statement by Count Iloghenski :
“ Les Irlandois sont entre tous les

peuples ceux qui passent pour jouer le mieux de oet instrument.

Article ‘ Harp ’ in the Enoyclopedie.*

1 Diary, vol. i. p. 300. failed. It is possible there may ba\e

2 Ibid., vol. ii. p. 39. been some statement in a letter, but no list is

3 Conran's National Music, p. 214. The writer likely to have been made

has made every effort to verify this statemeut, * Walker, note. p. 12— M. onran, p. i
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kepkesestations. metal, stone, etc.

The earliest representation of the Irish Harp in metal appears upon

the shrine of St. Moedoo, circa eleventh century, preserved in the Dubhu

\Leum The Harp, which is of small size, rests upon the knees of the

former, and against his left shoulder. The number of strings xs of

Ttle consequence ;
the important point is that xt xs an xnstruxnent (to

play upon which both hands are requmed, the left for the txeble axid

L'ri-ht for the bass), and so accurate is the representation, that the

manner of playing, that is by pulling the strings by the nails, xs cleaxdy

represented. The Harp has a curved fore-pillar, which expands on the

outer side, at a short distance from the upper termination,^ and also from

the lower end.' The back of the box is curved inwards," and upon the

side are indents. As these do not appear upon other portions of the plate,

they may be intended to represent the decoration of the instrument.

Another representation occurs upon the shrine of St. Patrick s Tooth,

1350, also preserved in the Dublin Museum. Here the Harp, which is

considerably larger, has twenty-three strings. It is placed against the

left arm, and rests neither upon the knees nor upon the ground, but is

apparently suspended by a strap, which, however, is not represented.

The fingers of the left hand of the performer are shown as pulling the

treble strings, those of the right the bass strings. There is no decoration

upon the instrument ;
the fore-pillar is curved.'

The representations of the Irish Harp upon stone are of interest, but

not of the same importance, the coarseness of the material and natural

decay rendering them more or less indistinct. They may, however, be

seen at UUard, South East Cross Monasterboice, Durrow, Castle Dermot,

Clonmacnois and Kells.‘

• This is the earliest representation of what

may be termed the T formation of fore-pillar to

be hereafter referred to.

* The artist no doubt bad a Haq> so formed

before him. This curvature, although unusual, ia

not unknown. The back of the box of the Harp
in the Belfast Museum, to be hereafter referred

to. ia slightly curved.

^ It should be noticed that small circles are

represented on the Irish Harp, as illustrated in

the HUtory of British Costume, by J. R.

Plaiiche, from a ms. copy of Giraldus Cam-

brensis, illuminated about the end of the twelfth

century.

* Banting, in coll. 1840, p. 39, gives a woodcut,

but so bad that tboae who had not seen the original

would suppose the performer to be kneeling m
place of -sitting.

° Communicated by J. Romilly Allen, Esq. :

“ Harps are represented, on the knees of ecclesi-

astics, on several of our ancient stone crosses, of

the eighth, ninth, and tenth centuries.”—Petrie,

in Bunting, coll. 1840, p. 42,
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Perhaps the latest representation of the Harp in stone is that which

appears upon a monument in Jerpoint Abbey, Kilkenny.

This piece of sculpture is most interesting. The sculptor unques-

tionably had a Harp (probably that which had belonged to the chief)

before him which he found it desirable to reproduce on a much

reduced scale,' as a full size representation would have interfered with

the design. The Harp is placed upon the back of the box, as was no

doubt usual when not in use, and rests beside the right thigh of the

recumbent effigy. The instrument has a somewhat depressed form

;

that is, from the back of the box to the upper portion of the fore-

arm the measurement is not so great as upon the existing specimens

;

the fore-pillar, in fact, scarcely rises above the effigy. The box, which

is a truncated triangle in form, has the projecting block at the lower end

and the raised string hole band, which terminates upon either side at

the upper end in semicircular curves. At the lower extremity this

raised portion is carried round the fore-pdlar, where it joins the pro-

jecting block. The sounding-board is flat, and there are no sound-

holes. The fore-pillar is curved and has the T formation, which

commences at a greater distance than is usual from eithei extremity.

The har'monic curve has no hump, and if it ever projected beyond the

junction with the fore-pillar, that portion has been broken oft or has

decayed. The metal band for the pegs is represented, and forms a single

curve. The stone is much decayed, and there is not a vestige of decoration.

The Harp, excepting that it has not the hump on the hannonic curve,

resembles the Lament Harp in the National Museum at Edinbm-gh.

The effigies probably belong to the early poidion of the fifteenth

century. A portion of the inscription remains, and from it we gather

that the male figure was intended to Represent William O’Banahan.

The panels rvliich now support the effigies belong to two periods, late

fifteenth and sixteenth centuries.'

In the Image of Ireland, by John Derricke, 1581, there is a plate.

• Measurement: Extreme length. 1 ft. 1| in.;

from back of box to highest point, 0 inches.

- This faulty construction is to be found upon

the Lament Harp.

3 For these particulars the writer is indebted

to Richard Lnngrishe, Estp, F.R.LA., and the

Rev. Canon Hewson, who at considerable trouble

most obligingly visited Jerpoint for the purpose

of examining the monument and deciphering the

inscription.

The late Mr. George V. Dn Noyer, who notices

the monument ami gives an illustration of the

Harp, supposes the name to be O'Habrahan.—

Communicated by T. H. Longfiekl, Esq.

D
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renresentin- an Irish Chief, and others, seated upon the ground at meat.

A “bard” ts recitincr, or singing, while a minstrel plays upon a large

Harp. The illustration is rude and grotesque, but is interesting. (See

p V) The harper is also seated on the ground, and pulls the strings with

his Hn^er-nails, which are long and somewhat crooked.^ (See Fig. i.

)

Fig. i.

Pretorius, who published his work on Musical Instruments at

Woltfenbiittel in 1G19, gives a representation of an Irish Harp. The

artist who worked for him neglected to reverse his drawing, but this

defect has been remedied in the reproduction. The peculiar peak

which is shown upon the upper portion of the harmonic curve, quite

unlike the Scotch hump, is exactly similar to that which occurs upon the

Castle Otway and the O’Ffogerty Harps. The metal band through which

the pegs pass has a double curve, a form which is scarcelj' traceable upon

Irish’ or Highland Harps. The sounding-board is convex, as described

^ This is a conventional drawing. The artist

certainly liatl not a Har|» before him, ami he did
not know that the Harp should be strung upon
the left side and hell against the left shoulder.

The engraver reversed the drawing, so the artist s

work is properly representetl.

- On the Kildare Harp there is a very slight

downward curve at the treble end of the bantl.



THE lEISII HAHP 27

by Bacon aa oocun-ing npon Irish Harps in bis time.' The curved fore-

pillar has the T formation
;
the metal bands attaching it to the harmonic

curve are shown. The Harp has forty-three strings. (See Fig. ix.)

In the Parliamentary Gazetteer there is a coloured representation of

the Arms of Ireland, with a certificate dated the 5th March 1844, by

Sir William Betham, then Ulster Kiiig-tit-Arms, in which he states that

the Arms there shown appear in a manuscript volume in his office of

the i-eign of King Henry viii. or thereabouts. The Harp is of the

Celtic form with a lion’s head at the junction of the harmonic curve and

fore-pillar.* The Harp may be seen upon the coins of Henry viii., also

upon the Arms of Ireland which appear upon a map, 1567,* and the

Seal of the Customs and Port of Carrlckfergus, 1605.* It is also

repi'esented upon the Ax'ms of the Borough of Belturbet, 1613.“

DESCRIPTION AND CONSTRUCTION

The Irish are known to have possessed at least two kinds of Harp.

The smaller were used by churchmen," the larger by harpers. Some

of the tiarps are supposed to have had two rows of strings.* If so,

the form was abandoned
;

for, with the exception of the Dalway Harp,

which has a second row of seven, there is no instrument extant with moi'e

than one row of strings. In fact, as the Harp was strung with brass

wire in the bass, and thin steel wi

I “ An Irish Harp hath open air on both sides

of the striiiga : ftinl it hath the concave or belly

udt along the strings, but at the eiul of the

strings.”—Sylva Sylvarum, Bacon ;
S[»cd(ling’s

ed., vol, ii. pp. 14G-223. Communicated by E.

Alabaster, Esq.

• A representation of the Arms and Crest

u[>pear«'d in the Evening Telegraph, Dublin,

23rd September 1899,

3 State Papers of Henry viii„ v«)l. ii. Incor-

rectly represented in Bunting’s coll. 1S40.

* Figureil in tbc Ulster Journal of Arclneology,

vol. i. p. 4*2. This is perhaps the only representa-

tion of A Harp ill Ireland with a distinct “hump ”

on the baimouic curve. The engraver may have

been .Scotcb, or the matrix may liave been engraved

in Scotland. The form is, as far as we can learn,

peculiar to the JJighlaiuls.

^ Ibid., p. 111.

c As early aa 845 a portable eiglit-stringed in-

3 in the treble, the tension of two

strument, most jirobablj’ a Harp, was in use in

Ireland. On one occasion an abbot carried one

of these at bis girdle from Clare to Cashel.

—

O'Curry ’s Lectures, vol. (ii. pp. 2(12, 2G3. 333.

Some centuries later Harps w ith eight strings were

represented upon some of the ancient sculptured

stones in Scotland.

“ Bishops and Abbots and holy men in Ireland

were in the habit of carrying their harps with them

in their peregrinations, and found pious delight

in playing upon them. Inconsequence of this,

St. Kevin’s harp w.is held in great reverence by

the natives, and to this day is considered a valu-

able relic, possessed of great virtues.’—Giraldua

CambrensU, Bobu's edition, p. 12S. St. Kwm
(C'oemgen) died Srd June tilS. and Giraldua

visited Ireland in 11S5, so it is possible that the

statement may be correct

^ This is Bunting's opinion, see coll. 1S09, note,

pp. 3, 23, 24.
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rows of strings would have been such

as to have necessitated an unusual and

undesirable thickness of sounding-board,

which would, perhaps, have diminished

the vibration.

The smaller Harp had thirty, el-

even fewer, strings, the larger, from

thirty-four* to forty- five.^ They were

of brass wire “ in the bass, and of thin

steel wire* in the treble.**

The box or trunk of the Ancient

Harp was usually in the form of a

truncated triangle, and was invariably

constructed out of a solid piece of

timber, which was hollowed out from

the back so as to form the sides, ends,

and sounding-board, the cavity being

covered at the back by a board (see

illustration).**

The sounding - board, which had

generally sound-holes,* varied consider-

ably in thickness, that of the Harp

in Trinity College being rather less

than a quarter of an inch, while that

of the Castle Otway Harp varies from

one-half to three-quarters of an inch.

The sounding-board at an early

period was probably perfectly flat, and

the sides of the box of the same dejith

* Leilwioh says 33, ranging frum C iu the

Tenor to D in Alt.—Antifjuities, p. 254.

' The Dalway Harp has this number in a ron*.

' Xotice>l by Oiralilus Cambrenais about 11S8,

aUo iu the thirteenth century, in Higdeii’a l^oly-

chronicon. and by Dante, again in ir)66 by Good,

in laSl by Galilei, in 1585 by Stanyhurst, and
by Lynch befure 1680.

* Noticed during the thirteenth century by
Dintu, and in 1581 by Galilei. Iron, bronze, and
•ilv«r strings for musical instruments were manu-
factured in Ireland at a remote period, and are men-

tioned in a poem of the early part of the twelfth

century, which O’Curry believed to be several

centuries earlier.—Lectures, vol. iii. ]'p. 223*24.

^ The writer regrets that the number of steel

strings have not been noticed by any writer.

They probably varied.

® The illustration shows the back of the Castle

Otway Harp. The projecting block has been

added by the writer, as that portion of the

instiuimeiit is inserted in a stand.
' Ur. Lynch says, Through these holes the

pegs attached to the strings were passed when
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throughout. Bacon, who notices the instrument, states that “ an Irish

harp hath open air (sound-holes) on both sides of the strings, and it

hath the concave or belly, not along the strings, but at the end of the

strino-s,” i.e., as he says, “across the strings.”' This is exactly what

is shown in the illustration already noticed, reproduced from Pretorius’s

work of 1G19, and it should be remarked that this representation shows

the side of the box much deeper at the upper extremity than at the

lower termination, as was then customary. Later on in the seventeenth

century, the sounding-board was made to curve both along and across

the strings, and the depth of the sides of the box varied, being occa-

sionally deepest at the centre, and usually shallowest at the lower

termination.

The form of the lower extremity of the sounding-board also varied.

Originally it was probably a straight line, but during the seventeenth

cenLry the termination at either side of the projecting block took the

form of semi-circular curves, more or less varied. There was usually a

raised band dividing the sounding-board longitudinally, which was

pierced with holes for the strings. Above, or surrounding the string-

holes, pieces of metal, more or less ornamented, called the “shoes of

the strings,” were attached to prevent the wire strmgs from cutting

the sounding-board.^ A number of these are here represented.

^ Same scale. Nos. 6, 7, and 8 on the Harp in Dablln Museum. No. 9 on the Downhill Harp.

new striiig-e were required. Some harps have

cavities in the back which act ae sound-holes,

and innet .also have been used for stringing the

iuatruments.

‘ Sylvti Sylvarum, Bacon ;
Speddiug’s ed.,

vol. ii. PP*

t The etring. were attached to small pieces of

wood, which prevented them from being drawn

through the string-holes.
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4 portion of tire box projected from the lower extremr y Severn

inches; this had a cavity, into which the lower- portron of the curved

fore-pillar was inserted.' The upper portion of the box had also a

cavitv, into which one end of the harmonic curve fitted.

The harmonic curve was furnished with metal bands, on either

side, of the same curved form as the wood, each with a series of holes,

throudr which the tuning-pegs passed. These band.s, which were, no

douht intended to strengthen this portion of the instrument, were

occasionally ornamented, and almost invariably formed single curves.

The tiinimr-pegs, generally of brass, also frequently ornamented, were

angular at the right end, and perforated at the left; these were inserted

on" the right side,' and the strmgs attached to the portions that projected

from theleft side. There were no nuts or straining-pegs, but when the

tuning-pegs were firmly placed and the strings properly adjusted, it is

probable that the strings were then very slightly, if at all, oft' the plane.

The harmonic curve was originally constructed out of one piece of

wood. Into a cavity near the end, the upper portion of the fore-pillar was

inserted ;
the tension of the strings caused the harmonic curve to lean

towards the left side, to counteract which metal straps or bands were

sometimes attached to the right side of the harmonic curve and to the

fore-pillar.® A similar strengthening may he seen on the Lamont Harp

and on the illustration in Pretorlus’s work. A most remarkable Irish

example occurs amongst the brass mountings found at Ballinderry, and

will be hereafter described (p. 63). During the seventeenth century the

artificers commenced to carry the fore-pillar higher than was originally

the practice, the upper portion then forming part of the harmonic curve.

The remaining portion of the harmonic curve was mortised into it, both

pjortions being held together by the metal bands on either side through

which the tuning-pegs passed.

The fore-pillar was more or less curved, and had for a considerable

portion upon either side of the outer curve a projection, the section taking

the form of the letter T. When this formation was made to commence

and terminate near to either extremity of the fore-pillar, an exceptionally

^ By the right side is meant that which is curve) is coated on both sides with brass plates,

nearest the right hantl when the Harp is being which connect it elegantly with the bowlike
played upon. pillar.”— Cambrensis E versus, Dr. John Lynch.

* “ The end oi the curved neck (harmonic
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strong arm, able to withstand the tension of the strings towards the

left, was the result. When the fore-pdlar is much curved, it may

occasionally be found slightly shortened by the direct tension of the

strings.

The correct Irish names for the difterent portions of the Harp are

given by O’Curry * as follows :

—

Crann Gleaata

Corr

Lamhchrann

Com

Tuning Key.^

Harmonic Curve.

Front Pillar.

Belly% or Sound-Board.

Bunting does not give the Irish for “ Tuning Key,” but he gives

Crunatted, for the shoe of the strings, i.e. the piece of brass on the sound-

board, through which the strings pass; Aufhoirshnadhaim, for the

wooden pegs to which the strings are fastened ;
Uinaidhin ceangal, for

the pin, or jack, that fastens the wire to the Harp.® 0 Cuny gives

Trom-Theda for the heavy strings, and Golbca for the light strings.'

That great care was bestowed upon the construction of the Irish

Plarp is shown from a poem written about 1640 by Pierce Ferriter of

Ferriter’s Cove, concerning a Harp which was presented to him b\

a Roscommon friend, the following portion of which, translated by

O’Curry, the reader may find of interest.

“ The key of music and its gate.

Tile we-iUli, and abode of poetry !

The skilful neat Irishwom.an,

The richly festive moaner.

“ Cliildren in dire sickness, men in deep wounds.

Sleep at the sounds of its crimson board

The merry witch has chased all sorrow,

The festive home of music and delight.

' Lectures, vol. iii. p. 256.

^ The handle was of wood or horn.—Lynch.

Amongst the Collection of Antiquities on view at

Belfast in 1852 were two Harp keys made of

bronze. One of these was exhibited by f. L.

Murray, Esfj., Edeuderry, Co. Meath. The other,

from a crannog, Monalty Lake, was exhibited by

E. L’. Shirley, Esfi., Lough Fea, Carrickmacross.—

Descriptive Catabigue.

3 Bunting, coll. 1840. pp. 20-36. As Curry

has coudemned Bunting’s Irish terms, and under-

taken to correct thorn {which apparently he

neglected to do), these may not be accurate.—

Lectures, vol. iii. p- 302.

> Ibid., p. 256.

s Hnrps tlmt arc extant have oonahleraWe traces

of painting, staining, and gilding.
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“ It found a Car ‘ in a fruitful tvood in [Mugh] Aoi ^
;

And a Lamh-drami'> m the fort of Seautmoi,—

The rich sonorous disconrser of the musical notes
;

And a comely Com* from £as dd Ecconn.^'

“ It found MdcSithduill to plan it,

It found Cathal to be its artificer,—

And Beannglan,—great the honour,

Got [to do] its fastenings of gold° and its emblazoning.

“ Excellent indeed was its other adorner in gold,

Farlhalon More MacCaihail,

The harp of the gold and of the gems,

The prince of decorators is Partbalon. '

We find the wood for the instrument was brought from three

distinct districts. An artist designed it. A woodworker or carpenter

made it. An artificer either made or supplied the gold fastenings and

emblazoned it, and a decorator finished the instrument.

Dr. Lynch, who gives a very accurate and minute description of

the Irish Harp of the early portion of the seventeenth century,® states

that the neck (harmonic curve) and fore-pillar were ornamented with

varied and exquisite sculpture,” also that the trunk was generally made

of yew or sallow.'” The Harps had frequently the makers’ names or

inscriptions upon them. Lynch notices one of the latter which a native

of Cashel had carved upon his Harp after the country had been overrun

by the English, which runs as follows ;

—

‘ Harmonic curve.

' In tbe plains of Roscommon.

Fore-pillar.

‘ Sounding-board (box).

^ Falls of BallyshaDDOD, Donegal.

* These fastenings may have been those for

connectiog the harmonic curve with the fore-

pillar.

^ Lectures, vol. iii. pp. 257-8.

^ His reason for his minute description is here

given ;
—“ It may not be by any means a useless

labour, if I succeed in describing accurately for

my readers the form of the Harp, lest it should

be involved iu that universal min, which i fear

nothing but the arm of God alone can now avert

from my country. The precaution is the more
necessary, as some barbarous marauders (supposed

to be Cromwell’s soldiers) in many places vent

their vandal fury on every Harp which they

meet, and break it to pieces. For Ireland loved

the Harp, and when it was banished from every

other country she clung to it with a fonder affec-

tion
; it was quartered on her national arms ;

its

music was her delight.”—Cambrensis Eversus.

® Unfortunately the Dahvay Harp is the only

specimen of the period extant. That this dis-

appearance of the splendidly decorated Ancient

Harps cannot altogether be attributed to natural

decay is too true. Lynch’s statement regarding

their destruction has been given in the previous

note.

We know that those of a hater date were
most commonly made of red sallow, white sallow,

or black saUow from the bog, but tbe box of the

Kildare Harp is supposed to be of yew.
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“ Car l3^ra funestos edit percussa sonorcsl

Scilicet arnissum fors diadema gemit.”^

This writer states that in his OAvn days “ Father Itobert Nugent made a

very considerable improvement in the Harp by an invention of his own.

He enclosed the open space between the trunk (sounding-board) and the

upper part of the Harp (harmonic curve) with little pieces of wood, and

made it like a box
;
leaving on the right side of the box a sound-hole,

which he covered with a lattice-work of wood, as in the clavichords. On
each side he then arranged a row of chords, and thus increased to a great

degree the melodious power of the Harp.”"

Another improver of the Harp was Nicholas Pierce of Clonmaurice,

who lived before 1640. He added more wires to the instrument than

it had at any previous period.^ Unfortunately, of the number of strings

we have no record.

The dui’ation of time during which the Celtic Harp, the box of

which was formed out of a solid block, remained a serviceable instrument

was limited by the power of the sounding-board to resist the tension

of the strings. The harmonic curve and fore-pillar could be replaced if

damaged, and although the beauty of the instrument was largely owing to

the form of the harmonic curve and fore-pdlar, the purity and sweetness

of tone was mainly due to the construction of the box,'* which, musically-

speaking, was the most important portion of the instrument. It might

be replaced if worn out or injured, but the tone would not then be the

same. That the Irish and Scotch made use of a form of unusual strength

is undeniable, but was the tone of an instrument, the box of which was

cut out of a solid block, also superior ? If it was not superior, why was it

universally so constructed 1 It cannot be supposed that the Irish were

unaware that the box could be constructed of several pieces, or, unless

the use of glue w-as unknown, that the Irish artificers were incapable of

• Wliich Kplly, Dr. Lyncli’s translator and

editor, thus reiidera:

—

'* Why brc.ilhes rny Unrp the ever-mournrul strain?

It mourns the long-lost Rom, the ftiU of Erin’s reign !

"

“ CiimbreDais Everaus. There ia no known

apeeimen of Nugent’s improved Harp. As Lynch

must have beeu familiar with it, bia de8cri[)tion

may be accei>teil ns accurate, but it is unintel-

ligible. His editor ami translator, the Rev. M.

Kelly, supposes the Dahvay Harp, which has a

second row of seven strings, to be one of Nugent's

Har])3
;
but the writer does uot think this possible,

the harmonic curve shows no appearance of having

been joined to a box in the manner described.

3 O’Curry’s Lectures, vol. iii. pi>.
26;h04.

* The oldest specimens of the ^\ elsh Harp the

writer h.as seen had sounding-boards, the grain of

which ran along, not across, the strings, although

tlie bodies resembled those of the eighteenth

century French Harps.
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Lnv Yet amoncrst the existing specimens we only find

built..,, bu... lb.l W»s “ “ P™'*'

Cl Harp., C .. that rept...uled up.u lb. a«
bmali mrp

,

sounding-boards and raised stnng bands, must have

Jerpom
’

.
“

strino-a for a lengthened period, and the

withstood the tension of
the dura-

UoftrinsTrm™ntI 30 Lmed. An examination of these Highknd

Harps shows that, although the sounding-boards in both mstanoes have

Sn raised or drawn up by the tension of the string, were it not f

the ravages of the wood-worms, they would now be serviceable as

musical instruments, although they may have been skaing and occasional y

plaved upon for two centuries or more.' These High and Harps are small,

L“ lartrer Irish instruments of a later period, with thirty if not more

numerous, strings do not appear to have lasted so long. The Downhi

Harp was in use for one hundred and ten years, and probably the

Kildare Harp and certainly the Castle Otway Harp for a longer penod

When the sounding-board began to yield to the tension of the

strincTS bands of metal were placed across the sounding-board and

attached to the sides of the box. or the “shoes of the strings” were

removed and a long strip of metal, pierced with holes the full length of the

sounding-board, was placed over the string-holes; these unsightly additions

enabled°the harper to continue to use the instrument for some time.

It maybe stated that the projecting-block, which might be supposed

to be a weak portion of the instrument, has not, as far as the writer

is aware, been damaged in any case by the downward thrust of the

fore-pdlar, although the strain in some cases has been so great as to

shorten the fore-pdlar. This downward thrust was probably neiitialised

to a large extent by the tension of the strings acting upon the lower

portion of the sounding-board
;
were it not for this counteracting strain

the projecting-block would certainly have been forced downwards, and

thrust from the box. It may also be remarked that the three portions

of the Harp were not always pegged, or fastened to each other, but were

occasionally held together by the tension of the strings alone.

Ha'l tht*8e Haq)3 been Irish specimens this countenanced seculhr lunaic. So these Harps may

pericKl might be accepted, but it should be recol- have been unstrung for a considerable portion of

ected that thr? leaders of the Reformation dis- the tiuie specilied.

n
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It would be interesting to know what place the Harp occupied,

whether in the ladies’ chamber or in the baronial hall
;
but upon this point

Dr. Lyncli is silent. That splendidly decorated instruments, such as

he describes, were intended not only to be heard, but to be seen and

admired, is certain. In Ireland, either within or -ndthout the Pale,

purely decorative objects probably were not numerous, and it is reason-

able to suppose that a highly ornamented Harp, or even a less ornate

instrument, would have its special place in one or other of the apart-

ments named. The question naturally follows. Was that place the wall ?

If a Celtic Harp was suspended, it would have been most probably

suspended by a strap or band, attached for that purpose to the portion

of the harmonic curve which is nearest to the box. If the side of the

Harp rested against the wall, only one half of the ornamentation would

be visible, but if the back of the box was placed against the wall, the

ornamentation of both sides would be clearly seen. The Celtic Harp

was not a light instrument, and any band or strap placed round the

harmonic curve for the purpose of suspension would in time leave

a mark, but on the two existing specimens there are no such marks.

Both of these Celtic Harps have ornamented fore-pillars. If the reader

turns to the illustration of the Dalway Harp (p. 65), and examines it as it

would require to be examined if suspended, he will find that the animals

represented on the fore-pillar will then appear as if they were moving

up the side of a wall, whereas, if the illustration is examined showing

the Harp as resting upon the back of the box, the figures will all appear

in natural positions. The animals represented upon the tore-pillar of the

Trinity College specimen can also be best seen when the instrument is

placed upon the back of the box (see p. 57), but are unintelligible when

the instrument is suspended. The wolf-dogs represented upon the

Castle Otway Harp (p. 73) would appear to rest upon their necks or

heads were the instrument suspended. So far as the writer is aware,

were it not for Moore’s well-known line :

—

‘ Now hangs as mute on Tara’s wall,’*

there would be nothing to Induce any one to suppose that the

Celtic Harp was ever suspended. The injury to the decoration of

‘ Without serious injury to Moore’s beautiful melody the following line might be substituted

"Xow rests as mute within those wnlls.'
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, ,1 nf a, band would certainly have

a cherished object w
'mg and replacing the instrument upon

caused, and the trou
the°nossessor of one of these beautiful

the wall would ^ave PreventecUh^^

Harps from suspending it.

Abbey where a genuine Irish

Harp IS
position in which the instrument was

nott ut. That Jsh and Highland Ha^s were splen-

SX decorated and highly prized is undoubted, and it is natura to

suppose that they would have special places in the Castle ha Is oi othei

aXtments They may have been placed upon decorated stands or

benches. No such pedestals are extant, but that there were such is

extremely probable. A decorated instrument, such as the Dalway Haip

would neXr have been placed upon the floor of the hall, where it wmiild

be almost certain to be injured by some of the numerous guests or

retainers who occasionally thronged the apartment.

METHOD OF PLAYING

The Irish harper placed the instrument upon his knees or upon the

ground, and, resting it either against his left shoulder or agamst his chest,

played the treble with the left hand, and the bass with the right, catching

the strings between the finger-nails (which were purposely trimmed, so

as to be long and crooked) and the flesh,' thus producing a clearer, and

perhaps purer, tone than could be otherwise obtained. This method^ of

playing was gradually abandoned, and we find Dr. Lynch thus describing

the manner of striking or pulling the strings as practised during the

early portion of the seventeenth century. “ The more expert and accom-

plished performers (who generally bend over the neck of the Harp, but

occasionally hold it erect) strike the brass strings with the tips of then

fingers, not with their nails, contrary to the custom, as some maintained,

which not long since was common in Ireland. That custom is now, if

not obsolete, at least adopted by ruder performers only, in their anxiety

to elicit thereby louder notes from the strings, and make the whole

* This manner of pulling tlie Rtrings by the Vicentio Galilei in 1581, and by Richard Stauy-

Iriali IS noticed by John Good in 1506, also by hurst in 1534,

J
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liouse ring with their melody.”' Hempson, the oldest harper at the

Belfast meeting in 1793, played with his finger-nails; he was probably

the last who did so, as all the other harpers who attended that meeting

pulled the strings with the fleshy part of the fingers alone.

SCALE AND TUNING, ETC.

Of the scale of the Iri.sh Harp at a remote period we have unfor-

tunately no knowledge, but it was probably tuned to such gapped scales

as were in use. Pretorius, a writer already mentioned, who published

in 1619, gives what he calls the scale of the Irish Harp with forty-three

strings. As this scale is so singular, the writer thinks it desirable to

reproduce it here" and leave it to those who have made a speciality

of Irish scale forms to decide whether or not such a scale is likely to

have been in use at any period.

In the chapter contributed by W. Beauford and published by Edward

Ledwich in The Antiquities of Ireland in 1790, there is a statement that the

Bardic Harp (? sic) from twenty-eight strings was afterwards augmented

to thirty-three, “beginning in C in the tenor and extending to D in alt,

which seems to have been the last improvement in the Irish Harp, and in

which state it stiU remains.” Although Mr. Beauford mentions a Harp

with thirty-three strings, he probably in the passage quoted gi\es the

range of a Harp with thirty strings, and as two of the strings were

tuned to the same note, a gap would occur in the scale.

^ A century later Echlin O’Kane, a most accom-

plished Irish harper, who, although blind, had

travelled through England, Scotland, France,

Spain, and Italy, and performed before the King

of Spain, the Pope, and the exiled Stewart prince

at Rome, jdayed in this manner, anti prided him-

self upon having his nails specially trimmed for

the [uirpose. This hiir|ier was occasionally most

offensive to hia euCertaiiicrs, and when his insol-

ence could not be overlooked, Highland gentlemen

before sending him from their houses oixiered his

nails to be cut quite short, a sufficient punish-

ment, as he was then unable to play upon the

Harp until they had grown to their proper length.

Gunn’s Historical Enquirj-,note,p. 19 ;
Bunting,

coll. 1S40, p. 7S.

2 The writer is indebted to Professor Xiecks

for this scale as it appears.
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During the fifty Mowing years,
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'
tte Ha,. ...at

*“ ’»

referred to had thirty strings.

These Harps were not large-we know that two of them were no

more than four feet in height ‘-and as they were intended to be cai ued

about the country, they were probably made as ® ^
^

Edwai-d Buntmg procured aU the information obtainable as to the

tunmcr of the instrument as practised by the harpers in 1/92, and,

as he°was a musician of some eminence, and able to verify the state-

ments, they are here reproduced.

ANCIENT MUSIC OF IRELAND.

SCALE OF THE IRISH HARP OF THIRTY STRINGS, TUNED IN THE
NATURAL KEY, TERMED,

“ ceach sceas,” or half note.

* “The Irish Harp had no string for F sharp, between E and G in the bass, probably

because it had no concord in their scale for that tone, either m.ajor or minor ;
but this E

in the bass, called ‘ Tea.ilecthae,’ or fallen string, in the n.atiiral key termed ‘ Leath Glass,

being altered to F natural, a semitone higher when the melody required it, and the sharp

F’s, througli the instrument hoing previously lowered a semitone, the key was then called

‘ Teadleaguidhe,’ the falling string, or high bass key.”

!] II
Strings 11 and 12, “Called by the harpers ‘The Sisters/ were two strings in unison,

which were the first tuned to the proper pitch
;
they answered to the tenor G, fourth

iitring on the violin, and nearly divided the instrument into bass and treble.” OCuny

States that the name of these strings was “ Cobhlnighe.”—Lectures, vol. iii. p- 256. The

Sisters are mentioned at a very remote period in the “Yellow Book of Lecan,’ compiled in

1391.—Ibid., pp. 250-254.

t “This is the number of strings indicated by the string-holes on the sound-board of

the ancient Irish Harp now in trinity College, Dublin, erroneously called ‘ Brian

Boroimhe’s Harp,’ and was the usual number of strings fouud on all the Harps at the

Belfast meeting in 1792.”

‘ Petrie, in O’Curry’s Lectures, vol. iii. p. 295.
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METHOD OF TUNING USED BY THE OLD HARPERS.
Tuaed for bigh bus kcyi

at. i H . J .f .J
:

Pipi p ,•- r =F
Hi

-4-J • -4^
-J •

I “It will bo observed by the musical critic, that only two major keys, viz., G one

sharp, aud C natural, were perfect iu their diatonic intervals on the Irish Harp; but the

harpers also made use of two ancient diatonic minor keys (neither of them perfect

according to the modern scale), viz. E one sharp, and A natural. They sometimes made
use of D natural minor, which was still more imperfect, though some of their airs were

performed in that key, aud were thought extremely agreeable by many persons.”

C sharp, § occasionally tuned to F sharp, (a fifth.)

§ “The harpers said that this single note, C sharp, was sometimes made use of, hut

the editor seldom met wdth an instance of it.”

As the scale given for the Irish Hai-p was published when the Harp

was in use, and when many were alive who must have recollected harpers

of an earlier school tlian those educated by the Belfast society, and as

this scale was accepted and reprinted by George Farquhar Graham,' a

writer not altogether favourable to Bunting, and does not appear to have

been questioned, it may be accepted as correct.

Bunting gives the following mimes and explanations for the different

kinds of Irish Harps and strings of the Harp ;

—

CLARSECH, . . The common harp.

CINNARD-CRUIT, . The high-headed harp.

CROJI-CRUIT, . . The down-bending liarp.

(
Supposed to be the portable harp used by the priests and

OfcllvjNliN, . .

.

I
religious people.

CE.AIFTIN CEUIT, . Craftino’s harp (a man noted in Irish legends).

LUB, . . . .A poetical name for the harp.

Introtluctiou to Songs of Iretiucl without Wonls, J. T. Surenne.
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THE NAMES IN IRISH OF THE DIFFERENT STRINGS OF THE HARP.

WITH THE TRANSLATIONS AND MUSICAL EXAMPLES

CAOMHLUIGHE, . . . Lying together,’ ....
G G

.
Servant of the sisters,

CIO^?s|
Second string over the sisters, .

CIONN"

J
string over the sisters,

TEAD NA FEITHE-O-LACH, . String of the leading sinews,"

GILL\ TEAD NA FEITHE-0-\
gg^y^nt of the leading sinews, .

LALH,

TEAD A LEITH GLASS, . . String of the half-note,^

DOFHREGRACH CAOMLUIGHE, Answering,

'

FREAGRACH TEAD NA I ^ •

FEITHE-0 L VCH I

Response to the leading sinews,"

CRONAN, ..... Drone bass,''

TEAD LEAGUIDH, , . Falling string,' .

GILLY CAOMLUIGHE,

AN DARA TEAD OS
CAOMLUIGHE,

AN TREAS TE.AD OS
CAOMLUIGHE,

‘ Called by the harpers "the yiattra,"’ were two
striD^s in unison, which were first tuned to the

projier pitch; they answered to tlie tenor G,
fourth string on the violin. See note

| f, p. 3S.

' Calletl l)y the Imrpera ‘‘the String fif

M-io-ly," W.-I.S tuned next to the " Sister.'},” being
k filth above them.

^ Ne.xt the octave to the “Siaters.”
* Octave above the “Siaters,” was next tuned.
^ Being octave below the ‘‘ String of Melody.”
“ Octave l^elow the ‘‘ Sisters.”

Being F natural raised from E natural, a

semitone, to answer the mc-lody as occasion
required.
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NAMES OF THE STRINGS—cim(mueA

TEAD LEACTHEA,
. . , The string fallen.'

CRONAN lOCH-DAR-CHANUS, Lowest note.''

UACH-DAE-CHANUS.
, Highest note.=

DO FREGRACn..... Answering.'

FREGRACH. .... Response.^

When playing at Belfast in 1792. Bunting states that “the harpers
used a great degree of execution, performing such a variety of difficult and
novel shakes, and exhibiting such a precision in staccato and kgato, as
astonished and delighted all the musicians present. Struck with the
extraordinary degree of art exhibited in these varieties of their perform-
ance, the Editor (Bunting) carefully noted down examples of each, taking
pains, at the same time, to learn as many as possible, of the technical

terms, by which such points of the execution are described in the Irish

language.’’" As Bunting not only gives musical examples, but also

explains the method of stopping the notes as practised by the harpers,

the writer considers it desirable that they should be here reproduced, as

they may be found of value by those who may attempt to play upon the

instrument.

* The natural tone of the string.

2 Double C in the bass, five notes below the

cTonan.

•' D in alt, the highest note on the Irish Harp.

* Applied to all the octaves in the treble.

® Apitlied to all the octaves in the baas, except

the cronan.

® Bunting, coll. 1S40, p. 19. He also states

that he frequently visited Hempson, who was
over 100 years of age, and from him he learned

his peculiar method of playing and fingering.

—

Ibid., p. 6.

F



MUSICAL 1 N S T H U JI E N T S

r2

SRUITH-IIOR, . . • A great stream ascending, .

First, second, and thinl fingers of the left h.and slide abng Le

strings. «bich were either stopped or allowed to sonnd,

harpS pleased , in general, execnted in a most rapnl u.anuer.

SRUITH-MOR. . . A great stream clescondirg, .

F.ogered in the same manner as last by the right hand, performed

as above.

SRUITH-BEG, .
Little stream,

By thumb, first, second, and third fingers of the left hand.

BUALL.ADH SUAS NO \ of triplets, .

SL'ASERIGH, . . .J

By third, second, and first fingers, ascending one string each

time.

SHAKES, ETC.

BAliLLUITH, . . Activity of the fingers, .

A contiimcl shake, by scouiul, lirst, and third lingers alternately.

The harpers did not tiniah the shake with a turn, as in the mode

adopted at present.

BARLLUITH -BEAL- AN- f
Activity of lingcr-ends, striking

AlKDilE, . •/ upwards, . . .

Cy second, tiroi. and third lingers; the string struck by third,

briskly stopped by second
;

tirst string still sounding.
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NAMKS OF THE GRACES

—

continued.

CASLUITH,
. , Returning actively,

By third, first, ami second lingers; the strings stopped instan-
taneously by eaclj linger when played.

BAELUITII FOSGALTA, . Activity of fingcr-top^i,

By second, first, and third fingers; second finger string stopped
by first ; first finger string still sounding.

CUL-AirilRLS, . . . Half shake,

liy first finger and thumb.

TRIBUILLEACH or CREA-
) ^ ^ ,

THADH COIiMHMHEARj shake,

By second, first, and third fingers, three times in succession.

CROTHACHAON MHEAE, Shaking,

By first finger, back and forward, on the same string.

DOUBLE NOTES, CHORDS, ETC.

FOR THE LEFT HAND

BULSGAN,.... Swelling out,

By the first and second fingers
:
a third.

GLASS, . . . .A joining,

By first and third fingers ; a fourth.

FOR THE RIGHT HAND

GLASS, . . . .A joining.

By thumb ami third finger ; an octave.

LAGHAR, .... Spread hand,

With forked fingers, first and third fingers
;
an octave.
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double notes, kic.—continued

LAGHAKLAIE, .

By first and second fingers ;

Middle of hand,

third.

GL.VSLUITH, .

Quick locking.

By thumb, first and third fingers ;
a chord of a

octave.

third, with an

^ S S P

CEXNANCHEUICH, . . Extremity of hand.

By first, second, and third fingers ; a chord of three notes.

TAOBHCROBH, .
• Side hand, .

By thumb, second, and third fingers ; a chord of three notes.

LASCHEOBH, .
Full hand, . .

By thumb, first, second, and third fingers ;
a chord of four notes.

MALAET PHONOCH, . To reverse the hand, .

Or crossing the hands, the right taking the place of the left.

It is worthy of remark that the harpers struck the upper notes of these chords hrst,

instead of beginning with the lowest tone, as the moderns do in their Arpeggios. All

these graces, shakes, double notes, chords, etc,, had a different sound and expression,

according to the method adopted in fingering, and stopping the vibration of the strings.

THE IRISH TERMS USED BY THE HARPERS TO INDICATE THE TIME, MOOD.

AND KEY, WITH THE TRANSLATIONS

THE TIME

TEEBHUINXEACH. Trebly rapid,

CL'IGRATH, . Dirge time,

.

CRUDHCHLESACH, Bold, heroic.

[Irish jig time, used in the old dancing airs,

- etc., which were performed with great

\
vivacity and vigour.

f Lamentations for particular families, with

\ words.

/Marching time, also the time of the ancient

\ melodies in general.
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CUMHADTH,

PHUET,

THE TIME—continued

fTime of the music composed in compliment
. Lamentation,

.
J deceased patrons of the harpers

[ played*'

. Time of the lessons,

(

Phurt frequently consisted of two parts

;

hrst, Na phurt, introductory, and Mahrt
PAonci, changing the position of the
hands, the nght hand playing the treble,
and the left the bass.

THE MOODS

ALHBHAN-TEIEECH, The three moods. Or species of music

GENANTTRAIDHEACHT.Love,
. . Music of a graceful and expressive order.

GOLLTTEAIDHEACHT, Exciting sorrow. Melancholy music.

SUANTTRAIDHEACHT, Soothing, . Sleepy, composing strains.

LUINNEACH, . / joyihl 1 Supposed to apply to the Luingis of the
I, music,

. / Highlands of Scotland.

THE KEYS

LEATH GLASS, . Half note,

FUIGHEALL-MOR,
. Great sound,

FTJIGHEALL-BEG, . Lesser sound,

UAN FUIGHEALL, . Single sound,

/The leading, or next note to the “ Response
”

1
to the “ Sisters,” forming the proper key

[ of the harp, being G natural, one sharp.

I
Formed by raising C natural (a semitone

[ higher) to C sharp. Seldom used.

(Supposed to be the high bass or flat key.

\ The key of C.

One sharp, another name for the key of G.

The Irish terms given by Bunting were procured from the most

distinguished of the harpers who met at Belfast in the year 1792. The

harpers whose authority was chiefly relied upon were Hempson, O’Neill,

Higgins, Fanning, and Black,' “ who, although educated by different

masters (through the medium of the Irish language alone), and in

different parts of the country, exhibited a perfect agreement in all their

statements, referring to the old traditions of the art as their only

authority, and professing themselves quite at a loss to explain their

method of playing by any other terms.”' Bunting was assisted by Dr.

James M'Donnell, who, on 8th November 1838, wrote as follows ;

—“As

All except Fauuing were blind. ^ Biiutiug, coll. 1840, pp. 19, 20.



to the character of O'Neill, I found him a man of veracity and mtegnty,

etc I think, therefore, you may rely with the greatest confidence upon

an; information he gave you as to the technical names of the strings,

ank parts of the harp, and names of the different notes, or shakes upon

'the harp He was as incapable, as he would have been disuiclined, to

have invented these terms." ' etc. Bunting was not an Irish scholar, and

he occasionally gives different spellings of the Irish terms
;
but that the

terms were those used by the harpers of the eighteenth century there

can be no reasonable doubt. However, it is necessary to state that

O'Curry has pronounced them to be “apociyphal and corrupt,” and

that “aU of them, with few exceptions,” as O’Curry undertook to

show, were “ mere forgeries, or else the most commonplace and vulgar

Hibernicisms ot English terms.

Proof of the accuracy of this statement should have been produced

when the lecture was deUvered. Bunting had died nearly twenty years

previously, and O’Curry passed away shortly after without having

exposed the so-called frauds. The terms used by the harpers may have

appeared incorrect to an eminent Irish scholar, but were it not for

Bunting we shoidd now be deplorably ignorant as to the scale, tuning,

and fingering of the wire-strung Irish Harp. Bunting, an accomplished

musician, who studied the method of playing as practised by the

harpers, could not have mistaken the manner in which the different

graces, etc., were executed, and by noting them he made it possible

that this instrument, celebrated for almost countless centuries, may

again be heard.

DECAY AND DISAPPEAEANCE

That the Irish Harp was an instrument of great power and

sweetness cannot be doubted,’® and it is equally certain that it was

^ Bunting, coll. 1840, p. 61.

* Lectnrea, vol. iii. p. 302.

3 The Irish Harp was a usual accompaniment

of the Mass in the E-oman Catholic Churches.

—Bunting, coll. 1840, p. 53. Carolan “frequently

assisted with his voice and hia harp at the

elevation of the Host,” and composed several

pieces of church music which were considered

excellent, Walker, Appendix, p. 91. It was also

used to some extent in connection with other

instruments. “Manini, our first violin (at Cam-

bridge), often spoke of the performance of O’Kane

with great rapture, assuring me that he could,

although blind, play with great accuracy and fine

effect the first treble and bass parts of many of

Corelli’s Concertos, in concert w’ith other in-

struments.”—Gunn’s Enquiry, note, p. 60.
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an exceptionally difficult instrument to learn, particularly as the pro-
fession was a most entirely reserved for those of either sex who had
lost their sight when young. To be a proficient, it was necessary
for the pupil to begin at the early age of ten or twelve.* Then
after studying under several instructors lor six or eight years the
young harper commenced playing as a professional. The execution of
some of the noted performers, who were to be heard at the close
of the eighteenth century, must have been remarkable. A gentleman,
who had often heard Mungan play, after stating that he was a most
admu-able performer, thus describes his delicacy of touch Those
janglings of the strings, so general amongst ordinary practitioners, were
never heard from the Harp in his hands. But it was in the piano
passages he chiefly exceUed : these came out with an effect indescrib-
ably charming. His ‘ whispering notes ’ commenced in a degree of piano
that required the closest approach to the instrument to render them at
first audible, but increased, by degrees, to the richest chords. In theh-
greatest degree of softness, they resembled rather the sympathetic tones
than those brought out by the finger.” ” Hempson, who, as already
stated, played with long, crooked nails, ^ had, even at the great age of

ninety-seven, “ an admu'able method of playmg staccato and legato, in

which he could run through rapid divisions in an astonishing style. His
fingers lay over the strings in such a manner that when he struck them
with one finger, the other was instantly ready to stop the vibration

; so

the staccato passages were heard in full perfection.” The intricacy and

peculiarity of his playing often amazed the writer of the passage just

quoted, “ who perceived in it vestiges of a noble system of practice that

had existed for many centuries.”'* Seybold, a celebrated performer on

the Pedal Harp, after hearmg Arthur O’Neill, “ declared his admiration

‘ Hempaou studied, from twelve to eigliteeu,

under four iustructnrs. Carolau, who did not

commence the Harp until upwards of sixteen,

never, as we are told, excelled as n performer.

—

Bunting, coll. 1840, p. 72. See Evelyn, p. 23.

- Bunting, coll. 1840, p. 78.

^ Ibid. .coll. 1840, p. 7.3, Bunting, when agaiu

referring to Hempsou’s method of playing, states

that his “staccato and legato passages, double

slurs, shakes, turns, graces, etc. etc., comprised

as great a range of execution as has ever been

devised by the most modern improvers.”—Ibid.,

p. 73. lu another passage he says:—“In his

performance, the tinkling of the small wires,

under the deep notes of the bass, was particularly

thrilling.”—Ibid., p. 3. Wr. Gunn says:—“I

have frequently heard it related of O'K.me, the

celebrated Irish harper, in different places where

he had been heard, that he very commonly drew

tears from his auilitoni.”—Historical Enquiry,

note. pp. .lO, 60.

•* Bunting, coll. 1840, p. 73.
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of his shake upon the Irish Harp, which was performed, apparently, with

the greatest ease and execution; admitting that he could not do it

himself in the same manner on his own instrument, the shake being

the greatest difficulty upon every species of Harp

The harpers taught exactly as they themselves had learned
;

and

at the celebrated meeting in 1792, the performers present although they

had come from difierent counties, or provinces, and had been taught by

separate masters, played the same melodies, “in the «ame keys, and

without variation in any essential passage or note. ' Of the harpers

themselves, particularly those he had known, or of whom he had pretty

rehable information, Bunting has left some interesting notes.

Many of these minstrels belonged to respectable families, and travelled

from mansion to mansion, some even with retinues, but usually either

on horseback, with a guide, or on foot, attended by a harp-bearer.

FamUies of pure Irish descent were most frequently visited, but the

harpers were also welcomed and entertained by the descendants of the

English and Scotch settlers. Thus they travelled over the greater

portion of Ireland, and had an extensive knowledge of a large number

of the leading families.

There can be no doubt, at the close of the eighteenth century the

Irish Harp was on the decline. No composer for the instrument had

appeared after the death of Carolan
;
the harpers that remained were not

numerous, and of these the larger number were blind. To encourage

this class of musician, an Irish gentleman, residing in Copenhagen, con-

ceived the idea of offering liberal premiums for competition, and, to

attract and interest the resident gentry, a splendid ball was to be part

of the entertainment. For this purpose, Mr. James Uungan supplied

I Dr. M ‘Donnell, who hatl been a pupil of

Arthur O’Xeill during the two years he had lived

in his father's house, atates that O’Xeill “ never

affected to compose or alter any tune, but played

it exactly aa he had been taught by bis master,

Hugh O’Xeill, for whom he always expressed

great veneration.”—Bunting, coll. 1840, p. 61.

- Bunting, coll. 1809, p. iii. It was remarked

that their instruments were tuned in one uniform

system, though the performers on them were

ignorant of the principle.—Ibid., p. iii. “Although

educated by different masters (through the medium

of the Irish language alone), and in different parts

of the country, they exhibited a perfect agree-

ment in all their statements, referring to the old

traditions of their art as their only authority, uud

professing themselves quite at a loss to explain

their method of playing by any other terms.

Ibid.,coU. 1840, p. 20. Hempson, when asked

the reason of playing certain parts of a tune, or

lesson, in that style, would reply, “ That is the

way I le.arued it,” or, “ I cannot play it i”

other,”—Ibid., coll. 1840, p. 73.
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the means; and, although he was not able to attend himself, succeededm bnnging about the first meeting, which took place in his native town
of Granard m 1781. (Jnly six harpers attended, but the meeting and
ba 1 were most succes.sful. The second meeting took place during the
0 owing year, at which eight harpers appeared. At the third and lastmeeting Mr. Dungan was present, and two new performers attended.
The ball, at which at least one thousand persons were present, was most
brilliant. The numbers of competitors at the second and third meetings
notwithstanding the success of the first, show how few performers there
then were in the country.

In 1701 some gentlemen belonging to Belfast issued a circular in
which It was proposed to assemble the harpers, to whom prizes irere
to be distributed,^ and that a person well vereed in the language and
a competent musician, to transcribe and arrange the most beautiful
melodies, should attend. The meeting took place at Belfast on the
11th, 12th, and 13th of July 1792. The foUowing are the names
and ages of the ten harpers who were present Denis Hempson (blind)
from the county of Derry, aged 97. Charles Byrne, from the county of
Leitrim, aged 80. Daniel Black (blind), from the county of Derry, aged
75. Arthur O Neill (blind), from the county of Tyrone, aged 58.“

Charles Fanning, from the county of Cavan, aged 56. Hugh Higgins
(blind), from the county of Mayo, aged 55. Eose Mooney (blind), from
the county of Meath, aged 52. Patrick Quin (blind), from the coimty
of Armagh, aged 47. James Duncan, from the county of Down,
aged 45, and William Carr, from the county of Armagh, aged 15.

The tickets for admission to the three performances were 10s. 6d. each.’
* There is a list of the prizes advertised iu the

Dublin Evening Post of July 1784; and it is

stated tliat a similar advertisement appeared iu

July 1785 (WalkePs Irish Bards, note, p. 08j.

According to Buntiug a meeting did not take
place during the last-mentioned year.

' Bunting. According to the Belfast News
Letter he was 55.

^ The following list of the melodies plnye<l

by the harpers upon this memorable occasion is

taken from Buntiug, coll. 1840, the Belfast News
Letter of July lO-l.l, 1792, and the Northern Star,

Belfast, July 14-18, 1792. Those in italics (from
the Bclfa.st papers) if given by Bunting appear

under difTerout headings :
—

Pncaoh buidhe iia leimne, nr The Lame Yellow
Beggar.

Car a Ceann dilis, or Black headed Dcar\’.

Carolau’s Cap.

Carolan’s Concerto.

Carolau's Devotion.

Garrick an evenish, or Pleasant Rooks.

Cathal Mhac Aodha, or Charles M'IIul'Ii.

Catherine Tyrrell.

CavJttr vac Ao\ojh.

Cionn Dhu Dkll'^h.

Collough an Tinnic, or The Sleeping Fox.

Colonel O’Hara.

Goolin.

Coolin Doon.
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Mr Edward Bunting was the musician selected to attend, and the

instructions he received were, as he states himself, exact. He was

-cautioned ag^rinst adding a single note to old melodies, winch would

seem to have” passed, in their present state, through long succession of

ages
”

‘ The meeting was most successful, and all the harpers were

handsomely paid and entertained.

These men, who had studied under difi'erent instructors, who had

no other way of acquiring knowledge except from those of a previous

age, had received from their masters the beautiful melodies of their

country untainted, and the methods of playing upon the national

instrument, as practised by their instructors, and, presumably
,
by many

previous generations of harpers. There being no reason to doubt that

thev were most, if not all, highly accomplished performers,’ it is

surprising to find them referred to in a lecture delivered some seventy

years later as “the degenerate body of harpers, who held them last

synod in Belfast.”" It is to be regretted that Professor O’Curry, by

thus referring to the harpers who had appeared at the assembly, should

have marred his exceptionally able lectures on Irish Musical Instruments.

DeoU Daly.

Doctur Hart.

Eibhiin a Ruin, or Ellen a Rood.

Fanny Power, or Mrs. French.

Grace Nugent.

Graga-nish, or Love in Secret.

Green Woods of Truagb.

Jig.

Lady Blaney.

Lady Iveagh,

Lady Letitia Burke.

Mabel Kelly.

Mailaui Cole.

Maiilin bheag aoibhinn, or Soft Mild Morning.

Fanning.

Miss Moore, or The Hawk of Ballyshannoo.

Molly Bheag 0, or Little Molly 0.

Morning Star.

Mrs. Crofton.

Mrs. Judge.

Mrs. Maxwell.

Naucy Cooper.

Oganioge.

Patricias Day.

Pfnrla on rroUy vaan,

Plnnk'jUy HtUy.

Plaoxty Kiug.*ilaud.

Pleararca na Ruarc, or O’Rourke’s Feast.

Rose Dillon.

Scara na Gumbanagb, or The Parting of Friends.

Sbeela na Conallon.

Sir Charles Coote,

Sir Festus a Burke.

Slieve Gallen.

The Dawning of the Day.

The Fairy Queen.

The Humours of Whisky.

The old Truagha.

The Receipt for Drinking Whisky.

The Rocks of Pleasure.

Thomas a Burke.

Tiarua Mayo, or Lord Mayo.

UIl a condo, wo, or The County of Leitrim.

* Bunting, coll. ISOO, p. 3.

- At the Musical Loan Exhibition, Dublin.

1899, Exhibits Nos. 17, 29, 30, 37, 43, and 44

related to this meeting.

^ Indifferent or bad performers would .scarcely

have competed for prizes.

* O'Curry’s Lectures, vol. iii. p. 302. If the

reader turns to p. 275, same volume, he will

find O'Cuiry referring to one of the “degenerate

body" as “the celebrateil .A^rtbur O’Neill."
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Had he lived to see h.s lectures through the press, the passai^e mi<.ht
perhaps have been withdrawn. As it is, the reader may be curious
to know what opportunity O’Curry had of judging of their merits and
how flu- he was justified in the use of such language. O’Curry was born
in 179G, four years after the Belfast meeting; O’Curry was thirteen in
1809, when only two of the harpers were alive; O’Curiw was twenty
in 181G, during which year the last of the harpers died So. even if
O’Curry had been, when extremely young, a musical genius and critic,
he is not likely to liave had an opportunity of forming an opinion’
certainly not of comparing the performance of previous generations of
harpers with that of the so-called “degenerate body” which met four
years before he was born. If the reader turns to Bunting, coll. 1840,
he will find, in p. 3, enough to show that O’Curry was ungenerous
and unjust . the power of producing new and original melodies may
have died with Stirling,^ but the power of rendering those already
created, in a finished and admirable style, was still alive in 1792.

1 eihaps the unsettled state of the country may have prevented
any further meetings, but in 1807 the Belfast Harp Society was
formed.’’ This society, which supplied board and lodging to a number
of boys who had lost their sight—whose ages ranged from ten upwards

—

and a competent teacher, Arthur O’Neill, to instruct them, came to an

end in 1813 from want of funds.

In 1819 a new society was Instituted by the liberality of some

noblemen and gentlemen in India. It was then discovered that there

were no harpers living who had not been instructed by Arthur O’Neill.

' After the ten harpers who liad appeared at

Belfast had passed away, Buntiug states “that

the least able of them had not left his like

behind” (coll. 1S40, p. 3), but be allows that

Rainey, a pupil of O’Xeill, also deail, had been a

very good harper (ibid., p. G6). iliss Owensnn
(Lady Morgan), wbo was a performer, visited the

western part of Connaught iu 1805. Coticerning

this expedition she writes ns follows;—“The
hope I had long cherished of hearing the Irish

Harp played in perfection was not only far from

being realised, but infinitely disappointed. That
encouragement so nutritive to genius, so indis-

peusnbly necessary to perseverance, no longer

stinnilates the Irish bard to excellence, nor

rewards him when it is attained : and the decline

of tliat tender and impressive instrument, once

so dear to Irish enthusiasm, is as \’ividly rapid as

it is obviously unimpeded by any effort of national

pride or national affection."

—

The Lay of an Irish

H.arp, note, p. *J.

- Parson Stirling of Lurgan composed a uumher

of capital aii’S, which he played upon the Bagpipes.

They were also played upon the Harp by Catherine

Martin.—Bunting, coll. ISJO, p. 81.

3 In 1809 an attempt was made to organise

a Harp Society in Dublin, principally by John

Bernard Trotter. Quin was the instructor, and

played iu public at a Coiucucmoration of Carolan

to i^romote the object The society soon coilajised

for want of funds.— Petrie, in O'Curry, voL iii.

p. 294. Bunting, coll, 1S40, ji. 65.
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the master of the original school. Edward MacBride, who was the first

teacher, remained until 1S22. Valentine Eainey or Reanney,’ a nephew

of the poet Burns, succeeded him in 1823, and continued master of the

school until his death in 1837. James Jackson was appointed teacher in

1S3S.' The society, even then in a declining state—for after August 1839

only two boys were receiving instruction—soon afterwards came to an

^nd.’ The harpers, who, some forty years since, were to be heard in

the streets of Dublin, were probably instructed by the Belfast Society :

*

they must all have passed away, as there is now not a performer on
the instrument to be found.''

“Mute! mute the Harp! and lost the magic art

Which roused to rapture each Milesian heart

!

In cold and rust the lifeless strings decay,

And all their soul of song has died away.”

* MacBride and Reanney were two of the four

harjiera who performed before George iv. on the

occaaioQ of his dining at the Mansion House,
Dublin, August 1821. The other two harpers
were James MacMonagal and John MacLoghlin.
The last mentioned, one of the Belfast School,

was seated beforeO'Connell upon the triumphal car
on which the “ Liberator ” was drawn through the
streets of Dublin after the passing of the Emanci-
pation Act in 1829. Theh.arp upon which he jtlayed

upon that occasion was aftcrw.ards in the posscssii.n

of Dr. Petrie. A copy of the programme of music
performed by these four harpers is in the posses-
sion of E. W. Hennell, Esq., who has kindly
allowed the writer to have it reproduced in
facsimile.

Ulster Journal of Arcbieology, vol. vii. part i.,

Bunting, coll. 1840, Rainey was almost totally

blind and Jackson slightly so,—Communicated
by Mr. T. Smyth.

3 At the Musical Loan Exhibition, Dublin 1S99,
Exhibits Nos. 21, 22, 23, 24, 25, 26, and 32
related to the 6rst and second Belfast Harp
Societies, One of the Harps supplied to the
Belfast Society, between 1822 and 1830, by
Egan of Dublin, is in the writer's possession.

Upon the lught-baud side of the sounding-board
are deeply scratched letters and marks, indicat-

ing the notes lo which the strings were tuned
—perhaps to he fingered by a blind boy, as an
early lesson, while the fingers of his left hand
pulled the strings. These marks may be seen
upon the illustration—see frontispiece. If these

letters are correct, the following is the tuning
adopted by Rainey for this unusually large instru-

ment. There are twenty-one strings with letters ;

the first string, in the treble, is marked B.

BUNTING’S SCALE FOR A HARP WITH THIRTY STRINGS.

SCALE OF EOAS'S W1EE.8TRUSG HASP AND SUPPOSED TUNING.
' O'Cnrrj- m his lTOtiire.s refers, in the following

wonls, to the wantof kiniUyencour.igement,or even
toleration, these last re|.reseatative8 of the anciont
harjwr.s receiveil from the Irish of his day .• “ Why
have we baDished to contempt, to poverty, and
to the pauper's grave, the ever good.hiimonred
and often talented, though in their neglected

state but too ill-instructed, wandering professors

of this, the proudest remnaut of our ancient

inheritance?”—Vol. iii. p, 40G.
® In 1897, when Ibe first Feis Cevil was about

to take place, the writer, understanding that a

prize had been offered for the best performance
upon the wire-.strung harp, requested that a seat
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The kmdly and patriotic effort of the friends in India, and thenoble,nen and gentlemen of Belfast and the neighbourhood to keepahve the Ir.sh Harp, and provide a means of living for som: of tho ewho had unfortunately been deprived of sight, for many reasons Znot succeed The blind harper had been an institution^ os it were
for a lengthened period; so the school was for the instruction o^

e blind But a blind chdd laboured under great disadvantages-
It did not follow, because he had been deprived of sight, that he hadany of the necessary qualifications for the calling for which he was
selected. The want of sight, and the want of suitable music, even
If the performer could see and read, was siffficient to imperil the
^dertaking. The blind boys had only one teacher to study under!
What a change! A few years previously, amongst O’Curry’s “de-
generate body,” was one who had acquired over one hundred of
Carolan’s compositions,' and, no doubt, a large number of ancient
melodies be.sides. To study under several such men was to acquu-e
a large portion of the unwi’itten music of Ireland, but O’Curry’s
“degenerate body” had passed away, carrjnng to the unknown laud
a wealth of melody

; and the blind boys could only acquire what
Rainey and his successor could Impart. Dr. Petrie, who writes in the
kindest manner of the society and its extinction, notices several
reasons for the failure, but to the want of suitable music he scai'cely

gives sufficient prominence. Had Bunting carried out to the letter

the instructions he received in 1792, and continued to note and coUect
in the sama manner, for his own purposes, he could have produced a
work with all the melodies in the same keys, and exactly as he had
heard them performed by the harpers. He did not do so, but pubhshed
the melodies for a keyed instrument, and, by changing the keys and
adding notes, which, even if the melodies were transposed, could not be

from which he could see the fingering of the
performers should he reserved. Tlie reply was
that, after diligent inquiry, the Committee were
forced to come to tho conclusion that there was
not a performer living.

In 1845 the Rev. Tliomas Price, an enthusiastic
admirer of the Welsh Triple Harp, while referring
to the near extinction of the Irish Harp, wrote as
follows:—“In Scotland the Harp once existed;

but it has long disajipeared, and the Scotch people

lauieiit its loss
;
but such remains of their ancient

minstrelsy as they possess, they, like true jiatriots,

cultivate nith cntliusiasiii, and it will be long

before Scotlaml deserts the bagpijies for any

foreign iuslrument. however melo<lious.’‘— Liter-

ary Remains, vol. ii., p. 304.

' Bunting, coll. 1840, p. 71.
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produced upon tbe Harp, rendered the greater portion of his life-

work useless for that instrument. The writer does not wish to refer

in an unkind manner to Bunting : we owe him much, but he lived in

what may be called an improving age
;
he had a keyed instrument

before him, and the temptation to introduce impossible Harp notes

was irresistible : so he “ improved or polished ” the Harp melodies,

and perhaps made them more acceptable to the public of the day.

Bunting did not kill the Irish Harp, but he could have made it possible

for it to live.' He would, no doubt, have done so, in fact would have

been compelled to do so, had there been in Ireland, as there is in

Scotland, a strong Celtic feeling throughout the coimtry.” It was

in Ulster, not in Mimster or Connaught, that an effort was made

to keep the national instnunent alive. Had there been that strong

Celtic feeling, would Bunting’s work have been accepted? Would he

not have been told to “ treat as he pleased such tunes as he had

received from ladies and gentlemen, pipers, fiddlers, and others, but to

produce the Harp music as he had heard it played ”
?

Now that the Harp is lost, an effort has been made to restore the

Irish melodies to then original purity,® an effort which, it is to be hoped,

will meet with the encouragement it so well deserves. If we can

no longer hear the wire-strung Irish Harp, let us at least have the

beautiful Harp music, as it was played, or could have been played, upon
the national instrument. If we cannot drink at the fountain-head, let

us endeavour to have the stream, where it is polluted, filtered and
cleansed from its impurities.

* In Buoting’s early volumes the iodividuals

from whom he obtained the melodies are not
mentioned, but in collection 1840 there are

avowedly aixty-six melodies which were noted
from twelve harpers. Of these aixty-six melodics,

only a comparatively small number, at least as
Banting pnbli.shed them, could have been plaved
upon tbe instrument.

- 0 Curry, when noticing the scant appreciation
shown by his countrymen for the beautiful music
of Ireland, as sliown by Dr. Petrie being com-
pelled to abandon (owing to want of support)
the continuance of the publicatioD of his great
collection of Irish Airs, concludes with the follow-
ing sentences :

“ How unlike the English ! How

immeasurably unlike the Scotch ! There is

scarcely in all Scotland, from the thrifty and

well-taught labourer and mechanic up to the

lordliest duke, a man in whose house volumes of the

noble music of Ins native country, as well as every

scrap of national poetry or song, both in Gaelic

aud English, that from time to time issues from
the press, may not be found,”—Lectures, vol. iii.

p, 4(JG.

“ See The Distinctive Characteristics of Ancient

Irish Melody, a lecture : Ponsonby, Dublin ; also,

Nine Irish Melodies for tbe Harji or Piano, true

to their Scales, both by James C. Culwick.

Mus.D.
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EXISTING SPECIMENS

IHE TKINITY COLLEGE HAHP

Tf ’Tf
wire-strung Harp to be found in Ireland

IS undoubtedly that preserved in Trinity College, Dublin. The box of
IS mstiument is as is usual, cut out of a solid block, and is stated

0 e of black sallow.* The harmonic curve is probably of the same
material, but the fore-pdlar is evidently of a closer and harder wood ^

It IS not the writer’s intention to repeat the tradition relating to thisimportant instrument, as those interested will find it fully noticed inBunting s Ancient Irish Music, coll. 1840
, O’Curry's Lectures, vol iii and

I roceedings ot the Society of Antiquaries, Scotland, vol. 1880-81 p’ 93
By the kind permission of the Rev. Thomas K. Abbott, Senior FeUow and
Libi^nan of Trinity College, the writer has had a series of photographs
specially taken for the purpose of Dlustrating this work; and subsequently,
when he considered it neoessaiy to examine and trace the Celtic orna-
mentation, permission was readily granted for that purpose.

If the reader examines the Hlustrations and diagrams which show the
ornamentation on the harmonic curve and fore-pillar, the following state-
ments wdl be more clearly understood. The left side’ of the harmonic
curve was decorated in a series of lines, curves, and circles (Fig. i.), aU

of which were apparently drawn by a hot iron. The charring was not
deep, and the work was carefully executed. Over the ditt'erent circles,

and in the centre of the spaces between the two parallel hnes which end
lu curves, there were most probably silver bosses, four of which may be

seen, and it should be noticed that where x occurs upon the upper portion,

one of the eight circles is not complete. The right side of the harmonic

curve, the writer believes, was decorated in a similar manner, but
' Petrie says red sallow.—Bunting, coll. 1S4U,

p. 43; Ibid., coll. 1809, note, p. 24.

According to Petrie the jiillar is of oak—
Bunting, coll. 1840, p. 43—but it docs not appear

to be of that wood.

® By the left side ia meant the side wbieb

would be nearest to the left arm of a performer

when the iastrumeiit ia in use.
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no portion of the burnt lines can now be seen. This side was

enriched by silver bosses in the centres of the panels and upon the circles,

one of which remains, and also by a row of nineteen silver knobs

underneath the metal band, through which the tuning-pegs pass (Fig. ii.).

The reader may remark that what has been noticed as occurring upon
the left side, that is, the appearance of a semicircle, is also found
upon this side where the x occurs upon the diagram. It appears that

the upper portion of the harmonic curve where these semicircles occur

has been injured or removed, which accounts for the non-appearance of

a complete circle upon each side.' When the harmonic curve rises from
the box, the upper portion is rounded, then slightly flattened. This
flattening diminishes and ends above the half cii-cles before mentioned,
from which to the termination at the bass it is pointed. The end of
the harmonic curve being now covered by a silver enrichment, it cannot
be stated whether underneath the metal any of the original ornamenta-
tion is preserved or not. The metal bands through which the tuning-pegs
pass form single curves, and are ornamented both above and below the
pegs by bands or ribbons on which diagonal lines are engraved. Under-
neath the harmonic curve there is a boldly executed moulding (Plate,
Nos. 5 and 6). Both the sounding-board and sides of the box are
ornamented by burnt lines, curves, and circles. Here the ornamenta-
tion does not appear' to have been geometrically accurate, but the
designs are most elaborate and varied (Plate, Nos. 1, 2, and 3). It may
be concluded that the sounding-board was flat, as it still is at the lower-
extremity

; the rise which is now seen in the centre has been caused by
the tensron of the strings. The raised string band terminates at the upper
extremrty and upon either side in semicircular curves. The holes for the
strings are protected by metal -‘shoes of the strings,” most of which are
wrought and of good form and in high relief, but are irregularly placed
(see p. -.9). At present the two lowest holes in the string band are modern,
the last being ^ of an inch lower than it should be. The box and harmonic
curve of this Harp are undoubtedly of great antiquity. The fore-pillar
IS curved; the terminations of the T formation, like those on the Queen
-Mary Harp, resemble heads of reptiles or fishes. What may be termed
eyes, a t lough prominent, are not so distinctly prominent as those upon the

' fhis imrtloa of the liormonic curve ha.e been injudicionsly rep.iirf(l.
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ancient harp, trinity college, DUBLIN
2

From gelatine tracings and rubbings.

2. Right side of box. 1, Sounding-board. 3.

4. Incised ornament, inner curve of fore-pillar.

3

Left side of box.

5. Moulding under hannonic curve. 6. Section.
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“ Queen Mary ” Harp, but the turned-up lips or snouts are even more so.

This description of the fore-arm is sufHoient for the present. If it is the
fore-arm originally supplied, it was probably without decoration. The
Harp when it left the maker’s and decorator’s hands must have been
a most beautiful instrument.

Subsequent to, and long after, its construction, this harp passed
through the hands of a decorator by whom all, or a large portion of, the

ornamentation of the fore-pillar was executed. The inner curve was
finely ornamented, the Celtic design (Plate, No. 4) being deeply incised,

and the surface at regular intervals enriched by staining or burning.

Upon the upper portion of the left side, above the T foimation, there are

two animals, probably wolf-dogs, both with heads turned backwards

;

the tail of that to the right passes between its legs and body (Fig. ill.).

Upon the low'er portion of this side the heads, legs, and clawed feet of two
creatures, dogs or wolves, may be seen (Fig. iv.).

Tio. in. Fio. IV. Fi,; VI Fio. v.

Upon the upper portion of the right side, above the T formation, two

creatures are represented. One a lion wdth an enormously bushy tail is

showm as seizing a reptile by the claw's of its forefeet. The reptile’s

head is turned upwards, and its snakelike tail is curled over the left

hind leg of the lion (Fig. v.). Upon the lower portion of this side are two

wild boars or hogs sitting upon their haunches face to face (Fig. vi.).‘

These grotesque animals ' are represented by incised lines, also by

engraved lines and dots, and are surrounded by oval lines, almost circles,

which are also incised.

Much of the fore-pillar w'as profusely decorated in interlaced and

other patterns of great beauty. It would appear that this ornamenta-

tion was an afterthought
;
none of it is in relief, the greater portion of

* The four drawings are from gelatine tracings. harp rests upon the back of the box.

The animals are shown as they appear when the

H



MUSICAL INSTEUMENTS

FIG.

the patterns are shown by incised lines, and the remainder by what ma
perhaps bo termed engraving upon wood. The artist, in executintr this
work, carefully avoided the eyes of the reptiles or fishes before noticed

The silver enrichment which covers the termination of the harmonic
curve probably belongs to this period. It is a, singularly fine piece of
metal-work, and deserves to be specially noticed. The front is in the
form of a paraUelogram surmounted by a triangle. Within this triangle
there is a setting which still contains a crystal oabochou cut

; beneath
crystal and within the parallelogram

there is an oval setting from which the
stone has been lost or removed. At each
of the three angles there are bosses in
the form of blackberries, and where the
two setting meet, and at either side,
ai-e three similar bosses with a plain boss
in the centre of each (Fig. vii.). The
battlemented border and sides are well
executed (Fig. viir.).

At a later period this Harp passed

^

through the hands of anotlier decorator,
; and his work can be easily detected. On
the left side of the harmonic curve, -where
the silver bosses had fallen olF or been
removed, incised ornamentation wiU be
found. The I. H. C. ‘ and all the other
incised ornamentation was then executed.
Examining the right side, we find the
whole of the ornamentation incised. Pro-
bably at the same time a considerable
portion of the incised ornamentation was

there is a I T formation,tnere is a ludely made cavity which

p.
'2:6^ ““''ins— Uctures, vol. i

- MuuL of the inoispil ornament I'D tlie liglit

was probably intended to contain

side is filled with soinu white compoaition. It
IS the writer's opinion tliiit this is some of the
plaster that adhered when the cast, to be here-
after referred to, mlis taken.
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a setting or metal enrichment. The centre of the reptile’s head at
the lower end is also hollowed out. These cavities were certainly

made after the ornamentation of the fore-pillar was completed. The
small silver badge with the right hand which has so curious a history ‘

was attached hy nails to the centre of the reptile’s head at the upper
end aftei the ornamentation had been completed. The redecorators

were content to apply their art to the harmonic curve and the fore-

pillar. The box was left intact.

Mr. Edward Bunting employed an artist to make three drawings ol'

the Harp upon a fairly large scale, and these were engraved for the third

collection of his Ancient Music of Ireland, 1840. Bunting’s illustrator

must have had ample opportunity of studying the Harp
;
in fact, the

drawings must have cost much time and labour ; and it would be

interesting if they could be traced, as the engravings are not as

accurate as could be wished. The ornamentation on the box had at

this period not been tampered with, and there is no reason to suppose

that Bunting’s artist tampered with it in any way.

Some time after Bunting’s artist had completed his drawings, the

Harp being in a dilapidated state, it was considered desirable to have

it repaired. The person employed was unaware that upon some speci-

mens, when the fore-pillars are considerably curved, the direct tension

of the strings has drawn the harmonic curves downwards and slightly

shortened the fore-pillars." He was also unaware of the object of the

T formation
; so he lengthened the lower portion of the fore-pillar some

four inches,® and destroyed the symmetry of the Harp (Figs. I.x. and .\,)

Were the lengthening of the fore-piUar the only injury done to

the Harp, it would be of little consequence ;
such injury could be

rectified. But unfortunately that is not so, and it is the writers

duty to draw attention to the fact that the Celtic ornamentation ol

* This badge, which ia stated to he bronze other suitable place,

cnveied witli silver, is illustrated in the Journal, found to have occurred upon the

Historical and Archicological Association of Ire-
Liimont the “Queen Mary,” and the Kildare

land, vol. lS7r>-7S, p 498 ; Journal of Royal
^^rps. The exceptions arc the Castle Ffogcvty

Society of Antiijuaries, Ireland, vol. 1890. p. 282. Castle Otway Har|i8, Mhich must have

where its suftposed discovery with chain armour
,„j„sually strong fore-pillars,

in the Phojnix Park and its subsequent restora-

tion are related. If this ancient badge originally •’* Had the fore-pillar been originally coustructe

bolongert to the Hjirii it was probably attached to as it now is, it would undoubtedly have broken

the end of the harmonic curve, there being no at the lower end.



60 JIUSICAL INSTRUMENTS

the box has been extensively tampered with. Of this tliere can be

no question : the false lines, etc., can be detected by viewing the

right side of the sounding-board obliquely from the lower end. When
so examined, slightly indented lines may be seen. These are the true

The Harp iu its present distorted state. The measurements are given in inches.

Probahle form of the Harp before it passed through the hands of the restorers.

ines, and when these lines do not con-espond with others, the lattehave been painted and are false. Again, on the right-hand side c

atv K t
“S'® been won

y >e faction of the arm or wrist
; here the ornamentation ha
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been painted. The person who so tampered with the instrument was
apparently dissatisfied at not finding the ornamentation geometrically

accurate, and so had the audacity not only to correct the work of

the original artist, but to add what pleased himself to the original

design.' When making the tracings from which the illustration has

been taken, the writer laboured under serious difficulties, so he cannot

be certain that all the lines shown on the illustration are genuine,

or that no genuine lines have been omitted.- So seriously has the

ornamentation been tampered with, that it would now require a long and

careful examination of the ornamentation in varied light, with every

possible convenience, before the whole of the genuine lines could be traced.

The left side of the sounding-board is much decayed, and has been

badly repaired." Upon the upper portion there is scarcely a vestige of

decoration, although there can be no doubt the ornamentation is mainly

hid by the dirt of ages. The design which is surrounded by the circle

is distinctly different from that within the corresponding chcle upon the

right side. The lower portion of this side of the sounding-board has

been scraped or cleaned, and it is difficult to say whether or not it has

been tampered with to any great extent.

There are four sound-holes : the two lower ones are not at equal

distances from the lower extremity of the box. The edges of these

sound-holes are more or less decayed, It has been supposed that they

had had metal enrichments ;
one small nail may certainly be seen, but,

in the absence of a series of nail holes, the writer does not consider

that sufficient evidence of any such ornamentation.'

The ornamentation upon the right side of the box has been tampered

with to a large extent. Examining the left side of the bo.x, the

ornamentation wall be found to be as when it left the hands of the

original decorator.

' The lines, curves, and circles, if painted iu

water-colour, as they apparently have been, could

probably not be removed.
^ That portion of the oraameuUvtiou surrounding

the lower sound-hole has been drawn aud redrawn,

and so seriously tampered with, that to a large

extent the writer had to omit it. It is, however,

given by Bunting, coll. 1840.

The state of this portion of the Harp is most

deplorable. In place of glueing linen bands or

shavings to the back of the sounding-board, dove-

tailed nieces were let into the decayed wood, and

putty used without stint, and in the coarseat and

clumsiest matiiier.

< Dr. Lynch informs us that it was throu^'h the

souud-holcs the wooden iwys when attached to tlie

strings were passed. The atring-holcs arc large,

hut not sufficiently large to admit of pegs being

passed through them : so, were the solmd-holes

covered, the harp could not easily be restrung.
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There are thirty peg-holes. iMost of the pegs are in their places
and are ornamented. The ends of the metal bands through which these
pegs pass are under the silver enrichment, but from careful examination
it is evident that these bands extend sufficiently to allow of the thirtieth
tuning-peg passing through the ends only. If the ornamented ribbons
which appear on both bands above and below the tuning-peo-s are also
earned round the bass terminations, the Harp, as in the erse of the
Queen Mary Harp, had probably originally twenty-nine strings, and the
thirtieth tuning-peg is an addition

; but in consequence of the’ decay of
the lower portion of the raised string band, and the ends of the bands
being now covered, no positive statement as to the original number of
strings can be made.

It f string is 3 inches. Originally
the shortest string was probably 2f inches. As the Harp is at present

plb;%thi.‘^ --

The HIcf
^ ^^^ther less than i of an inch.

diminish L th k
'' Tf ^ “ '““h, but the sidesimmish m thickness, and become much thinner before the soundiim-

Fo^ oth

^ greatest breadth of the T formation is 2f inches

in mo the streets of Limerick

nd depth,
^'-^hur O’Neill,^ although badly restored

Besides tliP i'll
+•

but to future generations.

engrtJs T ^ "h-eady noticed,

BrhlTca En'
'‘'"h Bards, the Encyclopmdi:

Britannia, ed ISOc'^Te'L'
Bncyclopmdia, Camden’s

JournalHhePook Vrn It c
°f B-eland, Dublin Penny

but they are of s

° ^ ^lighlanders, and other works,

-Mr. and^ S c“h which appears inMrs. S. C. Halls Ireland, vol. li. p. 410, is specially incoLct.
* Bnntin/v ...^11

[

Bunting-, coll. I84f,^ p- This eagraving is reverserl.
’ Vol, i, p. 48, Beveraed.
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THE CAST

If the so-called oasts which may be seen in our Museums are examined,
the ornamentation upon the box will be found to be incised. The orna-

mentation upon both sides of the sounding-board is the same, but upon the
Harp the ornamentation upon the sides of the sounding-board is to some
extent different. The ornamentation upon the right and left aides of the

box is upon the cast the same, that is, the ornamentation of the rifi-ht side

of the box of the Harp, which the writer has already stated has been
painted over, has been reproduced upon both sides ofthe cast, although the

ornamentation upon the left side of the Harp is different.' Upon one of

these so-called casts the end of the box is covered with spurious orna-

mentation
;
the absurd addition to the fore-pillar and the sham projecting-

block are also covered with spurious ornamentation. The cavities upon

the front of the fore-pillars are filled up and covered with spurious

ornamentation
;
and the semicircles marked x (Figs. I. and ii.). which

occur upon either side of the harmonic curve, are replaced by small

circles ; upon another of these so-called oasts the setting from which the

crystal is missing is furnished with a gem cut in facets ! To show the

mischief which may be caused by these casts, one of these plaster

abominations has been engraved for the Proceedings of an important

Archreological Society to Ulustrate a paper by one of its members, the

society being of course unaware that the side of the box so repre-

sented showed ornamentation different from that upon the Harp, and

that much of the other ornamentation represented is spurious. If a

oast of an object of interest is to be of value, it should be absolutely

correct
; a drawing may not be so, but a cast, until it is proved to be

worthless, is accepted as a facsimile.

HAKP MOUNTINGS FOUND AT BALLINDEBEY

In the National M useum, Dublin, may be seen in a singularly fine

state of preservation the brass mountings for an Irish Harp from the

Crannog of BaUinderry near Moat, King’s County.

For the termination of the harmonic curve there is an enrichment,

the front end of which is triangular in form (see illustration). Upon

the front is the monogram I. H. S. surmoimted by a cross, and beneath

' The writer thinks it necessary to rlrnw .atten- side of the box has uot been tam[)ered with, and

tint! to the fact that the oriiamoutatiuu of the left that it has uot been reproduced upou the cash
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an interlaced cross enclosed in a circle. This triangular front is 6^ inches
long, the lower side of the triangL beW
2^ inches broad. Attached to the edges
of this triangular face by five nails with
ornamented heads there is an elaborately
wrought border or frame. The sides of
this termination without the border are 1-'-

inches broad,' each side having difierently
engraved patterns. Upon the right side
there is a brass support for strengrthening
and retammg in position the harmonic
curve and the fore-pillar (see illustration).

This support, which is 8J- inches long by
2|- at the widest part, is pierced in the
centre in the form of a cross. The upper
termination of the support is a dragon-
esque head

; the lower portion divides and
curves outwardly

; the termination of each
end resembles the head of a bird. That
nearest to the triangular termination is

somewhat shorter, to allow for the com-
mencement of the T formation. The
bands for strengthening the harmonic
curve upon either side, pierced for thirty-
srx tuning-pegs, form single curves and
are ornamented, as are also the tuning-
pegs. The measurement from the first

tuning-peg in the treble to the triangular

rp, ,
^'^oe is 19 inches.

probabriar-T“rt°”®
P^Perty of the Royal Irish Academy),

a hI 0 a Lr -^^-hed to or intended for

Sinon "'iT ™ P--t they are

lrX2Z nTf
’ " *™“g-pegs, almost all of wdiich are exLt,

fine finer th

^ '®®Peotive holes. These mountings are exceptionally

ched^to the triangular termination is deserving of special notice.
0 bonier r,.e,

J i„„h
; the he.U of the ..ail, are J inch above the border.

I/O’iV-ER^END
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THE FITZGERALD OR DAIAVAY HARP

(Thk Property of the Royal Irish Academy)

The remains of this splendid instrument, generally known as the

Dalway ITarp from having been long in the possession of the family of

that name in the county of Antrim,

is now in the Dublin Museum. It

was made in 1621 for Sir John Fitz-

Edmond Fitzgerald of Cloyne, County

Cork, who married Ellen Barry,

daughter of Viscount Buttevant. Of

this Harp, the harmonic curve and the

greater part of the fore-pUlar are the

only portions that remain. The har-

monic curve, according to Bunting, is

of yew, and is wonderfully preserved,

having escaped the ravages of the

destmctive worms which have com-

pletely riddled the beautiful fore-pillar.

The harmonic curve and fore-piUar

are elaborately carved in relief, the

carvings being tinted probably in oil-

colour.

The design is most unusual. Upon

either side and within panels extend-

ing almost the full length of the

harmonic curve, a number of animals

and reptiles ajipear in the act of

escaping from, or having issued from,

the open

jaws of a

wolf or

dog, while beneath the extreme end of the harmonic curve a crowned

queen with sceptre (Fig. i.) is represented in high relief. Above, but

I
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further back, are side by side two creatures
with heads, wings, two legs, and long, snake-
like tails, also in high relief; that upon the left
side has a cock’s head, and may have been
intended for a cockatrice, that upon the right
side is dragonesque, perhaps a wyvern. Alono-
the under side of the harmonic curve there is a
plain moulding in relief in the form of an
elongated panel (Fig. ii.). Upon the riglit side
of the fore-pQlar, and at the lower termination,
there is also a panel upon which are represented
a camel and a goat, above which and extending
to the upper termination of the T projection
there is a beautiful foliaceous pattern, and
towards the upper extremity a panel upon which
a number of animals are represented, all ap-
parently with cloven hoofs.* Along the flange
or back of the T formation there is a fine design
representing pomegranates and leaves alter-

nately, worked out by incised work and en-
giaved lines. This pattern, which is almost
entire, is also enriched by colour (Fig. iv.).

Upon a panel at the lower extremity of the
left side of the curved fore-pillar, two beavers
are represented in low relief. Above this panel,

issuing from the open jaws of a wolf, there is a
most elaborate and beautiful foliaceous pattern
^hich is continued to the upper termination of
the T projection, above which and within a panel
is represented a stag and ape,” the latter with
a band surrounding the bodj’’, to which a long
chain is attached. Along the flange or back of
the T formation there is an ornamental design
of flowers and leaves shown by incised and

‘ '“'““Is upon both shies of the for,
are. could only hove been properly seen whe

the Harp rested upon the back of the box.

This panel wa.s comi»lete when BuutingV
illustrator drew the Harp about 18U9.
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engraved lines, and enriched by colour. Only a portion of this pattern

now remains (Fig. lil.). Upon the upper portion of the front of the

fore-pillar is the date 1621, below which are the Royal arms; those of

Ireland—a Harp of the form then in use—occupying the fourth quarter,

beneath which are the arms of Sir .John Fitzgerald of Cloyne impaled

with those of his wife, sui-mounted by a helmet, crest, and manteling,

and with the mottoes “ Virescit vulnere virtus,” and “ Boutez en avant,”

carved underneath. Upon the remainder of the front are three panels

enclosing patterns in low relief. The T formation terminates in a

very delicate interlaced pattern. This pattern extends to the back, and

forms the termination of the flange upon either side. The termination

of the fore-pillar is also ornamented. The back of the fore-pillar is

almost wholly covered by an inscription. This Harp is rich in inscrip-

tions in Irish and Latin. The former, as translated by O’Curry, are here

reprinted:

—

“ These are they who were servitors to John Fitz Edmond [Fitz

Gerald], at Cluain [Cloyne], at the time that I was made, viz. the Stervard

there was James Fitz John, and Maurice Walsh was our Superintendent;

and Dermod Fitz John, Wine Butler; and John Ruadhan was Beer

Butler; and Philip Fitz Donnel was Cook thei'e. Anno Domhii 1621.'

‘ Theige O’Ruarc was Chamberlain there, and James Pnissel was House

Marshal
;
and Maurice Fitz Thomas and Maurice Fitz Edmond ;

these

were all discreet attendants upon him. Philip Fitzteigh Magrath was

Tailor there
;

Donnchadh Fitz Teigh rvas his Carpenter,—it was he

that made me.”

“ Giollapatrick Mao Cridan was my Musician and Harmonist; and if I

could have found a better, him should I have, and Dermot M'Cridan

along with him, two highly accomplished men whom I had to nurse me.

And on eveiy one of these may God have mercy on them all.

Upon the illustration which may be seen in Buntings volume of 1809,

one side of the fore-piUar is represented, and it appears at that period

* * Beeules the Irish iuscriptions there ia, in

large Rooiau letters, near the figure of a queen,

at the end of the harmonic curve

—

IGE Sc EB ME EIEllI FECERU^^T EGO SUM
REGINA ClTHARARUiM.
“Upon the edge of the bow (fore-pillar) were

Latin iuticriptiuiis (now partially lust): theie

remain ‘ Plecto vinco rego . . . moiistra viroa .

muaica Dei donum, distractaa eolatur musica

mentea . ut sonus . . .
transit sic gloria miuidi .

Tiucit verilaa.' Upon the inside of the bow iu

large letters ia iuscribed. ‘ Donatua tilius Thadei

me fecit, spes mea iu Deo.’ 0 Curry b Lectures,

vol. iii. pp-
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to have been of the full length. Besides the upper portion, which
has since mouldered away, other portions have also disappeared. The
fore-pillar passed through the hands of a restorer, and the missino-

portions were supplied in plaster or gilder’s putty. It would have
been better had these portions been left plain, however, as the restorer

has not altogether successfully covered much of the restored portions
with decoration. Upon the negatives that were specially taken for the
purpose of illustrating this work, the writer had lines drawn separatino-

the original from the restored portions. These lines, which upon the
illustrations appear white, are intended to enable the reader to dis-

tinguish between the genuine and spurious ornamentation.

This Harp has forty-five strings in one row, and also seven additional
strings on the left side, which are supposed to have been tuned in
unison with the corresponding strings which occur about the middle
of the scale. The metal bands upon either side of the harmonic curve
through which the tuning-pegs pass form single curves

; most of the pegs
are in their places and are ornamented. The extreme leno-th of the
harmonic curve is Sof inches. The depth measured between the
third and fourth pegs in the bass is 6^ inches. The extreme length
of the fragment of the fore-pillar is 33 inches. The depth above
the T projection is 4^ inches. The depth below the T projection is
i inches. The length of the T projection is 26f inches

; at its widest
part It IS 44 inches broad, at the back inches. The fore-pUlar in
rout both at the upper and lower extremities is l|-i- inches broad.
The width at the back at the upper extremity is inches, at the
lower extremity 14 inches.’

To obtain correct photographs of this Harp, the writer had the
existing portions placed side by side, both being at the same distance
from the camera as they would had the Harp been in a perfect state.

e photographs were then arranged, and the missing portion of the
tore-pillar supplied.

pt'obable box, the writer discovered that the

1 rmed H 1 / ’'Squired to beformed obliquely (see Plate r.), also that if the sounding-board of the

eillibited at BeKaat in l.S.ia Iw^arrif tt" n'l
““'’t'ler portion, perhaps the fore-arm, was in tlie

Esq., of Bdlahill CarrickferLMis At O'
“ “’t’’ “t Mrs. Sherrnrtl of Dublin.—Doacrip-rr.ekfergus. At tins period tive Catalogue, ibid. Appendix.
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original box was not curved along the strings, the lower termination

of the fore-pillar would not be parallel with the box. It is true that

upon the illustration given by Pretorius (reproduced p. 26
)

the

string-band is shown without a curve, and, as already noticed. Bacon

describes it as not being curved. It must however be borne in mind

that both these writers may have seen instruments constructed many

years previous to the periods at which they wrote
;

also that Harps

with sounding-boards curved, both along and across the strings, were

constructed in Ireland somewhat later than 1621 .

In the case of the Dalway Harp, supposing the string-band of the

original box to have been perfectly straight, and the fore-pillar to

have joined the lower portion of the sounding-board at an angle, the

two portions not being parallel ‘ w’ould tend to show that the fore-

pillar had been shortened by the tension of the strings. But as

the fore-pillar of the Dalway Harp is unusually strong, and shows

no longitudinal cracks,* the probability is that it has not been so

shortened
;
so when constructing the box, the writer considered it advis-

able to make the sounding-board curved across the strings, and also to

make the box parallel with the termination of the fore-pillar, and con-

tinue the junction line, and so give a slight curve along the strings (see

Plate I.). On account of the size and weight of the harmonic curve,

the writer has also given unusual width and depth to the upper portion

of the box, and unusual width to the lower portion of the box, as the

harp carved upon the front of the fore-pillar is so represented.

The engraving Bunting gives of this instrument shows a sounding-

board and sides. These additions he, very properly, represents without

ornament
;
but the sounding-board, sides, termination ot the box and

^ Upon the Lament Harp the projecting block

slopes towards the termination. The artilicer

iu this case may have anticipated the curvature

along tlie strings, which he must have known

would eventually occur.

2 The cracks that may be seen upon the fore-

pillara of the Queen Mary and the Trinity College

Harps would account for increased curvature.

^ From the scale of the model the following

mcasuremcata of a similar box, if constructed full

size, have been ascertained. Width of the upper

portion of the sounding-board, 5^ in. ;
width of

the lower iiortion of the sounilitig-bo.ird, !Si in.

Length of sounding-board, 37j in. From the

ujiper portion of the sounding-board to the first

string-hole, 3J in.
;
distance between the string-

boles, I in. Extremt leogth of the box without

the projecting block, 391 i
'“8“ ‘b' I'™’

jeoting block, 4 in. ;
width of the projecting block,

St in.
I
width of the raiseil string-band, U m. ;

depth of the box at the upper extremity, oj in.

;

depth of the bo.x at the lower termination, 4] in.

;

length of the shortest string, Sj in- 1 lei't'l'i "f

the longest string, 391 i,,.
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projecting block, as supplied to the casts of the existing portions
which may be seen in our museums, are decorated, which is much to
be regretted. There is also a considerable amount of spurious orna”
mentation upon the back of the restored portions of the T formation
which fortunately does not appear upon those portions of the Harp
The upper portion of the fore-pilJar, now missing, particularly that of
the right side, of which there is no drawing when in a perfect state
has also spurious ornamentation. In fact, the restorer

(?) has neglected
no part of the fore-pillar except those portions which were once covered
tvith inscriptions

; the missing portions of such inscriptions he was unable
to supply.

THE KILDABE HAEP

This Harp, remarkable for size, form, and decoration, was apparently
niade in 1672 for Robert, second son of George, the sixteenth e2

' Fitzgerald arms, charged with acrescent m chief surmounted by a helmet and an ape for crest, appearupon the front of the fore pillar. See Plate ni. (Fi<r. i.),

The^tvtdlt^ilfar'ts'';?
described as' early Jacobean.

carving surrounded by a circle IFio- tt 1 A ki i

^

a series of com' '
i

^ blank space surrounded bysermsofs^lea m colour then occurs; these semicircles cross

^ °tber on the inner side, the pointed

the iUustration L '

of the ornamentation, shaded upon

Ihe armorial bla
"”" -d

of the incised calV^ tt;r'‘" Sms'

fon-pilhr t. . ?"r" P“'‘” «f “=
or dog in very hiirh rel' f tv

^ upwards, perhaps that of a wolf

the entire lenrth of thl fir'^^'ll”
^ P''ojeotlon extends

that portion oSthe pt.
wide. The edge of the T i-

.®°“"®*'ug-board being IJ- inches
projeo ion is ornamented in oblique stripes
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painted in black and white. The fore-pillar is not mortised into the

harmonic curve as in the older harps, but is carried up and forms

the bass termination of the harmonic curve. The fore-pillar has been

slightly bent, and shortened by the tension of the strings.

The harmonic curve, which is beautifully formed and richly decorated,

has near the treble end and upon the upper side a grotesque mask or

face in relief (Fig. v.), and terminates in a scroll. The caiwings have

been enriched by colour, of which red, black, white, and olive green are

still visible. The metal bands through which the pegs pass have a veiy

slight, scarcely perceptible, double curve. These bands are pierced

for 3G pegs. The pegs are ornamented
;
there are also two additional pegs

in the bass. Besides these there were certainly two other holes (one

of which has been plugged) which have been intended for pegs.

The box, which is supposed to be of yew, is cut out of a solid block,

and varies in depth from 4 inches near the upper extremity, 5i inches

in the middle, to 3i inches at the lower termination. The

sounding-board, which is xV ^ thickness, has

about the centre two finely ornamented sound-holes (No. 1),

above which are two incised decorations enclosed in circles

(No. 2); and below the sound-holes are other two incised

ornaments of difterent design from those above the sound-

holes, but enclosed in circles (No. 3). The sounding-board,

which was painted or picked out in colours of which red,

white, dark brown, or black are still visible, terminates upon

either side of the usual projectmg block in semichcidar

endings. At the lower termination, the sounding-board

is 1 ft. 2 in. broad. The raised portion or string band,

which in this example begins at the upper extremity

of the bo.x, terminates in two steps upon either side,

and is then carried round the semicircular endings of the sounding-

board. Above the tenth string, this raised string band branches to

either side in semicircles of somewhat Jloorish chai'acter, the piojection

being then carried along the angles formed by the sounding-boaul

and sides. The raised string baud, which has a hollow or depression in

the centre, is pierced for 39 strings, the greater number of the shoes

of the strings” are still attached; these are of brass finel}! wrought.
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and are of horse-shoe form, the extremities representing the heads of
birds being turned outwards and upwards (see p. 29). The “shoes of
the strings” are somewhat narrower in the treble than the biss
This harp is strung with brass wire of different thicknesses ThT'
strings may not be very old. but they are probably of the correct o-au^
as the stringing of the Harp was understood in 1849. The sliortest
string measures 2 inches, the longest 40 inches. The raised bands
at the sides of the sounding-board form the angles of the box andupon the sides of the box neai-est to the sounding-board there are also
raised bands which end in two semicircles surmounted by flattened

It seems probable that the box of the Harp was at some period
considered to be of insuflioient length, as it is evident the fore-pillar wasremoved and a piece of metal in the form of the lower portion of the
string band and steps, and considerably longer than the projecting blockwa^ attached to the lower portion of the box. The projecting block wasthen increased in length by the addition of a block oLood. which addedsome inches to the height of the Harp. This addition to the projecting

metal J V L "'““f
worm-eaten. Five

bands have been attached to the box at different periods for thepurpose of strenphening it. With the exception of that above theornament No. 2 they are more or less rude.

of
instrument is 4 ft. 8^ in.; the extreme length

Iwf 177“ “T®
^ ^ the end of the

'^'n 11

°°^ harmonic curve is 3 ft. lU in.

from a mT ^ obtained by the late Dr. George Petrie

PetHe uo
° - -°tion in Dubhn. Dr.

beloT. to Jh
thought that it should

-ff Leil . ito •
P^'^^-^ted it to the fourth Duke

Castle and ha b
’ tune it has been preserved at Kilkea'-istle and has been known as the Kildare Harp.^

geralil for allowing a series „[ iiiiotomofi'/ “"PPJy‘“S ““m' “““t in-

takaa of this Har,, ,„r the „„t^ose of mnstrrtin^
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THE CASTLE OTWAY HARP

Of this Harp we have three very brief notices. The first of these

occurs in Bunting’s coll, of 1809,* either by the editor or by Mr. HenryJoy,

and is as follows :
“ A Harp made by Cormack O’Kelly, of Ballynascreen,

in the County of Londonderry, about the year 1700,” has the figure of

wolf-dogs engraved upon the front pillar. The second is undoubtedly

by Bunting, who writes :
“ Quin’s Harp was made by the same artist

(Cormac O’Kelly, Ballynascreen, Coy. Derry). The editor saw it at

Egan’s, the late harp-maker’s in Dublin. It was a handsome instrument,

made, as usual, of red saUow from the bog. It bears date 1707. The

third is by Dr. Petrie, who states that he saw the Harp, that it “bears

the date 1707,” and that it was, when he wrote, at Castle Otway.*

At what time it became the possession of the Otway family cannot

be stated, for when the late Admiral Otway succeeded to the estate m

1850 the harp was at Castle Otw'ay, and it was not known when or from

whom it had been acquired.

This Harp is an extremely interesting and profusely decorated mstru-

ment. The box is out out of a solid block; but the projecting block

which has been fitted into a cavity in the stand by which the Harp is

now supported is scarcely visible. The fore-pillar is sKghtly curved, and

has not been shortened by the tension of the strings. The harmonic

curve has the prominent peak which may be seen upon the Irish Harp

illustrated by Pretorius, and reproduced p. 26.

The box of this instrument is graceful m form.
^

The soundmg-

board which terminates upon either side of the projectmg block m

straight lines, has four sound-holes. These have hexafoil ornaments

enclosed in circles, each of which is surrounded by two concentric

circles enclosing che\Ton ornamentation (Fig. vili.). e e ges

the sounding-board had semicircular decoration similai- to that upon

the fore-pillar of the Kildare Harp (see p. 70). but little of this orna-

mentation remains. The raised string band, which termmates in the

treble in semicfroular curves and in the bass in steps, is 1|- m. loa ,

3 O'Curry’a Lactures, vol. m., I'P- 204, 295-

297.
* Note, ji. 24.

2 Coll. 1S40, uote,
i>.

70.

K
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and was apparently curved along the strings, the rise in the centre being
If in. There were, properly speaking, no “shoes of the strings”; but
pieces of thin brass, formed at the sides into elongated curves and with

Fio. I. holes for the strings in the centre of the corresponding
curves, took their place. These pieces of brass are
fastened by nails upon either side of the string-holes, and
have for ornamentation two parallel lines of projectino-

knobs; and as the metal is thin, and the pieces are
not of considerable length, they could not have inter-
fered with the vibration of the instrument (Fig. i.)

There are thirty-five string-holes ; where these occur in
the treble the strings have probably cut the string
band and a piece of wood with new holes has been
inserted. The shortest string is 2-i in., the longest
SOjr in. The sounding-board is of unusual thickness,

treble it is ^ in., and near the bass f in.
thick. At the upper extremity the sounding-board is 3f in. in width,
and at the lower termination it is 12T in. wide. At the upper portion
ot the box the angles are rounded off; here the measurement from
the sounding-board to the back of the box is 5 in., and f.o. n.
the width 4T in. The sides of the box are 2 ft. Ilf in.
in length.

^

The depth at the upper extremity, owino- to
the rounding off of the angles, is 4 in., about the centre

m., and at the lower termination 3;^ in.

The harmonic curve is finely foi-med. At the bass
eiTuination there is a brass enrichment, the face of which
wa^ relieved by five nads with ornamented heads, one ofw ich remains. The sides of this enrichment are orna-jnted in a senes of inverted chevrons between four
elongated drooping curves. A series of indents above thecurves are carried over the chevrons, forming a waving

eth Z - Aboveeach curve the metal is pierced by a round hole (Fig. ii
)Between this enrichment and the projecting peak thedecoration is laro^elv in fViA c -l i

Within each chevron the dec
shown by rope pattern.

decorator has represented a portion of an
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arcade of semicircular arches (Fig. in.). This chevron pattern, which

terminates at either end in foliaoeous designs, does not extend further

than the projecting peak, behind which upon either side there are fine

interlaced patterns (Fig. iv.).

Above and between these pat-

terns a thin line of rope mould-

ing extends towards the box,

and similarly decorated bands

are carried downwards upon

either side behind the interlaced

patterns, thus forming a cross (Fig. v.). The bands for the tuning-pegs,

which are brass, form single curves and have saw-tooth edgings. These

bands, of which small portions are missing,' were

pierced for thirty-four pegs, nine of which remain, and

are ornamented (Fig. v.). The decoration is the same

upon either side. The harmonic curve is of the ancient

form, that is, it has a cavity imderneath into wliich the

fore-pillar is inserted. This cavity is considerably

nearer the right side than the left (Fig. vi.). The

length of the harmonic curve is 2 ft. 2f in. The depth

after it leaves the box is 3 in., where the peak occurs 4| m., about the

centre 4 in., and at the bass termination 4^ in. The thickness of the

lower portion is 2 in.

Upon either side of the fore-pillar the ornamentation is practicaUy

the same. At the lower extremity there is a narrow band with rope

moulding, which is carried along the outer edge until the T formation

is reached. Within the angle fonned by this and another rope moulding

along the termination of the pillar, there is a foliaoeous pattern, then a

representation of a wolf-dog within a circle and surrounded by two

concentric circles with chevron ornamentation, and above a foliaceous

pattern. Chevron ornamentation, with arcade decoration similar to that

already described, occurs until the upper portion of the T formation^ is

reached, where there is a foliaceous pattern, above which a circle with

interlaced pattern, and at the upper extremity a parallelogram with

' Tlie bamla were not su£6ciently strong to tlint on the right sitle, where it was p

withstand the strain, so o breakage has ooourred, the second tiining-peg.

Fio. IV.
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widely spaced interlaced pattern. At either side, and at the commence-

ment and termination of the T formation, a gradually diminishing rope

carved in relief, to be hereafter referred to, is carried along the angle

formed by the flange and the fore-pillar, while the flange itself is covered

by a foliaceous pattern (Fig. v.).

The front of the fore-pillar (Fig. vi.) is very finely decorated,
from where it joins the projecting block an elongated and open
interlaced pattern is carried up for 7i in., when it joins a singular
ornament (Fig. vii.). It is difficult to determine what the a.rtist
intended to represent. The strands of two ropes are distinct. These
become twisted, and, as already noticed, are carried along the back of
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the T formation and gradually diminish. This portion of the ornamenta-

tion upon the front is in low relief, while the ropes already referred

to are in high relief. These and similar ornaments are the only portions

of the decoration which are not incised. Above

this ornament and at the commencement of the

T formation there is a foliaceous pattern spreading

out on either aide, above which, enclosed in a

circle with chevron ornamentation, there is a re-

presentation of a wolf-dog in a crouching attitude

with his head turned backwards (Fig. vii.).' It

will be found that three other representations of

this animal occur with very slight variation. There

can be no question as to the position in which the

artist intended these representations of wolf-dogs

to be viewed. That represented upon the right

side of the fore-pillar, when seen as it would be

were the Harp resting upon the back of the box,

is in precisely the same position as the repre- i»ob.s.

sentations upon the front of the fore-pillar, while

that on the left side, when viewed in the same manner, appears to

be sitting more upon the haunches (Fig. v.). Above the wolf-dog

there is a double representation of the interlaced patteim before referred

to, and a date-palm in fruit. The wolf-dog is again represented, also the

ornamentation in low relief showing the strands of the ropes, while an elon-

gated and open interlaced pattern extends to the harmonic curve (Fig. vi.).

The length of the fore-pillar along the outer curve is 35^ in.

The width at the lower end is if in. Across where the lower wolf-dog

occurs is 3-f in.
;

across the upper wolf-dog in. The width at

the upper extremity is li- in.
;
the depth both of the upper and lower

extremities is 3f in., and at the centre 2f in. The width at the

back is If- in. The flange at the back of the T formation is If in. deep.

Upon the back of the fore-pillar, that is the portion nearest to the box,

the figures 1410 are incised, immediately following wliieh the name

Cormac O’Kelly rudely carved can be indistinctly traced, after which

there are letters or figures now scarcely visible. It is stiange to find

‘ The ilhietration is from a robbing by Miss Otrray-Rulhvcn, .and from » lihotograph.
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Fig. VIII.

Fig. IX.

a maker’s name carved in very rude characters upon an instrument so

richly and delicately decorated. This harp is of a purely Celtic form

and has no resemblance to the genuine Cormac O’Kelly preserved

at Downhill, except in having the sound-holes

similarly ornamented, and sound-holes of both
the harps are here represented for comparison

'

(Figs, yjii., IX.).

The Castle Otway Harp has all the appear-

ance of having been constructed during the

first half of the seventeenth century, while the

Do-svnhUl instrument is dated 1702. It is certain

that the Castle Otway Harp required to be

repaired at some period, and certain repairs were
executed upon the upper portion of the string

band. The Harp may have been intrusted to

Cormac O’Kelly for that purpose, and he may
have carved his name and copied the ornamental

sound -holes when constructing the Downhill

instrument. The date “about 1700” or of

“ 1707,” stated by Joy, Bunting, and Petrie to

be upon it, is not visible, but the figures 1410 are

distinctly so (Fig. x.).- In 1410 figures would
most probably have been carved in relief, w'hereas in this case they are
mcised. Again, Arabic numerals were probably not
m use in 1410. If these figures are examined in

‘

reverse they represent 0171, and this is probably
what Joy, Bunting, and Petrie noticed.

There are ten strings of copper wire upon the Harp. These are
simply to keep the three portions of the instrument together. The
box and fore-pillar are much w^orm-eaten

;
the harmonic curve, which

is apparently of different wood, is well preserved. The patterns upon
the Harp are, with the exceptions noticed, indicated by incised lines, and
in some places it appears that colour-staining has been resorted to
to increase the effect, red, and a darker colour being traceable. For
illustration showing the back of the Harp see p. 28.

Both lllurtr.tioos are from nrtliagr. = The ilh.et,ration is from o rubbing.

JLilO



TH E OFFOGERTY HARP.





THE IRISH HARP 79

This Harp, which is still preserved at Castle Otway, Templemore,’

was no doubt made for a person of consequence. It must have been an

old instrument when it came into the possession of Patrick Quin, a blind

harper of note, and, as it has been associated with his name, the reader

may care to know what has been recorded concerning him. He was

born in 1745, and resided at Portadown, County Armagh, and had for

his instructor Patrick Linden of the Fews, County Armagh, a distin-

guished harper and poet. He attended the Belfast meeting in 1792,

upon which occasion he played besides other tunes “Patrick’s Day,” har-

monised by himself, which tune had not been previously played upon

the harp. He was appointed teacher to the Dublin Harp Society, and

played at two concerts at the Rotunda in that city in 1809 in commemora-

tion of Carolan, where his performance was so well received that he for

the future declined playing upon the violin, which he had previously

been accustomed to do.” An engraved portrait of Quin was exhibited

at the Musical Loan Exhibition, Feis Cecil, 1899. “

THE o’fFOGERTY HARP

This instrument, although not highly ornamented, is one of pecuhar

interest, it having belonged to and been used by Cornelius O’Ffogerty,'

a musician of note and chief of a very ancient Celtic family
;
since whose

decease it has remained one of the cherished possessions of the succeeding

proprietors of Castle Ffogerty,^ where it is preserved.

The box, which is formed out of a solid block of black sallow',

in form resembles that of the Kildare Harp, but the lower portion

of the sounding-board is wider in proportion. The sounding-board

has six small sound-holes. The two centre and the two lower sound-

* The writer is indebted to Mrs. Otway-

Ruthven, oE Castle Otway, for allowing the

Harp to be photographed for the purpose of

illustrating this work, and also to Miss Otway-

Rnthven for au excellent drawing and rubbings

of porltoDB of tlie ornamentation.
- Bunting, coU. 1840, pp. 04-82. From Hardi-

man we leurn that even as late os 1831 “The

strains of Patrick Quiu, an old Irish harper, who

performed publicly in Dublin in 1809, were still

remembered with delight.”—Irish ^liustrelsy,

vol. i. p. 181.

3 Catalogue, No. 103. Had a copy of this

engraving been in the British Museum, the

writer would have endeavoured to have bad

it reproduced. The July collection, the most

important in Ireland, is not available, and could

not be examined.

Cornelius O’Ffogerty of Castle F/ogerty was

born 14th May 1061, and died during 1730.—

Burke’s Landed Gentry.

® Near Thurlcs, 7'ipperary.
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holes are each surrounded by ten concentric circles, five and five.

The sounding-board terminates upon either side of the projecting block

in semicircles. The string band, which is slightly raised, curves outwards

towards the upper extremity
;
these semicii'cles terminate at the sides

of the sounding-board in well-designed floral endings. Above the semi-
circles the raised string band widens into a leaf-shaped termination
which, with the floral endings to the semicircles, somewhat resembles,
and may have been intended to represent, a fleur de ILs.' There are

' It the reader examines the jilates repreaenting
this Harp and the Kild.are Harp he will see that
the extreme upper portion of the box in both
caees is snrroanded by .x metal ban.l of poor work-
manship. Upon the O’Ffogerty Harp the upper
portion of the leaf is cut aw.xy for the band.

It is possible that these metal bands were added
long after the Harps had left the maker’s hands.

A similar band of the commonest workmanship
may also be seen on the Lamout Harp; in this

case a portion of the ornamentation is apparently

covered.
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tbirty-llve string-holes; almost all have still the original “shoes of the
strings ” of brass. These are of the horse-shoe form, but narrow, the ends
are turned outwards and upwards, and terminate in the heads of birds, as

do those on the Kildare Harp. The shortest string is 2i- in., the longest

is 3 ft.
0;i-

in. in length. Between the centre and upper sound-holes the

string band has been cut through so as to admit of the insertion of a

small band of iron for the purpose of strengthening the sounding-board.

The fore-pillar, which is much curved, has withstood the tension

of the strings in an unusual manner, for in this case no shortening of

the pillar can be detected. The T projection commences where the

pillar is morticed into the harmonic curve and is continued the full

length. It is at its widest part
4-J-

inches across, that portion of the

pillar nearest to the sounding-board being 1{- inches in width, xit the

right side and at the upper end of the pillar four holes mark the place

formerly occupied by a plate of gold, on which was engraved in Irish,

“ This is the harp of Cornelius O’Ffogerty.”

The harmonic curve of this instrument is of the ancient form, and

has the peculiar peak which may be seen upon the Irish Harp illustrated

by Pretorius, and reproduced p. 26, and upon the Castle Otway Harp

;

but in this specimen the harmonic curve terminates in a finely carved

scroll. The brass bands tlirough which the brass pegs pass are in the

form of single curves, and are pierced for thirty-six pegs, one of w hich is

missing.

It is evident the harp at no time had more than thirty-five strings.

This instrument, which is in an excellent state of preservation, is of a

light colour, and has not been decorated or varnished ;
it was strung

and played upon during the eighteenth .century.'

The height of the instrument is 3 ft. 8^ in. The extreme length of

the harmonic curve is 2 ft. 0^ in. The length of the box to the end

of the projecting block is 3 ft. 1 in.

' The writer is indebted to Lieut. -Colonel John

Vivian Ivyaii-Lanegau, D.L., of Castle Ffogorty,

for allowing this Harp to be pbotograpbed fur the

purpose of illustrating this work. .An iiKlifferciit

M-ood engraving of this iuatrumiint may he scon

in the Dublin Teuny Juurual, vol. iii. p. 2513.

L
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TWO HARPS, THE PROPERTY OF THE ROYAL IRISH ACADEM\

No. 1

III the Dublin Museum are two Harps of a large size, which are

supposed to date from 1650 to 1680. The first of these, formerly

in the possession of Major Sirr, was No. 3

in the Catalogue of his Irish Antiquities

(1841), in which Catalogue the following

occurs :
—

“ The head of the Irish goshawk is

carved on the top of the pillar. There -was

a brass hand attached to it, which is lost (the

bloody hand of the O’Neills). It belonged to

a bard ? (sic) of the O’Neill family.” ' This

Harp is illustrated in the Catalogue of the

Koyal Irish Academy by Sir William Wilde,

and in the Book of the Club of the True High-

landers. The box is cut out of a solid block ;

the sounding-board, which is half an inch thick,

has four sound-holes, and terminates in straight

lines at either side of the projecting block

;

it is Sf inches wide at the upper extremity,

13j inches wide at the lower teimiination,

and 39 inches in length. The sides of the

box are at the upper extremity 4 inches

deep, about the middle inches, and at the

lower termination 3j; inches. The instrument

measures from the end of the projecting block to

the highest portion of the fore-pdlar, 5 ft. 2 in.

The harmonic curve has a projection which to some extent approaches
in form the peak already described as occurring upon the harmonic
curve of the Castle Otway Harp, and also upon that of the O’Ffogerty
Harp, but here the projection terminates in a head which Wilde
describes as that of a rabbit. There are broad metal plates upon either

* Notea and Queries, 9tli Series, vii. 338.
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side of the harmonic curve, tlirough which thirty-six tuning-pegs pass.

These plates are probably not original, as upon the left, or string side, we

find thirty-six nuts or straining-pegs attached, the last three of which

have a very slight downward curve
;
some of these are much decayed, and

none appear to have had notches fur the strings. Upon the sounding-board

there is a metal band with thirty-eight holes, through which the strings

pass. This is, unquestionably, modern
;
the two highest holes in the treble

could not be used, as they are over the solid wood. The fore-pillar, which

is slightly curved, and forms a portion of the harmonic curve, is carried

to the full height of the instrument. The upper extremity is bent

backwards, and carved into the form of the head of a bird, described by

Wilde as that of an eagle. The T formation extends the greater portion

of the length of the fore-piUar. This Harp is strung with thirty-six

strings. The strings are modern, and of copper wire. The shortest

string is 2^ inches, the longest 43f inches.

No. 2

The second Harp in this Museum has a box cut out of a solid

block. There are no sound-holes in the sounding-board, but there are

large cavities at the back of the box. The sounding-board terminates

in straight lines upon either side of the projecting block, and the holes

in the sounding-board for the struigs to pass through are protected

by “shoes of the strings” differing in form. The most numerous are

triangular, with circular endings to the lower angles, somewhat similar

to those upon the Downhill Harp (p. 29), and those above and below the

triairgular plates vai'y : some are hanging bands, bending outwards and

termirrating in rose-shaped ornaments of six leaves; others are bands

of horse-shoe form, with flat circular endings ornarrrented by seven small

indents (see p. 29). There is no raised string-band. The length of the

sounding-board is 42-^- inches, the width at the upper extremity of inches,

and at the lower termination 13 inches. The sides of the box are at

the upper extremity 5^ inches deep, in the middle of inches, and at

the lower termination 3f inches deep. The height frotn the errd of

the projecting block to the highest portion of the fore-prllar ts 4 feet

5f inches.
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The harmonic curve has been badly

fractured near the treble, and canvas

has been attached to it for preservation

but it appears as if the centre of the

upper extremity of the box had been

removed from front to back for some
considerable depth, into which the treble

termination of the harmonic curve is

sunk.'

The fore-pillar, which is slightly bent,

is carried to the full height of the instru-

ment, and forms the termination of the

harmonic curve. The T formation com-
mences at the junction of the fore-pillar

with the harmonic curve, and extends to

the lower termination. This Harp has

thirty - seven strings. The strings are

modern and of copper wire. The shortest

string is 2 inches, the longest 41 inches.

The Harp is 4 ft. 6 in. in height. This

Harp is without ornament, excepting two
circular carvings with a centre which occur

at the upper end of the fore-pillar.

BELFAST MUSEL'II UAEP

In the Belfast Museum may be seen a Harp of considerable interest.
The markings upon different parts of this instrument, for the sake of
convenience, are noticed in the following order Upon the bottom of
the projecting portion of the box is the date 1G54, the incised figures
of winch are certainly old, but it is impossible to say decidedly°that
they are of the period indicated. At the back of the spring of the
armoiuo curve where it issues from the box, there is an incised” carving

of a right hand—the badge of O’HeUl—above which there is what
An attemiit to repre.^ent this nniisii.%1 form

may havo beeu majo by the artist who copied

tile painting of Carnlan playing upon liis harp,
wliicb was afterwards eugravcd.
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appears to be a rude representation of a ship, upon tbe hull of which is

a cross, and beneath a heraldic wreath, all incised. Above the ship are

unintelligible incised mai'ks. At the fore-

most end of the upper portion of the har-

monic curve a fish, probably a salmon, is

incised, and upon the upper portion of the

front of the fore-pillar there is a small

cross. Upon the upper portion of the back

of the bo.v E L appears rudely incised.

This Harp has been decorated more

than once : the original colour appears to

have been blue, much of which may be

seen. Upon the right-hand side of the

box a head is painted in oil-colour. The

hair, wdiich is unporvdered, is dressed in

the fashion of the seventeenth century

;

the countenance somewhat resembles the

portraits of Charles li. This portrait, for

it certainly was intended for one, pro-

bably formed part of the original orna-

mentation.

Upon the left of the fore-pillar is

painted “ Edu. Lindse ofLennox, mdccc4.”

This person’s initials have already been

noticed as appearing on the back of the

box. This is the probable date of the last decoration of the Harp.

The colour w-as now changed to red, while gold shamrocks, well drawn,

were distributed both on the sounding-board and on the sides of the

upper portion of the fore-pillar. Upon the side of the box are two large

oval spaces, one apparently intended to receive a metal plate.

This Harp has more than its antiquity and decoration to recommend

it. It is for its size unusually light, and is of graceful form. The fore-

pillar, wdiich is slightly curved, is thin, and as it has not the pronounced

T formation it has been drawn considerably to the left side by the

tension of the strinc^s. The box has been cut out of a solid block,

and the interior is formed like an arch. Examining the exterior, the
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sounding-board will be found to be much more arched than is usual,

and this arching has not altogether been caused by the tension of

the strings
;
the sounding-board could never have been flat. The bach

of the box is not a straight line, but slightly curves inwards, the depth

of the curve being one half of an inch. This curvature is similar to that

which has been noticed upon the Harp represented upon the shrine of

St. lloedoc (p. C-t), and does not appear to have been caused by the

tension of the strings. The lower portion of the box upon either side of

the projecting block has semicircular terniinatlous. There ai-e no sound-

holes except at the back. A band of iron, evidently modern, pierced

with thirty-nine holes (one of w’hich is over the solid wmod), covers the

string-holes. It is impossible that thirty-eight holes could have been
used, as there are only thirty-six pegs. The pegs are of brass and are in

their places. The harmonic curve joins the fore-pillar in the more
modern fashion. The bands through which the tuning-pegs pass form
single curves, and cross the upper portion of the fore-pillar which forms
the bass termination of the harmonic curve. The width of the sounding-
boaid at the upper extremity is 4 inches, at the lower termination
9-1 inches. The depth of the side of the box at the upper extremity is

2.; inches, about the centre inches, and at the lower termination about
S:}- inches. The extreme height of the Harp when being played upon
is 4 ft. 7 IT in. The length of the shortest string is

1J inches, the longest
4Gi- inches.

The constructor of this Harp was content to finish off the junction of
the harmonic curve with the box in a series of raised semicircles, and
to fashion the angles of the sounding-board and sides, and the angles
of the front of the fore-pdlar in semicircular mouldings, and left the
ornamentation entirely to the decorator."

^^hen the British Association met at Belfast in 1852 a large and
important collection of antiquities was exhibited. To this collection,
Mr E. Lindsay of Belfast contributed three harps. One of these was
probably the Harp under notice, and in the Descriptive Catalogue, p. 44,
It IS thus described :

' The Harp of O’Neill, one of the last of the old race
It m»y lie remarkeil tli.it this is an ciception

to tbe usual form, all the other speeiincus beiug
or the same depth at the sides throughout, or
deeper at the upper extremity thao at the lower

termination.

The writer has to thank Mr. A. M'Googan
for allowing him to use the photograph of this

Harp,
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of Irish Harpers, -n’ell known in Ulster about the end of the last century

(see Bunting’s works).” Again in the Appendix, p. 11, the following

statement occurs :
“ Of the three Harps exhibited by Hr. Lindsay, two of

them are believed to have belonged to O’Neill and Hempson, men very

remarkable in their day, and amongst the last of the genuine Irish

Harpers.” Mr. E. Lindsay may have been the Edu. Lindse of Lennox,

whose name with the date 1804 is painted upon the Harp, or he may

have been his son.

It is not known by whom or at what date the Harp w'as presented to

the Belfast Museum, but for many years it was shown in that museum

as the Harp of Carolan. It was so known wLile Mr. Darragh had charge

of the museum, and is so described in “ Notes of some of the Interesting

Objects,” and was so pointed out to the writer in 1898. At the Musical

Loan Collection in Dublin in 1899, it was exhibited as the Harp of

O’Neill, the notice in the Catalogue being copied from that of 1852. In

the Ulster Journal of Archaeology for January 1901 a statement occurs

that it was the Harp of Arthur O’Neill, and had, subsequent to the death

of that noted harper, been in the possession of Mr. Edward Lindsay* of

Belfast, who once gave a performance upon it at a meeting of the

Anacreontic Society.'

There can be no reasonable doubt that this Harp at one time was in

the possession of some person of the name of 0 Neill, but there is no

proof that that person w'as Arthur O’Neill, who in the two engra\ed

portraits (probably from the same drawing) is represented as playing

upon a totally different instrument. It is scarcely likely that the

paragraph in the Appendix to the Descriptive Catalogue of 1852, viz.^

that°it was believed to have belonged to O’Neill, would have been printed

if it had then been known to have been his Harp. And the statement

that it was aoquii-ed by Mr. Edward Lindsay after O’Neill’s death is not

likely to be correct, as his death occurred in 181G and the Harp appears

to have been in the possession of a Mr. Edu. Lindse in 1804. It may be

remarked that the earliest assertion regarding the former ownership of

of the Lindsay familj’’ <Ud not part with it ou

account of its being worthless aa a musical iiistru-

meut. And the fact that there is a tradition that

' It appears from this that the person to whom a

this Harp belonged before it became the property w
» hvourita Harp ,.f Arth.ir O'-Xeill rr.a< ,i.-.traja.I

wlicn the lumte ef the U'Nvilla of Clei.arh tvaa

biimoil, does not strenslbeo -'Ir- Liud.ay s asset-
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this Harp was made after Bunting’s coll, of 1840 was published, and that

the collection was pointedly referred to. During the last fifteen years of

Bunting’s residence at Belfast, this Harp was presumably in the possession

of the Lindsay family; and, had it previously belonged to t/ieArthur O’Neill

Bunting in his coll, of 1840 so frequently refers to, he would most

likely have heard of it
;
but although he has much of interest to relate

regarding Arthur O'Neill, he does not notice the Harp. The fact that

ilr. Lindsay e.vhibited a Harp (presumably the drawing-room instrument

of the Sheraton period, also in the Belfast Museum) as “ stated to be that

of Hempson,” whose Harp has been at Dov\-nhill since his death, does not

make his unsupported assertion regarding the former ownership of this

Harp acceptable. It is the writer’s opinion that unless direct proof is

forthcoming, Jlr. Lindsay’s statement should be received with grave
suspicion, or altogether discredited.

THE DOWNHILL HARP

This instrument, which was made by Cormac O’Kelly,’ has upon the
right side of the box, in incised letters, the following inscription (which
refers to the bog wood out of which it was constructed) :

—

“[In the] time of Xoah I was green;

[Since] his flood I have not been seen,

L ntil 17 hundred and Oil I was found

Ey C. li. Kely underground;

[tie raised me] up to that degree,

Queen of Musick [yo]u may ca[ll me].”

The box is cut out of a solid block, the sound-holes are ornamented by
exafoils enclosed in circles (see p. 78). The lower termination of the box

IS peculiar
, the sounding-board leaves the upper portions of the projecting

oc at light angles, then in semicircular sweeps joins the outer ends
0 t e ox. The sounding-board is considerably longer at the sides

‘ centre. The thickness of the sounding-board is slightly
t an ^ inch. 'Tlie width at the upper end is 4 inches, and at the
er extreraitj IS^- inches, the projecting block being inches wide.

" Of nall.vn.v,creen, in the cminty nf n.rry,
iv.'nct long Umuu, for tlio coiistnicti,,,, of .11
lasaumcntn. an,l for the pre.ervntiou of anoie

Irihli melodif.s in tLtir original puritj'.”—Bunting,

Coll. IS-lO, p. 77.
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The string-band is raised, and pierced with thirty holes. Most of the
metal “ shoes of the strings ” are in their places. They are of a triangular
form, with circular holes in the centre, and have semicircular termina-
tions to the two lower ends pierced for

nails (see p. 29). The raised string-

band has at the upper end, and on

either side, inverted curves, while, at

the lower extremity, it is continued on

the outside of the lower portion of

the fore-pillar, and then forms a raised

border to the termination of the sound-

ing-board, and along the angle formed

by the sounding-board and sides of the

box.

The depth of the box at the upper

extremity is 4| inches, and at the lower

termination 3 inches.

The fore-pillar is curved, but the

curvature occurs at one place only.

There is some ornament in relief where

it joins the projecting block
; from this

junction the T projection is carried up for

the greater length. The angles towards

the sounding-board have rope mouldings.

The fore-pillar, which has been scarcely,

if at all, shortened by the tension of the

strings, is carried up and forms the bass portion of the harmonic curve,

and terminates in front in a head with open jaws which is directed

downwards. The harmonic curve has upon the upper portion cii'cles and

other ornamentation in rehef. The metal bands through which the tuning-

pegs pass form single curves, and are pierced with thirty-two holes.'

Most of the tuning-pegs are preserved. At the treble end the bands

* Tlie writer is iudubted to W. J. Browne, Estj., etcellent photograph of the iDstrument, from

Loiiilouderry, who weut purposely to DowuhUI which the illustration has beeu taken, and nlao

to examine the Harp, for this version of the to Wni. Jackson, Esq., for measurements and

inscription, which differs somewhat from that rubbings,

jiriiited by Dunting, coll. IS40, j>. 76, and for an

M
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k„. ao,.l
-1. "ith five leave. On aee.nn. „f H.

Ln and a bad facU™ tb. band. Lave been breten near the teble^

The measurement from the end of the projecting block to the highest

oortion of the harmonic curve is 48 inches, the shortest string is 2i inches,

and the longest string 38 inches. This Harp, although not actually made

for Denis Hempson, was presumably for the greater portion of his exoep-

tionaUy lorn, life used by him, and was most probably played upon

l,efore Prince Charles Edward at Holyrood in 1745. As Hempson was

:he list representative of the ancient school of harpers, and as his name

has been so associated with this Harp, the following short notice of hhn

is here given :— . ^ ,

Denis a Hampsy or Hempson was born at Craigmore near Garvagh,

Londonderry, in 1695. When three years of age he lost his sight, and at

twelve commenced to learn the harp from Bridget O’Cahan. He after-

wards studied under John C. Garragher, Loughlin Fanning, and

Patrick Connor, all of whom belonged to the province of Connaught,

which, as he himself said, was “ the best part of the kingdom for Irish

harpers and for music.” When eighteen, that is during the year 1713,

three gentlemen who were interested in him presented him with a harp,

probably the one already noticed. He travelled through Ireland, and

also on two occasions through Scotland. During his last visit to that

country in 1745 he played at Holyrood. As already stated, he was the

only harper at the Belfast meeting in 1792 who pulled the strings

with crooked nails.' The Rev. George Sampson, in a letter written

3rd July 1805, when Hempson was 110, states that even at that

age he played for him with astonishing justness and taste the three

tunes he had played during the first day of the Belfast meeting. He

cared little for the music of Carolan, but principally played the really

ancient music, and some of it most reluctantly. Bunting states that “it

was with the greatest difficulty he was able to procure the old harp

music from Hempson. When asked to play the very antique tunes he

uniformly replied, ‘ there was no use in doing so, they were too hard to

learn, they revived painful recollections.’ In short, he regarded the old

music with superstitious veneration, and thought it in some sort a

profanation to divulge it to modern ears.” It was with the utmost

‘ Hia metbod of playing as described by Bunting lias been previously noticeil.
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reluctance that he was prevailed on to play even the first portion of

“ Feaghan Gleash,” an ancient prelude (p. 121). He would rather, he said,

have played any other air, as this recalled the times long past when the

harpers were accustomed to play the ancient caoinans or lamentations

with their corresponding preludes. The remaining portion of the prelude

he solemnly declared he had forgotten. He lived at Magilligan in a

cottage which the Earl of Bristol had built for him, and where during the

last years of his life he was cared for and visited by the Rev. Sir H.

Hervey Bruce, Bart., who on Hempson’s death in 1807' at the age

of 112, had his harp removed to Downhill.- It fortunately escaped

the destructive fire which consumed so much of that residence, and

is now the property of the Right Hon. Sir Henry Hervey Bruce, Bart.,

of Downhill, Londonderry.

THE BUNWORTH HARP

This Harp was made by John Kelly® in 1734 for the Rev. Charles

Bunworth, Baltdaniel, rector of Buttevant, County Cork.'

In 1826 it was in the possession of Mr. Bunworth’s granddaughter,

Miss Dillon of Blackrock, near Cork,® and afterwards became the property

of Mr. Bunworth’s great-grandson, Thomas Crofton Croker, author of the

Fairy Legends of the South of Ireland, whose mother was a daughter of

Croker Ddlon of Baltdaniel, County Cork,® at which period a drawing was

made which was engraved for Mr. and Mrs. S. C. HaU’s Ireland, vol. ii.

I November 6, 1S07. — Ryon’s Wortbies of

Ireland, vol. ii. 305.

J Bunting, coU. 1S40, pp. 73, 74, 75, 76, 83.

When Sir Henry visited him for the last time,

•‘be desired to be raised up in bed and the harp

placed in his hanils. Having struck some notes

of a favourite strain, he sank back unable to

proceeil, taking bia lost adieu of an instrument

which bad been a companion, even in his sleeping

hours, and was hia hourly solace through a life

protracted to the longest strain.’’ On the follow-

ing day this last of the old school of harpers

passed away.—Ibid. p. 76. An engraving from a

portrait taken when over 100 years of age by

E. Scriven for General Hart, which appeared m
Bunting’s coll. 1809, b.-is been reproduced. The

head, which forma the termination of the fore-

pillar. has been omitted, probably ou account of

the size of the canvas.

3 The district in which John Kelly resided has

not been noticed, but lie probably belonced to the

south of Ireland, as the two harpe made by hun

of which we have illustrations and notices were

in the possession of persons who resided m that

portion of the Island.

t Croker'a Fairy Legends, Edn. 1S26. p. 197-

,\t the contention or meetings of the hards (poets)

of Ireland between the years 1730 and 1750, which

were generally held at Briiree, County Limerick,

this gentleman was live times chosen umpire or

president.—Croker’a -kale Catalogue. See Hardi-

mun's Irish Minstrelsy, vol. i. note, p. iivii.

s Croker’s Fairy Legends, p. 204.

t Dictionary of National Biography.
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p 410 ' A.fter the death of Mr. Croker the Harp was sold by Messrs.

Puttick and Simpson on 22nd December 1854, and was purchased by

Thomas Bateman of Lomberdale House, Derbyshire, and placed m his

museum At the disposal of Mr. Bateman’s Collection by Messrs.

Sothebv, MMkinson, and Hodge in June 1893 it was No. 292 in the

cataloo-ue, and eventually became the property of Eev. F. W. Galpm,=

and now ’forms part of his most interesting and valuable collection of

musical instruments at Hatfield, Essex.

From Mr. T. Crofton Croker we learn that Mr. Bunworth was

known far beyond the limits of the parishes adjacent to his own, not

onlv for his performance upon the Irish Harp, but also for his hospitable

reception and entertainment of the harpers who travelled from house

to house about the country, who sang his praises to the accompaniment

of their harps.*

From another writer we learn that “he was greatly distinguished for

his patronage and knowledge of Irish music, and that he was a remarkably

good performer on the Irish Harp.”

Both these writers mention the Harp.

Although this Harp is of a comparatively late make, it is of interest

and value, and in some respects differs from the other specimens noticed.

It is besides the only known example by John Kelly that has been

preserved. That maker perhaps lived in a district where suitable blocks

of wood were not easily obtainable
;

so, the one selected to be hollowed

out for the box being somewhat irregular in form, Kelly appears to have

found it necessary to follow the irregularities or bends of the tree.

Thus we find near the upper portion of the left side a depression

extending for two feet. This depression is inch deep in front and

nearly ^ inch deep at the back
;
and on the right side near the lower

termination a depression extending for I foot, w’hich is in front inch

deep and f inch deep at the back.

' It ia stated in the Lomberdale House
Catalogue that the drawing was by D, Maclise.

R.A.. who was certainly a friend of Croker's
; but

Mr. and Mrs. Hall, who usually notice the illustra-

tf»n, do not mention by whom the drawing was
m«le. There are also small illustrations in Fairy
Legends, Edn. 1898, and in Ancient Musical Instru-

ments (the Oalpin Collection) by William Lynd.

- Mr. Galpin in the moat generous manner

permitted the writer not only to photograph this

Harp, but also any other of the numerous instrii-

ment-s belonging to him which formed part of

the exhibition of musical instruments at the

Crystal Palace in 1900.

^ Fairy Legends, Edn. 1826, p. 198.
* The Worthies of Ireland, Richard Ryan, ii.228.
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This Harp is well decorated. The ornamentation mainly consists of

wavy stems with foliage, from which spring roses, thistles, and lilies

—

symbolical of England, Scotland, and France—and as the shamrock is not

represented, the Harp itself may be accepted as the symbol of Ireland. The

patterns are, as a rule, shown by incised lines, and are enriched by colour.

The box is formed out of a solid block. The sounding-board, which

is convex both at the upper and lower extremities, has been drawn up

in an unusual manner by the
‘

tension of the strings, so at

the highest portion we find the

string-band 2-^ in. above the

sides of the box. The raised

string-band, which is at the

upper end 1^ in. wide, and at

the lower extremity 2^ in.,

terminates at the upper end in

a fleur-de-lis in rehef. This

string-band, which ceases to be
|

in relief as it approaches the Hs

fore-pillar, is then indicated by

incised lines, and terminates in

a lily of different form, also

shown by incised lines and

colour. In place of “ shoes of

the strings" there are short

pieces of thin brass perforated

and attached to the string-

band. There are no sound-

holes. The width of the box

at its lower termination is
. , , xi,

1.3j in., at the first string-hole in the treble aim., an a e p

extremity 4 in. The length of the box, which terminates

of the projecting block in straight lines, is 4lf in. e proje S

is only 2 in. in length, and is shaped or cut both from the *-
board and from the back. An examination of the interior o e

portion of the box shows that no block of wood has been left aboie
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projecting block, and that the end of the bos is If ^he

LiLess of the sounding-board has not been ascertamed, but rt is most

probably considerably thicker at the lower extremity than at any other

part. The back of the box, which has two circular cavities or sound

-

holes is not fitted into the sides, but is attached to them and to the

lower’ end. The depth of the sides at the upper extremity is 5^ in.,

about the centre of in., and at the lower termination m. At the upper

extremity the back of the box has been cut or shaped, i.e. an angular

piece has been removed. There is a cavity in the upper portion of the

front of the box J in. deep; this is carried backwards for 3f in.

The harmonic curve is fitted into the cavity in the upper portion of

the box, after leaving which at a right angle it is straight for some

distance before it takes the usual curve. At the treble end it is 3f m.

deep, at the centre 3f in., and at the bass 3 in. It is rounded above,

and is mortised into the fore-pUlar in the more modern fashion, and held

together by brass bands which form single curves and are pierced for the

tuning-pegs. The length of the harmonic curve, to where it joins the

fore-pillar, is 31 in. above, in fact, the upper portion of the harmonic

curve is pierced and forms a graceful ornament, the centre of which is

unfortunately missing, but the roughly cut portions show where the

fractures have occurred and where in the centre the scroll ornament

joined the harmonic curve.

The fore-pillar is somewhat bent, and is carried up the full height of

the instrument, forming the bass portion of the harmonic curve, and

terminates in a head, apparently that of a female with a pendent head-

dress extending back from the chin, above which is a cushion, on the

front of which the coronet of a countess is represented by incised lines.

The lower portion of this cushion, at the sides and back, takes the form

of a series of semicircles. The fore-pillar, which is not inserted into the

projecting block as is usual, joins the sounding-board one inch from the

end of the box
;

it has the T formation the whole length. The greatest

width of the T formation in front is 3f in., the thickness of the outer

edge being | in. increasing to f in., the entire depth of the fore-pillar

being 3 in. The width of the upper portion of the fore-pillar is 2-^- in.,

from the middle to the lower end in., at the back ^ in. The length of the

fore-pillar is 5 ft. 3 in. The total height of the instrument is 5 ft. in.
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The bands through which the tuning-pegs pass form single curves,

and are pierced for thirty-three tuning-pegs
;
the length of the shortest

string is 3f in., that of the string attached to the last tuning-peg in the

bands is 40 in. Besides the tuning-pegs in the bands there are four in

the upper portion of the fore-pillar—the length of the string from the

uppermost of these is 44^ in., that from the second 4U in., that from the

third 39i in., and that from the fourth or lowest 38^ in. Most of the

tuning-pegs are old and are ornamented
;
the strings are modern. The

last string-hole in the bass is 3 inches from the fore-pillar and 8 inches

from the end of the box. The first string hole in the treble is 3^ inches

from the junction of the harmonic curve and the box.

The ornamentation of the box is indicated by incised lines and

colour the ground being chocolate, the other tints mainly sober red

and white. The lily at the lower termination of the string-band

is repeated at either side of the lower extremity of the sounding-board.

There are six ornaments in place of sound-holes. These are shoun y

incised lines, and are painted red and white; in form they are hexafo.ls

inclosed in circles, the hexafoil terminations being joined by inverted

semicircles. On either side of the soimding-board there is "

colour terminating in the half lily ornamentation before ^O'

the Other half of each lily being represented upon the ‘h

From each of these half lily ornaments, and running alon„ the

uearest to the angle formed by the
,be

bv a series of incised semicircles, these hoiae

»<!. «i .10=^ •'

sides. Within the spaces surroiin y

:s.‘ Th'rr- t - -p- “

has the sides straight for some distance, then a
‘J

inner circles, below which the sides “ 7 ,cles with

of the entire length a series of semicircles, ^ The

two inner circles and straight
shown by incised

ornamentation between the upper an
for the

lines. In the centre the following occuis . ‘ J
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to Ckrte Bun,orth, Bal.d^H 1734 "
!
.b«™ »“ » * “>»«• ‘»l

Sllh . %. talL being «ll »»
,

'»«

'f
' “»

X and b/hi«d lb= T fornialion tb. .-on. Ib.tl., and d, occnr, nbd.

L lb. rigbl .id. lb. r« tbi.ll., .nd blj ak. app«,r. lb. b.a.k of tb.

fore-pillar is without ornament. .

Upon the left side of the harmonic curve the lose, thistle, and lily

appear while on the right side the rose and lily only are represented.

The harmonic curve and the fore-pdlar are attached to the box by

iron straps, each having at their extremities fleiir-de-l.s ornaments;

these straps, which are nicely fitted and attached by screw-nails, are

probably modern.
_ i . i ,

The Harp has not the appearance of having been much used; that

is the ancfles formed by the sounding-board and sides are not rounded off

or worn away as they would be had they been subjected to constant

friction from the wrists or arms. The original keys do not show signs of

wear. Upon the left side of the sounding-board a piece has been added,

and upon the left side of the box two pieces have been let in. If these

are not the work of John Kelly the ornamentation has been well

reproduced. The Harp is much worm-eaten, and as it is painted the

wood used in its construction has not been ascertained.

THE HOLLYBROOK HARP

This Harp is unlike any of those already described, and is the only

known specimen of considerable antiquity the box of which is not cut

out of a solid block. It is probable that logs of bog sallow were not

obtainable within easy reach,* and the difficulty of transporting a

suitable block from a distance w'as so great, that the artificer was forced,

in place of constructing the box of the instrument in the accustomed

manner, to build or construct it out of several pieces. It appeal’s that

he was aware of the usual form and followed it. The lower portion

of the box, for instance, shows what was intended to represent a

stunted projecting block, on either side of which the sounding-board

terminates in curves. Again the grain of the wood of the sounding-

board runs along the strings, and the sides of the box are deeper

^ There are no boga along the low-lying of Dublin. Bogs ilo occnr in Wicklow, but upon

portions of Wicklow or the neighbouring county the high ground where willow would not grow.
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at the upper extremity than at the lower termination. As the

artificer has shown great ingenuity in the construction of the box,

the following probable method adopted by him may perhaps interest

the reader. A block 2 in. long was first prepared, two curved pieces

of wood ir in. thick were attached to it at 1-j in. from the termination.

To the outer portion of these curved pieces of wood the n
^

sides of the box were attached (Fig. i.). A block of

wood 1 in. thick to which the sides were attached formed

the upper termination of the box. A portion of this block,

w'edge-shaped in form, protruded from the tei’mination of
;

j ^
the box ; to this the harmonic curve was fitted (Fig. ii.). -

’

The framework of the box being thus constructed, it was probably

placed upon a plank of suitable wood, perhaps rather more than an inch

thick
;
lines were then drawn indicating the outer and inner

sides and ends of the frame and the projecting block. The

outside portions of this board were then cut away so as to

allow the inner portion to be inserted. The sound-holes

were then made and the metal string-band attached, and the

exterior of the sounding-board formed convex across the strings. And

finally, the inner portion of the sounding-board was hollowed into the

form of a flattened arch. The soundmg-board being securely

fastened to the sides, ends, and projecting block mouldings,

the section representing a segment of a circle was attached
| ^

so as to cover all the joinings (see section, Fig. m.), and the

back covered in by a board. It is clear that this Harp was not intended

to rest upon the lower termination of the box, for there are two holes in

the outer portions of the curved pieces of w'ood into which pegs oi

supports were screwed ;
the worms of the screws are distinctly visible

(Fig. I.). The sounding-board, the grain of which runs along the strings,

has” been slightly raised by the tension of the strings. In thickness

it is j; in., and in it are six circular sound-holes, 1 in. in diameter.

There is no raised string-band, but in place of the “ shoes of the strings

there is a metal band^J in. wide, extending from the fore-arm to the

harmonic curve. This band is pierced for thirty-eight strings, the holes

being i in. at the surface and pV
string-

band is certainly old, it is fastened by nafls and is fairly strong, but not
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• -n-ith the vibration ;
it, however,

,Mck, the sounding-board is badly

split for some length along the string-

holes. The raised string-bands to be

found upon the older Harps appear better

to have withstood the tension of the

strings than this metal band fastened as it

is by^ordinary nails. The sounding-board

is 4i- in. broad at the upper extremity,

and in. broad at the lower termination.

The length of the box is 37 in.
;
the sides

are 5|- in. deep at the upper extremity,

and til in. deep at the lower termination.

In the board now covering the back of

the box there is a large cavity. The

board is badly fitted and may not be that

originally supplied. As there are six sound-

holes through which the instrument could

be re-strung, a cavity at the back was

unnecessary. All the portions of the box

are most carefully put together, and, 11

when constructed and decorated there

was no cavity at the back, it must have

been difficult to trace the several joinings.

That portion of the block at the

upper termination of the box, to which

the harmonic curve is attached, does not rise from the centie of the

box (Fig. II.), the measurement on the left side being if in., while

that on the right side of it is If in. This ai-rangement allows the

strings to be more perpendicular than they otherwise would be. The

bands through which the tuning-pegs pass are iron, and form single

curves. They are pierced for thirty-nine tuning-pegs, some of which are

plain, while others show two forms of ornamentation, both old. The

length of the shortest string is 2f in., that of the longest string is 37 in.

The strings at present on the Harp are all brass, of the same gauge, and

are modern. The upper portion of the harmonic curve is rounded, and
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has a moulding on either side. About the centre there is a rude repre-

sentation of a crown in relief. The fore-pillar is remarkable : it springs

from that portion of the sounding-board which covers the projecting

block. It is almost straight, and joins the harmonic curve in the more

modern fashion, the upper termination being curved backwards in the

form of a scroll. Near to the junction with the harmonic curve there is

a perforation in the form ol a triangle. This is an unusual y

feature. There is no T formation, but the section shows

the form of a stunted Y, which is one of considerable

strength (Fig. v.).'- The extreme height of the instrimient

unsupported by pegs is 4 ft. 1 5 in. ; the greatest width is 2 ft. 21- in.

This Harp is painted and decorated. The colour foundation, sober

red, is varied by splashes of rich brown, or dark brownish green. Upon

this foundation the designs are traced. These designs are in gold, out-

lined in black, black lines being added when necessary to increase the

effect. The Harp had originally not been varnished, so the greater

portion of the gold had disappeared before varnish was applied
;
but upon

that portion least likely to have been subjected to friction, that in ^the

under side of the harmonic curve, the ornamentation is distinct. The

ornamentation may be described as an attempt to represent a Chinese

design. Upon the left and right sides of the box there are foliaceous

patterns. Upon the front of the fore-pillar there appears to have been a

foliaceous pattern, and a foliaceous pattern fairly distinct is also to be

seen upon the lower side of the harmonic curve. The sounding boau

received more attention from the decorative artist than the other

portions of the instrument. At the lower termination and upon the left

side there is an arrangement of leaves and fruit, while upon the right side

an arrangement of leaves and flowers is fairly distinct. Between tie

second and third sound-holes, and upon the left side, a bird with long,

straight neck and head, apparently an ostrich, is distmctly visib e; v 11 e

the writer fouDtl it impossible to do more tUau

indicate the outline of the fore-pillar. Tbo

section, Fig. v., is reduced from a full-aized
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side there is the figure of a man, very indistinct and, above, an eagle.

S ween the uppei termination of the box and the first sound-holes on

Sth sides, the'eare foliaceous designs. The Harp shows s.gns of having

'""H^rLtSIwrilv long this Harp has been at Hollybrook It is

supposed to date from 1720, and is old enough, and is believed to have

'bemi the Harp of a former proprietor, Kobert Adair, ‘ so femous m a

number of songs in Scotland and Ireland," as M. de Latocnaye, who

visited Hollvbrook in 1706, informs us.' The author of the woids of the

son. Kobin' Adair, so happily wedded to the ever fresh and beautiful

melodv Eileen Aroon,= is not known. They were sung by Braham at his

benefit in 1811, and may have been old at that period. Much has been

written about them, but no definite statement can be made.

Robert Adair of Hollybrook was the ancestor of the present possessor

of the Harp, Sm Robert Adair Hodson, Bart., of Hollybrook, County

Wicklow, where it is stiU preserved, who has kindly allowed it to be

photographed for the purpose of illustrating this work.®

Of this Harp a half-tone block illustration from a photograph a ppeared

in The Leisure Hour for January 1901. It is to be regretted that this

illustration fails to show the triangular perforation of the fore-pillar, the

mn.?t distinctive feature of the instrument.

A H.ABP BY JOHN" EGAN

This instrument, believed to have been the first made by this noted

maker, is deserving of notice, as it is perhaps the most interesting of the

more modern specimens. Egan, when constructing this Harp, must have

had an ancient Harp before him, the form of which he followed with

slight variations.

“ John Egan, No. 25 Dawson Street, 1809,” is engraved upon one of the

metal bands through which the tuning-pegs pass, and upon the sounding-

board there is an inscription in German text, some of which is now

* There U no similar statement reganliiig any Hanlitnan’s Irish Minstrelsy.

other Robert Ailair, and as De Latocnaye visited ^ The writer is indebted to Lady Hodson for

Hollybrook, he presumably got bis information allowing him to examine this Harp, and to

upon the spot.— Leisure Hour, .J.anuary HlDl. Miss Hodson for drawings, meaburemeuts, and

• Petrie, in O'L'urry’s Lectures, vol. iii. p, 29S ; descriptions of the iDSlrument.
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indistinct, but a transcript was made many years since, and attached to

the back of the Harp, of which the following is a copy :

—

“ The Harp once made at your command,

ancient song, shall charm the land

;

^Vhilc each young and poor Orphan boy

From your high bounty finds employ
;

May kindliness sweet peace prolong.

And glad inspire the dance and song.”

In 1809 the Harp Society was started in Dublin, the first Belfast

Harp Society, which was instituted in 1807, being at the time in a

flourishing state. This instrument may have been the first made by

Egan for either of those institutions.

The box of this Harp, which is built up or constructed of several

pieces, is flat at the sides, and has a projecting block
5-J-

in. long. The

lower portion of the box takes the form of semicii'cular curves at either

side of the projecting block. The. sounding-board, the grain of which

runs across the strings, has no sound-holes. It is 37^ in. long, in.

broad at the upper extremity, and 1 1^ in. broad at the lower termination.

It has a fairly wide and deep string-band, pierced for thirty-six strings,

with wire protections above each hole. The sides of the box are 36 in.

long both at the front and at the back. The depth at the upper

extremity is 3 in.
;

2l in. lower it is Sj in., and at the lower terminadon

If in. Here Egan no doubt altered the form. Almost all the ancient

hai’ps that are extant have the sides of the box the same depth through-

out, or deeper at the upper than at the lower extremity.' The pro-

jecting block, which is formed of two pieces, is 4 in. deep.

The fore-pillar, which is without the T formation, is slightly curved,

is perfectly plain, and is formed out of one piece of wood. The lower

portion is inserted into the projecting block, while the upper extremity

is turned backwards, and is formed into a representation of the neck and

head of an eagle. This neck and head have been added. There is no

indication of the original form of the upper portion of the fore-pillar, but

it may have been a scroll. The length from the end of the projecting

block to the present termination of the fore -pillar is 53i ;
the length

of the fore-pillar, from where it joins the sounding-board, is 4oj in.

I TIil- Deltiiat Museum Harp is uu csceptioii.
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tlip pentre of the termination of the

The harmonic curve rises from the ceniie ^
j i.

bo. t then takes a curve towards the right as m the modern harps.

J is’ f one piece of wood and joins the fore-pillar in the more modern

X and L furnished with two metal bands forming single curves

;

rese are pierced for thirty-six pegs, all of which are in their places

and are slightly ornamented in Imitation of those i^on more ancient

pecimeus. These pegs do not extend far upon the left side^ There are

Tnuts or straining-pins. The shortest string is 2^ in., the longest is

39 J. in The greatest width of the instrument is 26 in The length

from the end of the projecting block to the upper portion of the harmonic

curve after it leaves the box is 46 in. The fore-pillar has not been bent

towards the left, nor has the sounding-board been drawn up by the

tension of the strings. There is a large cavity at the back of the box

The instrument, which does not show much signs of wear, is m form much

superior to the harps supplied by Egan to the second Belfast h arp

Society From a MS, statement on the back of the box we leain that

this instrument was played upon at the “ Liberator’s ” chairing as M.R for

Dublin in 1832, This Harp is in the possession of E. W. Hennell, Esq.,

who has most obligingly allowed the writer to examine and measure it.

n^VKP AT SOUTH KENSINGTON

In the Victoria and Albert Museum there is a Harp, which was pre-

sented in 1872 by the Yen. Archdeacon Saurin ’ as having belonged to a

celebrated harper, whose name, unfortunately, was not noted. The box

of this instrument, which is built up or constructed out of several

pieces, differs in form from that of the older specimens, the sides being

deeper at the lower termination than at the upper extremity. The

sides of the box are out at acute angles from the sounding-board at

the lower termination so as to form a stand. The sounding-board is f in.

thick and is fastened to the upper portion of the sides of the box,

having along the edges narrow pieces of wood 5 in. deep. The width

at the lower termination is ll^- in., and at the upper extremity 5^ in.

I ProbaMy the gentleman of the name name of 1852. This Harp was not one of the exhibits;

Seagoc, County Arra.agh, who contributed to the it may not have been in the Archdeacon s posses-

coUectioo of autiquities exhibited at Belfast in aion at that period.
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The grain of the wood runs across the strings. There are no sound-

holes, but there are cavities at the back of the box. Attached to the

sounding-board there is a narrow but strong iron band pierced with

forty-one holes for strings. Of these holes two in the treble and one

in the bass are over the solid wood,

leaving thirty-eight holes that could

be used for strings.

The construction of this Harp shows

the artificer to have had considerable

ingenuity. At the lower termination

of the box a block Ij in. deep is in-

serted. A portion of this block projects

2f in. in front
;

into this projection

the end of the fore-pillar is inserted.

Within the upper portion of the box

there is a block 4 in. deep ;
into this

block the harmonic curve is inserted,

not in the centre but considerably

nearer to the right side than to the

left
;
that is the harmonic curve, which

is in. wide, is Ij- in. from the right

side, and 2j in. from the left side.

The harmonic curve is inserted in the

block from the front to the back of the

box, the depth of the insertion being

in. At the lower termination the

projection into which the fore-pillar is

the right side and 4| in. from the left side. This

he strings to be more perpendicular than they
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extremitv. when it takes a backward curve and terminates in a scroll

most of 'which has disappeared, but a portion is visible upon the right

side. The extreme height is 4 ft

J
un

The harmonic curve where it joins tne Dox IS 5 1,

•>1 in deep, and is 25 in. in length from the sounding-board. It is

formed in the more modern fashion, and joins the fore-pillar nearer to

the box than is usual. The extreme width of the instrument is 31, m.

The metal bands through which the tuning-pegs pass form single crnwes.

and are pierced for forty-one tuning-pegs. There are no nuts or strainmg-

^
"as stated, the instrument has on the sounding-board thirty-eight

serviceable string-holes. Supposing thirty-eight to have been the

number, the shortest string would be 2j in. and the longest 42^, in.

There are five holes in the treble without strings. Passing these,

there are seventeen strings of steel wire, all of which gauge C. 1st oct.

The first of these seventeen strings measures 4^ in., and the seventeenth

measures IGi in. The eighteenth string, which is of brass, measures

17j in., the gauge being between D and E, 4th oct. The following

eight strings, including the twenty-sixth, are of the same gauge as

the eighteenth. The twenty-seventh string gauges D, 4th oct. the

twenty-eighth string, between D and E, 4th oct. ;
the twenty -ninth,

between E and F, 4th oct. ;
the thirtieth, between D and E, 4th oct. ;

the thirty-first and thirty -second, between E and F, 4th oct. The

thirty-third is missing.

This Harp is neatly made, but is not painted or decorated. It is

not worn at the sides of the box, as it would have been had it been

much used; and as it was presented to the museum as late as 18/2,

the strings may not be correct. It is a genuine, but late, specimen, and

in form somewhat resembles the instrument Arthur O’Neill is re-

presented as playing upon, but it is quite evident it is not that

instrument. It is stated that the sounding-board of this Harp is of

Swiss pine, but it resembles common deal. The wood used could not

have been seasoned when placed upon the instrument. It is badly

shrunk and cracked in seven different places. The remainder of the

instrument is of beechwood and is much worm-eaten.
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THE CHAELEMONT HARP

A Harp of a late period, but of some interest, is in the possession of

Professor Glover, of Dublin. It formerly belonged to Mary, Countess of

Charlemont, wife of the Volunteer Earl. The Harp is green, and relieved

by gilding
;
the fore-pillar, which is straight and fluted, is surmounted

by a coronet and scarlet cap. There are only twenty-eight strings.

The height of the fore-pillar is 3 ft. 10 in.'

Two other wire-strung Harps of a soraewliat later period may be

seen in the Belfast and Dublin Museums. The fh-st is of the Sheratou

period, and is of little consequence. It is probably the Harp which

was exhibited at Belfast in 1852 by Mr. E. Lindsay as “stated to be

that of Hempson,” but the instrument belonging to that harper has

already been noticed as preserved at Downhill. The second, which

was sold to the Royal Irish Academy as the Harp of Carolan, is a

fraud, and, as Petrie remarks, is “ w'holly unworthy of a place in the

great museum in which it is deposited.”

The three last mentioned Harps are drawing-room instruments.

Many such were doubtless constructed towards the close of the

eighteenth century, when ladies still played the Irish Harp.

BELFAST SOCIETY HARPS

The Harps made for the second Belfast Harp Society, Dr. Petrie

states, as far as he was aware, were all made by Egan, the eminent

Dublin Harp -maker. One of these, which has been noticed (p. 52)

and is represented on the frontispiece, is 5 ft. 1 m. m height. The

box, or more correctly speaking, the body, has a rounded back similai

to that of a modern Pedal-Harp, and, like that instrument, the four

sound-holes are also placed at the back. Those portions of the sides

to which the sounding-board is attached are curved, and gi^e a

longitudinal curve to the sounding-board. The sounding-board, which

has the grain across the strings, has a raised string band and wire

guards above the string-holes. Shamrocks painted green are distributed

over a large portion of the surface, and also the Royal Arms and the

following inscription upon it painted in red

“

Manufactured for the

* Communicated by T. H. Longfield, Esq.

0
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Belfast Irish Harp Society. No. 1933, By Egau. Dublin. Harp Maker

CO His Majesty George iv. and ^ J,,,„,tion is ISiln,. and
Thewldthofthesoundmg-boa dat^^ On the inner

boafd'ts’lengkenel not only by a string-band hut

bftwo p eces of wood, attached longitudinally between the stnng-band

and the sides. These extend almost the full length- The harmonm

t constructed out of a number of pieces of wood carefully jorned

There are two complete pieces; one of these is m the centre and the

other at the right side. Between these, and on the left side, are several

pieces joined together. There are nuts or straining-pegs for the stiings.

Lt the metal bands, through which upon the ancient Harps the tuning-

pegs pass, not being required for a harmonic curve so --tr^^ed

are wLtimr. This portion of the instrument is, however, further

strengthened and supported by an iron band which extends the

entire length along the under side, to which it is attached by screw-narls

The fore-pillar, which is sUghtly cur-ved, is wrthout the T formatron, brrt

is formed of two pieces joined together. This has not had the effect of

resistimr the tension of the strings, so the upper portion of the toie-

pillar leans somewhat towards the left. There are thirty-seven strrrigs ;

the shortest is 2f in. and the longest 4 ft. 5f in. When purchased in

Dublin this Harp had a number of strings or portions of strings attache

to it. There were, counting missing strings, twenty-one of steel and

sixteen of brass wire. Some of the strings were of an incorrect gauge.

The following appears to have been the original gauge

1st string,

20th

21st

22nd

26th

27th

3l8t

23rd

37th

21 in. long,
|

16

17|

19-i

31i

42|:

113

53|

Steel, Gauge B, 1st. Oct.

E, 2nd ,,

Brass,

1

D, Srd

C, 3rd

B, 3rd

It is interesting to note that upon ancient Harps, the boxes of which
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were formed out of solid blocks, when the tension of the strings drew the

sounding-board upwards, the highest portion of the curve was usually

near the centre string, whereas upon this specimen the treble alone has

been aflected by the tension, the curvature occurring between the first

and twenty-fourth strings, and is highest at the ninth string.

Dr. Petrie truly remarks that Egan’s instruments have little of the

beauty of the ancient Harps, and have “ nothing about them to remind

us of the loved Harp of other days.” Still, it is unlikely any harper

would be dissatisfied with the tone of the specimen described.

Another of these Harps, that which had been played upon by a young

harper, M'Loughlin (one of the Belfast scholars) w'hen seated in front of

O'Connell on the triumphal car on which he passed thi'ough the city of

Dublin, in 1829, after the passing of the Emancipation Act, became the

property of Dr. Petrie in the following year.

HARP IN THE NATIONAL MUSEUM, EDINBURGH

This instrument was formerly the property of Mr. John Bell, a

native of Scotland, who moved to Ireland early in life, and resided at

Dungannon, and by whom it was exhibited at Belfast in 1852, and is

described in the Catalogue, p. 7, as “the Harp of O Kelly restored.

In the Appendix, p. 11, there is the following statement The

Clarshach, or Harp of O’Kelly, was presented by Mr. Kelly of Barley-

fields, near Dundalk, to Mr. Peter Collins, a well-known violinish It

fell into the possession of the present owner in 1812. While residing in

Dungannon, Mr. Bell made an important collection of antiquities, which,

on h^s return to Scotland, he brought with him, and such objects as were

considered of value were purchased by Government in 18G7, a few years

before his death, and are now in the National Museum, Edinburgh.

This Harp, stated to be the Harp of O’Kelly restored, appears to be to

a considerable extent a reproduction of Hempson’s Harp at Downhdl,

which was made by Cormac O'Kelly, but is very inferior to that instru-

ment. It is probable that Mr. Kelly of Barleyfields, perhaps a connection

of Cormac, wished to possess a copy of a genuine O’Kelly Harp, and had

one made. If he was familiar with the genuine O’Kelly he could scarcely
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. , , Mr riollins then became its possessor,

have been pleased wit t e copy.
become the property

The date, 1812. at which period t state

of Mr. Bell, is most like y a prm ei^

p,g g, reasonable doubt that

18-0. As stated before, the y

^?av: ; heTtltt • ; o/tbe fore-plUar. almost
^

simUar

Harps have the
_4.- „ „fihp box similar ornamentation over

terminations rf the owj^po^
Terminations to the upper portion of the

the

^ the Edinburgh instrument is cut out of

a sohd bloc .

1 ^ ^^^tively modern, and would probably

rb! hr:2ed had it not been illustrated in Drummond's Scot^sh

Weapons a work of importance ;
but as it has been illustrated in that

wort the following measurements are given. From the upper portion

of the treble termination of the hai-monic curve to the

^
• (-• Llpr-l- ill in From the back ot the box to the front of the

LTett^l) head, sk in. Length of box, 38i in. Width of «>™ding-

boaTd at the upper extremity. 4f in., at the lower termination. 10 im

Thickness of sounding-board at the lower sound-holes, t, m.,

upper sound-hole, f There are six sound-holes. The sounding-
unQ^noie, y

kn.
. xi + -«

board is convex throughout-rising at the lower end 1 m., at the cent

li in., at the thirteenth string-hole i in., and at the upper extremity

ak The sides of the box form straight lines. The depth at the upper

ktremity is li in., at the centre 41- in., and at the lower termination 3^ m.

The length from the end of the projecting block to the highest portion

of the harmonic curve is about 51 in. The raised string-band is pieice

for thirty-four strings. The string-holes have triangular pieces of brass

-the “shoes of the strings.” These are without ornamentation, and

are attached at each angle by nails. The metal bands through w iic i

the tuning-pegs pass are in the form of single curves and have eac

thirty-four holes, in which are thirty-four pegs. As this instrument

was made, and the strings probably supplied, at a period when the

Irish Harp was in use, the following gauge measurements, etc., may be

of value ;

—

• The person who made this Harp was presumably familiar with the Belfast Museum Harp.
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1st string, 2j in. long. 1

/
Steel, Gauge G, 1st Oct.

13th „ 10-i- „

Uth .. lit „ Missing.

15th ,, I2t Steel, Gauge D. 2nd „

16th „ 131

/
Brass, „ D, 3rd ,,

28th „ 31t

29th „
33J- „ 1

(
„ C, 4th „

34th „ 41i

At the sale, in March 1900, of the antiquities which had belonged to

the late Dr. Fraser, what was stated to be a seventeenth century Irish

peasant’s Harp, of carved and painted wood, was disposed of. The

purchaser of the Harp has informed the writer that it has twenty-six

string-holes and twenty-six holes for tuning-pegs. The box is built up

or constructed of several pieces. The fore-pillar is curved, but has no

T formation. The date ascribed is not likely to be correct. This Harp

was described, and an illustration exhibited, at a meeting of the Royal

Irish Academy in May 1879.

MKSINU SPECIMENS

Ur. Petrie teUs us that lor many years an aged harper periodically

visited Castle Bellew. County Galway, and that Mr. and Mrs. Bellew

were struck by the very ancient appearance of his Harp. It was smal

and simply ornamented, and had attached to the front of the fore-pillar

a brass plate, on which was engraved the name of the maker and the

date 1509. The harper had always declared his intention o bequeathing

his Harp to his entertainers ;
but a summer came during which he fade

to appear, his Harp was not forwarded to his friends, and
^

was never

heard of acaiii. If Mr. Bellew’s statement regarding the date is coiiec
,

S hIp was of importance as a link ;
for betwemi the Trinity CoD^e

Harp and the Dalway we have no specimen, and do not kno«

change there may ha^;! been in the form of the instrument up-

ward" of two cenUiries. Perhaps this ancient Harp may be hid

some lumber-room of a country-house, and may yet be brought o light

. TUo.,.t.iM.o9,a,lyiucoireot. Si..,poking it
H.ip., aUtouph the

to have boon always stniiig and plaj'od npo".

biilitlrccl andfiltyor threo humlreil years ivoultl

be a long time for the sounding-board of a wire-

strung Harp to witbstaud tlio tuiis.ou of tbe

lUitata aj to

boards have beoomo ourved, appear to bare

withstood tbe tension better than the larger

iuslrumeiits.
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IIAGENNIS HARP

Harp, wl.i.1, h.d b..n „.d. to. Captain A,t M.gmni., of

AMtder n
p.

Petrie (who had seen and exsimmed

’f— aLt font fo.. in height and

( .i “Itlv i-atifol i..tm,..nt, doc.nitod in a .t,l. wh.ah, ware .t not

a 'h i,».hpti.n attached t. it, .night ha ..ppo.ed to belong to an

ad a, pari«l Th. inacription wa. in the Ivi.h language and ahanaoten.,

“uen upon p.nd.n.ant. and placed undo, gla», upon tlj sound,ng-

-ooA fen fvncfi this Hai'D. but failed to do so.

Knnrd- Dr

HARP BY JOHN KELLY

The Harp illustrated in Walker’s Irish Bards, and incorrectly

reproduced in Ledwich’s Antiquities of Ireland, was five feet m height ;

had thirty-three strings, and was supposed to have been made oi led sal-

low. The engraving represents a harp witn six

sound-holes. The sounding-board terminates in

semicircular curves on either side of the project-

ing block. The fore-pillar, which is curved,

has foliaceous decoration, and is surmounted

by a carved head with flowing hair and beard.

Foliaceous decoration similar to that upon the

fore-pillar appears upon the harmonic curve.

From an inscription upon the Harp we learn

that it was “made by John Kelly in 172G.

The drawing from which the engraving was

made was by William Ousley, Esq., of

Limerick; and the Harp in Walker’s time

(178G) was in the possession of Mr. Jonathan

Hehir of that city.” Petrie was unable to

state who the possessor of this instru-

ment was when he prepared his notices of

Irish Harps, and nothing is known by the writer concerning it.

‘ O’Ciirry’s U-oturca, vol. m. p. 295. Sear the who had predeceaaed him in 1713.— Dlater

old chnrch of Clonduff, County Down, there ia Journal of .\rchjeoIogy, January 1901, p. 53.

a monumental atone, with arma, in memory of - WalkeHa Irish Barda, additional notes, j.p,

Captaiu Arthur Magenis of Cahrah, who died in 1-1C3. I'etrie in O’Curry’s Lectures, vol. m.

I7;i7, an<l bis wife, Cathtfrin Mayenis, aUnM !Tall, p. 20i’>.
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HAKP OF ARTHUR o’nEILL

The Harp which belonged to this noted performer is not known to

be extant, but a drawing representing him in the act of playing was

engraved in outline for Bunting’s collection 1809, and is here

reproduced.

It is difficult from so small an illustration to come to any definite

conclusion as to the formation of the instrument, but the box may

certainly have been constructed out of several pieces. For instance,

the side shown is not so deep at the

upper extremity as it is at the lower

termination, where, it may be remarked,

it is shaped so as to form a stand.

Supposing the engraving to correctly

represent O’Neill’s Harp, the box re-

sembles that of the South Kensington

specimen, but in the engraving no block

appears into which the fore-pillar is

inserted. The junction of the fore-

pdlar and the sounding-boai’d is some-

what similar to that already shown

upon the Hollybrook Harp. The fore-

pillar is curved, and at the upper

extremity is bent backwards and ter-

minates in a scroll. The junction of

the fore-pillar and the harmonic curve

is not indicated, nor are the bands through which the tuning-pegs

pass ; but the pegs, of which there are thirty-four, take the line of a

single curve. The sounding-board has no sound-holes, but there is a

string-band, and thirty-three strings are shown.

It is clear that the Harp in the Victoria and Albert Museum is not

the instrument represented in the engraving. The writer understands

that there is a larger engraving of O’Neill and his Harp, and that the

instrument represented has the scroll termination to the iore-pillar

There is a tradition that a favourite harp of O’Neill was destroye

when the house of the O’Neills of Glenarb was burned; if that
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O’Neill being represented
,,,versed engraving

comparatively modern ™
'

^^Ugotion of 1840. but for some

of O'Neill may -n Harp.

It^t^tbe forerpillar and barmonic curve^bmng of tbe ancient

fonn. and that of tbe fore-pillar and bp being mo e

Po tbe Harp. This illus-
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““
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t::“

•

"but ;i i. not .toted
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It however, be remarked that tbe illustration is presumably a copy

Z’copTand tbe etcber may not be responsible for certain erroi. wbicb

appear upon that portion of tbe plate where tbe Harp is repespted.

may also be noticed that tbe Harp at tbe period bad usually thirty strmp.

and Arthur O’NeiU is not likely to have possessed an ™^H-ument w^

only twenty-sbr strings, also that be could not have played upon Harp

with twenty-sH strained strings and only
,

etchimr shows no wooden or metal string-band upon the sounding- ,

and n: “shoes of tbe strings” are indicated; furthep tbe me al band

through which tbe tuning-pegs pass is not likely to be copect
y
ppie

seated at tbe bass termination. It may also be remarked that if the

bne of tbe back of tbe Harp and that of the right side of tbe sounding-

board are continued the box of the Harp will be found to have a most

unusual deptK at tVi6 lower torminatlon.

It must be understood that when the writer points out what appear

to him to be defects, that these may have been represented upon the

illustration the etcher had before him and have been faithfully copie ry

him, but when noticing an illustration of a Harp which as far as we know

is not extant, it is desirable that such portions of the work as are

apparently inaccurate should be pointed out. The drawing of the small

outline engraving (reproduced) is fairly good. The statement that t le

Harp in the Belfast Museum belonged to Arthur O’Neill has already

been noticed, pp. 8G-88, and it is unnecessary to refer to it here.
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Arthur O’Neill was born at Drumnaslad near Dungannon in the

County of Tyrone in 1734. He lost his sight by an accident when two

years of age, and studied under Owen Keenan, a harper of note, and

also under his distinguished namesake, Hugh O’Neill. At the age of

fifteen he began to play as a professional, and when nineteen he had

travelled through the four provinces and made the acquamtance of

the chief families of Irish and English descent. Upon the establishment

of the Belfast Harp Society in 1807 he was unanimously elected as the

resident master. His memoirs, written by Bunting from dictation, were

largely used by that writer, but are not known to be extant. O’Neill

was proud of his descent, and had the right hand, the crest of his clan,

eno’raved upon his coat buttons. Hardinian states that he alwaj s

expected and received an extraordinary degree of attention on account of

the antiquity and respectability of his tribe. He generally sat at table

with the gentlemen he visited, and once at a public dinner at Belfast

when Lord presided, his lordship made a kind of apology to O’Neill,

and expressed regret at his being seated so low at the board. Oh 1 my

lord,” answered the harper, “ apology is quite unnecessary, for wherever

an O’NeUl sits, there is the head of the table.”
‘

After the collapse of the Harp Society, O’Neill retired to his native

country,’ and died at Maydown in the County of Ai-magh late in October

or early in November 1816. A notice in the Belfast News-Letter states

that he was ninety years of age, also that “ his performance upon the Harp

was unrivalled, and that he adhered tenacmusly to the genuine style and

simple taste of the Irish musical compositions, rejecting with disdain t e

corrupt ornament with which it has been loaded by modern performers.

O’Neill was buried at Eglish near Dungannon, but there is no stone to

mark tke spot.®

CASTLE CALDWELL HARP

Dr. O’Donovan visited Castle Caldvell, Fer-

and prepared a short Catalogue of the
During October 1834

managh, where he examined

‘ Irish Minstrelsy, vul. ii. note, \\ 412.

- Banting, coll. 1840.

3 Ulster Journal of Archieology. January 1901.

A notice also appears in Richaril Ryan a Worthies

P

of Lrelaml, vol. ii. p. 45'>. which was moat probably

taken from the Belfast Xews-Letler. Buntings

statement that ho died in ISIS ifi evulenlly in-

correct.— Coll. 1S40, pp. SO, 81.
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Irish Antiquities then m
minstrel of the name of

heading No. 4, we tmd,
Cardan : it is 4 feet 5 inches

O^Neill, famous in Ulster before the t m ot O
^

high, and of a very
^hen it“and other objects of

We next
j c^Bloomfieid, Esq., of Castle CaldweU, and

Lnter^twe^e exhibit

y^^d
antiquities which

formed part of
of that year; and m the
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O’Neills.-

Descriptive Catalogue, p.
. without success.

The writer Irant^es L disposed of many

years since, and the < p J P

Tbi,
“ “w It i. ~.g~

U™* ”.11 tat th... of th. .pl..<Mlj d,».l.<l i«t.™....

bU“.r».«.d.r.' .1.0, Dt. lyob «». » «”y

their vandal fury on every harp which they met with and broke it

ieces-but later on harps were again made and were numerous, or we

know from Hempson that at the commencement of the^ eighteenth oen « T

‘‘ women as well as men were taught the Irish Harp m the best families,

Jd everi old Irish family had harps in plenty.” = Also from O’HaUoran

that “ in every house was one or two harps, free to
*

^

the more caressed the more they excelled in music. Grofton Cio

states that during the same period almost evei^ one played on the iiis

Harp, that is, the accomplishment was as common as pianoforte playing

during the early portion of the following century.”

. Ordnance Survey MSS. of Ireland. Fer- late Mr. J. 0. Bloomfield reeoll.at ‘he

managh Leiters, Royal Irish Academy Library.

J It ia clear that this is not the O’Neill Harp,

now the property of the Royal Irish Academy,

already noticed (see p. 82), aa that Harp, part of

Major Sirr’s Collection, was disposed of in 1841

.

* Communicated by Thoma.s Plunkett, Esq., of

EoniskiUen. Mr. Plunkett visited the late Mr.

Bloomfield on several occasions, but never heard

him mention “ the Harp of the O’Neills.” The

writer understands that the near relatives of the

,,art of the Castle Caldwell collection, but do not

know its previous history. The collection appears

to have been removed to Dublin, where it was

probably disposed of.—Communicated by u^ i

Allingham, Esq., of Ballysliannon.

I Whom Dr. Lynch’s editor supposes to have

been Cromwell’s soldiers.

5 Bunting, coll. 1840, p. 74.

® Kerry Pastoral, p. 16.
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The ravages of wood-worms, the carelessness ot servants, and the

destruction of property during the disturbances of 1798, followed by

the sale of estates and the breakhig-up of homes after the disastrous

year's of 184G-47 and ’48, -would account for the disappearance of many,

but it is to be hoped that some of real interest may still be preserved,

and may be brought to light.

SPECIMENS KNOWN TO HAVE BEEN DESTROYED

carolan’s harp

Regarding this Harp we have two distinct statements ; one that

Carolan’s son carried it with him to London,' the other that it had been

preserved by the MacDermot Roe at Alderford, Roscommon, and that it

had been burned by the servants of the house.' Of these statements

there can be no doubt that the latter is correct, as the present

MacDermot Roe has obligingly informed the writer that he had heard

from a lady, a near relative,’ that when on a visit to Alderford early in

life she had been shown the charred remains of a Harp which ivas said

to have belonged to Carolan.'

In 1720 a portrait of Carolau was painted for the Very Rev. Charles

Massey, Dean of Limerick. This portrait was supposed by Dr. Petrie to

have been by Johann Van Der Hagen, a distinguished Dutch artist -who

visited Ireland about that period. The portrait was painted upon

copper about eight mches by six Inches, and was preserved in the Massey

family until the death of General Massey at Paris in 1780, when it was

brought back to Ireland. In 1809 it was sold to Walter Cox, who

presented it to Thomas Finn of Carlow.’ In 1840 it was in the possession

of the late Sir Henry Marsh, Bart.’ It cannot now be traced.

During the time it was in the possession of Mr. Finn, James Hardiman

states that he had an accurate copy made of it. The copy, not the

* Walker, Appendix, p. 9S.

3 Dr. Petrie in O'Curry ’s Lectures, vol. iii.

p. 297.

^ The late Madam Dc Mamiel.

^ Carolan’s silver punch-bowl, upon which his

name was engraved, was also preserved at Alder-

ford. It disappeared suddenly many j-eara since,

and although every inquiry was made it could not

be traced. The writer, by giving publicity to this

fact, hopes that at some time it may be restoretl

to its proper owner. Carolan’s chair, which is in

good preservation, is the only relic of the minstrel

now at Alderford. The writer has to thank the

present MacDermot Roe for these particulars.

5 Hurdiiuau's Irish Minstrelsy, vol. i. p. Ixi.

® Bunting's coll. 1J540, p. 72.
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, , 8->9 by John Martyn and again about 1830 by

origmah woseugi-avedm .
^

J. Rogers. In 1840 cunuu ^ engravings

which he stated was trom e oi
„ artist was probably not

show a portion of Carolan s

^ ^ igt blundered, and

toili., .ilh tb. Ir»b H=,p,
^ br„n<l.v«l .1... Th.l
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the
of box, while upon the woodcut much

T:re st dit bor: . visible. At first sight the box would appear

of the sounai „ . . o|„oes but as the Harp was probably

rb.“rpr»: . «bU.

‘rb:;“ rr**. ao.<.-i b.. b™.™.

L”” 1. .. ,,p»»t thi. P...b~i.y.' Tb. B.n,v.rth .n. m»..t

b,. lb. bamonio .prb.ging f.™ tb. b.t *1 .ta-t * "S“
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is very distinctly represented in the large engravings of Carolan.

Both Walker and Bunting state that Carolan was

Harp player. This is not surprising, as we learn from Hardunan that

be did not begin to play the instrument until he was seventeen

.

;:,'h,.gb ..t . ..trf p«t.™.r,' b. uot .niy . <b.tmg~b.d

composer, but a poet and singer of some note. Many of his songs, an

also the melodies he composed and to which they were sung, have been

preserved, but numbers have unfortunately been lost. That his music

was extremely popular during the eighteenth century is un ou e .

One harper who performed at Belfast in 1792 and had never been m Ins

company, or been taught by any one who had had an opportunity o

imitating him, had acquired upwards of one hundred of his me o les^

which he then asserted constituted an inconsiderable portion o t em.

I .Sm alio the JoUn KeUy Harr (i..
1 10). = Bunting, coll. 1796, p. 3.

* Walker. Ajipendix, p. 69.
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Bunting states that Carolan did not teach the Harp to any one except

his son, who had no musical genius, and that, as far as was known, none

of his compositions were committed to writing until several years after

his death, and it appeared possible that nine-tenths of the whole had

been irreparably lost.*

Thurlough O’Carolan was born at Nobber, Westmeath, in 1670, and

died at Alderford House, Roscommon, on the 25th March 1738. The

wake, which lasted for four days, was attended by an immense concourse

of people, and the Harp, which was in general use at the period, “ was

heard in every direction.”” Carolan, the last composer who wrote for

the Irish Harp, was interred near the church of Kilronan. All that is

known about him has been noticed by Walker, Bunting, Hardiman, and

Conran, so it is unnecessary to repeat the statements made by these

writers.

In 1784 it was proposed that a concert should be held in the

Rotunda, Dublin, in commemoration of Carolan,® and although the

suggestion was not then followed up, a musical commemoration was held

in the Rotunda in 1809, when the programme mainly consisted of the

minstrel's most popular pieces, and so many were desirous of being

present, that it was found necessary to repeat the concert within the

week.* Carolan is stated to have had one son, who taught the Irish

Harp in London, and who, before his departure, published by subscrip-

tion in 1747 a collection of his father’s melodies, omitting some of the

best pieces. This coUection without the preface was republished by

John Lee in 1780“ and another edition, but not from the same plates,

was published by Hume, 34 CoUege Green, about 1810, and a fourth

by Broderip and Wilkinson.® Many of Carolan’s best pieces may be

found in Ancient Music of Ireland, by Edward Bunting, colls. 1796,

1809, 1840.

' Hanlim.an states that he is supposed to have

composed upwards of two hundred musical pieces,

vol. i. p. Ivi. From Walker we learn that he

composed several pieces of sacred music, which

were deemed exceUent. “Ou Easter-clay (says

Mr. O’Conor) I heard him play his composition

at Mass.” He called the piece Gloria in Excelsis

Deo. and he sang that hymn in Irish verses ns he

played. At the Lord’s Prayer he stopped ;
and

utter the priest ended it, he sang again, and

played a piece which he denomiuateil the Resur-

rection. His enthusiasm of devotion affected the

whole congregation.” Walker, Appendix, p. 91.

s Hardim.au's Irish MiiiPtrelsy, vol. i. p. Ixv.

3 Walker, Appendix, p. 66.

* Hardiman, vol. i. p- Ixviii.

f’ Walker, Appendix, p. 9S.

« Catalogue of Musical Loan Exhibition, 1899.
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the bunwobth collection

The Rev. Charles Bunworth of Baltdaniel. County Cork, and Rector

of Buttevant whose Harp has already been noticed, was most kind and

hos^lble to’ the harpers who went the round of country houses during

the middle of the eighteenth century. One by one these minstrels died

off leavlncr to their old friend and entertainer the Harps they had p ay

upo, for s; long, and at the time of Mr. Bunworth’s death about 1770

there were fffteen of these Harps deposited in the loft of the granary^

Unfortunately the family removed to Cork for a temporary change, and

before their return the whole of the fifteen Harps, no doubt many of

them extremely interesting and valuable specimens, were broken up for

firewood by the servant who had been left in charge of the house ;
so, by

the stupidity of one individual more genuine Irish Harps were destroyed

than are now known to be extant! Mr. Bunworth, besides being a

fine performer upon the Harp, had an extensive knowledge of Irish music.

He is not known to have left notes of the Harp music with which he

was so familiar, but if any such coUection was made by him it would

be most valuable now.

THE LIMERICK HARP

One of the most valuable of the Harps extant at the commencement

of the nineteenth century was found about 1805 in the bog of Drawling

near Limerick, upon the property of Sir Richard Harte. It was, wdien

discovered, twelve feet under the surface, was made of red sallow,

and had three brass strings and several tuning-pegs attached to it.

It was about thirty inches long and ten broad, and was totally different

in construction from the Instrument in use at the commencement of the

nineteenth century, so it probably resembled the Trinity College Harp.

From Sir Richard Harte it passed to Dr. O’HaUoran, on whose death

it was thrown into a lumber-room, from -whence it was removed by

a servant and used as firewood.'

* Tbe WortbieB of Ireland, Charles Ryan, p.
* Bunting, coll. ISOl*, note, p. 26 ;

coll. 184(i,

228 ;
Creker’e Fairy Legrud#. lulii. IS26. pp. 18‘J, note, p. 20.

199.
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Dr. Petrie supposed this Harp to have been not less than one

thousand years old, but this supposition was grounded solely upon

the fact of its having been found twelve spits or spadings below the

surface.' In an interesting paper, the late Sir Kobert Christison, Bart.,

when referring to the causes and sometimes comparatively rapid gro-wth

of peat-bogs, and the unwisdom of accepting the depth at which objects

of interest may be found as evidence of great antiquity, remarks :
“ There

ought therefore to be an end for the present to aU inferences of extreme

antiquity for objects of human workmanship, merely because found

at the bottom of peat-mosses previously undisturbed. It would probably

indeed be, in most instances, safer to say that the antiquity of such

objects gives some insight into the age of the superincumbent peat,

than that any peat-field presents in itself any such characters of age as

\vill prove antiquity in the objects found under it.”" As no critical

examination by competent persons was made of the Limeiick Harp,

and no drawing preserved, it is not safe to accept the age ascribed

by Dr. Petrie to this most interesting find. But if we cannot accept

the conclusion that kindly Irishman and distinguished antiquary arrived

at, we may, as he did, “ still indulge the hope that the bogs, which have

preserved for us so many interesting remains, may still conseiwe and

present to us a specimen ” ol the ancient Irish Haiqi.

addenda

The follon-ing interesting note, which appeared dining 1806 in The M ild Irish Girl hv

Sydney Owenson (afterwards Lady Morgan), has recently come to the iraters notice;—

“ As the modern Irish Harp is described in a letter I have just received from a very

eminent modern Irish bard, Mr. O’Neil, I beg leave to quote the passage which relates to

it—‘My harp has thirty-six strings of four kinds of ivire, increasing in strength from

> O’Ciirry’a Lectures, vol. iii. p. 291.

• Proceedings of the Society of Antiquaries of

Scotland, 1S80-S1, p. 170.

3 A fragment which seems to have been tlie

harmonic curve of a very small Harp has recently

been found iu the Canuogue of Carncoagb, County

Antrim, and is illustrated in the Journal of the

Royal Society of Antiquaries of Ireland, 30th

June 1897, p. IH. The fragment is 1.3 in.

long and 1} in. broad, and has 13 peg-holes. At

n meeting of the Kilkenny Archceological Society,

held upon the 8th July 1863, a photograph of a

portion of an ancient Irish Harp was exhibited by

Arthur Gerald Geogbegan, Esq., Londonderry.

The Harp is stated to have been found at the

bottom of a bog at Taugbboyne, Co. Donegal.

The woodwork crumbled to dust, but a fragment

shown by the photograph, and described by Mr.

Gcoghegan as “ the iron framework of the CUir-

seach,” was then in his possession. The writer is

indebted to W. J. Browne, Esq., Londonderrj-,

for endeavouring to trace this fragment.
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1 /bv octaves and fifths) is perfectly correct

;

treble to bass :
your method of tumng t o tuning-hammer, I remem-

but a change of key, or half
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,,„t arc uotv dead; so is Rose Mooney (a

excelled, a Mrs. &ullv and a
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his performance.’ ”
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This letter would be most taluable haa
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the thirty-six strings, and also ^ Liing-pegs, as already stated vtms

The Belfast Museum nistrumen ,

«h ch ha
3 consequently is not likely to he

apparentlv the property of Edu °

the instrument possessed by 0 ^ell m lh06.
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, Jr • ir of tip Irish Harp with thirty strings during the

Tfc. K* md™ ‘ J 38 „bich it .|.pe.t,i Itare

.^*..tho.n
tb. i».tu„nt W.. U,n,d in th,

was no t in tne
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natural key called “Leath Glas j^h
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strument was^o be tune o

;
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also that there could not be an accidental in either treble or bass^

The writer has examined several collections of liarmonised

and in all of these impossible harp notes occur more or less

^
the melodies in Bunting’s three collections ‘ were to a large extent noted

from the playing of harpem, and as the copyright has expired, the wi tei

has selected from them and others some specimens for illustration, fio

which a few impossible notes have been omitted. These inelodies as

harmonised, may not be true to their scales, but as reproduced they

could he played upon the wire-strung Irish Harp with thirty s rmgs,

and that is of the first impoi-tance.

1 Tbe Harp here referred to waa imrchaaed by

Mifw Oweoson from Egan hi 1803. She performed

upon it in Lady Cork’s drawing-room in 1806.

It wM probably strung with gut. as during the

latter year she wrote to Walker and O’N'eil for

inforination regarding the wire-strung instru-

•- Laily Morgan's grantlmothcr, Mrs. M,acO«en

(Owenaon), whoso maiden name was Sydney

Crofton Bell, also a noted performer, was known

a, “ Clasagh na Valla," The Harp of the Valley.

1 See pp. 87, 88, 111. 112.

1 Bunting’s Ooll I. appeared in 1791), LoM. .

in 1809, and Coll. Ul. in 1340.
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FE^GHAoh'" GBlLEASSH—or TBY IF IT 13 LY TUJ^E.

An ancient Prelude for the Harp, as performed by Hempson.—5'« p. 91.



musical IKSTIUIHENTS

,V LK-SSON’ FOB TUB HAKl>. BVS'T.NT., COLI- ..



THK IKISH HARP 123



I2t
musical instruments

SCOTTS LAMliNTATlON.

COMPOSED LS 1599.
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THE YOUNG MAN’S DREAM. BCTNTrNC, COLL. I.
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THE CAVALCADE OF THE BOYNE. BUNTING. COLL II.
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THE DAtt-NtJfC; OF THE HAY. BUNTIKO, COLU II.

THE OLD TRDAGH. BCKTINO. COLL. L
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GIKL«, HAVE Yor SEEN GEORGEl BCJrriVG. COLL l

ALSO KNOWN VS CONNOR MACaRKaVY. P(jR VARIATIONS BY LYONS. ITOO, SEE BUNTING. COLL HI,
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LITTLE MOLLY O'. BUSTING, COLL, UI.



THE I KISH HA UP 129

MOLLY MY TREASURK BUNTING. COLL. UL
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THE GROVES OF BLARNEY. HOLDEN. BOOK I.

THE WEEN. BUNTING. COLU II.
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THK JOLLY PLOUGHMAN. BUNTIKC, COLL. m.
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NEW LANCrOLEE. 8URENNE.

axdakte

NON TROPPO.

MISS MOLLY. 3URENSE.
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MOLLY MACALPIN. BUXTIXO, COLL. I.

AILEEN AROOX. SURBKKE.
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NORA. MV THOIISAJTO TREASURES. BUNTING, COLL. 111.
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BURN’S MARCH BONTINO, COLU 11.
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CAROLAirS CONCERTO. BOTJTISQ. COLU I.



Highland





THE HIGHLAND HARP

HISTORICAL NOTICES

The Harp from a remote period was one of the most prized of the

musical instruments in use in Scotland. The frequent intercourse

between Ireland and the Western Islands, specially Iona, accounts for

its early introduction to those islands, and so rapidly did the Scots

adopt and master the instrument that we find Giraldus Cambrensis

(b. 114G, d. 121G), remarking that “ Scotland, in consequence of intercourse

and affinity, strives with rival skill to emulate Ireland in Music. Ireland,

indeed, employs and delights in only two instruments, the Harp and the

Tabor: Scotland in three, the Harp, Tabor, and Chorus.’” Further,

“In the opinion of many at this day (1185) Scotland has not only

equalled, but even far excels, her mistress, Ireland, in musical skill
;

wherefore they seek there also the fountain, as it were, of their art.”
'

From John Major, who published his Greater Britain in 1521, we learn

that “ for musical instruments and vocal music the wild Scots use the

Harp whose strings are of brass, and not of animal gut
;
and on this the}’

make the most pleasing melody.” -

This writer, when describing James i., states that he was “a well

skilled musician, and a singer second to none, with the Harp, like

another Orpheus. He surpassed the Irish and the wild Scots, who are

in that art pre-eminent. It was in the time of his long captivity in

France and England that he learned these accomplishments. “ The

manner in which the evening was passed by this sovereign shortly before

his assassination is thus described :
“ So both afore soper and long after

ynto quarter of the nyght in the which the Erie of AtheteUas and

Robert Steward were aboute the Kyng wher thay wer occupied att the

playing of the chesse att the tables, yn redyng of Romans, yn syngyng

I CJiraldus. T. Forester gives for the last - Edn. 189-. p. oU.

mentioned, Crowth or Crowd.—Bond’s traus., ^ Ibid., p. 3d(j.

p. 127.
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and pypyng, yn harpyng and in other honest solaces of grete pleasanee

and disport.”
' i , • i

George Buchanan, whose history was published m 1582,^ when

describing the customs of the Western Islands, states that the inhabi-

tants “ are exceedingly fond of music, and employ harps of a peculiar

kind, some of which are strung with brass, and some with catgut. In

playing they strike the wires either with a cpiill," or with their nails,

suffered to grow long for the purpose : but their grand ambition is to

adorn their harps with great quantities of silver and gems, those who

are too poor to afford jewels substituting crystals in then stead, dheir

songs are not inelegant, and, in general, celebrate the praises of brave

men ;
their bards seldom choosing any other subject.”

“

An anonymous writer, who treats of “ Certain matters concerning the

Healme of Scotland as they w'ere A.D. 1597,” although he follows

Buchanan, throws some additional light upon the instruments. “ They

delight much in Musioke, but chiefly in Harpes and Clarischoes [i.e. Irish

Harps] of their own fashion. The strings of their Claischoes are made of

brasse wyre, and the strings of the Harpes of sinews.”^

From the Accounts of the Lord High Treasurer of Scotland much

important information may be obtained regarding the musical instru-

ments in use in Scotland during the reigns of James III. and iv., and the

manner in which the long evenings were rendered less tedious by morris-

dancers, acrobatic performances, chamber music, etc.

BAEDS, STORY-TELLEHS, VOCALISTS

In Ireland, as already noticed, outside the district known as the

Pale, persons called Bards were not recognised as educated poets, but

were apparently common jesters and rimers,” reciters of poetry not
‘ The Deathe of the Kynge of Scotee, p. 54. the Western Ia]an<la he principally follows Donald

-Maitland Club. Monro {Archdeacon of the lalee), ,a pious and
• It is probable that Buchanan meant that the diligent person who travelled all over those

harpers pulled the strings with their huger-nails islands, and viewed them exactly. In Monro’s
in the same manner aa the plectrum was used for account of the Isles there is nothing relating to
other mstmmente strung with wire. This is the music or musical instruments,
writers opinion, and apparently that of others. * This passage apparently explains the differ-
**

135

*"'*^^ Memoirs of Scotland ( Dalyell), note, ence between the two instruments, of which

,
frequent notices occur during the reign of

rranslation by James Aikniau, vol. i, p. 41, James tv.
Rln. 182, Buchanan states that in his notice of
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necessarily their own composition. Tlie Scottish Bards were probably
the same.' In both countries, however, a Bard during the sixteenth
century may have been a minor poet. Martin, in his Description of the
Islands of Scotland, states that the chieftains of the Isles each retained

a “ physician, orator, poet, bard, musicians, etc. it is plain, then, that
poet and bard were not synonymous terms in Scotland.

Bards appeared before James iv. at Balquidder," Edinburgh,' and
Inchmahome. At the last-mentioned place “ Duncane Campbell’s bard
received v“.”

"

Story-tellers amused the King when the Court was at Edinburgh."
also at Durrisdeer ;

' but one of these story-tellers, James Weddirspune,
was a Court fiddler,® so he may have attended the King during his

expeditions. We certainly hear of him at Aberdeen as “ tale teUair.”

"

There are a considerable number of notices of Singers, both female

and male, who entertained the King, but there is apparently only one

instance where the voice was accompanied by an instrument.'" These

vocalists appeared before the King at Edinburgh," Stirling,'" Setoun,'®

Balquidder," Darnaway,'" Dumfries,'" Canonby," Lochmaben,'® White-

kirk,'® Ayr,"® Linlithgow,"' Inverness,"" Elgin,"® Penpont,"* Penninghame,"®

Dumbarton,"® Biggar,"' and Perth."® One of these, apparently a comic

vocalist, was known as “ Wantonnes.” Upon the occasion of her first

appearance (16th February 1506-7) the King was so pleased that he

‘‘fechit and gert hir sing in the Quenes chamir.” For each appearance

upon that evening she was separately paid."' We have no knowledge of

' “To the Bard belongs bis tongue.’’

—

Gaelic

Proverbs, edited by Alex. Nicolson, Edu. 1S81.

p. 2B2. “ He is as Huent as aBard.”—Ibid.,p.356.

3 Edu. 1716, p. lOy.

3 Treasurer’s Accounts, vol. ii. p. 11'.).

’ Ibid., vol. ii. p. 132.

' Ibid., vol. iv. p. 402.

' Ibid., vol. i. p. I7<5 ; vol. ii. pp. 412*472.

^ Ibid., vol. iii. p. 373.
s Ibid., vol. ii. p. 102.

'* Ibid., vol. ii. p. 120.

Ibid., vol. ii. p. 120. We certainly hear on

two (icoosious of fiddlers and singers (Ibid.,

vol. i. p. 330, vol iv. p. 127), but iu neither

case can we be certaiu that the instrumeut

accompanied the voice.

*• Ibid., vol. i. p. 279 ; vol. iii. pp. 196,

197-106.

*3 Treasurer's Accounts, vol. i. pp. 329, 330
;

vol. ii. p. 146.

)3 Ibid., vol. i. p. 389.

'• Ibid., vol. ii. p. 120.

Ibid., vol. ii. p. 126; vol. iii. pp. 170, 34j.

Ibid., vol. ii. p. 421.

Ibid., vol. ii. p. 4.54.

Ibid., vol. ii. p. 458 ;
vol. iii. pp. 13(i, 194.

Ibid., vol. ii. p. 469.

3” Ibid., vol. iii. p. 146.

31 Ibid., vol. iii. pp. 162, 334; vol. iv. p. 342.

— Ibid., vol. iii. p. 170.

33 Ibid., vol. iii. p. 345.

3' Ibid., vol. iii. p. 373.

^ Ibid., vol. iii. p. 374.

3*1 Ibid., vol. iii. pp. 383, 391.

3' Ibid., vol. iii. p. 409.

-- Ibid., vol. iii. p. 416. ** Ibid., p. 369.
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to, .™„ ™g«g It. Q"... ^
tut U few ....k. l>l.r “ Wunloue.

aud ”tir ~,owi. tt.. wilt ti,” tord t, h. K„g, uud

during It. Mowing monlb th.j npp.nr.d tefor. tun nl Peoblen, and

upon April 6th at Edinburgh.
.

Durbcr loll November 16th, these old favourites were again heard

in the Kintr’s chamber at Linlithgow.^ Upon December 7tU and

February 2rth, 1511-12,' they were at Edmburgh ;
and during 1512,

April 28th' and July 20th,' they were again at Linlithgow.

MUSICAL INSTRUMENTS

The Accounts of the Lord High Treasurer commence during 1473,

and as they are the only source of information, we must receive what

can be gleaned from them regarding Music and Musical Instruments

during the concluding fifteen years of the reign of James ni.

It may be accepted that the King retained one or more performers

upon the lute,' and as the best tuition was to be obtained abroad, we

know that one young minstrel, “the Kingis litle lutare, was sent to

Bruges apparently for instruction.'' No other instrument is mentioned,

the trumpet excepted,” which was required for accompanying heralds, etc.

From the early portion of the reign of James iv. musicians received

considerable encouragement. The King was himself a performer upon

the Lute ‘'and upon the Clavychordes, and played upon these instm-

ments either at Newbattle or Dalkeith during his first interview with

his future Queen.'' He was certainly fond of music, and we have frequent

’ Treasurer's Accounts, vol. iii. p. 372.

- Ibid., vol. iiu p. 377.

^ Ibid., vol. iii. p. 379.

* Ibid., vol. iv. p. 316.

“ Ibid., vol. iv. p. 318.

* Ibid., vol. iv. p. 332.
' Ibid., vol. iv. p. 342.

* Ibid., vol. iv. p. 349.

® Ibid., vol. i. pp. 59, 67, 69.

Ibid., vol. i. pp. 59-60.

Ibid., vol. i. pp. 61*68.

1496, November 7tb, “to Johne Jameaouii,

for a lute to the Kiog vj « viij d.—Treasurer’s

Accounts, vol. i. p. 307. 1507, “forFranch lut

stringis," etc.—Ibid., vol. iii. p. 398. A lute was
purchased in Flanders for the King which coat

£2, 5s.—Ibid., vol. iL p. 445.

'3 Tytler, Edn 1864, vol. ii. p. 271. Mr.

Gunn seems to have supposed that the word

may have been incorrectly printed, and may be

“Clarischord” (Gunn’s Enquiry, note, p, 72),

but a Clavichord, although not so portable as

a Clarscha, might (if James possessed one)

have been easily conveyed to Newbattle or

Dalkeith. It was besides a comparatively simple

instrument, and any organist could have taught

the King to play upon it. On the other hand, it

is improbable that the King, who was so frequentlj

upon the move, could have performed even toler-

ably upon 80 exceptionally difficult an instrument

as the Clarscha. In 1502 “a payer of Clavy-

cordes ” cost £4.—Expenses of Elizabeth of York,

p. 41 ; Dalyeli’a Musical Memoirs, p. 264.
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notices of Harps and Clarschas, Drums,' Organs, Trumpets, Pipes or

Shalms, Fiddles, Lutes, and Monochordis,"

In 1494 Pate, a harper, and four other musicians are mentioned.^

During the following year, 1494-5, “Jacob Lutare” was apparently

one of the household, and received the considerable payment of £3, 12s.‘

The number of musicians was gradually increased; and in 149G, April

25th, another harper, James Mylsone, is mentioned/ 1497, March 28th,

three harpers and twelve other musicians were paid/

Later on the King, who had previously upon several occasions heard

the Clarscha, or Irish Harp, was apparently pleased with the perform-

ances, for we find during 1501, December 19th, “ Pate’ Harper Clarscha”

attached to the household/ During April of this year three harpei'S,

two Clarschas, the two common pipers of Edinburgh, and sixteen other

musicians, received gratuities/

1501-

2, January 1st. Four harpers, one Clarscha, the two pipers

of Edmburgh, the common piper of the Canongate, and twenty-three

other musicians, received payment.'"

1502-

3, January 1st. Four harpers and twelve other musicians were

with the King at Arbroath."

April 18th. Three harpers, one Clarscha, and sixteen other musicians

received gratuities;'" and upon October 31st four loud minstrels were

paid xxviii s.'“

1503. During the closmg month of this year we first hear of the

four “ Italian Menstralis
” " who frequently accompanied the King upon

his expeditions. These minstrels, we afterwards learn, were pipers or

“ Schawmiris.”'” They were well paid, and had a servant called Nesbit to

attend upon them."

’ A pair of “tympanes" were purchased for

the King.—Treasurer’s Accounts, vol. ii. p. 392.

- Two of these iustruments were purchased in

Flanders for the King, each costing £2, Ss.—Ibid.,

vol. ii. p. 445. For a notice of the monochord,

see Songs of Scotland Without Words, Intn., p, v.

3 Ibid., vol. i. pp. 232-309.

* Ibid., vol. i. p. 237. He is afterwards

frequently mentioned.

3 Ibid., vol. i. pp. 273-304.

” Ibid., vol. i. pp. 326-7.

' Pate is occasionally used as the diminutive of

Peter and also Patrick. In vol. ii. ]>. 197 we

find "Pate Sinclair,” the next entry being “to

the said Patrick.”

® Treasurer’s Accounts, vol. ii. p. 55.

** Ibid., vol. ii. pp. 102-3.

Ibid., vol. ii. p. 131.

Ibid., vol. ii. p. 353.

13 Ibid., vol. ii. p. 367.

13 Ibid., vol. ii. p. 404.

n Ibid., vol. ii. p. 318.

16 Ibid., vol. iii. pp. 96, 115, 146.

•6 Ibid., Tol. iii. pp. 132. Schawmiris wvre

pipes, wind instruments similar to clarionets.

1^ Ibid., vol. iii. p. 1'>S.
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The English nobles who, early in August 1503, accompanied the

young Queen, brought with them a number of musicians. One named

Bountas, a performer upon the “Cornut,”' probably a novelty, was

apparently appreciated, as he played in the Queens chamber," and

remained at Court until the 7th February 1503-4.“ The Queen, herself

a musician,^ had her own lute-player, John Ca mner, a highly paid

performer,' who is frequently mentioned.^

1503-

4, January 1st. Four harpers, one Clarsoha, the common

pipers of Edinburgh, and twenty-one other musicians, were paid.®

In April a Moor, or coloured drummer, “More (taubronar) “ is first

noticed. This musician invariably accompanied the King. During

August when James made his well-known expedition to Eskdale, he

was accompanied by James Mylson and Alexander, two of his harpers,'"

the four Italian minstrels, and “ More taubonar.” " He also had Organs,

probably Regals, carried with him."

1504-

5, January 1st. Three harpers, two Clarschas, the two
pipers of Edinburgh, and twenty - four other musicians, received

gratuities."

1505. On and after December 16th, “four childir that playis on the

schalmes” are first noticed, their liveries costing .£7, 8s. Sd.”

1505-

6, January 1st. The minstrels w'ho received payment numbered
torty-eight.*'' April 14th, five harpers, four Clarschas

;
two new arrivals,

a “French quhessillar” and an “ Inglis plpar with the cbone,” together
with thirty-four other minstrels, are mentioned.'"

1507, August 16th. Five French minstrels, who received the same
pay as the Italians, are first uoticed."

’ Treaaurer'a Accounts, vol. ii. p. 312.
* Ibid., pp. 398, 399, 403, 412.
’ Ibid., p. 418.
* Daring the second interview between the

King and the Princess, the former upon bended
knee listened to her performance.—Tytler, Edn.
1864, vol. ii, p. 271.

5 Treaaurer’i Accounts, vol. iii. pp. 123-151.
* Cl 1,13s. 4(1, half-yearly.— Ibid., vol. ii. p, 337,
^ There is one reference to “ the Queni-s four

menstralesthat remanit with her.”—Ibid., vol. ii.

p. 387.

' Ibid,, vol. ii, p. 412.
* Ibid., vol. ii. p. 427.

Treasurer’s Accounts, vol. ii. p. 450.
” Ibid., vol. ii. p. 451.
'* Ibid., vol. ii. p. 456.

Ibid,, vol. ii, p. 472.

Ibid., vol. iii. pp. 109-10. The instruments
were pipes, and are supposed to have been some-
thing like the modern clarionet. 1 505-6, January
9th: “the boyis that playis on the Scliawmes ”

received xiitj S.— Ibid., vol. iii. p. 179. Again on
24th February the same sum.—Ibid., vol. iii. pp.

183, 199, 202, 307.

Ibid., vol iii. p. 178.

Ibid., vol. iii. p. 190.

Ibid., vol. iii. p. 4O6.
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1506-

7, January 1st. Sixty-nine musicians were paid
; amongst these

were “ Schawmeris ” as well as “ Piparis.” ‘

1507-

8, January 1st. Three harpers, two pipers of Edinburgh, a
great company of minstrels, besides nineteen others, were paid.*

1508, April 25th. Three harpers, oneClarscha, the common minstrels
of Edinburgh, and forty-five other musicians, received gratuities.*

1512, March 26th. “Foure scolaris menstralez ” were given £21
Scots “to by thame instrumentis in Flandris,” etc.'

1512-13, January 1st. The Italian* and French® minstrels, together
with the Scottish harpers, trumpeters, lute-players and others, in all

twenty-five musicians, received payment.*

During March 1513, O Donnel, Prince of Connal, visited the Scottish

Court, then at Linlithgow,® and the considerable sum of .£50, Gs. 7d. was
paid for his expenses.® The costume of an Irish prince probably differed

from that in use at the Scottish Court, so before his departure lie wa.s

presented with a satin gown, a russet coat, scarlet hose, and a doublet
of Crammesy satin.'® His retinue must have been considerable, as his

expenses while in Edinburgh amounted to .£40
;
and when leaving,

besides other presents, he received £160," while his harper (Clai-scha)

the only one of his retinue mentioned, was given the handsome gratuity

of ,£7.'" He was probably a remarkable performer, as only one harper,

an Englishman, who may have accompanied the Queen or one of her

retinue, received so large a sum.'®

Besides the musical instruments already referred to, there is one

called the “Drone,” of which we have two notices : 1501-2, January 1st.

“to Nicholas Grey, playand on the dron, xiiij s";" and 1503, April 18tli,

“ Jame that playis on the drone, xiiij s.”'*

* Treasurer's Accounts, vol. iii. p. H60.

Ibid., vol. iv. pp. 92-3.

3 Ibid., vol. iv. p. 112.

Ibid., vol. iv. p. 33S.

1507-8, January 1st. The “Italien 8cbaw-

maris”were paid.— Ibid., vol. iv, p. 92. 1511.

“Four Itali.an Schawmeris and four Italian

trumpattis.”—Ibid., vol. iv. p. 270 ;
Ibid., p. 324.

There were eleven French drummers, fiddlers,

organists, and trumpeters.— Ibid., vol. iv. pp.

443-4.

^ Ibid., vol. iv. p. 402.

^ As early as 150S the Prince was in com-

munication with the King, and one of his retainers

who brought hawks to James received on 24th

July £7. 1512-13, March: another retainer who

came with letters received £7, and a priest who

accompanied him £4, 48.—Treasurer's Accounts,

vnl. iv. pp. 135, 406.

Ibid., vol. iv. p. 416.

Ibid,, vol. iv. jip. 434-5.

Ibid., vol. iv. p. 527.

'* Ibid., vol. iv. p. 415.

Ibid., vol. ii. p. 397.

Ibid., vol. ii. p. 131.

Ibid., vol. ii. p. 367.

T
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Throut^hout the country musicians amused the King during his

frequent Lcursions. Thus we hear of Harpers at Linlithgow,' Fowlis

in An^us."- Duchal.’ Elgin,' Eliotstown," and Dingwall

Clarschas at Perth,' Dumbarton,* Balquidder,” Glenluoe,'" Loch-

maben " Stirlino-,'* Wigtown,'* Inchmahome," and Ayr ;

'*

Drummers at Dumfries."' Wigtown," Dingwall,'* Kirk of Kile,'"

Dumbarton,*" and Haddington ;
"'

Pipers at Aberdeen,** Dumbarton,** Wigtown.*' Dumfries,*'' Glenluoe,*"

Biggar,*' Ayr,*® Lincluden,*" Lochmaben,*" and Grail ;

*

^Fiddlers at St. Andrews,** Falkland,** Dunbar,*' Duresder,** Montrose,*”

Bothwell,*' Perth,** Biggar,*” Wigtown," Loohmaben,'' Inchmahome,'*

Dumbarton,'* Penpont," Grail,'* and Glasgow ;
'“

Luterers at Perth," Stobhall,'* Whithorne,'" Stirling,*” Threave,*'

Kirkintulloch,** and Falkland
;

**

A Monochordis at Dunotter,*' and Minstrels at Doun,** Haddington,*”

and St. Andrews."

* Treasurer’s Accounts, vol. i. p. 17C.

- Ibid., vol. i. p. 372.

5 Ibid., vol. i. p. 378.

* Ibid., vol. Li. p. 401.

* Ibid., vol. Hi. p. 152.

® Ibid., vol. iii. p. 167.

Ibid., vol. i. p. 324.

* Ibid., vol. i. p. 383.

® Ibid., vol. ii. pp. 119, 120.

w Ibid., vol. ii. p. 371.

Ibid., vol. iii, p. 131.

1* Ibid., vol. iii. pp, 135-137.

Ibid., vol. iii. p. 193.

1^ Ibid., vol. iii. p. 338.

15 Ibid., vol. iii. p. 404.

1*1 Ibid., vol. ii. p. 370.

1' Ibid., vol, ii. p. 371.

1® Ibid., vol. ii. p. 167.

1® Ibid., vol. ii. p. 360.

* Ibid., vol. iii. p. 36S.

*1 Ibid., vol. iv, p. 85.

- Ibid., vol. i. pp. 362, 375; vol. ii. pp. 124,

388, 400, 463, 404; vol. iii. p. 168.

® Ibid., vol. i. j). 383 ;
vol. ii. p. 434,

Ibid,, vol, ii. pp. 158, 36G, 371.

® Ibid., vol. ii.pp. 370,421, 453 ;
vol. iii. p. 1 .30 .

* Ibid., vol. ii. p. 371.
^ Ibid., vol. ii. p. 421.

Ibid., vol. iii. p. 152, “one scbawmir."

Ibid., vol. iii. p. l.'iS.

Treasurer’s Accounts, vol. iii. p, 130.

Ibid., voL iii. p. 413.

Ibid., vol. i. p. 333.

^ Ibid., vol. i, pp. 333, 371 ; vol. ii. pp. 342,

459.

^ Ibid., vol. i. p. 337.

“ Ibid., vol. i. p. 356.

Ibid., vol. ii. p. 123.

Ibid., vol. ii. p. 366,

^ Ibid., vol, ii. p. 377 (1503, July 3rd), “to

ane Erscb fithelar in Sanct Jobnstoun, v 3.”

Ibid., vol. ii. p. 421.

Ibid., vol. iii. p. 193.

Ibid., vol. iii. pp. 130-149.

Ibid., vol. iii. p. 339.

Ibid., vol. iii. p. 368.

Ibid., vol. iii. p. 373.

Ibid., vol. iii. p. 413.

*** Ibid., vol. iv. p. 345.

Ibid., vol. i. p. 324; vol. ii. pp. 462-465.

Ibid., vol. i. p. 376.

Ibid., vol. i. p. 385.

^ Ibid., vol. ii. pp, 97-98.

Ibid., vol, ii. pp. 113, 158.

Ibid., vol. ii. p. 113.

“ Ibid., vol. ii. pp. 342, 417-459.

Ibid., vol. ii. p. 463.

Ibid., vol. iv. p. 75.

Ibid., vol. iv. p. 8.5.

Ibid., vol. iv. p. 1 15.
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Ghiiicliiiion, nobles, barons, clnefs of clans, and gentlemen retained
musicians. So the King had the additional advantage of hearing the
Harpers of the Lord of Balnagorvan,' the Thane of Cawdor,'' the
Countess of Crawford,“ the Bishop of Ross,-* the Bishop of Caithness,"

and Lord Sempil
;

“

The Clarschas of the Earl of Argyle,' Maclain,* the Prior of White-
horn," and O'Donnel, Prince of Connal

The Drummers of Lord Hamilton,” the Laird of Cragyis,'- John
Murray,” Lord Fleming,” the Bishop of iloray,'" and the Lord of

Aubigny
;

The Fiddlers of Sir Alexander Jardine ' and Sir George Lawediris
;

”

The Luterers of the Prior of Whitehorn,'" the Laird of Johnston,®

Lord Ruthven,” the Bishop of Moray,® the Laird of Kilmaurs,® the

Countess of Crawford, and the Minstrels of Lord Seton ® and the Earl

of Bothwell.®

Of all the instruments referred to, the Harp and Clarscha being of

the first importance, it is desirable that they should be more fully

noticed.

The Harp, as already stated on the authority of an anonymous writer,

was strung with the intestines of an animal. There is unfortunately no

specimen of this instrument extant, but it most probably resembled the

Clarscha in form
;
but as the tension of gut is considerably less than

that of wire, to allow for the necessary vibration the sounding-board was

most likely somewhat thinner than that of the Clarscha. It may,

however, be remarked that when, as will be afterwards noticed, a

genuine Clarscha was strung with gut and played upon, it was found

' Trea8urei*’8 Accounts, vol. ii. |i. 125.

2 Ibid., vol. ii. p. 126.

^ Ibid., vol. iii. p. 163.

Ibid., vol. iii. p. 190.

^ Ibid., vol. iii. p. 342.

® Ibid., vol. ii. p. 443.
' Ibid., vol. ii. p. 388 ; vol. iii. pp. 339-

365.

® Ibid., vol. iii. p. 339.

^ Ibid., vol. iii. p. 376.

Ibid., vol. iv. p. 415.

Ibid., vol. ii. p. 367.

*3 Ibid., vol. ii. p. 443.

Ibid., vol. iii. pp. 139-154.

Treasurer’s Accounts, vol. iii. pp. 356,

375, 400, 403 ;
vol. iv. pp. 75, 137.

Ibid., vol. iii. p. 403.

Ibid., vol. iv. p. 124.

Ibid., Tol. iii, p. 139.

Ibid., vol. iii. p. 190.

Ibid., vol. ii. p. 104.

Ibid., vol. ii. p. ill.

31 Ibid., vol. ii. p. 343.

33 Ibid., vol. ii. p. 439.

33 Ibid., vol. iii. p. 144.

3* Ibid., vol. iii. p. 190.

3o Ibid., vol. ii. p. 145.

3* Ibid., voL iv. p. 93.
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to be an agreeable instrument, specially from the centre of the scale to

the treble. The Harp, it may be remarked, compared with the

Clarscha, was a comparatively easy instrument to learn.

The Clarscha, or Irish Harp, was principally in use in Ireland and

the Highlands and Islands of Scotland, where the best performers were

to be met with. The princes and chiefs of Ireland retained harpers, and

the nobles and chiefs of the Highlands and Islands did the same. Ihis

most difficult instrument could only be mastered by those who had com-

menced the study at or before the early age of ten or twelve. The

prolonged vibration of the wire strings required to be immediately

stopped or damped : thus, as soon as a linger pulled a string another

dnger stopped the vibration, and when the performer upon the Clarscha

was a proficient no jarring of the strings against the finger-nails was heard.

Of the Clarscha of this period we have fortunately a plain but

excellent specimen—the Lament Harp. The instrument in Scotland, as

in Ireland, had probably a number of thin steel strings in the treble, and

was most likely tuned and played upon in the Highlands as in Ireland.

As already mentioned, the Clarscha was splendidly decorated, and set

with gems or crystal; and we hear of “ ane cais to Ersch Clarscharis

harp coverit with leddir,” which cost £2, 2s.,’ enough to show how

carefully these beautiful instruments were protected from damage at a

period when roads were few and rough, and conveyances with springs

were perhaps not thought of. It may be remarked that betw^een this

instrument and the Harp a distinction is almost invariably made, for

although we hear of English harpers we have no notice of an English

Clarscha; and although several Irish Clarscha are mentioned, we only

hear of one Irish harper, and that is certainly an error. On the other

hand, we find Pate harper Clarscha frequently mentioned, also Erse

Clarscha, but only one Erse harper, probabl}- an error. It is possible,

and even probable, that some of the performers upon the Clarscha, such

as Pate (Patrick), whose nationality is not given, were Irish. Half a

century later (1503-6), the inhabitants of a portion of Galloway spoke

"erishe, ’ and between this isolated Gaelic-speaking community and
‘ Trea..Jurcr’3 Accounts, vol. iii. p. 367. thei-le of CaasillB and his frendca. A barrant

KARRIK BAIL2ERY.” uutree but for bostiall; the people for the moste
Bfjronde the Mull of Gallowaye And of Lowg- part speketh erishe.”— Archmological and His-

ryane soueth with the same Karick, bailzerye, torical CoUections relating to the Counties of Ayr
parcell of the shereffdome of Are. Inhabited by and Wigtown, vol. iv. p. 17,
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Ireland there must have been frequent communication. A few hours’
sail would bring an IrLsh harper to the noted shrine of St. Ninian, so the
Clarscha of the Prior of Whithorn and those who performed before the
King at Wigtown, Lochmaben, and Ayr, probably came from the neigh-
bouring island.

As the Accounts of the Lord High Treasurer during the reign of

James v. have not been published, and the writer has been unable to

examine the voluminous MS. record, this notice will conclude with the
few brief references to the Harp which appear in printed volumes.

1533-4. A dispute having arisen as to the ownership of a harp
claimed by Walter Buchanan of Spittel, on the one side, and Isabella

Logan, John Lennox, her son, and Thomas Napier of Ballekinrain, on the
other, “the said Walter” was directed, February 23rd, “to deliver ane
harp als gude as it was at the tyme it was taken fra the said Isabell.”

'

1590. When Anne of Denmark entered Edinburgh, we learn that

“Thair was Hautbois and the Harp

Playing maist sweit and pleasant springs.”
"

1594. When Archibald, Earl of* Arg}dl, led an army against the

Earls of Angus, Huutly, and Errol, he was accompanied by his harper.^

For a considerable period the chiefs of the Islands, such as the Laird

of Macleod* and Maclean of Coll,'’ continued to retain harpers.

Down to 1700 the musical instruments of the people about Inver-

lochy were “Bagpipes, or violes, or harps, specially the clarschach.””

Mr. Gunn mentions a few of the noted harpers. The last of all

appears to have been Murdoch Macdonald, who received his first in-

struction from Eory DaU, Macleod’s harper at Dunvegan. Afterwards

he crossed to Ireland, where he no doubt completed his musical

education. Eventually he settled in CoU as the established harper

of the laird of that island, with w'hose family he remained until

1734, when he retired to Quinish in Mull, where he died.' From

another source we learn that Miss MacLean, afterwards Mrs. Mackenzie,

recollected having heard him play in the house of her father, Dr.

’ Musical Memoirs (Dalyell), pp. 236-7.

• Ibid., p. 162.

^ Gunn’s Enquiry, p. 51.

‘ Ibid., p. 95.

' Gunn's Enquiry, p. iOl.

® Musical Memoirs (Dalyell), p. 235.

‘ Gunn’s Enquiry, p. 101.
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MacLean, near Tobermory. This was probably prior to 1773, during which

year Dr, Johnson met Miss MacLean and specially noticed her.

Although the native performers, as far as we know, were stationary,

Scotland was occasionally visited by harpers of note from the neighbour-

ing island, who travelled from castle to castle, and even performed

before the Court at Holyrood. Two of these, Hempson^ and O’Kane,

were to be heard during the eighteenth century, but even then the

instrument had almost disappeared in Scotland, for we know that the

former, during his frequent visits to country houses,^ met with only one

harp, and that a very small instrument. In fact, fashion had changed in

Scotland, and other instruments had replaced the Clarscha.

EXCERPT FROM THE ACCOUNTS OF THE LORD HIGH TREASURER OF

SCOTLAND RELATING TO THE HARP AND CLARSCHA

1491.

1490-1,

1494.

1496.

1496-7.

1497.

April 5th [Linlithgow], til a harpar, x^^lj s

April 19th, to Martyn, clareschaw, and the toder Ersche clareschaw,

at the Kingis command,......... xvu] s

May 30th, til ane Ersche harpar, at the Kingis command, . . . xviij s
^

January 2nd, to Martyn M‘Bretne, clareschaw x s

„ til ane oder Ersche clareschaw, . . . . v 5

Dress to Pate Harpar, .

~

April 25th, giffin to James Mylsone the harpare at the Kingis com-

mand, xii] s iiij d ®

August 3rd, giffin to the harpare with the a hand, . . . . ix s
®

October 28th, to James Mylsone, the harpare, at the Kingis command, xxxvj

January 3rd, giffin to Pate, harpare, xiij s iiij

February 25th, giffin to Fowlis the harpare at the King’s command, xiiij s

March 13th [Perth], to a man that playit on the clarscha to the

King, ............ vii s

March 28th, to Mylsone the harpare, xiiij s

Fowlis the harpar, xiiij s

to Pate harpare, ix s

April 10th, to Johne harpar with the ane hand, at the Kingis com-
mand ix i

May 5th, at the Kingis command, to Mylsoune, harpar, . . xiij s iiij d i®

dll

S 12

1 Gaelic Proverbs, edited by Aex. Nicolsoo.

Edo. 1881, pp. 409-410.

* He performed before Prince Charles Edward
at Holyrood.

* During his second visit to Scotland.
* Treasurer's Accounts, vol. i. p. 176.

* Ibid., p. 177.

Ibid. p. 184.

Ibid., p. 232.

* Treasurer’s Accounts, vol. i. p. 273.
“ Ibid., p. 288.
1“ Ibid., p. 304.
11 Ibid., p. 309.
^ Ibid., p. 321.

1^ Ibid., p. 324.

Ibid., p. 326.

15 Ibid., p, 329.
11 Ibid., p. 333.
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XVll] S -

ix s 5

June 12th, to Fowlis the harpar,

September 20th, at the Kingis command, to Pate harpar,

* ' *

October 2nd, to Pate harpar, at the Kingis command,
December 19Lh, in Fowlis in Angus, to the harpar there, at the Kingis

command,

February— be the Kingis command to James Mylson, . . ir I ‘

1497-8. February 2l3t, at the Kingis command, to Sande harpar, . . xiijsiiijj®
February 22nd, in Dowquhale, to the harpar, be the Kingis com-

mand, . .
’ XlllJ s

'

March 16th, in Dowchale, to the harpar thare, .... xiij s iiij d
March 19th, in Dunbertane, to the man that playit to the King on the

clarscha, be the Kingis command, xiiij 5

March 20th, to Andro Wod, that he bed laid doune to ane Inglis harpar,
be the Kingis command, xiij 5 iiij d ®

1501. December, clothes for Pate Hai-par, clarscha, i>

April 13th, Pate harpar on the harp, Pate harper on the clarscha, James
Mylson harpar, the Ireland clarscha, and an English harpar, each
received

May 22nd, be the Kingis command, to Pate harpar,

May 25th, to James Mylson, harpar, be the Kingi.s command,
June 1st, to Pate harpair

September 14th [Balquidder], to ane clarschaar thare, .

September 16th [Balquidder], to tiia men that playit on the clarscha

and sang to the King, be the Kingis command
November 11th, be the Kingis command, to the lard of Balnagownis

iiarpare, xiiij 5

November 15th, to Alexander Harper be [the Kingis command], to help

him to by ane hors, xxviij s

November 18th, to the Thayn of Caldoris harpar, be the Kingis com-

mand,

1501-

2. January 1st, James Mylson, Pate Harpar, Alexander Harpair, Pate

Harpar clarscha, and the blind harper, each

1502. September 26th, be the Kingis command to Mylson harpar.

1502-

3. January 1st [Arbroath], to four harparis, ilk ane

February 22nd, to the blind harpar, be command, ....
1503. April 18th, to Pate Harpar, Alexander Harpar, Pate Harper clarescha,

and the blind harper, each xiiij i

XlllJ s
'

xiiij s

xiiij s
’

xiiij s
*

ij s
‘

iLxviij s ’

XlllJ s ^

XlllJ s
*'

xWij s

xiiij s

xiiij s
20

^ Ti'easurer’a Accounts, vol. i. p. 340.
- Ibid., p. 359.

3 Ibid,, p. 361.

^ Ibid., p. 372.

0 Ibid., p, 376. Basides the James Mylson,

barper, there was a “taubronar” (drummer) of

Leith of the same name.— VoL ii, pp. 141,

155.

° Ibid., p. 377.

Ibid., p. 378.

» Ibid., p. 383.

0 Ibid., vol. ii. p. 55.

0 Treasurer’s Accounts, vol. ii. p. 102.

Ibid., p. 109.

Ibid., p. 110.

Ibid., p. 119.

Ibid., p. 120.

•5 Ibid., p. 125.

Ibid., p. 126.

17 Ibid., p. 131.

•8 Ibid., p. 342.

Ibid., p. 353.

oo Ibid., p. 359.

21 Ibid., p. 367.
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May 2nd, to Makberty the clarscha to pas in the Ilis, be the Kingis

command, v Frauch crounis, summa

May 15th, to the clarscha in Gleulus,

August 19th, to the Erie of Ergiles clarschar, be the Kingis command,

August 21st [Aberdeen], to the Inglis harparis, ij ros nobles, summa

Sep'tember 23rd [Stirling], to ane Inglis harpar, be the Kingis com-

mand, X Franch crounis, summa

October 2nd, to Alexander harpar and James Mylson, be the Kingis

command, ...........
October 8th, in Elgin, in Murray, to ane blind harpar thare, be the

Kingis command,

October 27th, to Pate Harper, clarscha,

1503-

4. January 1st, to Alexander Harpar, Pate Harpar, Pate Harpar clarscha

Hew Brabenar, and the blind harpar, harpars, each

1504. June 31st, in Paslay, to Lord Simpilles harpar, ....
July 31st, to Alexander, harpar, and James Mylson, be the Kingis com

mand,

August 2nd, be the Kingis command, to James Mylson and Alexander

harpar, to fee thaim hors to pas to the raid to Eskdale, .

October 22nd, to the lard of Balnagownis harper, be command, .

November 7th, in Sanct Johnestoun to Mylson, harpar, be the Kingis

command, ..........
November 17th, to the Countes of Craufurdis harpar, .

1504-

5. January 1st, to James Mylson, Alexander, harpar, Bonaventure, Pate
Harpar, clarscha, and his son, ilk ane

March 12th [Lochmaben], to ane clarschaar there, be command, .

1505. March 25th, to Mylson, Alexander harpar, Pate harpar, clarscha, the
blind harpar, Bragman, harparis, ilk ane ....

April 12tb, to the Ersch clarschaar, for ane stane tune fra him be the

King,

May 1st [Dumbarton], to ane clarschaar, be command,
May 9th, to Mylson, harparis, .......
May 22nd [Stirling], to ane clarschaar, be the Kingis command, .

July 26th, in EUotstoun to ane harpar thare, be the Kingis command
July 28th, to Pate, harpar, at the Kingis command,
August 16tli, to Alexander, harpar, be command of the Lordis of the

Chekker,

iij ti X s
'

ix -

xiiij s 3

iij ti X s 4

ti ^

J s*'

XXVll]

xiiij

xiiij

xiiij

XTCVllJ

XXVll]

xiiij

XlllJ

xiiij

XlllJ

vij

XlllJ

xlij s

V s
20

IX S

xiiij s
--

xiiij 5

ix s

XX s

1 Treasurer’s Accounts, vol. ii. p. 369.
’ Ibid., p. 371.

’ Ibid., p. 388.

4 Ibid., p. 389.

* Ibid., p. 397.

® Ibid., p. 400,
' Ibid., p. 401.

’ Ibid., p. 403.

® Ibid., p. 412.

Ibid., p. 443.

“ Ibid., p. 449.

** Ibid., p. 450.

“ Ibid., p. 464.

‘4 Treasurer’s Accounts, vol. ii. p. 465.

Ibid., p. 467.

Ibid., p. 472. Bonaventure was probably not

a harper.

Ibid., vol. iii. p. 131.

Ibid., p. 132.

Ibid., p. 135.
^ Ibid., p. 137.

Ibid., p. 139.

-3 Ibid., p. 140.

33 Probably Lord Sempill’a.

3' Ibid,, p. 152.
^ Ibid., p. 156.
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1506.

September 9th, to Bragman harpar, be tlie Kingis command,
September 21st, to the Countes of Craufiirdis harpar, be command,

to the blind harpair, be the Kingis command,
October 19th, in Dignewaill, to ane harpar, be the Kingis command,
December 7th [Edinburgh], to ane Inland clarschaar,

April 14th, to Alexander harpar, Pate harpar clarscha, his son, the
Ersch clarscha, his son, the Beshop of Eos harpar, the Bragman
harpar, ilk man,

Henry Philip, harpar

to the blind harpar,

May 1st, to ane clarschaar in Wigtoun,
September 1st, in Inchcalloun [Inchmahom], to ane clarscha
September 2nd, to Pate, harper, be command,
September 3rd, to Maklanis clarscha, ....
September 4th, to the Erie of Ergiles clarscha,

September 12th, to the beshop of Caithnes harpar,

October 20th, to Alexander harpar,

November 3rd, to Pate Harp, clarscha,

November 24th, to Pate Harpar, clarscha,

December 22, to Pate Harpar,

1506*7. January 1st, Harparis and clarscharis paid,

February 2nd, to the Erie of Ergiles clarscha,

February 6th, for ane cais to Ersch clarscharis hai-p coverit with
leddir, .

March 18th, to the aid Priour of Quhithirnis clarscha.

March 20th, to Pate Harpar, clarscha, .....
1507. April 6th, to Alexander, harpar,

to Roliand, clarschaar, and Pate Harpar, clarscha,

June 14th, to Pate Harpar, clarscha, ....
to Alexander harpar, .....

July 17th, to Pate Harpar, clarscha,

to ane Ersch menstrale, ....
July 22 [Ayr], to the clarschar thar, . .

September 27th, to Pate Harpar, clarscha, ....
1507-8. January 1st, to Alexander, harpar, Bragman and Pate, harpar,

1508. April 25tli, to Alexander Harpar, Adam Dickson. Irish clarscha and

Bragman, ilk ane

xiiij s 1

xiiij ,s

vij s
-

xiiij s 2

V b *

ix s

ix 9

ix s ^

vsc

xiiij s

xiiij 5

"

ix 9

xiiij s
®

xiiij s ^

xiiij I

vij s

ix s

vij s

14

xiiij 9

xlij 5 i*!

xiiij s

xiiij s

xiiij s

.xi\'iij s

xiiij ;

.xiiij s

xiiij 5
--

xlij s

Xlll} 5

' Treasurer’s Accounts, vol. iii. p. IGO.

- Ibid., p. 16.S.

•'* Ibid., p. 167.

' Ibid., p. 17/).

6 Ibid., p. 190.

c Ibid., p. 193.

7 Ibid., p. .338.

8 Ibid., p. 339.

Ibid., p. 342.

Ibid., p. 351.

" Ibid., p. 352.

'2 II,id., p. 3.5$.

'8 Treasurer's Accounts, vol. iii. p. 358.

Ibid., p, 3G0.

'6 Ibid., p. 3G0.

>0 Ibid., p. 367.

** Ibid., p. 375.

Ibid., p. 379.

Ibid., p. 392.

Ibid., p. 403.

Ibid., p. 404.

22 Ibid., vol. iv. p. 7G.

S3 Ibid., p. 93.

2< Ibid., p. 112.
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1511. to Adam Dikesone harper for his loveray goune, etc., .

1512^3. January, to the Scottisharparis, ilk ane . . •

1513. July Util, to Odonelis harpar qiihilk past away with him, .

EEPEESENTATIONS UPON STONE

For the form of the Hnrp in use in Scotland at a remote period we

must turn to such representations of the instrument as appear upon the

sculptured stones. Of these seven have fortunately been preserved, and

they are here noticed in the order in which they are supposed to have

been sculptured.

No. I. The representation upon the stone at the chapel at Altbar,

Aberlemno, Forfiir (c. eighth or ninth century), shows us an instrument

triangular in form, with curved fore-pillar. The strings are indicated,

but as the stone is much weather-worn the number cannot be ascertained.'

No. II. The sculpture at Nigg, Eoss-shire (e. ninth or tenth century),

is somewhat similar, the fore-pillar being in this instance straight. The

strings (of which there are eight) are in their proper position.^

No. III. is at Dupplin, Perthshire (c. tenth or eleventh century).

Here the instrument, w’hioh is triangular in form, has eight strings and

a straight fore-pillar. The performer is seated upon a chair with

an ornamented back and apparently holds the Harp against his left

shoulder."

No. IV. From Monifieth, Forfarshire (e. tenth or eleventh century),

at present in the National Museum, Edinburgh, is both better designed

and better preserved. The Flarp is triangular in form, with a very

slightly curved fore-pillar. There are eight strings. The harper is

* TreaBurer'a Accounts, vol. iv. p. 2G2.

- Ibid., p. 402.

5 Ibid., p. 415.

‘ From a rubbing by Romilly Allen, Esq.

* There is an excellent cast of this stone in the

Mu.<iei)m of Science and Art, Edinburgh.

® The writer ha<l but little time to examine

this stone. The illustration is from a drawing

and from a rubbing, both hastily made. The

form of the Harp, the man’s leg, and the chair are

most jirobably accurate. That portion of the

sculpture which perhaps at one time represented

the shoulder and left arm of the performer is no

longer distinct. The head is from a sketch taken

before the rubbing was made. The illustration in

the Sculptured Stones of Scotland is in some

respects different. A careful rubbing Avith grass

might give some additional details.

Perhaps to the same period may be ascribed

the sculptured cross slab at Ardchattan, illus-

trated in the Early Christian Moiiuiuents of Scot-

land, p. 37S. Upon which slab a seated figure is

represented playing upon a Harp. One side of the

instrument is broken away, but the harper appears

to be holding the Harp with the fore-pillar towards

him.
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AS RKHRKSENTKD UPUN STONE.

No. 1 . Aid bar, c. 8th or 9lh century. No. 2 . Nijjg, c. 9th or loth century. No. 3 . Dupplin. c. lOth or nth century.

No. 4. Monifielh, c. loih or iitli ccnturj-. No. 5. St. Oran's Chapel, Iona, c I3lh cenliir)-.

No. G. Cathedral, Iona, c. 13th century. No. 7 . Keills, c. I4ih century. Nos. 8 .and 9 . Kilcoy. 1670.
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seated upon a low chair with a back, and is playing with his left
hand.'

No. Upon a slab at St. Oran’s Chapel, Iona (c. thirteenth century).
The occupier of a coracle is represented as holding a Harp, the fore-pillar
of which is curved."

No. VL Upon the capital of one of the columns of the Cathedral,
Iona (c. thirteenth century), may be seen a representation in relief of the
Virgin seated. Approaching from her left there is an angel robed, with
large wings and long hair. Both hands ofthe angel grasp the bo.x ofa Harp
wliich is^ held in front of the body. The fore-pillar of the Harp is curved.^

Passing these early representations we come to the medieval period.
No. VII. In the north-east angle of the chapel at KeiUs, Knapdale

(c. fourteenth century). This piece of sculpture is of great interest and
importance. We have here a representation ofa Highland Harp [Clarsoha]
of the period. The box is ornamented in a style similar to that used in
decorating the Harp known as that of Queen Mary, and also the Harp
in Trinity College, Dublin. The fore-pillar is curved, and has the
T formation, to be hereafter referred to

; but, what is of special interest,

the harmonic curve shows a peculiar, and what may be called the
distinctive Highland, hump.'

The next and last representation is dated 1679, and occurs upon the
lintel of a fireplace in the Castle of Kilcoy, Ross-shii'e. The sculptor

unquestionably had a Highland Harp before him, perhaps one belonging

to a retainer of the chief. At either end of the lintel a mermaid is

represented as playing upon a Harp. That to the left (No. 8) is perfect,

and the Harp is correctly held by the performer against the left shoidder

;

but here, probably owing to some chipping of the stone or other accident,

the hump on the harmonic curve is not clearly indicated. Upon the

representation to the right, the sculptor, to make his design more
uniform, has placed the Harp against the right shoulder of the performer,

in an incorrect position
;
but this is of little consequence. What is of

* From .a rubbing by the writer. relief. The harp is four inches long. The stone
From a rubbing most obligingly taken by is much weather-worn.

iMr. Alexander Uitchie, caretaker, Iona. ' The writer is specially indebted to the Rev.
^ The illustration is from .a photograph by the M. Maclean, Cramond, who most obligingly

Rev. J. B. Mackenzie, Keumore, in the possession travelled a considerable distance to examine the

of Joseph Anderson, LL.D. Mr. Alexander slab, and who made several rubbings of the

Ritchie, caretaker, Iona, has kindly examined Harp, from which the illustration has been pro-

the sculpture, which is about one half-inch in duoed.
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real interest is, that the hump on the harmonic cuive, which, as aheady

stated, is a distinctive characteristic of the Highland Harp, is here clearly

indicated. Of this piece of sculpture the block projecting from the

lower termination of the box has been broken away, and is represented

in the illustration by lines. Upon both sculptures the bands through

which the tuning-pegs pass are shown, and have each single curves.'

This is, as fai- as the writer is aware, the latest representation of the

last form of the Highland Harp upon stone
;
but upon the coins struck

in Scotland during the I'eign of James vi. after the union of the Crowns,

and also upon one of Charles I., the Clarscha is represented.

The Harp occurs also upon stone, stucco, wood, and painted ceilings

in Scotch houses,” but these, although here noticed, are simply con-

ventional representations, and are of no interest. Artists no doubt

carried their designs about, and reproduced them w'hen necessary.

If we accept the Harps that occur upon the Highland stones and

upon the Irish shrines as representations of the instruments that were

in use at the periods when the stones were sculptured and the shrines

constructed, they may throw some light upon the development of the

instriunent. The occurrence of eight strings,^ as shown by the Nigg,
Dupplin, and Monifieth stones, erected in separate localities, and sculp-

tured at dilferent periods, can scarcely be accidental. It may therefore

be reasonably concluded that the instrument, between the ninth and the
eleventh centuries, had that number of strings. The number appears
small, but if, as is supposed, the early scales were gapped—that is, that
two of the notes in our octave were wanting—these eight strings repre-
sent a range of ten notes, sufficient for ordinary melody.

Harps of a larger size may have been in use at a very early period.

> The vn-iter is indebted to Thomas Ross, Esq.,
for a photograph of this stone, from which the
illustrationa have been taken.

- Erimburgh Castle, Kniarig, Kirkton of Burnt,
island, Huntly Castle, Pitslogie, Craigievar,
Glammia, .Uerchiston Castle. Saughton Mills
Baberton House, Midlothian, Burntisland Pariah
Church, Coiling from the Dean House, Museum,
Edinburgh.

’ As early as 845 a portable eight-stringsd
instrument was in use in Ireland. On one oeca-
sion an abbot carried one of these at bis girdle

from Clare to Cashel —O’Curry’s Lectures, vol. iii.

pp. 262, 2G3, 333. The writer has not seen a

representation of a Harp upon any illustration of

au Irish cross. Stringed instruments are sculp-

tured upon them, but neither they nor the
instrument represented upon the Cross of St.

Martin, Iona, have the true Harp form. At a
later period we know that “Bishops and Abbots
and holy men of Ireland were in the habit of

carrying their Harps with them in their peregrina-
tions, and found pious delight in playing upon
them. — Giraldus Cambrensis, Bohn’s Edition,

p. 128.
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Certainly we find an instrument with a considerable number of strings,
upon which the performer is represented as playing with both hands,'
wliioh arohmologists now suppose to belong to the ninth century.'
The strings at the period were prohahly rudely and strongly made, and
as the tension of a number of such strings tended to draw tire harmonic
curv'e and the fore-pillar towards the left, the artificers adopted an
exceptionally strong formation of fore-pillar to withstand the strain;

so we find that the section of a large portion of the centre of the fore-

pdlcU resembles the letter T. This X formation may be seen upon the
shrine of St. Moedoc (c. ninth century). It is also, hut not so correctly,

represented upon the sculpture at Kellis, so we may conclude that its

importance was recognised and the form in use from the ninth century.

If the reader examines the early Highland stones and the Irish

shrines he will observe a total absence of any indication of a block

projecting from the lower termination of the box. Certainly, the

representations upon stone are in low rehef and weather-worn, and

any indication of a projecting block may have disappeared in the course

of time, but upon the shrines this is not so. An artist who could so

clearly indicate the T formation of the fore-pillar upon so small a space

could, and probably would, have represented a projecting block, if the box

of the Harp he had before him had shown that peculiar feature. Again,

upon the sculpture at Keills we find the ornamentation upon the side of

the box continued to the lower termination. The sculptor would

scarcely have carried the ornamentation to the extremity had he

intended to represent a projecting block.

Considering the evidence, it is not unreasonable to suppose that, prior

to the fourteenth century, a considerable portion

of the lower termination of the box was left soHd

for the support of the fore-pillar, and that about

that period some artificer, for the purpose of

diminishing the weight of the instrument, removed

a portion of this block upon either side (see shaded

portion of diagram)," leaving the centre to which

‘ The Shriac of St. Moedoc. When noticing ninth century,

this shrine the writer was under the impression ^ Xhe dotted lines represent the termination of

that it was constructed during the eleventh the projecting block, as shown by the existing

century. It is now supposed to belong to the specimens.
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he attached the foi'e-pillar ;
and others, finding that the instrument

when so constructed withstood the tension of the strings, adopted

the foi-m which afterwards became general. This is conjectural
; but

if it can be accepted as probable, it must be allowed that Harps of an

earlier period may have been treated In a similar manner.

The earliest known representation of a Harp with a projecting block

is at Jerpoint Abbey, Kilkenny. The exact date of the sculpture has

not been ascertained, but from the costume of the recumbent effigies

archseologists have been led to suppose that the monument was con-

structed during the early portion of the fifteenth century
; and as the

Harp the sculptor had before him probably belonged to O’Banahan,

whose effigy is represented, and may have been of considerable age when

copied, the projecting block most likely came into use between 1350'

and 1380.

EXISTING SPECIMENS

Scotland is fortunate in possessing two exceptionally fine examples of

the Highland Harp (Claresoha), viz. the Lament Harp and the Harp
known as that of Queen Mary. The traditions, which account for the

names by which these instraments are known, have been fully retailed by
John Gunn in his Enquiry in 1807, and by the late Charles D. Bell in

1880 ; the interesting paper by the latter will be found in the Proceedings
of the Society of Antkjuaries of Scotland, vol. xv. p. 10.

Both these Harps were deposited in the National Museum, Edin-
burgh, by the late John Stewart, Esq., of Dalguise, at the time Mr.
Bells paper was read before the Society, and have been admirably cared
for ever since." By the permission of the Council of the Society of
Antiquaries both the Lament and the Queen Mary Harps have been
photographed for the purpose of illustrating this work. In arranging
the Queen Mary Harp for that purpose, the writer placed the Harp in
such positions that the exact form of the instrument may be seen by
those at a distance who have no opportunity of examining the original.

Tie shrine of St. Patrick's Tooth was con-
•traded about 1350.

’ By the special permission of Mr. Stewart

these Harps were exhibited at South Kensington.
Upon no other occasion have they been removed
from the Museum.
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THE LAMONT HAHP

This Harp, as it is supposed to be of somewhat greater antiquity,

claims the first attention. Of this instrument, as is usual among Celtic

specimens, the box is formed out of a solid block of wood and hollowed

out from behind so as to form the sounding-board, sides and ends. The
form is that of a truncated triangle, the extreme length in front, exclu-

sive of the projecting block but including the collar, is 30 in., and at the

back 30|- in. At the upper extremity a collar or neck rises upon either

side and at the back, sloping inwards
;
the height of this collar is ^ in. in

front and rather more than H in. at the back, the upper termination

being ^ in. higher at the back than at the front. In the centre of this

collar there is a depression measuring across 2 in., and in depth, both at

front and back, about in. This depression extends towards the back,

and into it the end of the harmonic curve was placed. The collar and

the depression are both diagonal terminations of the box. A cavity, into

which the termination of the harmonic curve was inserted, occurs about

1 in. from the front and extends to about f in. from the back. The lower

extremity of the sounding-board is a straight Une and has the unusual

width of 17 in.
;
here the sounding-board is flat, and the remainder was

probably flat originally almost to the upper termination. The project-

ing block is 4|- in. long and 2-| in. broad throughout, the corners at either

side of the termination being well rounded. It may be remarked that,

from where the projecting block leaves the box the upper portion

gradually slopes downwards, the difference at the termination being f in.

By giving the projecting block this slope the artificer may have anticipated

the curvature along the strings, which he must have known would

eventually occur (see Plate iv.). The depression into which the fore-pUlar

was fitted is 4^ in. long and 1 in. broad, the cavity into which the termi-

nation of the fore-pillar was sunk and firmly secured by three wooden

pegs is in. from the upper extremity of the depression and is about

f in. broad. At the back of the projecting block the lower termination

is rounded off.

The raised string-band is If in. broad, and f in. deep. At the lower

termination it ends in one step upon either side
;

here the width is

2f in., the steps are If in. from the extremity of the sounding-board.
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At the upper termination the string-band ends upon either side in semi-

circular curves, the commencement of the curves being 26-g- in. from

the lower termination of the sounding-board, and the ends 26|- in.

from the lower extremities of the sides of the box, the summit of

each curve being 27 in. from the termination of the sounding-board.

The string-band is pierced for 32 strings
;
the “ shoes of the strings,”

or guards, with the exception of one, are all in their places. Twenty-

six of these are deserving of special notice ;
they are in high relief,

Fio. I. r-\ well-wrought, and are of ex-

ceptionally fine form
;
they are

believed to be of brass
'
(Fig. i.).

The remaining five, horse-shoe

in form, terminate in quatre-

foils, many of the leaves of which have incised circles
;
two of these

are attached to the thirty-first and thirty-second string-holes, and

three to the first three string - holes Fio- u.

(Fig. II.). The upper string-holes gradu-

ally approach the left side of the string-

band, 30 as to allow the strings to be

more perpendicular than they otherwise would be (see Plate iii.. No. 1).

The larger “ shoes of the strings ” being too broad and unsuitable

for the three first holes, the horse-shoe form had to be adopted.

The sounding-board which, as already stated, was most probably flat

throughout, has been raised f in. by the tension of the strings.

The depth of the string-band is not included in this measurement.

Where this convexity occurs, an attempt has been made to strengthen

the sounding-board
; the ” shoes of the strings,” from and including the

eighth to and including the twenty-second, were removed and replaced

over three pieces of thin metal. This portion of the string-band has been

carefully examined, and there does not appear to be any crack or split

along the string-holes. The length of the strings is : first, 2y in.
;
second,

in.
; third, 2^ in.

; thirty-first, 23f in.
;
thirty-second, 24^ in. It must,

however, be remembered that on account of the fractures, etc., the form
of the instrument has changed considerably

;
the length of the strings,

' Tli« remlor may remark that these, as also from syUtting along the etring-holes. The blocks
most of those upon the Trinity CoUege Harp, (Figs. i. an,l n.) .arc actual eize.
are constructed so as to prevent the string-band



THE LAMONT HARP

I RIGHT SIDE OF THE TERMINATION OF THE HARMONIC CURVE SHOWING

II. THE FRONT OF THE METAL ENRICHMENTTHE metal straps. THE ENRICHMENT &c



.A.

#
*

% t
••

^ / .

t-

• •

%
J

i

fv-'t-
• r,

'

.r
;i

4



THE HIGHLAND HARP 161

therefore, when the Harp was constructed, would he somewhat different.

There are four sound-holes, each about 1 in. in diameter. The lower

sound-holes are 6f in. from the lower termination, and 2f in. from the

sides. The upper sound-holes are 19f in. from the lower termination,

and 1^ in, from the sides.* The thickness of the sounding-hoard at both

the upper and lower sound-holes is f in.

The portion of the box above the semicircular termination of the

string-band is very slightly convex. At the upper extremity it is 4| in.

broad. Below the collar already noticed a rude iron band 1|^ in. broad

has been, at a subsequent period, placed round the upper portion of

the box. It may be remarked that this band, although placed some-

what diagonally, is nearly perpendicular to the hack of the box. The
sides of the box are 4 in. deep below the semicircular endings of the

string-band, and 4-^- in. deep above. The length of the sides at the

front and at the back, without the coUar, is 30^ in. The thickness

of the lower termination of the box is about 1 in.
;

if there is a

strengthening tongue it is probably short. The lower termination of

the back of the box, unlike that of the front or sounding-board, is not

a straight line, but slopes inward
;
where the back on either side joins

the projecting block it is -/y in. deeper than the junction of the sound-

ing-board and projecting block. This is not an accident
; the block of

wood must have been an exceptionally fine one. The centre of the

projecting block has at some time been cut out, at least as far as the

board at the back, and a piece of new wood, li- in. deep by 1-J m.

broad, let in to strengthen it. This was secured by two pegs. The

Harp must have been a favourite instrument and much used, as the

angles formed by the sides of the box and the sounding-board have

been considerably worn by the friction of the hands and wrists. The

hoard which is let into the sides and ends and forms the hack is modern.

The decoration of the box is very simple. Two parallel lines are

carried along either side of the string-band, round the steps along

each side of the projecting block, and join each other at the termina-

tion. These parallel lines are carried round the semicircular endings

> There is ;i circle draM'u by the compass ficer had had some intention of making six

between the upper and lower sound-holes, and sound-holes

upon the right side, which shows that the arti-

X
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to the string-band, then along both edges of the box, and no doubt
join each other at the upper extremity of the box, which i.s now covered
by the iron band (see Plate in., Nos. 1 and 2). Along and quite close
to the angles formed by the sounding-board sides and lower termina-
tion of the box, there are single lines, and there are single lines
round each sound-hole. AJong the left side and termination of the
box, and close to the edges of the sounding-board, there are single lines.
If there was a line upon the right side it has been worn away, but a
line on the right side of the lower termination of the box may still
be seen. All these lines have apparently been burned in by a hot iron.

The harmonic curve of this Harp is heavy but striking
; the heavi-

ness is to a large extent due to its no longer joining the box, as the
artificer intended. The Highland hump already noticed is most
pronounced. At the back after leaving the box the harmonic curve
is almost flat, then slightly rounded; this curvature gradually
dimmishes and ends at the hump, where it becomes sharp, Ld oon^mues sharp up to the bass termination. The angles of the lower
portion have been removed or beveUed. This bevelling at present com-

n, ‘I"
“ "“ett

."."or

“

"i"

t.f:r:
moved it is !’ in iL v, i r

’ I’e-

the sides are^ flat,’ tlm dl^th !f"the
beveUing

being 1 in., while along the curves it is irtbFio. m. Fig. iv. iXo k i
i m. To these flat portionsa. b..j, p,.„j

curve it”
*

nreasures along the

ofl;“7 r
!7‘ “

blank .'.oh''',,t r «.
, ach of the others is pierced in the centre for a

th. trebi. 0.1 wb:np7Srb"“i
r ;7:

*> "7 •<><' *•

IS known as the “ simple angular fret” is fin

^^^at

(see Plate in. No 4) These L I e
® T along the edges^ 0 . 4). These bands form single curves and are certainly

' The S may be 5.
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No. J Upper porliun uf the I)o.x, showing the termination of the raised string banrl.

No. ~ Lower termination of the raised string Land.

No. Treble end of the brass band through which the tuning-pegs pass— left side. No. 4. Do.— right side.

No. n. Ornamentation beneath the lower termination of the brass cap or enrichment.
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original. Most of the tuning-pegs are in their places. Some are com-
paratively modern and are plain, but the greater number are old and show
two forms of ornamentation

; four of these are as shown in Fig. iii., the
others as in Fig. iv.' They are about 4i in. in length.

The end of the harmonic curve is covered with a brass enrichment.
The engraving of the sides and end was executed by some person who
had measurements but had not the Harp before him

; consequently when
the cap came to be fitted the end was found to be too deep, so had to be
cut in two places (see Plate iii.. No. 5). The portion between the two
incisions was then bent forward so as to fit over the front of the fore-
pillar (see Plate ii.). This has been rudely and carelessly done, and the
ornamentation has been injured. The metal enrichment is well designed
and executed. The sides and end show interlaced patterns engraved

;
and

the front, which may be described as a parallelogram surmounted by a
triangle, has in the centre a representation in brass of a crystal cabuchon
cut with foliaceous patterns both above and below. This face is sur-
mounted by a border or frame, which is secured by three nails wdiich have
oniamented heads. Upon the outside the frame has a rope moulding
from the upper extremity as far as the interlaced patterns upon the sides

extend, then the strands of the ropes are reversed, and along the three
sides of the parallelogram the form is altogether different. Here the
ornamentation, w'hich is principally upon the inner side, consists of a

series of depressions, three on each side and nine at the lower termination.

This termination, which was originally a straight line, has been forced

to curve inwards and cover some of the floral ornamentation of the

face, a portion of which may be seen below and outside the frame (see

Plate II.). The cap with frame is 5j in. long, and with the frame is in.

wide at the lower extremity
;
the length at the sides is 5|- in. wdthout

the frame, and with the frame 6 in.
;
the depth of the sides without the

frame is }-§ in.
;
the height of the frame above the sides is ^ in.

It is probable that not long after the Harp -was constructed the tension

of the strings began to draw the harmonic curve towards the left, and

to resist the strain two brass straps were constructed. These were firmly

attached to the harmonic curve and fore-pillar each by four nails with

broad and rounded heads. The ends of some of these nails were firmly

* The illustrations are actual size. Both forms are to be met with upon Irish specimens.
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clamped upon the opposite side. These straps are 7|- in. long and | in.

broad in the centre, tapering to ^ in. at the upper end and ^ in. at the

lower termination. The upper extremities of both are leaf-shaped
; along

the side of the harmonic curve upon both there appears to be angular fret

decoration until they meet and cross the band for the tuning-pegs, where

they are engraved in diagonal lines
;
then parallel lines close together-

cross the straps. Between the band for the tuning-pegs and the lower-

portion of the harmonic curve the ornamentation upon both is distinct.

Upon that nearer to the bass there is an interlaced pattern, and upon
that nearer- to the treble a fohaceous pattern. Each strap has some slight

ornamentation where it bends before joining the fore-pillar, after which
fohaceous patterns occur upon both; and in each case the termination
is a dragonesque head (see Plate n.).

At an early period a bad crack, caused by the tension of the strings,

appeared at the hole ' for tire first tuning-peg
;
and to prevent it from ex-

tending, the harmonic curve and the fore-pillar were removed from the box,
a strong strap of iron sunk in the wood at the under side of the harmonic
curve, and a small thrn brass band placed over it and nailed at either
srde of the crack. At the same period a thin brass band was attached
upon the rrght srde, above the crack, passed under the brass bands for the
tunmg-pegs, and beneath the harmonic curve, and attached to the
opposite or left side, well above the fracture. This band is ornamented
throughout (see Plate iii.. Nos. 3 and 4). A small band was also attached
both above and below the crack. There is no line decoration upon the
harmonic curve. The foUowing are some of the measurements of this
portion of the instrument. The depth at the commencement of the
flange near the box is 4 in., at the hump 5^ in., at the curve below theHump 4^ m., at the end of the flange 4X in., at the extreme bass termi-
nation without the mountmg oj in. From the back where it leaves thebox to the hump 9^ in., from the back to the head of the nail at the apex

ritnt; "•’ back to the lower

urrsh ws d
---i-tion of the harmonic

h ap X orn^ bas warped or twisted it, ashe apex of the triangular setting leans about 1 in. towards the left.

P«g "M »1,0 ujeless.
^ used, and it is poseible the hole for the second tuning-
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The fore-pillar is considerably curved. The artificer understood the
form, but was apparently unaware of the object, of the T formation, before
referred to

;
so he treated it as a decoration and placed it at much too

great a length from either extremity (see Plate i.), with the result that
the fore-pillar was unable to withstand the strain to the left, and a bad
fracture occuiTed below, and a slight crack appeared above, the T forma-
tion.' The Harp must have been a highly prized instrument, for in

place of providing another fore-pillar, an attempt was made to supply a
new termination to the broken fore-pillar. Here, again, the artisan was at

fault. Had he known that the tension of the strings tended to shorten the
fore-pillar, he would probably have placed broad plates upon either side

;

he did not do so, but placed two straps—one upon either side. What
might have been anticipated occurred ; the fore-pillar was shortened, and
there was another hopelessly bad fracture. Where the fore-pillar joins

the harmonic curve the lines are no longer parallel, specially upon the

right side
; this is usually an indication that the fore-pillai- has been

shortened. The writer has taken some trouble to ascertain whether the

curvature of the upper or original portion of the fore-pillar has been

increased
; so, allowing that the shortening may have been ^ in., when

preparing the diagram (Plate iv.), he continued the curve of the upper

portion and then lengthened the fore-pillar ^ in. at either end. It was

then found that, with the curve which the lengthened fore-pillar then

showed, the fore-piUar would not fit, whereas when the present curve of

the upper portion was continued the fore-pillar fitted
;

it may therefore be

concluded that the upper portion has not been shortened. It is evident

that, after the fore-piUar was spliced, it was no longer able to withstand

the direct tension of the strings, and that the straps connecting the

fractured portions became hinges, as it were, and consequently the fore-

plUar was shortened. It may be remarked that the straps binding the

harmonic curve and fore-piUar are securely fastened to the harmonic

curve each by two nails and by a tuning-peg, consequently they could

not be moved
;
but where they are attached to the fore-pillar the wood is

much thinner and was probably somewhat decayed. So when the last

breakage occurred and the fore-pUlar was shortened, the holes became

* The writer does not see any reason for supposing that the upper portion of the fore-pillar is not

original.
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enlarged, and the back of the fore-pillar was forced from the harmonic

curve about ^ in. upon the right side and somewhat less upon the left

side.

The following are the measurements of the fore-pillar. The cavity in

the harmonic curve, into which the upper extremity is inserted, is

85 in. long and 1 in. wide ; the fore-pillar at this extremity is in front

I-,3g. in. wide, at the back in., the depth being Sj in. Six inches from

the upper termination, where the T formation commences, it is 1|- in. in

front and I in. at the back. The extreme length of the T along the

outer cm-ve is 19 in., the width at 6 in. is 3^ in., at the centre .3-J- in.,

at 12 in. 3^ in. The vertical depth of the T at the centre is

I in., the flange 1 in., depth from the flange to the back 2^ in. The
width of the back of the fore-pillar where the fracture occurred is 1 in.,

the depth below the fracture 3| in. The outside curve of the remains
of the fore-pillar and the addition is 32f in. In front and in the centre of
the T formation there are two concentric circles. These may not be part
of the original ornamentation of the Harp, as they are not shown by
burned lines. The outer circle is 13ylj in. from the upper extremity.
The inner circle is 13^ in. from the upper extremity. The diameter of
the outer circle is 2f in.

; that of the inner circle is U in.

Either at the time the fractured fore-piUar was spliced, or at a
subsequent period, the treble termination of the harmonic curve was
removed from the depression in the upper portion of the box, and a
wedge-shaped piece of wood placed under the left side

; and, when so
raised, the harmonic curve was forced out of the cavity and back so as

1 , u
to the box being

attached, thus causing a most unsightly alteration in the form of thems rument. At present the harmonic curve is tilted downwards and

of being directly over, ,s now 2^ in. to the left of, the string-band.
s he Harp is now so distorted, it is impossible by a single photo-

At the back the collar has beau somewhat cut dowu.
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been subjected to should be noticed. Some former possessor, apparentlydisbkmg the appearance of the bright metal, had aU the mountings
painted a deep brownish red. Most of this was afterwards removed
rom the cap and straps, but much of the bands for the tuning-pegs
the tuning-pegs, and the finely designed “shoes of the strings " are so
coated with paint that the form is somewhat indistinct, and even the
metal used for the construction of the last-mentioned is nowhere
aistmguisnable.

The writer has not been able to ascertain the exact weight of the
Lament Harp, but if Mr. Gunn is correct in stating that it is nearly
twice the weight of the Queen Mary Harp, it must weigh somewhat less
than 24 lbs. The Harp is a rich mahogany colour, and has perhaps been
stained. The box, were it not worm-eaten, would now be serviceable.
The harmonic curve and fore-piUar are, according to Mr. Gunn, of
plane tree.

As Ml-. Gunn’s Enquiry may stiU be met with, it is desirable to notice
some statements that may be found in that work. Firstly, Mr. Gunn
supposed that the harmonic curve (which, as akeady stated, leans so
much towards the left that the metal enrichment is 2f in. to the left

of the string-band) was so arranged “ in order to leave a greater opening
foi the voice of the performer to extend more freely, in all directions, to
his audience, and that it might be obstructed as little as possible by the
front-arm of the instriunent ”

! Secondly, Mr. Gunn failed to notice the
serious crack in the harmonic curve which rendered the first and perhaps
the second peg-hole useless, and concluded that the instrument had
originally been intended to be strung with 30 strings only. And lastly,

Mr. Gunn supposed that all the string-holes had been furnished with

“shoes of the strings” of the horse-shoe form, and that these with the

exception of five had been worn out and had been replaced by others of

a different form
;
whei'eas those of the horse-shoe form were placed over

the first three holes, as the other “ shoes of the strings,” on account of

their size, could not be used
;
and those over the 31st and 32nd string-

holes were placed there probably because a sufficient number of the

larger and finer form had not been obtained from the artificer.

Two illustrations of this Harp may be found in An Enquiry, etc., by

Mr. Bell states that tliey are of brass.
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John Gunn. There are also illustrations in the Proceedings of the Society

of Antiquaries
;

in Musical Instruments, by Hipklns and Gibb
; in

Drummond’s Scottish Weapons
;
and in the Book of the True High-

lander. In the last-mentioned, the Harp is represented with a highly

ornamented and improbable fore-piUar.

THE “ QUEEN MARY ” HARP

The box of this instrument, which is in the form of a truncated

triangle, curved at either side, at the upper extremity, and at the back,

is hollowed out of a solid piece of wood. At the lower extremity the

box terminates upon either side of the projecting block in straight

lines. The raised string-band ends upon either side at the upper
extremity in semicircular curves

;
the width of the upper portion of

the string-band is in., while at the lower termination it is Ij-J in.,

the depth throughout being ^ in. At the lower extremity it is without
steps, and is the commencement of the projecting block. The string-

band is pierced with twenty-nine string-holes. All but two of the “ shoes
of the strings ” are in their places. They are of three varieties, two
being simply horse-shoe in form with flattened terminations pierced for
nails (Fig. r.). Six are similar, but with flattened terminations turned

nails (Fig. ii.); while nine-

teen of a stronger make,

. , . .

* which are decorated in in-
cised diagonal lines, have the terminations bent backwards at right
angles and sharpened so as to act as nails (Fig. Above the string-
and the termination of the box is curved upon either side and slightly

convex across. The sounding-board at the lower extremity, although
flat upon either side, slopes from the string-band towards the sides,
« ere i is rather less than m. lower than at the centre. The sound-

lounrH l’

^bere are four

To ah ri 1

"bout I in. in diameter, the lowertwo about
-r, in. in diameter. The thickne.ss of the sounding-board at

rem.rk«dth.ttl.ese “ shoeTofttniring! “being til
weakness when

of .he h„„e.,h„a fonn, ,n iar Stir;!-:!:.”"
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the upper sound-holes is | in., at the lower sound-holes in. There

is at the lower termination of the box, independent of the continuation

of the string-band, a short projecting block -i in. long and in. wide,

upon the right side, and
fg- in. wide upon the left side, which in front

measures 2f in. across, and at the back 2,’^ in. The string-band before

it leaves the box is 1 [I in. across, while at the extremity where it is

curved it is 1 in. Here there is a depression into which the fore-pillar

was placed
;
this is about 3|- in. long

; next the sounding-board it is

in. across, and at the lower termination 1-| in. This depression is in.

deep. Within it there is a cavity into which the termination of the fore-

pillar fitted. This cavity is
}

j! in. from the upper extremity of the

depression, and is -g- in. in width and 2J- in. in length. It may be

remarked that the junction of the sounding-board and the end of the

box is rather more than a right angle
;
the back of the box, in fact, pro-

trudes about ^ in. at the sides of the projecting block and ^ in. at either

extremity. The length of the box without either projection is 25^ in.

The width at the upper extremity before it curves is 4|- in., and at the

lower termination ll-fg in. (see Plate vi.).’

For the greater portion the sides of the box are 4 in. deep, but above

the termination of the semicircular endings to the string-band they are

4y in. The sides at the upper extremity are semicircular, from which

to the lower termination the length is 25i in. Above the semicircular

termination the surface is curved towards the junction of the harmonic

curve. All the curved surface has been removed, leaving a beaded edge

along the termination of the front of the box and of the sides. This

beaded edge may have extended across the curved termination of the

back. It is now not visible, but as the upper portion of the ornamentation

is carried round the back, it is probable that the beaded edge and the

lower portion of the ornamentation was also continued, as indicated b}

dotted lines upon Plate vil. No. 1 . The upper portion of the back is cur\ed

so as to meet the harmonic curve. Surrounding the oval space reserved foi

the junction of the box and harmonic curve there is a very neatly carved

bead." This oval space, when examined from the side, will be found to hav e

‘ The meftsuremeota are from the Harjv but the - This bead does not cross the front of tliebox.

outlines shown upon Plate vl. are the continuations hut commences at the shonlilers. where it is
f.,

in.

of the sides and lower termination, and may be high, while at the back it is ^
in. high,

dilforeut, us portions of the edges are worn awaj-.

Y
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a diagonal inclination.' Within this oval space there is a depression into

which the end of the harmonic curve is placed. The depth of this depres-

sion near the front is in., and near the hack about in. The length of

the back of the box measured along the curve formed by the back of the

shoulders is -7.1 in., but in a straight hue it is 27 in. The board closing

the cavity at the back received from the artificer as much attention as the

other portions of the box. At the upper extremity it is battlemented in

form’ (see Plate vii.. No. 1), the box portion being undercut
;
the board,

which is ^ in. thick, was simply slipped in and retained in position by a

few pegs or nails at the lower termination, where as well as at the sides

there is a rebate. The back, although flat for the most part, is slightly

convex at the lower termination (see Plate vn.). This curvature has
evidently not been caused by friction. At the sides of the box the
thickness is f in., and internally the depth at the centre is Sf in. and
at the low'er termination

3-J-
in.

; the thickness at the lower extremity
being lA m. If there is a strengthening tongue it cannot be of any
considerable length. From the termination of the projecting block to
the upper extremity of the box the length is 28^ in. The sides of the
box of this Harp are much worn by the friction of the hands and wrists
of the performers.

The harmonic curve is most gracefully formed." Where it leaves
the box the section is oval, then it is pear-shaped, and, further on the
upper portion becomes nearly sharp. Here there is a most graceful
Highland hump, from which to the bass termination the sharpness of
the upper portion continues. Along the sides and following the curves
here is a dehcately carved bead. At some distance from the junction
of the harmonic curve and box this head takes a downward curve and is

being in the form of a A, the apex being 2-^ in. from the box, measuring

t! ‘'’“‘J-”” toing-peg.. .re

may be .een mion tbe illustration, Plate v 3 rp.
The correct form will be aeen from the

= Tbe highest portions being 2.18 in .md the

“ “S™''"’'' pl“tcs. The diagrams (Plate viil.)
lowe,t portion 22 .-v in from the lo^-er eLd of ,he

“"'I t-cinga. and are intended
hot; the terminations corresponding with the the by *

and as far as [loesibleme exact place where it occurs.
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placed. They are thin and are attached by an unusual number of
small nails, there being sixteen boles above and seventeen and eighteen
below. These bands form single curves, and measure along the curves
13i in., and are in. wide. They have for ornament two parallel

incised lines running above and below the tuning-pegs and round the
treble and bass terminations. Below these metal bands the surface of
the wood has been slightly removed, although the flat form is still con-

tinued. Underneath, from the A to near the bass, the harmonic curve is

convex
; this curvature gradually diminishes, and the surface eveutually

becomes flat. Towards the termination there is a depression 31- in. long,

1 y in. Wide in front, and 1 py in. wide at the back, and in. deep, for the
reception of the fore-pillar. ‘ The termination of the harmonic curve at the

bass is in form a parallelogram surmounted by an acute angle, which is

the sectional form between the bass and the Highland hump. The brass

tuning-pegs are unlike those upon other examples. They are about 3 in.

in length
; the diameter of the circular portion is at the string end more

than ^ in., and at the thickest end ^ in. Some, not all, have two circles

incised about ^ in. from the tuning end. The section of the portions

made to fit the tuning-ke}' will be found in eveiy case to be oblong.

Many of the oblong terminations have double lines crossing each other,

thus forming four crosses, while each of the original tuning-pegs Fio. iv.

has a single cross incised upon the termination of the string

end (Fig. iv.). At a subsequent and much later period, when an

additional bass string was required, a thicker and shorter tuning-peg of

iron was added beneath the peg-band. It may be remarked that the

termination upon the tuning end is in this case square, and as it did

not fit the key it is much worn. Here upon the termination there

are tw-o incised lines from the angles which form a cross, perhaps

added for uniformity. The string end of this peg is split. The shortest

string measures 3 in., the twenty-niuth string is 24-J-
in., the thirtieth

or additional string in.

' Within this depression there is a cavity into addition. Pegs with split terminations may be

which the end of the fore-pill.ir is inserted. As seen upon Welsh and French Harps,

it is not visible, the dimensions have not been Hesides the additional peg referred to, there are

ascertained. others of iron which were most probably sup-

- 'I'he writer does not know of any Irish or plied by Messrs. Gunn and Eloiiis. Three of

Highland Harps upon which pegs so formed are to these have holes ^for strings, and five have split

be found. The one described is certainly a late terminations.
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The fore-pillar is most remarkable. At either extremity of the T

formation there are beautifully executed representations of leptiles

heads. Both of these show what may be called protruding lips some-

what pointed in front, from which the lijis gradually dimmish in width,

the sections for some distance being more or less concave. They

become flat when carried along the back of the T formation (see Plate ix. ).

This hat ribbon will be hereafter noticed when the decoration is

described. AVhat may be called the snouts are in both oases above

the lips. These, which are also pointed in front, are carried along

either side of the heads, and end in points at the back of the eyes.

The sections of these parts are also more or less concave. Along the

centre of the upper portion of the heads (which are slightly curved

along the profile) there are flattened beads, and upon either side are

eyes, the balls of w-hich are most prominent and have deep marks in

the centre. Above and at the back of the eyes the spaces are concave.

For representations of these heads, actual size, see Plate iv.

From the projecting block to the reptile’s head there is a flattened

bead along the centre
; near to the projecting block these portions slope

slightly from the bead to the sides, while near to the rejAlle’s head
they curve considerably upon either side of the bead, and here the

edges will be found to be rounded oil, probably by the friction caused by
the hand when moving the instrument. From the harmonic curve to

the other reptile s head there is also a flattened bead along the centre
;

near to the harmonic curve this portion of the fore-pillar is very slightly

convex
;
near to the reptile’s head it slopes considerably from the bead

to the sides, while at the centre it is flat. This portion of the pillar has
not been subjected to much friction, and is little worn. The T formation'
is curved in front and at the sides, so the term flange cannot be used
when describing the back. Along the centre of the T formation there
IS a flattened bead, which will be hereafter noticed. At present, the arc
formed by the back of the fore-pillar is at its highest 4^'^ in. from the
plane. The back of the fore-pillar is concave across its entire length,
the outside curve measures .30 in., the inside curve 243 or 24I in.

It is clear that while the work of the fore-pillar was in progress a

* Mr. Bell could not have been aware of the
as “ a convenient bold for the hand ”

!

object of the T formation when he referred to it
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defect was discovered in the wood at the angle formed by the back and
the left side. The defective portion was removed, and a fresh piece

inserted. At a later period this must have become loose, and glue or

some species of cement was applied to keep it in its place, but without

effect. It is now missing. The artist who designed thi.s Harp had
unquestionably great artistic feeling, and the work of the artificer who
constructed the instrument could scarcely be surpassed. The three

portions of the Harp were kept together by the tension of the strings

alone.

It would appear that the decorator had a certain number of designs

ready prepared, which he occasionally but rarely varied. The design for

the ornamentation of the sound ingdroard was first indicated by him with

the greatest accuracy. Some of these lines are stUl visible. This design

shows at the centre at either side crosses enclosed within circles, and at

the lower extremity upon either side the ornamentation terminates in

Latin crosses. The designs upon both sides of the sounding-board are

precisely the same, and are shown by fine but deeply burned lines.

A burned line runs along the lower termination at either side, and it is

evident there has been a burned line upon either side of the sounding-

board, as a portion upon the left side may still be seen, and the com-

mencement of the line at the semicircle upon the right side is visible.'

Upon the raised string-band there are burned lines commencing at the

first incised lines at the semicircular terminations ;
these are carried along

the sides and are J- in. from the edges, and cross the string-band at the

lower termination ^ in. from the depression, xibove the semicircular

curves of the string-band there is a very beautiful foliaceous pattern

shown by depressions and inoised lines. The two sides of the box ba\e

the same design slightly varied at the semicircular endings
;
the hues

and curves are all burned in (see Plate vi.). H the reader viU aj,am

examine the representation of the Harp upon the stone at KeiUs (p. loo),

he will find the ornamentation to be similar in character to that upon

the sides of the box of the “Queen Mary” Harp. Above the senu-

• It was evidently the intention of the artificer

to surround each sound-hole with a burned line,

but this he only carried out in the case of the

lower sound-hole upon the left side.

m the right side there are traces of a

lice along the angle formed hy the side

sounding-board. The other angles are so

lat the lines, which lirobaUj ran along

jo, are not visible.
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circular terminations of the sides are what may be called the shoulders

;

the designs upon both shoulders are the same, double lines connecting

semicircles within which are small single circles. Ihe upper portions of

these extend round the back, and are shown by burned lines (see Plate vi. ).

The lower end of the box is also ornamented in burned double lines,

curves, etc., besides which there has evidently been a surrounding line

near to the angles formed by the sounding-board sides and back, the

first mentioned being still visible (sec Plate vii.). The back, a portion of

the Harp which probably as a rule received but scant attention, was no

doubt also largely decorated in a similar manner. Straight lines and

two small circles with double semicircles are still visible at either side,

the centres of both of the latter being 9-J in. from the lower termina-

tion of the box (see Plate vii.). The projecting block was carved to

represent the head of a hound facing downwards
;
the falling ears

upon either side are in relief
; a portion of one eye, shown by incised

lines, is still visible upon the right side
;
and the open mouth and teeth,

shown in relief and by incised lines, are distinct upon both sides of the

block (see Plate vii.).

Running along the lower edges of the sides of the harmonic curve,

from the bead to the bass termination, there are incised lines. These
were carried along the edge of the termination. There are also incised

lines upon either side, along and close to the edge of the upper portion,

from the bass termination to the hump. These were also carried along
the sides of the termination.

The decorations upon the sides of the harmonic curve are altogether
shown by burned lines, curves, and circles

;
* they are the same upon

both sides, excepting the portions below the metal bands for the
tuning-pegs, where they are dissimilar. Upon the left, springing from
the incised line, there are thirteen single semicircles which are intersected
by thirteen others, thus forming an arcade of twenty-seven Gothic arches

;

while upon the right, double lines connecting semicircles, etc., occur
between the incised line and the metal band through which the tuning-

i”'<>™l>lcte circle, 1 Jin, in diameter, ,vitl, a amall

r
® ' ‘'’'= '“"'“‘"I elrclca are abont 2 in apartomamentat.on the caact termination of the They may be ecmicircles joined by lines but thisde„gn .s not v...ble ; but about i in. from the box is uncertain (sec Platemay be seen upon either side two concentric but



N9? I II & III THE HEAD

the fore-pillar details, actual size

the HARMONIC CURVE I V V . V, TH E H EAO FACI HO the PROJECTING BLOCK



fc.



THE “QUEEN MARY" HARP.

plate V

JOBABLE FORM OF THE HARP WHEN IT LEFT THE HANDS OF THE A

L2l'w.2i





THE HIGHLAND H A L P 176

pegs pass. The front of the harmonic curve at the bass has upon the outside
incised lines, within which are lines, semicircles, and small circles liurned

(see Plate vin.). Beneath the harmonic curve, and between the A formed
by the beads already referred to and the junction of the harmonic curve
and fore-pillar, there is a delicately carved mouldmg, still as sharp as

when it left the hands of the artificer, and it may be remarked that this

moulding has a semicircular termination (see Plate viii.).

The fore-piUar is most beautifully decorated; carving in relief,

incised lines, and engraved work, touched up here and there by a finely-

pointed hot iron and enriched by staining, are used with great

skill. Upon the right side there is a foliaoeous and trefoil pattern

;

then within a circle, surmounted by pellets, a two-legged reptile with

upturned head is represented with a fish in its jaws, and above a horse-

like animal with its right foreleg and hoof raised to its mouth. Along

the side, at the back of the T formation, there is a foliaoeous pattern

ending in interlaced stems and leaves, above which, within a circle

surrounded by pellets, there is a fine representation of a lion standing

upon three legs wdth the left foreleg raised in front. Here the centre

has been hollowed out, apparently to receive the setting for a gem.

Above the circle there is a fohaceous design (see Plate ix.). Upon the

left side, near to the projecting block, there is a fohaceous and trefoil

design
;
then a circle surrounded by pellets, within which is represented

a winged dragonesque biped with a triple tad. Along this side, at

the back of the T formation, there is a foliaoeous design differing from

the one upon the right side
;
and above, within a circle su^unded

by pellets,* is represented a creature with a head like a bird, foui

clawed feet, wings, and a large tail, and above a fohaceous design (see

Plate IX.).-

The creatures represented within the circles surrounded by peUets

are admirably drawn. The reader may remark that a cross occurs upon

both sides of the fore-pdlar, and that these crosses do not “"j

monise with the designs (see Plate ix.); also that the letteis
^

. .

occur four times, that is, behind the eyes of each of the reptiles hea s.

The front of the fore-pillar below the T formation is divided by a fiattened

* The pellets are not in relief. In each case

they are shown by burned linos.

^ The termin.tioes of the T fomotion are

indicftted.
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bead, and upon either side there is incised and line interlaced ornamenta-

tion. Between the T formation and the harmonic curve we also find the

flattened bead with a foliaceous design shown by incised and line orna-

mentation. The ornamentation of the T formation is, for the most part,

in relief, and is exceptionally fine. The lips of the heads of the reptiles

facing the projecting block end upon either side in bands or ribbons,

which are continued along the back of the T formation. Four and a

half inches from the commencement of the lip there are four deeply en-

graved lines upon the right and three upon the left
; the ribbons take an

upward curve, and are the commencement of the interlaced patterns.

The hp of the upper head is treated in a similar manner, the bands or

ribbons in this case having two incised lines, one upon either side. The
designs of the lower and upper portions upon the T formation are

different. Along the outside of the snouts are a series of inverted and
oblique semicircles. The eyebaUs are surrounded by double incised lines,

between which there is a series of inverted semicircles from the outer
lines. The beads running along the centre of the reptiles’ heads have

semicircles upon either side. A flattened bead
is carried along the front of the T and divides

the ornamentation. This band becomes wider
as it approaches the centre, and has an incised

interlaced quadruple ribbon pattern. Here there
were six silver bosses, four of which remain.'
From the flattened bead stems branch upon
either side, terminating in circles in relief; these
circles have incised and line ornamentation

wnX” 'rn V i’

interlaced pattern and very delicate line
. The back of the fore-pillar has finely designed interlaced

PlireTi’)

mantlet -d^-ted the

tions are frl Tv ""®<=^ded. The illustra-lODsare from rubbings and gelatine tracings; they are to scale andfiave been compared with the original ornameLation
’

' At ether cn.l there are holes. These mhsve been for nail., with knob,
; they apparent

were not for bosses.
^ Tbe block illustrations are actual size.
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THE “QUEEN MARY” HARP,

No. I. Upper portion of Ihe back. The 'lolled line indicates the probable orijinal tcminalion.

No. -2. Remains of ornamentation upon the left side of the back.

No. 4. Right side of the projecting block. The missing portion restored.

No. 0, Lower front of the projecting block, showing the portion worn away

No. 3. Du. upon the right side of the back.

No. 5. Left side of the projecting block.

y. No. 7. The lower termination of the box.
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In the chapter upon the Irish Harp, the writer has stated that the fore-

pillai was occasionally shortened by the tension of the strings, and the
fore-pillar of the “ Queen Mary ” Harp has undoubtedly been so shortened.

If the reader examines Plates ii. and iii, he will see that the fore-pillar

no longer fits the depression made in the box and projecting block for

its reception, and that the back of the fore-pillar rises in. above the

depression; this measurement appeared to the writer to represent the

shortening of the fore-pillar.*

On account of a slight curvature of the fore-plUar to the left, the

right side is somewhat the longer of the two. The writer consequently

accepts 24|- in., the measurement of the length along the cuiwe of the left

side, as most probably correct. The length along the plane is 22|- in.
;

with ^ in. added to either side it is 221- in. An arc, the centre of which

is I7f in. from either extremity, wiU be found to measure along the

curve 24f in., and to rise in. from the plane. It is probable that

this was the original curve of the fore-pillar, and that the shortening

occurred more towards the lower than towards the upper portion of the

fore-pillar.- It may here be stated that the metal loop for the thirtieth

string was attached to the depression after the fore-pillar had become

shortened, and j^robablj’ during the life of the last person who is known

to have used the Harp.

Along the back of the T formation and upon the left side there is a

crack about 8^ in. long, more than i in. deep, and more than ^ in. wide,

the development of which must to a large extent have been the cause of

the shortening of the fore-pillar. By the shortening of the fore-piUar the

form of the Harp has been altered (see Plate v.). It is evident that the

cavity in the projecting block for the fore-pillar was made larger than was

necessary, and it is probable that this was required for the proper adjust-

ment of the parts, and that before they were united the space near to the

* Before making a positive assertion as to the inserted in the depression, the upper extremity

shorteniug, the following test was applied. A in front would be ^ in. above the lower portion

piece of still paper of the exact fonu of the side of the liannonic curve, aud in. from the bass

of the fore-pillar was placed in the position the end ; and the hack portion ^
in. above the lower

fore-pillar originally occupied in the depression, portion, and 4 ,5^ in. from the end.
^

and the positions of the front aud of the back of A fore-pillar of this form has been found to

the upper portion were then noted. The paper exactly 6t at both extremities, whereas one | in.

showed that were the fore-pillar again accurately longer wilt uot do so.
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termination of the projecting block was filled by a wedge. It may have

been necessary at some time to remove the strings and separate the fore-

pillar from the block, when the person who replaced them must have

neglected to insert the wedge. The reader will understand that, when

the fore-pillar became shortened, the pressure caused by the tension of

the strings in place of being distributed over three inches fell upon one

point, and that the thrust was towards the termination of the fore-pillar,

There being no restraining wedge, the fore-pillar was forced to the end

of the cavity in. in advance, and destroyed the termination of the

depression at the end of the projecting block, which had been ^ in. wide.

The fore-pillar is now ^ in. from the end of the depression nearest to

the sounding-board.

Turning to the junction of the fore-piUar and harmonic curve, upon

the left side of the latter we find that at the nineteenth peg-hole a

strengthening plate has been placed across the peg-hole band. There

can be little doubt that the band, which is thin, has there given way.

Continuing the line of the lower portion of the harmonic curve past the

junction of the fore-pillar, we find that from the back of the fore-pillar

onwards the harmonic curve has been thrust upwards, and that there
are two cracks. Upon the right side we find that the metal band has
been fractured where it is pierced for the twenty-fourth tuning-peg, and
that a broad piece of metal has been placed across the band

;
that the

cracks, already noticed upon the left side, are strongly marked (see
Plate VIII.), and the alteration in the form where the fore-pillar joins is

more pronounced. What has been noticed as oocm-ring at the junction
of the fore-pdlar and the projecting block is here most distinctly seen.
The harmonic curve, supported at one point only, has been gradually
dragged down by the tension of the strings, until by the yielding of the
wood caused by the cracks the two pieces again came in contact. Here
we also find the fore-pillar has been thrust forward J in.

The strag-band was probably originally almost a straight line, but
owing to the tension of the strings the sounding-board has been drawn
up one mch exclusive of the string-band.' The string-band has been so
stramed that a crack developed along the string-holes-i.e. from the

tn..Nr,r -0^. imlicatedby
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tenth to the fifteenth. Thia crack is | in. deep,' the thickness of the
band being i in. The defect in the formation of the “shoes of the strings

”

was then apparent to the possessor of the Harp, and small pieces of

metal, some wdth semicircles at either end, and measuring from ^ in. to one
inch in length, were nailed across and beneath each of the “shoes of the
strings.’ These unsightly additions may be seen upon Plate i., but upon
Plate VI. they have been omitted. The upper portion of the front of the

harmonic curve has been broken oft', evidently the result of an accident,

as the wood is not badly worm-eaten. The right side of the box has in

two places been badly burned.

Examining the junction of the harmonic curve and the box, a wedge
of 'wood will be found inserted at the back of the harmonic curve where

it joins the box. This wedge upon the left side is about “•> and

upon the right side of the back ^ in. thick, and may have been

inserted to fill the cavity caused by the change in the form when

the bass termination became depressed in consequence of the shortening

of the fore-pillar. Probably at the time this wedge was inserted another

wedge was placed upon the right side. It is possible there may have

been a cavity there also caused by the tension of the strings dragging

the harmonic curve towards the left.

Supposing the harmonic curve to have originally fitted the depres-

sion, it is evident that upon the left side it is yjj- in. higher at the back

than it should be, while upon the right side it is 5% in. higher than it

should be.

The back of this Harp is instructive. This portion had originally

been as finely decorated as the end of the box, but only two vestiges of

the decoration are now to be seen. The greater portion of the ornamen-

tation upon the lower portion of the shoulders has also disappeared.

The corners at the lower termination are worn, that upon the left side

more so than that upon the right. The nose and brow of the hound

have disappeared, and only a portion of the eye upon the right side

remains. It is evident that, after performing upon the instrument, the

harper placed his right hand under the back of the shoulders and his

left hand upon the lower portion of the fore-pillar, and carried it to

' The width of the crock is J in. Where it writer has not considered it odvisoble to show the

occurs the string-band is somewhat wider. The additional width upon Plate >1.
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its stand or bench ;
then, placing it so that the projecting block and

left corner of the box first touched the bench, moved it forwaid us he

lowered the box, and then pushed it along the bench until it was in its

proper position. This appears to be important evidence as to the position

of a Celtic Harp when not in use. The Harp has been most carefully

treated, and it must have taken many long years of friction to have

obliterated the deeply burned lines upon the back, and upon the back of

the shoulders.

According to tradition there wei'e attached to this Harp representa-

tions of Queen Mary and the ro}'al arms of Scotland, worked in gold,

and it is believed that these were removed and stolen about the year

1745. It is evident, from the numerous nails that may still be seen,

that some enrichments had been added after the construction of the

instrument. Upon the bass termination of the fore-pillar there are four

brass pins, and immediately below, upon the front of the fore-pillar,

there are twelve brass naUs. Upon the upper portion of the right side

of the fore-piUar, in the centre of the circle suiTounded by pellets, there

is a cavity evidently intended to contain the setting of a gem, and here

we find, besides one brass nail, holes that certainly may not be worm-
holes, as this portion of the instrument is not badly worm-eaten.

Before concluding the description of this Harp attention may be
directed to the frequent representations of the Christian symbol. The
cross appears four times upon the sounding-board, twice upon the
fore-pillar

; and supposing, as is most probable, the twenty-nine tuning-
pegs had each double lines crossing each other upon the tuning end,
and each a single cross upon the string end, the cross would have been
represented one hundred and forty-five times upon the tuning-pegs alone.
From these numerous representations of the Chi'istian symbol it seems
probable that this Harp was constructed either for some churchman or
for some eminently religious layman. We know that the Clarscha was
used in Ireland within some hundred and fifty years to accompany
the celebration of the Mass, and it was, no doubt, so used at Iona and
throughout the Western Islands.

This Harp is comparatively light, the weight being slightly under
twelve pounds. The box is stated to be of widow wood,* and is a rich

' Drummond’B Scottish Wtapooa.



the “QUEEN MAKY” HAKP.

THE HARMONIC CURVE.

No. 1. The front of the bass termination.

No. ‘2. Section at the ninth tuning peg, showing section of the moulding.

No. The moulding underneath. No. 4. The left side. No. 5. The right side.
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mahogany colour.
^

It is badly worm-eaten. The harmonic curve, which
has sulTered less from the ravages of the worm, is perhaps of the same
wood. It is a brownish red. The fore-pillar is of a harder wood and has
a closer gram, and apparently originally was of the colour of boxwood.
With the exception of the T formation it has been very carefully-

stained here and there
;
the T itself has probably all been stained or

coated with coloured varnish.

Comparing the Queen Mary Harp with the specimen preserved in

Trinity College, Dublin, we find the box of the latter to be less deep, the

ornamentation to be more elaborate and more varied, while the drawing

is less geometrical, and consequently more pleasing. The ornamentation

upon the sides of the harmonic curve of both specimens are very similar,

while the mouldiug underneath in both specimens ends in semicircles.

The lower termination of the Trinity College Harp is plain and coarsely

fashioned, wdiile that of the “Queen Mary'” Harp is well ornamented.

The ornamentation upon the sounding-board and the sides of the box

of the Trinity College Harp may be extended at the lower extremity,

i.e. if the semicircles are completed the patterns will then terminate in

circles, w-hereas the designs upon the “Queen Mary” Harp are complete

and do not admit of extension.* The comparison cannot be carried

further, as the fore-pillar of the Trinity College Harp is out of harmony

with the box and harmonic curve. The Trinity College Harp has been

shamefully tampered with, while the “ Queen Mary Harp has not

suffered from the hands of restorers.

This Harp must always be remarkable for elegance of form, exactness

of construction, beauty of ornamentation, and wonderful preservation

;

and althouffh its riffht to be entitled “Queen Mary’s Harp” may be

at Lude asked the laird to play rue j

Macintosh retii'ed to another room m

which had belonged to Queen Mary.

1 in which were two Harps, one of

y. “James,” said Lude, “here are

ilptiired at Keills cimld not be extended.

t The pattern shown upon the Harp seal
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two Harps: the largest one is the loudest, but the small one is the

sweetest
;
which do you wish to hear played ?

” Macintosh said the

small one. Lude took up the Harp indicated, and played upon it till

daylight.'

The Kev. Donald Macintosh tells us that he heard this from his

father, and was so impressed that, being in the neighbourhood of Lude

about 1803, he called upon General Eobertson, the great-grandson

of John, the eleventh laird of Lude, who showed him both the

Harps.

Macintosh at the time was Gaelic translator and keeper of Gaelic

records to the Highland Society of Scotland, and after his return to

Edinburgh he informed the Society that two Harps were preserved at

Lude. In 1805 General Eobertson was communicated with, and the

Harps were sent by him to the Society for examination."

The Harps, when brought to Edinburgh, were exhibited before the

Society. Drawings were made of both by Daniel Somerville, which w'ere

afterwards engraved by him for the purpose of illustrating “An Historical

Enquiry respecting the Performance on the Harp in the Highlands of
Scotland, by John Gunn, 1807.” Mr. Gunn states that the smaller of the
two, the Queen Mary Harp, was then in a good state of preservation,
and so complete and sound in all its parts that it looked as if it had
been made some eighty years. The Society expressed a wush to have
It strung with brass wii-e, and this was accordingly done. Mr. Gunn
says :

“ It did not, however, occur to us that the harpers had a peculiar
manner of producing the tone from brass strings by using their nails,
which they allowed to grow to a certain length and form for that
purpose. The touch or manner of producing the vibration of the strings
by the modern performers is on a different principle altogether, and
^n only be effected on strings made of the intestines of animals.” "

t IS ortunate that this was his belief, for supposing the instrument
ad, when strung with wire, been kept tuned for a lengthened period.

M pieces played upon the instr
by Mr. Robertson, Sniper Chiurn ns Lee
buiie s Supper, a composition of Rory Dsll
only one remembered.

’

» Gselic Prorerbs, edited by Alex.
Edn. ISSI, pp. 409-420.

^ Although Mr. Gunn knew of the meeting of
Harpers at Belfast in 1792 (note, p. 23), he was
unaware of the fact that of the ten Harpers
present only one, Hempson, whose age was
ninety-seven, pulled the strings with the finger-
nails.
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and supposing it was then as badlj' worm-eaten as it is now.' it wouldm all probability have been pulled to pieces and destroyed. Mr Elouis

"

a well-knoivn performer upon the Pedal Harp, strung the instrument
with gut, and played a number of airs upon it in presence of several
members of the Society. The instrument was found to be more remark-
able for sweetness than for power, the notes produced from the treble
being much superior to those produced from the bass. This was
certainly to be expected from an instrument which had been intended
to be strung with wire. The strings were out close, but, unfortunately,
the huge pegs used by Elouis for securing the gut-strings in the string-

holes were not removed, and still disfigure the instrument. There can
be little doubt that Eloms supplied a number of the iron tunimr-

pegs already noticed. General Robertson’s communications to the

Society are, unfortunately, lost; but as he lived up to 1820, and must
have been aware of Mr, Gunn’s statements, and, as far as is known,
did not contradict them, they may be accepted as his own.

This Harp has been illustrated by John Gunii m his Historical

Enquiry
;
’ the Proceedings of the Society of Antiquaries of Scotland

(vol. XV.), in which many details are also represented; The Book of the

True Highlander
;
Musical Instruments, Hipkins and Gibb

;
and Drum-

mond’s Scottish Weapons. That in the last-mentioned work is perhaps

the most successful of the representations.'

^ The engraving of the Lament Harp showa

that it was then damaged at one of the corners

of the sounding-board. If this damage is ex-

amined, it will be seen that it occurred not before

but after the instrument had been hopelessly

riddled by worms. If the Lamout Harp was

worm-eaten in 1S07, the “Queen Mary” is almost

certain to have been in the same worm-eaten

state it now is.

' Elouis was a performer of note, and an

arranger of Scottish music for the Harp. He was

a successful teacher in Edinburgh up to ISIS.

The cause of the collapse of his classes and of

hia leaving the city is amusingly related in the

Memoirs of a Highland Lady, p. 313.

5 There is a deplorable error in this illustration.

Upon the centre of the right aide of the bo.x a

cross is represented, enclosed within circles. A

cross does not appear upon either side of the box.

This plate was afterwards used for James Hogg’s

Queen’s Wake (Edin., 1819).

* Upon only one illustration, that in Drum-

mond's Scottish Weapons, is the ornamentation

upon the shoulders indicated. In this work there

is also a page showing details, none of which are

by Drummond, but some are apparently from the

blocks belonging to the Society of Antiquaries.

It is to be regretted that the details which appear

in the Proceedings of the Society of Antiquaries,

and in Drummond’s Scottish Weapons, are not as

accurate as detail drawings should be.

Neither the lines rnnning along the edge of the

lower termination and side of the sounding-

board, nor the shortening of the fore-pillar, are

represented upon any of the iilustrations.
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MUSIC

That a vast amount of music was composed for the Clarscha or High-

land Harp we have every reason to believe, but unfortunately it is now

a matter of diflSculty to say positively what is Highland Harp music.

The instrument being superseded by the violin, music for it, although

remembered, is certain to have been altered, and impossible harp-notes

introduced. In “ Give Me Your Hand,” a melody which may reason-

ably be supposed to have been composed for the Hai-p, we find' in a

copy printed by Burk Thumoth, c. 1750, an impossible note, and this

note has been repeated by Bunting, who published the melody as Irish.

Confronted with this difficulty, the writer has found it necessary to

confine the illustrations to a few melodies, the composition of Rory
Dali (Morrison), the harper of Macleod of Maoleod, which there is reason
to suppose were written for the Harp, and others that could be played
upon the Clarscha or Highland Harp with thirty strings.



TIFK HIGHLAND HAlir 185

LUD

C

5’S SUPPER. tiANlKL DOW.

OMPOSED BY RORIE UALL.

W--0 ^ J -
/ ^

SLOW.
^

r
^

j‘j

j Jj p

1 .y_ Uil J

t 1 ir - tr ^
f- J f-Mmf

1
—j j_

fit [. FTRi .r ,

f

r 1

ty ^

) j ' > U4j ^

) -^ -v . iii fSk, M~ 1 .M m f r'f'r-M

L «j
[

^ ^ '

^ [XJ u-i
i X f- J

tr
j

.

ri- ^ ^ ^

m rn M

^ J- J- v U-J

~-J
f.

y
— J * J

j
—-

^ jJ, ^ Ct-

r
ii’ r ig%

^
ft. 1

^

)
[-p-|

(
2$..l

1 '*rr r —U i*'~~rrr i ti) ii i'^ <

-r^w
^ L_U!



186 MUSICAL INSTEUMKNTS

HIGHLAUD LADDIE,

THE variations ARE BY JOHN PARKY.

ALLEGRO.
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HIQHLAND LADDIE.
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THE FIDDLEB’S CONTENT. DANIEL DOW,
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KORIE DRLL'S SISTER'S LAMENT. DANIEL DOW.

SLOW.
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MY AK KrND I)E,UIIE. SORENSE,

THE LAND O' THE LEAL. STOE.VNE.
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Abbott, Rev. Thomas K., Pr&face ix.

Academy, the Council of the Royal Irieli,

Preface ix.

Accounts of the Lord High Treasurer, 142.

Accounts of the Lord High Treasurer, excerpt
from, relating to the Highland Harp, 150-154.

Adair, Robert, of Hollybrook, 100.

Aedh, a professor of singing, 14.

Aiken Aroon {Irish Air), 133.

Alderford House, Roscommon, 117.

Allen, J. Romilly, Esq., Preface ix.

Altbar Chapel, Aberlemno, 154.

Anderson, Joseph, Esq., LL.D., Preface ix.

Auue of Denmark’s entry into Edinburgh, haut-

bois and harp played at, 149.

Archibald, Earl of Argyll, 149.

Art MacMurrough, 17.

Bacon, on the Irish harp, 21.

Bag-pipes, used in war, 19, 22.

Ballinderry, harp-mouutings found at, 63.

Balquhidder and Inchmahonie, bards at. 141.

O’Bauahan, William, 25.

O’Bnnahau, fourteenth century harp of, 158.

Bard, definition of the name, 6, 7.

Bardesy of the Bards, 6.

Bards, 6.

Bards in Scotland, 140.

Barnaby Rich, 21.

Barry, Ellen, 65.

Bateman, Thomas, 92.

Beauford, W., 37.

Belfast, Council of the Nat. Hist, and Philosophical

Society of. Preface ix.

Belfast, distinguished harjjers in 1792 at, 45.

Belfast Harp Society, 101.

Belfast, meeting of harpers in 1792 at, 49.

Belfast Museum, harp in the, S4.

Bell, inquiry os to the two Scottish harps, by

C. D., 15S.

Bell, John, of Dungannon, 10“.

Bethara, Sir William, 27.

Black, Messrs. A. and C.. Pr^'ace ix.

Black Rosebud, The {Irish Air), 129.

Bloomfield, J. C., 114.

Book of Gleadalough, the, 3.

Bountas, a performer on the “Cornut,” 144.

Braes, 6.

Brian Boroihme, 4.

O’Brien, Donnehadh Cairbreach, 12.

Brompton, Abbot Johannes, 10.

Brosnach of the Sai, G.

Browne, W. I., Esq., Preface ix.

Bruce, Sir Henry Heiwey, 91.

Buchanan, George, 140.

Buchanan, of Spitel, 149.

Bunting, 116, 117.

Bunting, O’Curry’s strictures upon, 46.

Bunting’s collections, 120.

Bunworth, collection of harps, by Rev. Charles,

118.

Bunworth Harp, the, 91, 116.

Bunworth, Rev. Charles, 91.

Bums March {Irish Air), 135.

Buttevant, Viscount, 65.

Camden on the Irish poets and harpers, 10.

Camuer, John, lute-player, 144.

Camus O'Carnill, a harper, 14.

Caradoc of Lhaucarvau, 10.

Carolan, 4S.

Carolan, destruction of the harp of, 115.

Carolan, Turlough, musician. 9.

Carolan's Concerto {Irish Air), 136.

Castide, deacriptiou of reg.!! hospitality offered

to minstrels, etc., by Henry, 16.

Castle Bellew, a harp played at, 109.

Castle Caldwell Harp, the, 113.

Castle Otway Harp, 28, 34, 35, 82.

C.astle Otway Harp, description of, 73.

Cavalcade of the Boyne, The {Irish -4»V), 125.

Chapel of Keills, harp upon stone at, 155.

Charlemont Harp, the, 105.

Charlemont, Mary, Countess of, 106.

Christison, Sir Robert, note on growth of peat

by, 119.

Cir, a poet, 3.

Clarence, Act anent Irish agents, by Lionel,

Duke of, 15.

Clarscha, or Irish Harp, compared with the

Scottish Harp, 148.

Clavychordes played by James iv., 142.

19$
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Clynn, John, friar of Kilkeimy, 14.

Coffey, George, Esq., Preface ix.

Cole, G. A. J., Esq., Prtfact ix.

Conaire Mor, 5.

O’Conmhaigh. Chief Professor of Music, 14.

Connaught, famous for music, 90.

O'ConneU. 107.

Constable, Archibald, Esq,, Pre/act ix.

“Contention of the Bards,” the. 8.

Corcoiche, County Limerick, 4.

Cormac Ulfaila, 4.

Coulin (/ri.'iA Air), IC3.

Cox, Walter. 115.

Craftint^ a harp-player, 2.

Croker. Crofton. 91.

Cmsius. a harper, 21.

Cniseachs, ]>ipea, 2.

Cnnga, 14.

Coroi MacBairc, 2.

O’Curry's strictures on the Belfast harpers,

criticism of, 51.

Daderq, palace of, 5.

Dalway Harp, the, 27, 35.

Dalway Harp, inscriptions upon the, 67.

Daxpniruj of the Daij, The [Irish Air), 126.

Donaldson, George, Esq., Preface \x.

O'DonneU Prince of Counal, 145.

Douglas, William. Esq., Preface ix.

Downhill Harp, the, 34. 83, 88.

Drawling Bog, harp found in, 1 18.

Dmmnaslad. 1 13.

Dublin Museum, two harj‘.s in the, 82.

Dublin, music in lu'-mory of Carolan, in the

Kotuuda .at, 117.

Dnngan, James, 48.

Dupplin, Pertbabire, harp upon stone at, 154.

EDiyBtniOH, Ikish Haep at, in National Museum
107.

Egan, harp-maker, 105.

Elouis, a i>€rformer on the pedal harp, 183.

Eochad (OUamh Fodhla), 4.

Evelyn, John, testimony to the difficulty of play-
ing the Irish harp by, 23.

Ftaohan getecuh ; or. Try if it i« in tune [Irish Air)
121 .

Feia Ceoil, in 1897, 52 n.

Feta Ceoil, 1899,79.

Fenachus Law, 2.

Ferceirtn^, a harper, 2.

Ferriter, Pierce, 31.

OTfogerty, Cornelius, 79.

O'Ffogerty Harp, the, 26, 79.

Fiddler's Content, The [Highland Air), 190.

O’Fiuaghty, Hugh, 14.

O’Finaghty, a tympanist, 14.

Finglas, Patrick, 18.

Finn, Thomas, 1 15.

Fitzgerald, or Dalway Harp, 65.

Fitzgerald, Lord Walter, Prefaceix.

Fitzgerald, Sir John Fitz-Edmond, 65.

Fordun, John of, testimony on Scottish and Irish

music by, 16.

Fraser, Dr., Irish peasant’s harp belonging to, 109.

Galilei, Vincextio, 19.

Galpin, Rev. F. W., 92, and Preface ix.

Giraldus Cambrensis, 139.

Giraldus Cambrensis, testimony to the excellence

of Irish music by, 11.

Qirls, have you seen George? [Irish Air), 127.

Glen, Messrs., Preface ix.

Glenarb, the O’Neills of, 111.

Glover, Professor, 105.

Godfrey of Boulogne, 10.

Good, John, testimony to the Irish music by, 19.

Graham, George Farquhar, 39.

Granard, meeting of harpers at, 49.

Grey, Nicholas, player on the drone, 145.

GriffytU ap Conan, 11.

Groves of Blarney, The [Irish Air), 130.

Gunn, John, 167.

Gunn, John, inquiry as to the two Scottish harps
by. 158.

Haoe.v, Johann Van Der, Ho.
Hall, Mr. and Mrs. C. S., 91.

O’Halloran, 114, 118.

Hardiman, James, 115,

Harp, by John Egan, 100.

Bunting’s names for the different kinds of
39.

of Carolan, a harp known as the, 87.
decay of the, 46.

historical notices of the Irish, 1-23.

Irish names for the different portions of the
31.

Irish names for the different striuj/s of the
40, 41.

®

key and time jihrases used in playing the
44 , 45 .

t J 6

method of playing the, 36.

names of the graces performed on the, 42
43, 44.

’

payments by James iv. to players on the
Irish, 17, 18.
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Harp, portrait painted upon a, 85.
scale and tuning of the, 37.

Society at Belfast formed, 51.

Society, formed in Dublin, 101.

tabor, and chorus in Scotland, 1.39,

twclftb-century poem on a lost Irish, 12, 13.
the Welsh triple, Preface vii.

npon stone at Keills, 173.

with projecting block, earliest representa-
tion of, 158.

player, date of earliest notice of a, 2.

Harps of the Belfast Society, 105.

on coins of James vi., 156.

of eight strings, 156.

and clarischoes, difference between, HO.
construction of the Irish, 27-36.

destruction of theBimworth collection of, 1 18.

existing specimens of, 55.

in Ireland during seventeenth century,

commonness of, 21, 22, 23.

represented on painted ceilings, etc., 156.

representations of the, 24-27.

two kinds of Irish, 27.

Harpers, antiquaries, etc., j)ri\nleges enjoyed by,
1 n.

description of the dress of early, 5.

of Conaire Mor, the nine, 5.

Harp-like instruments. Preface vii.

Harte, Sir Richard, 118.

O’Haughluinn, Chief Tympanist, 17.

Hebir, Jonathan, 110.

Hempson, a harper, 47, 90.

Hempson and O’Kane, 150.

Hcnnell, E, W., 102, and Preface ix.

Henry the harp on the coins of, 27.

Hewsou, Rev. Canon, Preface ix.

Higden’a Polychronicon, 15.

Highland Harp, music for the, 185-192.

Highland Laddie [Air), 1S6, 1S7.

Hodson, Lady, Preface ix.

Hodson, Miss, Preface ix.

Hodson, Sir Robert Adair, Bart., Preface ix. and

100.

Hollybrook Harp, the, 90, 111.

Holyrood, 90.

Hume, and others, Carolan's music published by,

117.

iLBUEOHTAcn, a harper, 4,

Image of Ireland, the, 25.

Ingeel, an outlaw, 5.

Inverlochy, musical instruments at, 149.

Iona, harp ou a column of the cathedral at, 155.

Jackson, James, 52.

Jackson, William, Esq., Preface ix.

James iv. as a patron of singers and players, 141.
Jereval Abbey, Yorkshire, 10.

Jerpoint Abbey, late representation in stone of a
harp at, 25.

JoUy Ploughman, The [Irish Air), 131.

Keaknauh Ui Donnell, 5.

Keenan, Owen, a noted harper, 113.

Kells, representation of the harp, in stone, at, 24.
O'Kelly, Cormack, 7.3, 88.

0 Kelly, Cormac, name of, carved on a harp, 77.

Kelly, John, 91.

Kelly, John, harp by, 110.

Kilcoy Castle, harj) upon stone in, 155,

Kildare Harp, the description of the, 70, 73, 79,

Kilkea Castle, 72.

Kilronan, 117.

King of Cashel, the, 4.

Kitty Noidan [Irish Air), 134.

LADY-pLAVERa 00 the Irish Harp, 120.

Lamentation of Deirdre for Ike Sons of Usneack

[Irish Air), 121.

Lament Harp, the, 25, 30, 148, 158.

Lamont Harp, description of the, 159-168.

Land o' the Leal, The [Highland Air), 192.

Langrishe, Richard. Esq., Preface ix.

Ledwich, Edwartl, 37.

Lee, John, 117.

Leezie Lindsay [Highland Air), 188.

Lennox, John, 149.

Lesson for the Harp, A [Irish Air), 122.

Limerick Harp, the, 118.

Linden, Patrick, of the Fews, 79.

Lindse, Edu. of Lennox, 85.

Little Holly 0 (/ri^A Air), 128.

Logan, Isabella, 149.

Loogdeld, T. H., Esq., Preface ix.

Lndt's Supper [Highland Air), 1S5.

O’Luinin, 17.

Lutare, Jacob, 143.

Lute, in James rv.'s Court, the, 142.

Luterers, fiddlers, drummers, etc., attached to

great bouses, 144-147.

Lynch, Dr., 1 14.

MacBiude, Edward, 62.

MacCarroll, a minstrel, 14.

MacCarroll, William, the son of, 15.

MacConmidhe, poet, 12.

UucCurtin, a musician, 17.

MacDennot Roe, the, 115, Preface ix.

Macdonald, Murtloch, 149.
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M'Donnell, Dr. James, 45.

MacEgan, Boethius, 17.

ilacEgau and O'Bardan, harpers, 5.

M'Googan, A., Esq., Prtfact ix.

Macintosh, James, 181.

Macintosh, Rev. Donald, 1S2.

Maclean of Coll, 149.

Maclean. Rev. Alen M., Prfj'ace ix.

MacLigg, chief jioet, 4.

MacLonaio, chief poet, 4.

MacMnaighneorach, 11.

Magennis Harp, the, 110.

.Major, John, note on Scots music bt*, 139.

-Marsh, Sir Henry, 1 15.

Martin, description of the island-s of Scotland by,

8, 141.

MartjTi. John, engraver, IIG.

Massey, General. 1 15.

ifassey, the Very Rev. Charles, 115.

Melodies, jdayed at Belfast, list of, 49 n.

Middleton. Miss, Prejate ix.

Minstrels, Payments to Italian and French, 144,

145.

ilUi Molly {Irith Air), 132.

Molly Macalpin (/r^A 1.33.

Molly, my Treasure [Irish Air), 129.

O’Moghane, a minstrel, 15.

-Monideth, Forfarshire, harp upon stone from, 154.

Mungan, a harper, 47.

Muscraighfe of Ormond, 4.

Museum, harp in the Victoria and Albert, 111.

Music for the Irish Harp. 120.

My Ain Kintl Dearie [Hvjhland ^ir), 192.

Mylsone, Jame.s, 143.

Xapier, of Ballekinrain, 149.

Mexc Langolre [Irish .4i>), 132.

Xigg, Ross-shire, harp ujion stone at, 154.

O'Neill, the harp of, 86, 111.

O'Neill, Arthur, 51, 62 AdiUnda.
Nobber. Westmeath, 117.

A'oro, my Thousand Treasures [IrUh Air), 134.
Nugent, Father Robert, 33.

Old Tru'igh, The [Irish Air), 126.

OUambs, or Doctors, I.

Ona, a harper, 3.

Otw.iy-Ruthven. .Mrs,, Preface ix.

Otway-Ruthven, Mias, Preface ix.

Oo^ley. William, of Limerick, HQ.
Owenson, Sydney (Laily Morgan). 8, 51 n, U9.

Pale, in Ireland, the, 7.

Pate, a harper, 143.

Peat-bogs, harps found in, IIS, 119 n.

Pierce, Nicholas, a great harper, 22.

Plunkett, Lieut.-Colouel, C.B., Preface ix., 33.

Poets and Bards, distinction between, 8.

Poets, grades of the Irish, 6.

Polydore Virgil, testimony to Irish music by, 18.

Powell, mediaival, Welsh historian, 11.

Pretorius, 26.

Pretorius, on the Irish harp, 21,

Prince Charles Edward, 90.

Prior of Whithorn, Clarscha of the, 149.

“ Qoken Mary” ILarp, the, 56, 62, 158.

“Queen .Mary” Harp, description of the, 16S-1S3.

“ Queen Mary ’’ Harp, the back decorated of

the, 179, ISO.

“Queen Mary” Harp, comparison between the

Trinity College and the, 181.

"Queen Mary” Harp, frequency of the symbol of

the Cross upon the, ISO,

" Queen Mary ” Harp, representation on the,

180.

“ Queen Mary ” and the Lamont Harp, brought
to Edinburgh, 182.

Quin, Patrick, 79.

Quin's Harp, 73.

Quinish in Mull, 149.

RE.VNSEY, Valentine, harper, 52.

Representations upon stone of the Highland liarp.

154-158.

Ritchie, Mr. Alexander, Preface ix.

Robertsou of Lnde, 181.

Robertson. General. 182.

Roderic, King of Wales, 10,

Rogers, J., engraver, 116.

Rorie Dalis SisUPs Laviad [Highland Air), 191.
Rory Dali, 140, 184.

Rosary, harp represented in the Irish, 112.
Ross, Thomas, Esq., Preface ix.

Ryan-Lauegan, Lieut -Colonel, Preface ix.

Satthin, Ven. Archdeacon, 102.

Scotland, early musical instruments in, 10, 12.
ScotCs Lamentation [Irish A»r). 124
Seybolci, a famoiw player on the pedal harp, 47.
Skinner, A. B., Eaq., Prtfacc ix.

Society of Antitiuaries of Scotland, the Council of
the, Preface ix.

Somerville, Daniel, drawings of the Highland
harps made by, 182.

South Kensington, harp at, 102, HI.
St. Kevin, the Harp of, 27 n.

St. Moedoc, the shrine of, 86, 157
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St. Mociloc, representation of a harp upon tbe
shrine of, 24.

St. Oran’s Chapel, Iona, Larp upon slab at, 15/3.

St. Patrick’s Tooth, shrine of, 24.

Stauyhurst, Richard, testimony on harp-playing
hy, 20.

Stewart of Dalguisc, John, the “ Queen Mar}' ’’and

the Lament Harp deposited in National Museum
of Antiquities by, 158.

Strickland, W. G., Ksq,, Prtfact ix.

Stuart, G. A., Esq., Preface, ix.

Summer is coming, The (Irish Air), 127.

Tamdour, the, 10.

Tara, the arrangement of guests at the banquets

at, 3.

Tara, triennial meeting at, 3.

Terror of Death, The. (Highland Air), 189.

Thomas, T. H., Esq., Preface ix.

Thumoutli, Burk, 184.

“ Timpan,^' meaning of, 3 n.

Trinity College Harp, the, 55.

Walb.'i, early musical iustruments, in, 10, 12.

Weddirspune, James, 141.

Wilde, Sir William, 82.

Willow-wood, early harps made of, 2.

Wren, The (Irish Air), 130.

Yellow Blankel, The (Irish Air), 128.

Yelloio-Hnired Laddie (Highland Air), ISS.

Young Man's Dream, The (Irish Air), 125.
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ERKATA

P. 7, 14th line, /or (1581) read (1681)‘.

P. 52, Note 5, for Cevil read Cecil.

P. S3, 7th line, /or unquestionably read quite possibly.

P. 86, 10th line, for eridently read perhaps.

P. 100, 8th line from bottom, /or believed read supposed.
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