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CHAPTER IV

TRITONES

1. TRITONE AN ORIENTAL FEATURE

1.1 The Melodic Tritone

In this study, the term 'tritone' designates an interval

of three whole tones, both as an augmented fourth and,

inverted, as a diminished fifth. The tritone interval

may be in direct form (without notes intervening between

the extremes of the interval) or be present in indirect

form (with notes intervening between extremes)

I f t-: .~, t·

f 1" ~.
r

' )

~%

~:...---

Augmented 4th:

Diminished 5th:

Direct Tritone:

Indirect Tritone:

Augmented 4th:

Diminished 5th:

r •

I
,. - ..

v -
Through either metre or rhythm, one, other or both of the

intervallic extremes may be stressed. Stressing of ex­

tremes strengthens the effect of the tritone in indirect

form. The following example shows metrical accentuation:



Example 58: Corpus 272, bars 5 - 6
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Lack of accentuation of, or distance between extremes may

weaken, blur or obliterate a tritonic effect. In this

example, No 2 hereunder, lack of metric accentuation robs

a notated tritone of its aural effects :

Examp le 59: Corpus 20, bars 1 - 2

0 > - - >
--.or I ---.

77 I I r
I 1\ I'

, fJ ...
" I I I

• • -~
...- -#- ....- ~,. "- - - -

1.2 The Tritone and Ecclesiastical Music

In early Western ecclesiastical music (fourth to sixteenth

century), the melodic use of the tritone was forbidden

(diabOlws in musical; and a similar aversion to this

interval seems to be implicit in folk song of Northern

and Western Europe. On the other hand, Byzantine chant

fully endorsed the use of the tritone; and folk songs

of Eastern Europe and the Middle East amply evidence a

proclivity towards augmented intervals.

It is a safe

was greatly

synagogical

written in

presumption that early Western plain chant

influenced by Eastern, and especially by

prototypes l . Earliest musical manuscripts

neumes, without pitch or interval indication)

1. E. Werner: The Sacred Bridge, 'The Psalmodic Forms and
their Evolution', p. 145.
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show no prohibition of the tritonebyprescribingab-ilat
2

.

Diastematic manuscripts of the eleventh century and later

indicate a b-flat in thq ~sual manner. Meantime, theb~

flat (b-rotundum distinguished from the b-guadratum, the

angular b-natural) was introduced into the range of Gre­

gorian pitches as a chromatic note. The addition of the

b-flat was first attested by Anonymous de la Fags in the

Divisio Monochordi, in the ninth century, and later, by

Odo, abbot of Cluny, in his Dialogus de musica
3

The most

obviou.s reason for the introduction of this chromatic note

of b-flat appears to be the avoidance of the tritone
4

.

Probably the first theorist, however, to forbid explicitly

the tritone was Guido of Arezz0
5

.

The tritone, as a forbidden interval, came clearly to

light through the medieval theory of hexachords. The

compass of tones was achieved not by the joining of octaves

but the overlapping of hexachords, or groups of six tones.·

The following example illustrates the three hexachords :

gab c d e

c d e f g a

f g a b·l? cd.

hlhen the syllables me-fa were taken from two successive

hexachords, they created an interval of a tritone :

9ab4
c d e f g a

\:,9 :J~ c d.
2. hi. Apel: GregorianChant.,., 'The Tonality', p. 153.

3. Odo of Cluny died in 942. A method of designating pitches
by letter~, standard in the Middle Ages from the lOth cen~

tury,has been ascribed to this theorist. (G. Reese: Music
in theM i dd1 e Ages, p. 21 , footnote 44.)

4. hi. Apel: Ope cit.,p. 152.

5. GU~ddof.Arezzo(c. 990-1050) in Micrologus, Chapter viii.
GU1do sa1d that the b-rotundum (b-flat) was added to the
scale because f had no concordance with its fourth
being the distance of a tritonium. . ,

· / ;....
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Singers were cautioned against this special and dangerous

intervallic progres~ionbythewarning: me contra fa.·

Later the tritone was subsumed under the rul~: me contra

fa, diabOlus in musica
6

•

In Eastern chant, the tritone progression is fully ac­

ceptable, especially in its indirect form. Us~ally, the

leap of an augmented fourth is modified by the interpo­

lation of an intermediary note or notes. Th~ interval

f' - b' may be tempered into f'- a' - b' - a'.

Examples 60 and 61, which follow, illustrate the use of

indirect and direct tritones in Byzantine mslody7.

Ex~mple 60 contains an indirect tritone at bar 4 :

Example 60: Kylismo 8 Byzantine Melodic Figuration
with Indirect Tritone

~+.~..~~
I. . .l. . ~. . .. . 4. .

6. W. Apel: Harvard Dictionary of Music, 'Tritone', p. 868.

In spite of the Wastern medieval aversion to the tritone,
the progression has managed to survive in a few Gregorian
chant examples. The following instance, from the cadence·
of a Gradual in mode three, is transcribed in staff nota~

tion :

Liber U!lUalis Ced. 1961), .Gradual for the first Sunday
of the Passion, p. 571.

7. Direct tritones are indicated in notations by the symbol
of a brace' a. and indirect tritnne5, by the

.symbol of a curved a I' row t~).

8. o. Strunk: Essays on Music in the Byzantine World, 'The
Tonal System of Byzantine Music', p. 10.
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Example 61 features both direct and indirect tritone
9

usages. The example (belo~) is in t~o parts

(a) A Fragment in Mode I

(b) A Fragment in Mode 11.

Example 61:

(a)

(b)

Byzantine Melodic Fragment in Mode I, ~ith

a direct tritone progression, ft - b'
. .,-t---,

'f.~-
Byzantine Melodic Fragment in Mode 11, ~ith

both direct and indirect tritone progression,
b' - f'

~~~.~
The tonal system of medieval Byzantine chant is ~~olly
diatonic, ~ith a central octave running from d' - d".

Supplied accidentals are inadmissible. ~hen a tritone

is taken either directly or indirectly, the substitution

of a b-flat for a b-natural is un~arranted. To supply an

accidental in order to avoid a tritone ~ould amount to

applying to Eastern melody a rule formulated in the ~estlO.

1.3 Tritone in ~estern and Eastern Folk-song

In the folk-song of Northern and ~estern Europe, the tri­

tone seems to be vie~ed as an interval of difficult into­

nation. Cecil Sharp comments on the scarcity of lydian

melodies (an augmented fourth lies bet~een first and

9. O.Strunk: Ope cit.,

10. O.Strunk: Ope cit.,
p. 8.

'The Ooxastikon', p. 17.

'The Tonal System of Byzantine Music',
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fourth degrees) in the repertoire of English folk-

song. This scarcity, Sharp suggests, is due to an

aversion of folk singers for the 'harsh effects of

the tritone' 11. Travelling East to Austria, it is

possible to hear the tritone, especially in Alpine

music. One species of Alpine horn, Alphorn-fa,

sounds an interval between a perfect and an aug­

mented fourth - the eleventh harmonic of the natural

scale 12 . The untempered tritone is also to be heard

in Alpine calls 13 As in the case of other intervals

of difficult intonation, the interval of the tritone

is more readily accepted by, and is betteL suited to

the acoustical climate of Eastern Europe and, gen-

erally, of the East 14 . Bartok commented on the

popularity and 'highly interesting treatment of the

tritone' in Rumania and in Slovakia 15 . Example 62,

which follows overleaf, is taken from the folk music

of Rumania :

11. A.L. Lloyd: Folk Song in Englan~, p. 44.

12. The Alphorn or Alpine horn is the instrument of Alpine
herdsmen, used for distance-signalling with simple
melodies. This wooden instrument (made from strips
of birch bark) varies in length from three to ten
feet,and may be bent or straight. Basically,
the tones produced are those of the harmonic series.
In particular, the Alphorn-fa sounds the non­
tempered tritone of the natural harmonic series.
(Willi ~pel: ~a~vard Dictionary of Music (Second
and revlsed edltlon), 'Alphorn, alpine horn', p. 30.

13. Gr~v~'s Dictionar of Music and Musicians, (Fifth
edltlon, Volume Ill, tFolk Music: Austria', p. 188.

14. The interval of an augmented 4th is strongly dis­
sonant to Western ears. With a' as diapason the
vibration-ratio between f' and b' is 261 6'as
against 370. '

15~ Die Musik in Geschichte und Gegenwart, 'Tritonus',
Gustave Reese, p.700
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15a
Excerpt from a Rumanian folk Melody,
illustrating ~oth Direct and Indirect
TritoneProgressinns

',' -.

~
r ., r- 5" -, r h "~~_~=. §ij ~g~ -=:o·-f
~~L)..J .

.~, ~.

Tritones, direct and indirect, are common in Hun­

garian giusto melodies 16 , and are present in the

following example, No. 63

Example 63: A Hungarian Folk Melody, illustra­
ting both direct and indirecttri­
ton es, i ndi ca t ed . by b:: ace ! ~ d~
curved arrow, respect1vely

~
Hfica Id. diszn6, a be.rok.bil, cse.k a fil.le lat - szik,

~_rE
Bo·kor mel.lett. ka.naaz.buj.tar mo-nyecske. vel jAt. 9zik.

~irl·
Odd m~, le • ne, a ka. n&szt mog a buj - tar - gyat is.

~~.\~ ~~. -J
Mer vag ~ ta le a sis - kat mOg & ma. .- la • cat is !

15a. B. Bart6k: Rumanian Folk Music (Ed. Suchoff),
V0 1ume I I, 8C, p. 59, bar s 5 - 7.

16. Giusto melodies (i.e. in strict rhythm, suitable for

dancing) fall into three separate groups, according

to syllabic structure .and the rhythmic pattern of

their section endings. The melodic contours of the

three variants form a single type: tune-forms are

interrelated and form a massive block. Two hundred

and twenty-two examples are contained in Bart6k and

Kodaly:A Magyar Nepzene Tara, VI, T{pus I, pp. 63 - 222.

17. B. Bartok and Z. Kodaly: A Magyar Nepzene Tara, VI
Nepdaltipusok, I, No. 8, p. 69
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Example 64, which follows next, exemplifies an untem-

pered or a natural tritone of the overtone series
lB

.

This tritone interval occurs in the natural scale of

overtones between the eighth and the eleventh harmonics.

~ith C as fundamental, the extremes of an augmented

fourth are c" and f*,Il, with the second extreme slightly

lower than tempered pitch:

Example 64: An Illustration of an Untempered Tritone
in theovertoneseries ofC, formed by
the eighth and eleventh Harmonics

=&
1 8 9 10 11 12

Example 65 below is taken from the Bart6k-Kod~ly

Hungarian Collection19 . The melody is of the giusto

type:

Example 65: A Hungarian Melodyl9, illustrating the
Untempered Tritone, bstween the extremes
of c" and of fir", slightly lowered

m~ . (t)

~~r~ $4J~ 3'~' Lt·
1. - Hol jar. taI a.z ej. jel, ci:> • n6 . ge • ma - ~?

. . m~ 11_·_

~ .l ±&~~===t==.-=j?-~~--$-?
~ '. ,~.- '=--. 8. :=J

- Ab • la . kid -ban hlil . ta.m. ked. ves vi. 0 - la.m.

The untempered and indirect tritone, contained in bars

2 - 3 and 6 - 7, of the above example may be described

as a 'minor' augmented 4th.

18. W. Apel: Harvard Dictionary of Music, 'Acoustics', IV,
p.lO.

19. B. Bart6k and Z. Kod~ly: A Magyar Nepzene T~ra, IV,
Nepdaltipusok, I, No. 49, p. 97.
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In a song from Serbia, in Yugoslavia, entitled Kad se

Jangin (Hear me, Dearest), in which a frustrated wife

pleads with her husband to leave his drinking and come

home, a direct tritone is sung over a melodic break at

bars 3 - 4, and is repeated as an indirect .tritone at

bars 9 and 13.

This song is now reproduced in Example 66, which

follows :

A Serbian folk-song, Kad se Jangin 21 ,
WhlCh lIIustrates the use of a Ulrect
Tritone z at bars 3 - 4, and Indirect
Tritones, at bars 9 and 13

Allegro non troppo .

1, Kad se,_ ian - gin iz me - ha - ne po - mo - li;
1. Hear me _ dear- est, straight-way_ COITIC out from thc bar.

. . . i sf A7

~fflIt· S"- . b'
Kad se _ ian - gin iz _ me - ha - ne _ po - mo - li; .
Hear me _ dear- est, straight - way come out _ from the bar.

. . . ~ -=-- .

~8~~
ei vai, ej vaj, 1)0 - rHO - li, __ ~{lj - de mi ha;!

please come out _ now let us go!

D " ~~"Dmi"

~~~
~ ,/3'~

'. ej vaj, ej vn;, po - mo - li, _. ai -' de mi hai'
please come Ollt __ now let us gol

R
The bNla~ional Repub~ic of Yugoslavia is made up of the

epu lCS of Croatla Slav'S b' ..
Macedonia. South-Ea't f enla, er la, Mo~tenegro and
M ' . s 0 present Yugoslavla (Serbia
~cedonla, Bosnla, Herzegovina in Croatl'a) wa a '

Pled by th T k ' S occu-, ,e ur S ln the 14th century. Turki h t 't
sur~lve ln the folk cultures of these once_oc~uPl'erdal S
reglons.

21. C. Haywood, Editor: Folk Songs of the World, p. 190.
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The above song, Kad se Jangin, is built on the melodic

material of an Oriental minor scale. The form of this

·scale is as follows:

\ /" ~
./ , •

f I.. AL#.. • V ""'I

• •• --.

(
As indicatad by a curved arrow, the interval of a

tritone is created by the first and fourth degrees of

the scale.

Two examples from Arabic cultures, Nos 67 and 68, below,

illustrate, respectively, tritone-function in relation

to the opening and closing of melodies. Example 67 is

from Iraq - a love-song entitled Yammil AbaYa (Lovely

Maiden)

Example 67 Yammil Abaya (Lovely MaidBn), a love­
song from I rqg 22, will illustrate
tritone-usagein the opening of a
melody

Yam - mil_ A - ba- 'la, H il - wa - A - ba-
Love - ly _ maid - en Wear - ing_ the A -

Ha - la - wo - me - et Ha-
A thou - sand we}-

.r>

~(_.)

t
Zi -
Full

~ E'l-')~Emi

~~~.t l!¥s: . & .

tich. Ya - sam - ra _ H - wa - yll, _
ba. Love - ly _ is __ your face, _

~ C F(-:i)

~~
na B - si - fa tich.
of glow - ing _ grace.

The above extract extends from bars 1 - 8. The opening

tritone (d"--?a~')' bar 1, is transposed a fifth lower
( g,~ d~') at bar 7.

22. C. Haywood: Folk Songs of the ~orld, p. 202.
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In Example 68 which follows, an Adh~n (or muezzin's

call to prayer) illustrates, in line three, a cadential

tritone (b' - f')':

Example 68 Muezzin's Call to Pra~er from
Oasis of Oulad Yanez 2 , illus­
trating a cadential tritone in
line 3

Acb e dou iI la : ' .

-------------~--..... - ..~gg-i r' !1i$Ji4?#Ftif·'
AI-Iah on Ak· bar - - '. QU Ak· bar

~~

;, ,
A song-example, E Lala E Liyo, from Chad, north central

Africa, seems especially worth quoting: two direct

tritones in this eight-bar melody are part of a caden­

tial sequence. This song-dance, Example 69 hereunder,

forms part of a ceremony by young girls ina new-moon

celebration :

Example 69:
, , 24

A Chad Folk-song, E Lala E Liyo' ,
which illustrates the use of two
Direct Tritones in a Cadential
Sequence

:>;>Chorus
Allegretto 11U1rcato

~.. ' . Solo.. >;: .. ', y

E la - la .e. li - yo, f E la - la .e li - la - ;0.
f. "2... 3, If·

F - . .' ,

La - Ta la - ra dsoum ka i de, La - ra la - Ta li - la - yo.
Moon- light shin-ing,join in the dance,Danc-ing in the moon - light

s· (" 'T-. 8.'

23. O. Thompson: Music and
Music', p.

24. C.Haywood: Folk Songs of the IJorld, p. 259.
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In the above song (a unitary melody in eight bars:

4 + 4), a short cad~ntial sequence begins at bars 5

--6, wit hadirec t t r i ton e , and ends at bar 8 with

a second tritone of the direct kind.

The- initial tritone, g~' - d', can be heard as a

dominant force re solving on cf " - g~', in bar 8. The

sequence may be epitomised as follows :

In the Far East, where folk~music loses some of its

Middle East complexity, there are found, side by side,

simple pentatonic lines, coupled with chromatic changes.

In Example 70, which appears below, a Chinese song, Wou

Liang 25 , rounds off a pentatonic fragment with an in=-­

direct tritone, bars 6 - 7 :

Example 70: Wou Liang (Hymn to Buddha), a Chinese
folk-son' illustratin the use of an
indirect ttitone bars 6 - 7as the
conclusion to a falling Pentatonic
Fragment (bars 2 - 5)

~~O"~ . _~~~
~~~-=¥=~
. ,. lI'OU' 1. J. 4-

YYI Z' , ["tang __ a a '0 ._... _

Blest e ter - nal Bud - dha a -

~~
ydo _ tch'OU kw ya,

band - aned wife and _ child,_

25. C. Haywood: Folk Songs of the World, p. 231

The pentatonic lin e quoted above, bars 2 5, is
based on the tonal series of F-Pentatonic, Mode I,
scale: f g a c d.
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In brief, the history of W~stern ecclesiastical and medi­

eval music shows a growing aversion for the melodic tritone.

The introduction of a chromatic b-flat into the range of

Gregorian pitches helped towards avoiding this augmented

interval, which ~ay betweenf and b. By the eleventh

century, theorists like Guido of Arezzo positively forbad

the tritonus. In the folk-songs of North-Western Europe,

the tritone is an unpopular interval of difficult into­

nation. However,from Alpine Austria to the Far East

tritone use is common in most folk~musics.
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2. THE MELODIC TRITONE IN THE DE NORAIDH
.COLlECTION

2.1 Introduction

In a study of the melodic tritone in the De Noraidh

Collection, examples of this interval were found in

ninety songs from a possible 306 melodies of the Corpus.

In a conservative reckoning, 243 tritones were clearly

present in these nin~ty songs. Three aspects of the tri­

tone interval will now be discussed:

1. The Augmented and Diminished Tritone.

2. The Tempered and Non-tem~ered Tritone.

3. The Direct and Indirect Tritone.

For purposes of explanation, these three aspects will be

treated separately. However, in practice, classifica­

tions are fluid and overlap.

2.1.1 The Tritone Augmented and Diminished

The tritone interval is expressed in a double form

of an augmented fourth and a diminished fifth. A

distinction between these two forms is based on

intervallic position - root and inverted. As in

the case of other intervals, a root position or

augmented fourth may move in either a rising or

falling direction. Movements from f' to b' to f'

do not alter the essence of the interval. However~

when an upper intervallic note remains in its

original place, and the lower one 'steps over its

head', taking a pitch an octave higher than it had,

an inversio96and complementary form of interval

takes place. Example 71, which follows, illustrates

this :

26. The converse is realised when the lower remains, and
the upper steps over, taking the pitch an octave lower
th~n it h~d: (P. Scholes: Oxford Companion to Music,
(NInth edItIon), 'Intervals, Inversion of Intervals'
p. 522.· ,
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Example 71: An Illustration of a root position
tritone of an augmented 4th inF­
lydian becoming t through inversion,
a diminished 5th

ITVI

n ~

~

~ -
~

~ ~ I
~ I

Ir V I

Root Position
Augmented 4th

Inverted Position
Diminished 5th

In the Corpus, augmented tritones outweigh

diminished by a frequency of more than two to one.

2.1.2 The Tritone : TemperSd and Non-temeered

Tempered tritones are realised through the medium

of equal tempered pitch. The principle on which

equal tempering rests, is to divide the octave into

twelve equal semitones. In such a tempered system,

inter~als other than the octave are not acoustically

pure 27 The vast majority of tritones in the

Corpus, in so far as one can judge on the evidence

of the De Noraidh manuscripts, seem to fit into

this category.

Non-tempered tritones are conditioned by the charac­

ter and the extent of the non-temperament inherent

in the tonal systems from which they spring. Gen­

erally speaking, one expects to hear in non-Western

folk~musits intervals which do not fit in with
. 28

fixed-pitched instruments of the West . What

seems like a radical example of non-tempering is

present in the tonal systems of Java. The recog­

nised basic types of Javanese tuning - eighteen in

27. W. Apel: Harvard Dictionary of Music, 'Temperament: Equal
Temperament', p. 835.

28. B. Nettl : Folk and Traditional Music of the ~estern
Continents, 'Studying the Structure of Folk Music',
pp. 22 -23.
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number - are composed entirely of non-equidistant

intervals 29 • It is important to note that'a

natural prato-type of non~tempering is found in the

harmonics of the overtone series. In this series,

there are harmonics which cnn be identified only

approximately with ~estern systems of tuning and

notation 30 . Furthermore, these non-tempered

pitches create non-tempered intervals, including

tritones. The following example (No. 72) illus­

trates the overtone series, with C (Great octave)
'I •

as fundamental. Non-tempered pltches are indi-

cated by the symbol of a downward-pointing arrow

Example 72 : ..., Illustrating the Overtone series
above the fundamental C, from
Harmonics 1 to 16.

Itr ~ ~ 7 8 9 10 If J:J... 13 fLI.. IS 16

:~ 1i1;d p.L q...a. ......-
~

-..-
• ~.;;if

~i
• ~

•• -t- ... ....+-

(.'
(1. (It) e'!> (111)

X

29. ~. Apel : .9.£. cit., 'Java: Tuning Systems and Mode',
p. 4,36.

The five-toned slendro has a tuning which admits of
intervallic differences varying from slightly less
than 200 cents to slightly less than 300 cents. The
seven-toned pelog shows an even larger range of non­
tempering - from slightly less than 100 cents to
slightly more than 300 cents. ~illiam MaIm has
charted tonal differences which exist between
~estern tempered and Javanese non-tempered systems.

Refer: ~.p. Malm:Music Cultures of the Pacific, the
Near East, and Asia~ 'The Javanese Tonal System',
p. 31.

30. ~. Apel: .9.£. cit., 'Acoustics, IV. Harmonics,
Overtones', p. 10.
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In this Example 72, the arrowed Harmonics 7, 11,

13 and 14 are slightly lower than their notated

positions in equal temperedpitch
3l

. From the

above list, Harmonic 11 can be seen as one extreme

of both augmented and diminished tritones in non­

tempered form. As to actual pitch, Harmonic 11 is

as close to f tt " as it is to f1t", occupying a quarter­

tone position between 32 . For this reason, the inter­

vallic distance between c" and f:n:,,~ is less than the

distance of its equal tempered counterpart, by a

quarter of a tone. In this study, such a non­

tempered interval is termed a 'minor' augmented

fourth: it is 'minor or less in the overtone series

by a quarter-tone. As to its diminished inversion,

it is clear that what was lost by an augmented

fourth has been gained by its inversion, a diminish­

ed fifth. This diminished position of the tritone

fit"l - c lll is here termed 'major', because i tis

major, or more extended (by a quarter to~e), than

its correspondent in equal temperament.

In the Collection, tempered tritones are the norm.

Nevertheless, non-tempered tritones, which will be

explained later, appear to be part of clear-cut

evidence of a non-tempered condition within tonal

systems of the Corpus.

31. Harmonic 7, in Example 72, is slightly lower than the
b~' of equal temperament. Reckoned in cents, from Cl,

Ha r m0 ni c 11 s tan dsat 996 c en t s ; the b~' 0 f e qua 1
temperament is a rounded 1000 cents.

Harmonic 13 is closer to g*" than to a". (g:#" = 800
cents; the 13th harmonic = 840; a" = 900.)

32. Expressed in cents, the comparative position of
Ha r m0 ni c 11 t 0 f~" and fit" i sas follow s :

f9" (tempered) = 500 cents
11 harmonic = 551 cents
f~h (tempered) = 600 cents.

(W. Apel: Harvard Dictionary of Music, 'Acoustics:
Harmonics, Overtones', p. 10, and 'Cents' pp. 140 -
141. ) ,
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2.1.3 The Tritone : Direct and Indirect

The direct tritone (in either augmented or diminished

form) makes an intervallic movement without the help

of notes intervening between extremes of the inter­

val. The extremes or limits (terminus a guo and

terminus ad guem) are the real elements which con­

stitute the interval. A direct tritone presents

these elements bluntly, a circumstance which helps

to make this interval, especially in its augmented

form, clearly perceptible and ~nmistakable in ethos.

A special tension seems to characterise the rela­

tionship between a tonic and its raised or sharpened

fourth. This is especially the case when the inter­

val is exposed without a resolution of any kind
33

.

On the other hand, the indirect tritone (which has

notes intervening between the e~tremes of the inte~­

val) is exposed to influences of metre, rhythm and

melodic context. An indirect tritonetends to pre­

sent the basic interval in a manner which has become

refined, subtle and difficult for aural perception.

Because the indirecttritone is an illusive entity,

the compiling of a 'Comprehensive Tritone Table'

became one of the most exacting exercises in this
34study . Borderline/cases were judged and re-

jUdged. Instances in which the tritone-effect was

33. D. Cooke: The Language of Music, 'The Elements of
Musical Expression\ pp. 84 - 90.

Deryck Cooke seems to think that the nickname
'diabolus in musical pointed to one expressive
function of the augmented fourth: the suggesting of
'devilish and inimical forces'. (Q,Q.., ci t., p. 90).

Cooke leads evidence from classical composers to
support his theory. Especially apposite is a
quotation of Faust's invocation of Lucifer in
Dokter Faust of Busoni (1866 - 1924).

Tritone Example from Busoni's Dokter Faust
(h) Alle;:.!!-~r::::.o~-",

lTLu - ci. fer! Hi•• her!.

D. Cooke: QE. • .£!..!., Examp1e~, p. 86.

34. Refer Appendices to this Chapter IV, Table No. 13,
pp. 25.2- 263.
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blurred or obliterated by melodic context, were

rejected. Examples 73, 74, 75, which follow now,

did not qualify for inclusion:

Example 73:

41

An Illustration of the Tritone
interval with blurred effect
from Corpus 195, bars 26 - 29

In the above ~xample, tritone-effect is aurally

lost in a D-Ionian scale-passage, indicated by a

brace.

Example 74: An Illustration of the Tritone
interval with blurred effgct fyom
Corpus 191, bar 7

D ::> ,,~ - >
1'1 I . j

• - I I, V .J J I J
I h u I • J .. •• -
\.:V J 7

..

In this Example 74, extremes of the interval b' ­

f' lack the necessary accentuation fortritonal

effect. As can be seen from stress symbols, em­

phasis has been placed elsewhere in the example.

Example 75: An Illustration of the Tritone
interval with blurred effect from
Corpus 277, bars 3 - 4

D*, \/- r I -.\y -- I 1I' ( I \
Ut • ! I , I

I tu. • • • ..I L J I ~ flli- ~ • I

"-V 1II • 4 ., .. , •
3· If·

In the above dance-tune, the tritone relationship

is lost over a caesura, at bar 4.
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Collection-examples of the tritone are mostly

indirect in form.

In brief, this introduction to the melodic tritone in the

Corpus explains, under separate headings, three a~pects

of the tritone interval which are found in the Collection.

Aspect One ha~ to do with intervallic position, root and

inverted. Aspect Two is tonal, and is concerned with

conditions of tempering and non-tempering. Aspect Three

deals with the absence or presence of an intervallum

between extremes of the tritone interval. In practice,

these aspects are fluid and overlap.

2.2 Tritone Statistics in the De Noraidh Collection

2.2.1 Some Criteria used in the Collection and Classi­
fication of T~itones in the Corpus

In the collecting and classifying of tritones in

the Corpus, on which statistics were based, a con­

servative method of reckoning was employed. This

approach was necessary, especially in discerning

indirect tritones which merited to be classed both

as aural and notated - perceptible to eye and ear.

Notated tritones which were lost to the ear in per­

formance wer~ discarded. Both metrical and rhyth­

mic accentuations of tritone-extremes were deemed

to help in promoting the aural effect of this in­

terval, especially in indirect form. The effective­

ness of accentuation seemed to work in the following
order of importance:

l. Emphasis on both extremes of the interval -
terminus a qUO and terminus ad quem.

2. Emphasis on the second extreme of the
interval - terminus ad quem.

3. Emphasis on the first extreme of the
interval - terminus a qUo.
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Examples, which follow, serve to make clear the

three types of accentuation mentioned above. (Tri­

tone extremes are arrowed.)

1. Example 76 bars 1 -4 d-mixo-
accentua-
in an

In the above example, accentuation in bar 3 is from

metre; in bar 4, from syncopation.

2. Example 77

/0

Corpus 11, bars 10 - 11 (d-dorian),
illustrating an accentuation of
the second extreme of an Indirect
Tritone

In this example from Corpus 11, the emphasis on the

second intervallic extreme, at bar 11, is metric.

3. Example 78 Corpus 95, bar 8 (a-dorian), illus­
trating an accentuation of the
first extreme of an Indirect
Tritone

nJr':'-.~
6

if '''' r • rv·r ~ r • I I ,
V I • • • ,tu ......, r

.....V 8·
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In Example 78, just quoted, the stressing of the

first extreme of the tritone is, once again, metric.

When an emphasis falls on one, other or both inter­

vallic extremes of an indirect tritone, the numbers

of notes which intervene between essential compo­

nents of the interval do not seem to be a matter of

much importance. The aural effect of the tritone

usually prevails.

There is a fourth type of emphasis, which stems

neither from metric nor rhythmic stress,but rests

on an accepted tritone formula. In Example 79,

hereunder, a known Irish mixolydian formula

(fa-me-do-ta-do) does duty for other types of

accentuation:

Example 79: Corpusl9, bars 15 - 16 (d-mixolydiaA),
illustratingtherele of tritone formula
in emphasising the aural aspect of an
Indirect .Tritone

Lydian inflections which contain a tritoneare

usually emphatic. Example 80 below contains a

specimen of Lydian influence, clearly heard in

Dorian.

Example 80 Corpus 259, bars 29 - 31 (d-dorian),
illustrating the emphaticguality of
a Lydian tritone inflection in Dorian

31

:~
.

.r---.
n I
"J/ .,.. ... 3, /1 J • I

I - I

"'1 , • J I

" .... ",-.
,

J I
:L{j. .30· .. #

In the above example, in spite of a melodic filling-
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in between intervallic extremes of a tritone, the

strong relationship between b', in bar 29, and f', in

bar 30, is heard.

In the case of Diminished tritones with the extremes

in ~uterparts, the tritone effect is normally stated

in an adequate manner. Example 81 hereunder illus-

trates this :

Example 81 Corpus 226, bars 1 - 3 (d-mixolydian),
illustrating tritone effect in an
a sce ndin 9 s c alar 1 i ne i n whi ch ' the
extremes of a diminished tritone are
contained in outerparts

~
I ---- . . • ""'S I .,

~ ~-.'. -;~=~fg,....-.--.-
• . • • " 1... 3.

I •

In the above example, the outerparts are f1t , and c".

As intervallic extremes become less marked and tend

to e~compass more tones between, the tritone inter­

val grows in subtlety until its components merge

into a melodic context and are beyond customary

di~cernm~nt of the ear.

2.2.2 Basic Tritone Categories: Statistics

A conservative method of selecting tritones, employed

in this study, showed that this category of melodic

interval was present in ninety songs - almost one­

third of the entire De Noraidh Collection. Over the

span of these ninety songs 343 tritones were present.

From the grand total of 343 examples, 238 were aug­

mented (Root position) and 105 diminished (Inverted

position). Pitch-wise, 325 were tempered tritones

and eighteen, non-tempere~. From the aspect of
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form, five were in direct form and 338 in indirect

form. Chart 17 below shows this information in
'-:,;

diagrammatic presentation :

CHART 17 Illustrating the Tritone Interval within
th~ De Noraidh Collection, under the
headings of Augmented and Diminished;
Tempered and Non-tempered; Direct and
Indirect, together withParcentages of
Tritone Grand Total, related to each
of these three headings

Tritone Interval Tritone Interval Percentage
of Tritone

Aspect Freguency Grand Total

1- Augmented 238 69,4%
Diminished 105 30,6%

2. Tempered 325 94,8%
Non-tempered 18 5,2%

3. Direct 5 1,5%
Indirect 338 98,5%

It is important to note that the three aspects of

the tritone, detailed in Chart 17 above, are not

sealed compartments, but overlap. Beginning ~ith

the basic aspect of position, an augmented tritone

must carry inherent relationships to pitch and form.

A given tritone, in augmented position, may, for

example, be tempered in pitch and direct in form.

In order to carry forward and charter relationships

between the three aspects of the tritone interval,

itis useful to .include the following information

at this point. From the angle of temperament, non­

tempered tritones of the Corpus, eighteen in number,

are augmented in fourteen instances and are diminish­

ed in four. As to the five examples of tritones

which are in direct fbrm, two are present in aug­

mented position, and three in diminished. Charts 18
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and 19, which now follow, r~late tritone position

(augmented and diminished) to aspects of Non­

tempered Pitch and Direct Form:

CHART 18 Illustrating the relationship between
Augmented and Diminished Tritones to
the Aspect of Non-tempered PitchJ~nder
the headings of Song Number and Tr1tone
Frequency

Diminished Tritone

Song No. Tritone Fre­
quency

Augmented Tritone

Song No. Tritone Fre-
quency

53 2

71 2

82 1

158 1

159 2

166 2

175 1

219 2

274 1

9 14
-- --

39

53

2

2

2

4

Chart 19 below, complementary to Chart 18, above,

presents the relationship of augmented and diminished

tritones to direct form, under the headings of Song

Number and Tritone Frequency :

CHART 19 : Illustrating the relationship between
Augmented and Diminished Tritones to
the Aspect of Direct Form, under the
headings of Song Number and Tritone
Frequency

Augmented Tritone

Song No. Tritone Fre­
quency

105 1

216 1

2 2
-- --

Diminished Tritone

Song No. Tritone Fre-
quency

156 1

229 2

2 3
-- --



2.2.3 Songs and Related Tritones in the Corpus: Statistics

Instances of the tritone interval are present in

ninety songs of the De Noraidh Collection 35 . Chart

20, which now follows, illustrates the number of

songs which contain tritones in augmented, diminished

and mixed forms, respectively :

CHART 20 Illustrating Song Totals Jhich Correspond,
respectively,to Tritones in A~9mented7

Diminished and ~ixedPositions, as
contained in the De Noraidh Collection

Tritone Position Total of Songs

Augmented 44

Diminished 15

Augmented and Diminished
mixed 31

90

Among songs which contained a mixture of augmented

and diminished tritones, there were eighteen songs

with an augmented preponderance; in nine. songs,

diminished tritones outweighed augmented; four songs

showed augmented and diminished tritones in equi­
balance.

The highest number of tritones, thirteen, was shared

by songs numbered 183 and 158, in which the ratios

seven-to-six and eleven-to~two favoured augmented.

Tritones in Song number 101 totalled twelve, eight

35. A complete list of Song numbers is contained in
Tab 1e No. 14 , Chap t erA ppe ndice s , pp. 26 4 - 26 6 .



augmented and four diminished intervals.

281 and 5 ware exclusively root-position,

and ten tritones,respectively.
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Songs numbered

with eleven

The songs of equibalanced augmented and diminished

tritones were:

_ Song number 177, with one augmented and one diminished

example.

Song number 251, with a ratio of two-againsl-two.

Song number 266, which contained two tritones of both

varieties.

Song number 274, with a ratio of one non-tampered

interval (augmented) to one tempered

interval (diminished).

In several examples, there was a pattern of quasi­

balance, favouring augmented, as shown in Chart 21,

hereunder :

CHART 21 Illustrating Songs in the De Noraidh
Collection which containedagu8si­
balance betweanfreguenciesof
Augmented and Diminished Intervals

Song number Augmented Tritone Diminished Tritone
65 1 2

118 2 1

120 2 1
138 1 2
183 7 6
189(b) 4 3
246 1 2

----7 18 17
-- -- --
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2.3 Rarer Manifestations of the Tritone Interval in the
Corpus: Tritones Non-tempered in Pitch and Tritones
Direct in Form.

In the Collection, there are numerous examples of Tem­

pered Tritones, and Tritones indirect in form. Because

these types are frequently illustrated, there is no

special ne~d to quote them here. However, tritones in

non-tempered pitch and tritones which are direct in form

are unusual, and merit an explanation in this section.

2.3.1 The Tritone in Non-tempered Pitch: Illustrations

In De Noraidh's Corpus tritones of non-tempered

pitch are the result of either intervallic expan­

sion, interv~llic contraction, or stem from a

slid degree 36 . Examples 82, .83 and 84 below

demonstrate these three aspects of tritone non­

tempering:

Example 82: Corpus 39, bars 16 - 18 (d-dotian)
Illustrates a Microtonal Expansion
of the Tritone in Diminished posi­
tion, beyond the limits of
Tempered·Pitch

i
~

% r=L ~I---
le.· .~ ·/t.

In this example, f*' is micro tonally lowered by

a quarter of a tone approximately. In this way,

the diminished interval (ell - fK' lowered) becomes

a tritone interval of a 'major' or slightly en­

larged diminished fifth.

Example 83, in contra-distinction to Example 82,

contains a slightly contracted augmented fourth.

36. 'Non-tempered Pitch as an Oriental Trait' is
examined in Chapter V of this Volume 11.
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Example 83 follows immediately

Example 83: Corpus 82, bars 20 - 21 (d-aeolian)
illustrates theM i c rot 0 na 1 Con t r a c­
tion of a Tritone in Augmented posi­
tion and Non-tempered Pitch

In the above-quoted Example 83, f' is micro tonally

raised about a quarter tone above tempered pitch.

~ince this raising is not fully to the degree of

f~', an augmented and tempered tritone (~, - c')

is not realised. The result is a contracted or

'minor' augmented fourth.

Example 84 hereunder contains the third aspect of

non-tempering usage: the slid tritone. In this

example an augmented fourth interval is achieved

by a non-tempered means - an upward slide of

approximately a semitone:

Example 84 Corpus 219, bars 5 - 6 (d-mixolydian)
illustrating an Augmented Tritone in
Non-temgered Pitch, created by an
upward slide on the secondtritone
extreme, f'

Briefly, Examples 82, 83 and 84 illustrate,

respectively, a tritone interval which has been

non-tempered by micro tonal expansion anrl contrac­

tion, and by the sliding of a note in an upward

direction, for, approximately, a semitone.
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2.3.2 The Location of Non-temper~d Tritones - Augmented
and Diminished - in the De Noraidh Collection,
together with related Totals

Over the span of ten songs, eighteen non-tempered

tritones are present in the Collection. Cha~t 22,

which follows, lists where non-tempered tritones

~re to be found in the Corpus, under headings of

Song Numbers and correspbnding Bar References:

CHART 22: Illustrating the Location of Non-tempered
Tritones in the De Noraidh Collection
under the be~dings of Song Numbirs and
Bar References

The eighteen non-tempered tritones of the Collec­

tion are made up of fourteen in augmented position

and four in ~iminished position. Chart 23 which

follows collates Augmented and Diminished Tritones

of this section under separate headings, with

three vertical columns for Song Numbers, Bar Num­

bers and Tritone Totals:
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Containing a List of No~-tempered ..
"Tritones ih the De Norsldh Collectlon
under the separate headings of AU~­

mentad and Diminished,together wlth
Parallel References to Song Numbers,
Bar Numbers and Tritone Totals

39

53*

Non-tempered Tritones

17; 44

7: 15

Diminished

2

2

4

In the above Chart 23, Song 53 contains in bar 7

-and, aga~ri, in bar 15, double tritones,augmented

and diminished. Exam~le 85 which follows, illus­

trates how, in a falling melody, an augmented

tritone (c*'- g' raised), and a diminished tri­

tone (g' raised - c:tf.,) are realised:

In Chart 23 -

*

+

Song 53 contains both augmented and diminished
positions of non-tempered tritones in bars 7
and 15.

In Songs 71, 219 and 274, the slide was semitonal
approximately.
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Corpus 53, bars 7 - 8 (D-Ionian),
illustrates both the Microtonal
Conttaction of a Tritone in Aug­
mented position and the Microtonal
Expan~ionof a Tritone in Diminished
position, resulting in a non-tempering
of intervals

Augmented Diminished

In this Example 85, bar 7, g' is raised about a

quarter of a tone to a non-tempered degree between

a temperad g~' and a tempered g*'.

The upward slides which occur in Songs 71, 219 and

274 (Chart 23) cannot be reproduced on a fixed­

pitched instrument, as a piano, and must be classed

as non-tempered. The length of these slides may,

in general, be termed semitonal, but this is only

an approximation.
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2.4 Tritone and Mode

2.4.1 Tritone and the Mediev~l Modes

Generally speaking, the modality of the De Noraidh

Collection corresponds with medieval modal structures,

and offers similar opportunities for the creating of

melodic tritones. As can be seen from Chart 24,

which is to follow, the tritone interval, in aug­

mented or diminished positions, is likely to be

found in the compasses of the Modes: Dorian, Phrygian,

Lydian,Mixolydian, Aeolian and Ionian. Oorian, Phry­

gian and Lydian modes are productive of an augmented

fourth, which lies between f and b. Of these three

modes, Lydian appears to be the tritone mode par

excellence: the compass of an octave (from f' to f")

is built upon an augmented fourth in the lower tetra­

chord, and a diminished fifth in the upper pentachord.

In Mixolydian, the same tritonic structures are re­

flected,if one reckons from sub-tonic to upper sub­

tonic - a compass shared with Lydian. Ionian posi­

tions the augmented fourth and diminished fifth in­

versely: the augmented tritone is found in the

upper pentachord (b' to f") and a diminished fifth,
"-

between the sub-tonic and sub-dominant. ~ithin the

compass of an octave, Aeolian contains a diminished

fifth, between second and sixth degrees. The addi-

tion of an upper super-tonic to the range of Aeolian

creates an augmented fourth between the sixth degree

and upper sub-tonic of the mo~e. Varying positions

of Modal Tritones are shown in staff notation in

Chart 24 which follows overleaf:

CHART 24 .••



CHART 24;

Dorian:

2.38 .

Illustrating where an Augmented 4th ahd
its Inversion, a Diminished 5th, are
found in the comeass of the MedieVal
Modes ...

: :

PhrYQian:

'i:.:·.~•.~.:j.:.;7·.? ...:.2
. . . Augmented 4th.

lydian:

~~rJ~sJ8itw
Augmented 4th and Diminished 5th.

Mixolydieu;.:

Ionian:

Between 3rd
nd 6th

degrees.

Between 2nd
and 5th'
degrees.

Between 1st
and 4th, 4th
and8ve degrees.

Between3rd
end 7th
degrees.

Between 2nd
and 6th
degl~ees.

Between 4th
and 7th
degrees,

Explanatory footnote:

Lydianc:ompass contains both an augmented 4th and a
diminished 5th. In Oorian, Phrygian and Ionian modes,
an augmanted4th occurs with~n the octave. Similarly,
in Mixolydian and Aeolian, a diminished 5th is pres€3 nt .
In practice, by adding to Mixolydian asub-tonic~and
to A€3olian. R super-tonic above the octave, an addi­
tional augmented 4th apPears. An addedsub~tonic to
Ionian creates a dimini~hed Sth.
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2.4.2 Tritane and Modes in the De Noraidh Collection:
Statistics

In the De Noraidh Collection, tritone patterns

usually reflect the natural position of the tritone

in the compass of respective modes, as illustrated

in Chart 24 (page 238 L Modes which, in the Corpus,

yield the bulk of tritone intervals, are Dorian,

Lydian, Mixolydian and Ionian. Dorian, Lydian and

Mixolydian totals form GROUP A, below, and are as

follows :

GROUP A Lydian

Mixolydian

21 tritones

79 tritones

94 tritones.

To these totals must be adderl Aeolian, Ionian and

Tonal mixtures, which make up GROUP B as foll~ws :

GROUP B

Aeolian

Ionian

Mixture

1 tritone

141 tritones

7 tritones.

If the above groups are compared, Group A, with a

total of 194 tritones, contains 56,6% of the total

·of 343 tritone examples. Graup B has a total of

149 tritones which comprises 43,4% of all tritones.

Chart 25, which follows overleaf, contains tritone

statistics under modal headings relatin~ to song

totals, tritone totals (with examples of non­

tempering inclUded), together with corresponding
percentages :

CHART 25 ..•
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Illustratins Song Totals, Trito8e Total~

and related Percentages for Oorlan, Lydlan J
Mixolydian, Aeolian plus Modal Mixt~re,

Ionian,togetherwithTotals for Trl~ones

of Mon-temperedPitch, included wlthln
General Figures

(Non-tempered pitch symbol Q)

SONG TRITONE PERCENTAGESMODE TOTAL TOTAL

Dorian 12 21 (2
Q

) 6,1%

Lydian 14 79 (2
Q

) 23,0%

Mixolydian 20 94 (4
Q

) 27,5%

Aeolian and

Modal Mixture 2 S (l
Q

Aeolian 2,3%

Ionian 42 141 (9
Q

) 41,1%

90 343 (lSQ) 100,0%

From the above Chart, the following information is

evident: Ninety songs of the Corpus contain 343

tritones, eighteen of which are non-tempered in pitch.

In the matter of tritone frequency, Modes follow this

order of importance: Ionian, Mixolydian, Lydian,

Dorian, Aeolian. Seven tritones have been classified

under a heading of modal mixture -a situation in

which a single mode was not clearly evident. (Refer
paragraph 2.4.2, Group S, on prBvious page.)

In order to provide the reader with a scheme of ready

reference for the relating of Augmented and Diminished

tritones, expressed in Tempered and Non~tempered pitch,

to the modes, Chart 26 has been prepared and is pre­
sented overleaf :
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CHART 26 Illustrating,under the Modal Headings
of Dorian, Lydian, Mixolydian, Aeolian,
Ionian and Modal Mixture, the ~elodic

Tritone, Tempered and Non-tempered in
Augmented and Diminished Positions,
within the De Notaidh Collection

NON- NON-TEM-
TEMPERED TEMPERED TEMPERED PERED
AUGMENTED AUGMENTED DIMINISHED DIMI-

NISHED

TOTAL

Dorian

Lydian

Mixolydian

Aeolian

Ionian

Modal
Mixture

17

64

54

83

6

224

238

2

4

1

7

14

2

13

36

49

1

101

105

2

2

4

21

79

94

1

141

7

343

From the above Chart 26, it is evident that, in a combi­

nation of tempered,and non-tempered, more than two-thirds

of the tritone total in the Corpus are of a general aug­

mented kind. Two hundred and thirty-eight tritones

(69,4%) are augmented as against 105 (30,6%) in the

diminished position. In the sub-class of non-tempered,

the emphasis on augmented, dr root position, is even

more radical. From a total of eighteen non-temper8d

tritones, fourteen are of the augmented kind. From

the view-point of position, then, augmented or root

tritonesare the norm in the Collection. From the

aspect of pitch, it is of interest to note that the

single tritone which occurs in the Aeolian mode is
non-tempered. '

2.4.3 Tritone Patterns and the Modes

Although melodic patterns in songs of the Collection

usually reflect the natural position of tritones in

. respe£tive modes, some tritones do result from the
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introduction of double degrees and chromatic notes.

Example 86 below indicates how tritones arise from

a double seventh degree, rff'and fq" in g-mixo­

lydian :

Example 86: Corpus 156, bars 1- 3 (g-mixolydian),
illustrating Augmented Tritones, marked
by the symbol ofa curved arrow; which
arise from a double sevanth degree

-

.' ..... .... 3 1 . '

iLL-_·:~.~_..••• _f_. __~~~~~-=--:-_

Tritone patterns also show interrelations between"

the modes. F-Lydian and g-mixolydian relate to one

another as neighbouring structures. A tritone in

the lower tetrachord of g-mixolydian is mirrored

in the upper pentachord of C-Ionian. A d-dorian

-sometimes employs a Lydian inflection created by

the dorian third. and sixth degrees. Chart 27 here­

under depicts a sharing of tritone material between

Lydian and four other modes :

CHART 27: A Diagrammatic Presentation ofF-Lydian 37

as a Tritone Prototype,. sharingTrit~ge
material with g-mixolydian, (-Ionian;
d-dorian, and a-aeolian

~ -"-
r ... Lydian

g-mixolydian

C-Ionian

d-dorian

a-aeolian

l
.I

IIV
IV

I I I

(Augmented) i (Diminished)/

IV
I I I
IIV

VI
11 VI

37. Capitalisation symbolises a major character in these
modes.
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Some illustrations of typical characteristics in

modal tritones follow immediately. These illustra­

tions contain a sharing of tritonic inflection and

cadential function - a mirror-effect of the tritone

within modes.

The illustrations are marked from A to 0 as follows

Illustration A

A Lydian Fragment in dorian

•
. d-do,rian

Illustration B

An F-Lydian Cadence, b'-g'-e'-f'
shared withC-Ionianin the upper
tetrachord of this second mods

F-Lydian
C-Ionian

Illustration C

A g-mixolydian Cadence, usinq vir
tually the same cadential material
of Illustration B : b'-g'-f'

g~ixolydian (Lower tetrachord)
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Illustration 0

A Tritone which forms part of a g­
mixo~yrlian cadenca,as in Illustration
C,is here mirrored in the upper
.tetrachord of C-Ionian

C-Ionian, upper tetrachord.

In short, a tritone pattern stems not only from its

natural position which it holds within a particular

mode: it may also arise from altered degrees and from

sharing of interrelations which exist between modes in

the matter oftritone material.

2.4.4 Variety of Tritone Expression in Modes of the De Noraidh
Collection

The Modal Tritone appears in the De Noraidh Collection

in a variety of contexts :

1. Lydian and Mixolydian opening and closing phrases.

2 •. Mixolydian Tritone Formula.

3. Unusual Tritone Expression.

2.4.4.1 Lydian and Mixolydian in opening and closing
phrases

Lydian inflections are very explicit, especially

when these inflections emphasise a Lydian ambitus

of the tritone interval.

Example 87 below contains an F-Lydian opening

in a d-dorian song :

Example 87 : Corpus 244, up-beat,to bar 2, illus­
tra~ing an F-Lydianopening in d­
dor~an

n ~-~
"'- to-...

h • . --r, I I I I B I' ! ,
1'"1' I -I • •k ~ • .'"- , ..

'J/ "'---- ~ .2,..
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In the above example, a Lydiancharacteris re­

inforced by a type of 'return'-technique: the

melody rises from f' to b', and immediately falls

to its point of departure, f'.

Lydi~n cadences, of the typical kind, have an

a~rupt and incisive quality which swiftly and

effecti0ely achieves a clear-cut close. This

trait can be heard in Example 88 hereunder :

.Example 88

""17 ,

Corpus 205, bars 14 ~ 16, illus­
tratinga full-Close in C-Lydian

I•
~., j

Example 89 which follows contains a half-close

in F-Lydian. A 'return'~techniqu~ already seen

in Example 87, again appears in the melodic pro­

gression f' - c" - b' - f'

Example 89 Ccirpus 175, bars 1 - 3, illus­
trating a Half-Close in F-Lydian

In this Example 89, two factors combine to em~

phasise a strong Lydian quality in this imperfect
cadence

(a) a stressing of the initial tone, f'
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(b) an emphatic return to this departure point, ft,

before a melodic drop to Cl, the cadential

resting note, .in bar 3

~ixolydian means literally 'half-Lydian,38. The

Mixolydian mode adjoins the Lydian, as a 'next­

door neighbour' : there is a sharing of ambitus,

s~ that the finalis of F-Lydian, for example,

becomes, in turn, the sub-finalisof g-mixolydiah.

These modes also share atritone interval.

InF-Lydian,this augmented fourth is created by

the first and fourth degrees of the mode,

i.e. f and b. In g-mixolydian, the shared

extremes of this tritone, f to b ascending be­

come the seventh and third degree of this mixo­

lydian 'neighbour'.

Although Lydian and Mixolydian share a tritone,

the musical context and expression of this inter­

val vary.· Mixolydian beginnings and endings are

less conclusive than counterparts in Lydian.This

may be due to the fact that a Lydian seventh is a

leading-note, while the Mixolydian seventh has a

whole-tone approach to its finalise Example 90

below contains a Mixolydian ritone, as a beginning

within a song in the modality of d:

38. The Greek prefix Mixo in 'Mixolydian' means half, and
also refers to a people who spoke a 'half-Lydian' dia­
lect. (P. Scholes: The Oxford Companion to Music,
(Ninth edition), 'Modes', p. 658, section 7.
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Example 90 Corpus 266, bars 9 ~ 10, illustra­
ting, in d-mixolydian, an opening
of the second section of this song

t Initial tritone.

In the above example, the effect of a whole-tone or

sub-finalis approach to the finalis, d', can be

heard.

Example 91 which now follows, contains the final

cadence of Corpus 266. The tritone material of

an opening, quoted in Example 90 above, is used

now in the final cadence of the same song, bars

15 - 16 :

Example 91 Corpus 266, bars 14 - 16, in d~

mixolydian, illustrating a Mixolydian
Tritone in the context ofa'Final
Cadence

/y..

~ .~. "3 -.
r - .--

LV -, -.... 1 " I --. / ./

ri;\ ..... . . 7 -' • r '"
,

-. , 11 \

\:1.1 I

------
'~ t~+O/b

'- 15".

·t Cadential Tritone

2.4.4.2 Mixolydian Tritone Formula

Although Mixolydian T ritones, generally speaking,

express a less final character than lydian, never­

theless they are unmistakable because of a stereo­

typed tritonic pattern. In this study, the pat­

tern in question is termed 'the Mixolydian formula'.

In solf~geterminology, the pattern may be ex­

pressed in either of two ways:

(a) Fa me do ta do

(b) Do' ti sol fa sol.
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Solfege (a) reflects the Mixolydian lower tetra­

. chord, sub':"finalis, 'tal, included.

Solfege (b) reflects the Ionian upper pentachord.

Although the appellation 'Mixolydian formula' has

been derived from that mode, it is, nevertheless,

a recurring melodic pattern in varying modal con­

text of the Collection. Examples which now follow

indicate the versatility of this formula:

Example 92: Corpus 60, bars 1 - 2, illustrating
the IMixolydian formula' in D-Hemitonic

~% t¥9..:cJs~-~ 2.

Example 93: Corpus 133, bars 1 - 3, illustrating
the 'Mixolydian formula' in the con­
text of C-Major

Example 94: Corpus 219, bars 3 - 4,illustrating
the 'Mixolydian formula' as a compo­
nent in a C-Lydian cadence within
the modality of d-mixolydian

2.4.4.3 Unusual Tritone Expression

Some unusual Tritones in the Collection are derived

from factors of ornament, acciaccatura and slide,

each of which helps to form the interval of an

augmented fourth. Examples 95 and 96, which follow,
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tritone interval appears

Example 95 Corpus 88, bar 13, illustrating in
O-Ionian an Ornamental pattern
within which is found one extreme
of the Tritone Interval

Example 96 Corpus 293, bar 3, illustrating
in d-mixolydian an Ornamental*
context of the Tritons Interval

h ?~0/% j.r~~-£-,~I---

Example 97 hereunder contains an instance of a sli­

ding ~ovement on the second extreme of the tri­

tone interval. This slide of approximately a

semitone results in an interval of a fully aug­
mented fourth :

Example 97 Corpus 219, bars 13 - l4,d-mixo­
lydian z illustratinqaTritone
Interval of an Augmented Fourth
which is the result of a Semi­
tonal Slide on the Second Extreme
of this Interva139

rq flj:

~J8-A~-

39. De Noraidhts footnote to Corpus 219 states that the
slide in bar 14 begins on f~' (or a little lower),
and moves to ftr t .
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In the above ex~mple, ~he slid note is marked by

an upward-slanting arrow, at bar 14. Staff­

notation indicates the terminus ad quem" of the

sI ide.

A fourth example of an unusual tritonein the

Corpus contains an interval, the fir~t extreme

of which is an acciaccatura and the second, a

degree which is sli~ semitonally: this appears

in Example 98 immediately hereunder -

Corpus 274, bars 11 - 12, in D-Ionian,
illustrating aM Interval of an Aug­
mented Fourth, of which the first
extreme is an acciaccatura and the
second, a s~mitonally slid degree" 40

11 tf"

If

Example 9B:

OU' c9 ;,' 1- J ,
"fl •• '" r:-; ~ -

17 -,f[ Lt "1 1\ M • lI"
11, n • .J

r: J LJ'1
'lJ , 1-"- / /l. -'--t::::3

".

As in Example 97, an upward slanting arrow is a

symbol of the slide

In short, the history of early medievaL church music in the

West reveals an attitude of opposition to and, in theEa~t,

an acceptance of the melodic tritone. By the mid-eleventh

century, Western intolerance had been crystallized in the

tritone nick-name 'devil in music' - a 'dangerous interval'

of difficult intonation. In contradistinction to the Latin

view, the Byzantine ecclesiastical world fully accepted this

intervallic progression. Folk songs in the West and East

continued to reflect similar approaches. In Western Europe,

the tritone remained a harsh and difficult interval, while

40. The COllector's footnote to Corpus 274 states that the
slide (in bar 12) moves from about c~" to cit:".
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in the East, the interval prospered in a climate of non-tem­

p e'r e d pit ch. I r ish f 0 1k mu sic use s 1i bera 11 y the t r i ton i c

possibilities of the medieval modes. In the De Noraidh Col­

lection, from a possible 306 items, tritones were found in

ninety songs - in almost one-third of the entire Corpus.

Over these ninety songs, a conservative reckoning accepted 343

exa~ples, 238 of which were in augmented (or root) position,

and 105, in diminished (or inverted) position. A special

interest of the Collection lies in eighteen non-tempered

tritones, fourteen of which were of the augmented type.,

De Noraidh's Collection also displays considerable tritone­

variety in modal pattern and expression.
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Song Total Bar-reference .. Direct Indirect Augmented Diminished Non- Modality/Tonality
No Form Form 4th .. 5th tempered

Pitch

4 5 4 . 12;· 19; 23; 28. 5 4 1 G-Hajor (w i th d-,
(Bar 19 ) mixolydian inflec-

t io ns )

5 10 1 ; 3 ; s; h • 7 ; 8 ;.. ,
11' 13 ; 14; ·15. la la D-Lydian. ,

11 1 10 - 11 1 1 d-dorian

19 8 1 - 2; 3 - 4' 5 -. ,
I) ; h ; 7; 13 - 14 ;
14; 15 • .".. 8 6 2

..
d- mix 01yd ia n

..

20 8 2 - 3.; 3 - 4; 5 ;
6 - 7; 7 ; 13 ; 14 -15
15 - 16. 8 8 . F-Lydian

'-_.0"

25 J 2 - 4; 12 - 13 ;
14 - 16. 3 3 D-Lydian

.,

34 3 3 - 4; 11 - 12 ; 13~ 3 3 G-Ma jor

..•~_'".
":'; -
'I.,"

(.~ .

. C'J
LD .
C'J

l="nntnote

.

TABLE NO. L3": ~ COMPREHENSIV8 TRITONE TABLE

A TABLE OF TRITONES,CONTAINED I~ THE DE NORAIDH COLLECTION

lThissymbol indicates a tritone of non-tempered pitch.

VOLUME IT
CHAPTER IV
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A TABLE OF TRITONES t CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.

Song. Total Bar ~ re fer e nc e Direct Indirect Augmented Diminished Non- Modality/TonalJty
No - Form Form 4th 5th tempered

Pitch

17~' ~
2~ 2~ d-dorian, wi th

39 2 44 • 2 Major (Ex - slightly raised 3rd,
pande~) J, degree.
(c"-f I)

41 2 1 ; 6 . 2 2 d-dorian.
- ,

50 5 Upbeat - 2; 2 - 3;
10 - 11; 11 - -12 ; . -

13 - 14. 5 5 C~Lydian

53 7 2 ; 3 ; 7~' 7*- ~ 2 ... 1 4~ D-Major (raised 4th
, '~ *- 7 degree, bars 7 an~10;. 15 ; 15 - ,~- . -

2~ Ma jor2 .M~nor 15 ereat i ng 4 un-:
. (Bars 7;1'5-) (Ba rs 7; 15 ) temp ere d Tr J tone s') .

. '-': , <4 1 1 G-Ma jor -59 r<' .'

60 4- 1; 3 ; 5; -7. 4 -4 D-Major.,

61 4 5 .. 6; 7 ; 11 - 12;
15. - 4 4 C-Major

,-

, 65 3. 2;28;50 3 1 2 C-Lydian
-.

,-

Footnote Q This symbol indicates a tri tone of non-tempered pi tc:.:..h:..:.:..--~~~~ ~ ....
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A TABLE OF TRITONES, CONTAINED HI THE DE NORAIDH COLLECTION,

Tritone
Table No.
13

,-
['

Song, Total Bar'-re f ere nce ,Direct Indirect Augmented, Diminished Non- Modality/Tonality
No " Form form 4th 5th iempered /

Pitch

67 5 3 - 4; 4 - 5; 11 - d-mixolydian

12 ; 12 - 13j 29 .. 5 5 '. -

30 D-f.1ajor

~ ~ 2~(Slid)
, 2~

Nb foot-note guide.
71 ,2 11 - 12 ; 15 - 16 . 2 (g /,c-4 d ' ) Either f.1inor or full

~ uo me n t e d Tr i tone.

20~
1'" Ml nor'

1~
Aeolian

82 I 1 CContractec) d-aeolian with
(f~,.c') raised 3rd degree.

83 - 4 4· 8; 14 ; 18. 4 4' D-f.1ajor,
.

.

84 3 3 - 4; 11 - 12 ;
13 - 14. J 2 1 D-f.1ajor

(Bars 13-14)

85 2 3 - 4; 7 .. 8. 2 2 d-dorian
~

. .

88 . 1 13. 1 1 D-Major
. - ... , -

90 1 2 ~-~ . 1 1: F-Lydian
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'. A TABLE OF TRITONES~ CONTAINEDI~ THE DE NORAIDH COLLECTION

Tr i tone
Table No.
13

Song Total Bar-reference Direct Indirect Augme nted Diminished Non- Modality/Tonality
No Form Form 4th 5th tempered

Pitch

94 4 2 - 4; 4 - 5; 10;: . 4· '3 1 G- Ma j or, with Iow-
12 - 13. (Bar 10) ered 7th degree,

bar 5 4, 12 .
~ -

95 1 8 I I a-dorian

98 1 1 ; 5 ; 11 ; 11 ; 13 -14 ; 717; 22. 5 2 II} D- Major(Ba r sI;
.'~.

, I100 . 5 1· 4;. 5 ; 11; 13. S 4 (Ba r 4) D-Lydian,

-
101 12 '2 - 3; 3 - 4; 9-10; 12 8 4 D-Lydian

10_11;11-12; 14 ,..

16.; 16 - 17; 17 -
18; 25 -. 26.; 26 -

.27; 27 - 28; 30 - ~.

32.

..

103 9 2 - 3; 3- 4; 4· .,
6 -7; 7 - 8 ;. 8; 9 3

.. 10. - 11; 15 - . 16; ( Bars 3 -4 ;

I6. 7-8; 15 ; 6 G-Major16 ) .
.
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A TABLE OF' TR ITONES, CONTA INED IN THE DE NORAIDH COLLECT ION

Tritone
Table No.
13

, Song', Total Bar-reference Direct. ' Indirect Augmented Diminished Non- Modality/Tonality
No Form Form 4th 5th' t.,emp ered

Pitch

10'5 ,,' 2 6; 14 - 15. 1 1 2 d-mixolydian
(Ba r 6)

.. . ..

" 117 ,3 2 ; :3 - 4; 5 • ' ' . ' 3 3 C-Lydian
(Variable 4th)

,118 3 1 - 2; ,3 - 4; 5 - D-tvlajor (Var iable
~ . 3 2 1 7th)

(Bars 3-4)

11~ 2 8 - 9; 9. 2 2 d-mix01ydian (or
G.. Major)

120 3 1 . 2 . Il. 3 2 1 d-mixolydian., , ,
(Bar 1) ,

130 1 10 - 11 1 1 d -mixolyd ia n

r

" ,133 ' 4 2; 6; 10; 14. 4 4 C-Major.

-

138 3 2 - 3; 6 - 7; 13. 3 1 2 G-Major
(Bars 3-4)

139 1 6 1 1 D-Major

....
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. . A TABLE OF TRITONES, CONTAINEO' IN THE DE. NORAIDH COLLECTION

Tritone
Table No •
13

Song Total Bar -refere nee Direct Indirect '. Augmented Diminished Non- Nodality/Tonality
No Form Form 4th 5th tempered

Pitch

11+3 3 1 ; 5 ; 13. 3 3 D-Lydian
_.

152 2 9 ; 9. 2 2 G-Major

"

154 2 3 ; 11 - 12. 2 2 C'-Major

156 7 1; 2 - 3 ; 3 ; 7 ; 9· .. '
Mixolydian:g~plagal,. . ' ,

11; 15. 7 7 with elements of d.
(Variable 7th)

157 1 5 • 1 1 C-Major

10
158 13 3 ,.. .4; 10; 12 - 13; 1 (bar l~ . l'A D-Major22; 28 ,.. 29; 34; 'A 76) 12 Nlnor 2

(Contractecr ) (Ba rs 3 '-4 ; (Variable 7th, 3r'd) ,35 - 36; 44 - 45 ;
(chf' -f'1" (bars 44-52 - 53; 57; 60 - 35-36).

61 ; 70; 76. (Raised). 45) .

- "

159
. 'A . ,~ .'

4
2_ 2'A4 . 1· ; 2; 5 ; 6- 7. ''A F-Lydian

! 2 4th degree,
(Minor)
(b'J,-f') untempered.

.,
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.. A TABLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.
13

..
.'

Song Total Bar-reference Direct Indirect .Augmented Diminished Non- Modality/Tonality
No Form Form 4th 5th tempered

Pitch

. 162 1 14 1 1 C-Major
... ~

., ,.

' .. 163 1 12 1 1 G-Ma jor
., .-.. '"

_.
.~

5~ ; 13~·
1

2~ d-mixolydian166 6 3 ; 23; ~ .. 1. ,
Untempered 3rd27 ;29 .,. JO. 6 2 (Mi nor) ) (Ba r s 29-

(flf(r~ise( degree.
;'c ' . 30) .

169 3 7 ; 12; 15 • .. 3 3 G-Major.

172 8 2 - 3; 3 ; 6 -7;.6-7; 8 2 6 G-Major
8 - 9; 11; 14 - 15

(Bars 3; (Final Cadences)'14 - 15.
.~. - 11) •

175 7 .2~ 2.- 3;6; 6 - 6
1~1~(Minor)

~

14 C-Major slid 7th7; 10; 14; -
15 • 7 (f '-b~"'" ) degree.

(Slide)
~ ..

177· . 2 11 - 12;' 14 - 15. 2 1 1 d -mix o11d ia n
(Variab e 7th)

.

179 2 2 ; 14. 2 2 D-Major.
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A TABLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.
13

- Song Total Bar-reference- Direct Indirect Augmented Diminished Non- - Modality/Tonality
No Form Form 4th 5th tempered

Pitch

181 1 10 1 1 G-Major
-- ,--

183 13 5 - 6; 9 - 10; 12 - 13 7 6 D-Lydian13 ; 16 - 17; 21 -
22; 25 - 26; 28 - (Ba rs 5 -6 ;
29; 32 - 33; 34 - 9-10 ;21-22 ;
36; 37 - 38 ;41 - 2'5-26 ;37 - _- '.
42; 42 - 43; 44 - ~ 8; .4 1 - 4 2 ).
45.

-.

18T 1 8 - 9. 1 1 D-Major
. .

189a 3 3; 7; -15 . 3 3 D-Major
_.

189b 7 1 - 2; 3; 5 - 6; 3
7 ; 12 ; 13 14 ; 15 . 7 4 -( Ba rs 3 ; d-mixolydian- 7; -15)

- ._.

- 193 7 2. - 3; 5; 6 - 7; Mixture .
1 .

7; 9- lO- ll; -d-mix olydia n,
14 .. 15 7 6 '(Bar 7) D-Major.

- ~,. .. , _. ..-.- _..
196 1 ll. 1 1 D-Major _

---
_(Variable 7th)



;"r

o
~'

N

'A TABLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION
Tritone
Table No
13

Song Total Bar-reference Direct Indirect ' Augmented Diminished Nori- Modality/Tonality
No Form Form 4th 5th tempered

Pitch

200 .1 6 1 1 a-dorian
~ "----

205 1 14 - 15. I 1 C-Lydian
""- ."

, ..

216 5 Upbeat - I ; 4 ~ 5; I 1
9· 11; 12 - 13. (bar 11 4 (Ba r 11) 4 d -mix olyd ia n,
,-

A 4
219 8 2 ; 3 - 4; 5 - 6 ; 2~ (Slid) 27 ; 9 - 10; 11 -' d-mixolydian(slid(Bars 2; ZA12; 13 - 14A; 15 . 8

(c~' _of' '/'7 9-10) 3rd degree from
" , ,fi ' ) slightly belowe"

to rH,) , ,.......~
226 3 1 - 2; 9 - 10;

21 - 22. 3 3 d -:-mix olyd ia n

'2 -
229 4 1 ; 4; 9; 12 (bars 2 4 d-mixolydian'

4 ; 12 )

,. ..

236 ' 1 10 1 1 d-dorian (Variable
3rd degree)

-~ "

241 3 1 - 2~ 10 ~ 11; 20. 3 3 d-dorianTones' 31-34.
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A TABLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.
13

Song Tota I Bar-reference Direct Indirect Augmented Dimi nished Non- Modality/Tonality
No Form Form 4th 5th tempered

Pitch

244 2- Upbeat - 1; 1 . 2 2 d-dorian
c (Variable 3rd)

.~ .~,........-

-
246 3 22 -23; 26; 27;

28 - 29. 3 1 2 d-mixolydian

-
,

248 ... 1 5 I 1 D-f.1ajor (Variable,-
7th)

251. 4 3 - 4; 9' 10 - 11', .. ,
11 - 12. 4 2 2 d-mixolydian

--- - =

252 7 9- 10; 11; 13; 1
14 - 15 ; 15 ; 15 (Ba rs 14 --
16; 16. 7 15 )' 6 G-Ma jor

e- ..
S&!.___~ •

259 2 13 .., 14. _29 - 30. 2 2 d-dorian,
_.- -

261 8 1 : 3 ; 5; 6 - 7;
) ? -. 8; 11; 13; 15 - ,

16. 8 8 D-Lydian

i4~5;
-

262 3 8 -9; 13 .., 14. 3 3 " D-Major
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A TABLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.
13

Song Total Bar-reference Direct Ind tree t Augmented Diminished_ Non-- f1odality/Tonality
No Form Form 4th 5th tempered

Pitch

266 4 6 ; 9- 14 ; 15 • 4 2 2
d-mixolydian, ( Bar s 6; 14 )

---~- -
268 3 1 ; 5 ; 13. 3 3 D- Ma j or

-,

269 3 10; 14; 14. 3 2 1 D-Major
(Ba r 14 )--

270 1 4 1 1 D-Major

-
272 1 5 - 6 1 1 D-Major (lowered

• 7th)

~-----

11 - 12~ 2
i~

1 l~ D-Major (SlidJ:,7th)
274 2 8 - 9; (Slid) (From about c '.,.?'

dfll)
27 S'tI 4 7· 10-11; 11-12;15 4 1 3 A.. Ma j or- ,

(Ba rs 11-12 )
-,

27 SO 2 6:" 7 ; 14 -15 2 2 A- Ma j or

281 11 5 - 7; 13 - 15 ; 11 11 d-mixolydian
2-9 - 31; 38; 42- "

43; 43 - 44; 44 -
45; 61 - 62; 68 -
69; 76 - 77; 93 -
95
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A TAaLE OF TRITONES, CONTAINED IN THE DE NORAIDH COLLECTION

Tritone
Table No.
13

Song Total Bar-reference Direct Indirect Augmented Dim in i s.h e d Non- . Modality/Tonality
No Form Form 4th 5th tempered

,. Pitch

2
285 5 3 ; 4 . 7 ; 12 ; 15 • 5 ( Ba r s 4; 3 d-mixolydian,

~ ...~
12 ) . ~..__ -:::"lr

~_ ... , - - ---
290 Z 1 ; 1-2 . 2 ' 2 d-dorian

. "" .'.- ~
_. - _.~_, c .

-
293 4 3 ; 7 ; 11; 15. 4 4 d-mixolydian

- . .._-.~

299 2 4· 12 2· .... .... 2 e-dorian, _. -
~"'!II'I

300 3 4 - 5; 15 - 16 ;
20 - 21. 3 3 G-Major (Variable

, . , . 7th)

=WCUS, -
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Pages 264 - 266

TABLE NOD 14

ILLUSTRATING AUGMENTED AND DIMINISHED
TRITONES IN TEMPERED AND NON~TEMPERED

PITCH, AS THEY OCCUR IN THE DE NORAIDH
COLLECTION

...-,.
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TABLE NO. 14, ILLUSTRATING AUGMENTED AND DIMINISHED TRITONES,
IN TEMPERED AND IN NON-TEMPERED PITCH, AS THEY OCCUR IN THE DE

NORAIDH COLLECTION

(Symbol + indicates so~gs in which direct tritones
are found. +A: augmented;~D : diminished)

SONG NO. TRITONE AUGMENTED DIMINISHED
TOTAL Tempered Non-Temp. Tempered Non-Temp.

>,

4 5 4 1

5 10 10

11 1 1

19 8 6 2

20 8 8

25 3 3

34 3 3
39 2 2
41 2 2

50 5 5

53 7 2 2 1 2
59 1 1
60 4 4
61 ,4 4
65 3 1 2
67 5 5
71 2 2
82 1 1
83 4 4
84 3 2 1,

85 2 2
88 1 1
90 1 1
94 4 3 1

Continued/ .•.



Table No. 14 (continued)
265

SONG NO. TRITONE AUGMENTED DIMINISHED
TOTAL Tempered Non-Temp. Tempered Non-Temp.

95 1 1

98 7 5 2

100 5 4 1

101 12 8 4

+03 9 3 6
105+ A 2 2

117 3 3

118 3 2 1

119 2 ·2

120 3 2 1.
130 1 1
133 4 4

138 3 1 I 2
139 1 1 I

143.
I

3 3

152 2 2 I154 2 2
156+0 7 7

157 1 1
158 13 10 1 2 i
159 4 2 2 i
162 1 1
163 1 1
166 6 3

!
2 1 i

I
169 3 3
172 8 2 6
175 7 6 1
177 2 1 1
179 2 2
181 1 1
183 13 7 6
187 1 1
189(a) 3 3
189(b) 7 4 3
193 7 6 1

Continued/ ...



Tab1eNo. 14 (continued)
266

SONG NO. TRITONE AUG'MENTED DIMINISHED
TOTAL Tempered Non-Temp. Tempered Non .... Temp.

196 1 1

200 1 1

205 1 1

216+A 5 1 4

219 8 4 2 2

226 3 3

229+0 4 4

236 1 1

241 3 3

244 2 2

246 3 1 2

248 1 1

251 4 2 2

252 7 1 6

259 2 2

261 8 8

262 3 3

266 4 2 2
268 3 3

269 3 2 1 I
270 1 1

I

272 1 1

274 2 1 1
278(a) 4 1 3
278(b) 2 2
281 11 11
285 5 '2 3
290 2 2
293 4 4
299 2 2
300 3 3



Chapter IV,
Volume II. Page 267

TABLE. NO. 15

ILLUSTRATING TRITONE TOTALS UNDER MODALITY
GROUPINGS IJITH SONG NUMBER REFERENCES, ' AS
THEY OCCUR IN THE DE NORAIDH COLLECTION



TABLE NO 15~ JlUJSTRATINC TRITOtlETOTAlS UIIDER BOOALITY
GROUPItICS WITH SOIIC NUllUE.R RHEHftlcES

(The symbol" Indiciltes trHones of non-tempered pitch.)

267

UOR lA!,! lYOIAN IIIXOL YOIAN AEOLIAtl MAJOR ONAl 111 XTURE. GRAND TOTAL --_._- .~_. ---
Songs Tr!- Son<js Tri- Songs Tr!- Songs Tri- Songs Tri- Songs Trl- Songs Trl-

tones tones tones tones tones tones ton.es

13 21 (2") 14 79(2") 20 94(4') 1 I" 42 141(~~ 1 7 90 343(18")

PAR TIC U L A R S-_.
----~

DOR IAN LYDIAN IHXOLYOIAN AEOL JAN I I1AJOR TONAL MIXTURE

Tr i-
! I

Song Tr!- Song Tr!- Song Song Trl- Song Trl- ~ong Tri",:
No. tones No. tones No. tones' No. tones No. tones INo. tones

11 1 5 I 10 19 8 82 l' 4 5 93 7

• I
39 2 20 8 67 5 34 3

41 2 25 3 105 2 53 7(4)'

85 a 50 5 119 2 59 1

95 1 65 3 12'0 3 60 4
20.0 1 90 1 DO 1 61 4236 1

2'241 3 100 5 156 7 71

244 2 101 12 166 6(2' 83 4

259 2 117 3 177 2 64 3
290 2 143 3 189b 7

..
88 1

299 2 159 4(2') 216 5 94 4

2H2·)
183 13 219 8(2· 98 7

13 205 1
226261 B 3 103 9

7912')
·229 4 118 3

14 246 3 133 4
751 4 138 3
266 4 D9 1
281 11 152 2
285 5 154 2
29) 4 157 1

94(4'
158 1)0')

20
1.62 1
163 1
169 3

: 172 8
175 7(1 4 )
17'9 2
181 1
187 1
189a 3
196 1
248 1
252 7

262 3
268 3
269 )

270 1
272 1
274 20' )
27S a 4
278 b

2
300 )

42 141(9~)
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A SUMMARY TRITONE TABLE ILLUSTRATING
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TABLE NO. 16 A SUMMARY TRITONE TABLE ILLUSTRATING
BASIC TRITONE DATA OF THE DE NORAIDH

'COLLECTION

268

1. Tritone Songs

Songs containing the Augmented Tritone 44

Songs containing the Diminished Tritone 15

Songs containing aCnmbination of Aug-
mented and Diminished Positions 31

2. Tritone Position

Augmented Tritonesof Tempered Pitch 224

Augmented Tritones of Non-tempered Pitch 14

Diminished Tritones of Tempered Pitch 101

Diminished Tritones of Non-tempered Pitch 4

3. Tritone Form

90

238

105
, 343

Direct Form

Indirect Form

5

338

343

Continued ..•



Table No. 16 (continued)

4. Tritone Modality

Oorian -

Tempered Pitch

Non-tempered Pitch

Lydian -

Tempered Pitch

Non-tempered Pitch

Mixolydian -

Tempered Pitch

Non-tempered Pitch

Aeolian -

Non-tempered Pitch only

Ionian -

Tempered Pitch

Non-tempered Pitch

Mixed Modes -

Tempered Pitch only

19

2

77

2

90

4

1

132

9

7

269

21

79

94

1

141

7

343
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1. NON-TEMPERED PITCH

Introduction

V

PITCH

AN ORIENTAL TRAIT

270

Most folk song of Northern and Western Europe fits into the

tempered system of pitch l . The peculiar sound of some non-

Western music is due to the fact that there are pitches and

corresponding intervals which do not match our system of nota­

tion, nor do they agree with our fixed-pitch instruments
2

. On

the other hand, Eastern Europe, the Balkans, the Middle East,

India, Japan, Java, Oceana and the Philippines display a vari­

ety of pitch and interval which is foreign to a twelve-degree

system. Since the rhythms and scales of non-Western folk

music do not agree with the Western system, it is very diffi­

cult to reproduce the music of Eastern cultures in conventional

notation. Bsla Bartok, in his collecting of Hungarian, Rumani­

an and Slavonic music, seems to have explored the ultimate

possibilities of intricate notation, while remaining within a

Western conventional system 3
• An example from Bartok's Ru-

manian collecting gives some indication of the enormous pa­

tience and acute hearing, involved in such a notational task:

Example 99

1. W. Schmid

2. B. Nettl

3. B. Nettl

4. B. Bartok

Illustrating some notational complexities in the
Transcription of a Rumanian Folk Song by Bela
Bart6k 4

Introduction to Tribal, Oriental and Folk
Music: A Rationale and Syllabus. (Ph.D. Thesis,
Eastman School of Music of the University of
Rochester, 1971)·. University Microfilms
High Wycombe, England, p. 72. '

Folk and Traditional Music of the Western
Continents, p. 23.

Ope cit., p. 28.

Rumanian Folk Music, Vol. II~ Edited by B.
S"uchorr, Appendix 11, 2, p.r19.
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In the folk singing of Eastern Europe, intervals smaller than a

minor second, and intervals somewhere between a major or minor

third are in general use .. Yugoslavia's body of heroic epic

song displays scales and intervals which are quite unusual in

~estern Europe. In the following sample of Yugoslav epic

song, quoted by Nett1 5 , the use of additional marks 6 for micro­

tonal raising or lowering of pitch has been necessary, in order

to notate objectively the peculiarities of the scale used

Example 100 Illustrating instances of Non-tempered Pitch
in a Sample of Yugoslav Epic Song, transcribed
by B81a Bart6k{

Se . nluk ci . nl : iod Zli· da· ra

~---

.
: ·ba •

~

ne.~

I

.!J : u

• : h••

I '.. r
fii - ti - io : slu - gu Ra - do .: ii . cu,

, ..-:....~~b.. .f'.f'. ~

EL : Ra • do ·ii· . cu : tlir-sku pri· dvo ·1 ri- cu. (17) EL
1 L.......J • • " , •

t~1. h~~n~•. · I..~ ~___

Microtonic intervals are common in Islamic music - a cultural

style which reaches, in a crescent, from Cordoba in Spain,

over the North African Coast, to Samarkand in Uzbekistan.

Although, at the terminals of this crescent, traditions are

mixed, there is, nevertheless, a unity of CUlture, which may

5. B. Nettl : Folk and Traditional Music of the ~estern
Continents, 'Eastern Europe', p. 90.

6. Ve~tical arrows, upward and downward-pointing.

7. Milman Parry and Albert B. Lord: Serbo troatian Heroic
. Songs, Vol. I (Cambrid~e, Mass,'.' Harvard

University Press, 1954), p. 440.
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be termed a pan-Islamic tradition 8 . In Persian musical theory,

an octave is divided into fifteen intervals; from these, seven­

note scales are derived. This arrangement involves, among

other things, a minor second which is slightly less than a 100

cents, and a neutral third (neither major nor minor) of about

355 cents 9 . Arabic music has a symbol indicating half-a-flat

(lowering of a quarter tone) and half-a-sharp (raising of a

quarter tone). A resultant three-quarter tone is a basic

Arabic interval lO . Example 101, which follows, illustrates

this Arabic interval

Example 101 Illustrating the Arabic Non-tempered Interval
of a three-quarter tone created by Non­
tempered Pitches of half-a-flat and half­
a-sharp

n ()
11

I~
,

~ 11
/ " ..... -

~ - ~ • -.. . c: ~ --.,.. 0 ... - J -
I l' j 4 I u ,

1 1
3/4 tone 3/4 tone
interval. interval.

1
3/4 tone
interval.

1
3/4 tone
interval.

8. lJ.P MaIm

In Ethiopian music ll non-tempered pitch is indicated by the

use of special signs: these symbols are called milikit, and

Music Cultures of the Pacific, the Near East
and Asia, p. 39.

9. lJ.P. MaIm: Op. ciL, p. 49.

10. 5. El Mahdi : 'The Arab Musical Tradition'; 'Islam and
the Arab lJorld', in Journal of lJorld History
(1953 - 1972) and Cultures, p. 199

11. Ethiopian, together with Syrian, Melchite Armenian
Coptic and Slavonic varieties, are part of'Eastern a~d
~yzantine chu:ch mU~ic. Eastern church music is sung
ln a nasal vOlce, wlth apparently impure intervals.
Intervals which sound 'impure' are, in fact, part of
scalar systems, far richer and more varied than Western
counterparts.

(Grove's Dictionar of Music and Musicians, (editor
Eric Blom, Fifth Edition, 1954 , 'Eastern Church
Music: Introduction', pp. 860 - 861.)
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belong to the notational systems of Ethiopian church manu-
12 " "d th" " 1 d" "tscripts . The slgns gUl e e slnger ln me 0 lC ln erpre-

tation. One of these indications is termed tchiret, a down­

ward glissando on 'Ah'. An upward glissando, kinat, is per­

formed on the same vocalisation.

Three modes of Ethiopian music are always mentioned in old...
accounts: 'Ezel, Ge' ez and Araraj. These modes have lost

" "13 11 th 1 ft· I" d 14thelr name-meanlngs A ree common y ea ure 9 lssan 0

Example 102,which follows,illustrates the basic structure of

Ge'ez :

Example 102 An illustration of the Basic structure of
the Ethiopian Mode, Ge'ez

o o o o

Of the three modes, mentioned above, Ge'ezis the least com­

plicated. Its simple and unadorned style matches the shared

mood of vigil, fast and funeral.

Example 103 below contains a chant in the Ge'ez mode 15 .

are two instances of glissando

Example 103 Illustrating glissando in Ethiopian Eccle-
siastical Chant based on the Ge'ez Mode,
at bars 1 and 5
Rather slow••trongl::l mark.d

~11__1

~
~
~

There

12. M. Powne : Ethiopian Music: an Introduction, 'Ecclesiasti~
cal Music', p. 9l.

13. Grove's Dictionary of Music and Musicians: (Fifth edition)
'Eastern Church Music: The Ethiopian Church', p. 868. .,

14. M. Powne : Ethiopian Music: An Introduction, 'Additional
Musical Examples', Nos. 28, 29, 30, pp. 135 - 136.

15. M. Pawne: Q£. cit., Example 28, p. 135.
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In the music of India, theory divides an octave of twelve semi­

tones into a further twenty-two microtones, or srutis, of

slightly unequal size16 Uith this norm of twelve semitones,

allowance should be made.for many minute deviations and minor
. 11 . . 17variations, conSClOUS as ~e as unconSClOUS .

In China, certain instrumental music makes considerable tech­

nical demands on the performer, so that a wide range of subtle

inflections may be achieved. In the playing of the~ (a

seven-stringed zither made of hollowed wood), subtle inflections

of portamento, glissando and vibrato involve various ways of

plucking and handling the string18 . A string may be plucked

towards or away from the player, struck or rubbed with the

left hand. There are said to be no fewer than twenty-six

varieties of vibrato alone
19

.

Tibet, at different times, has baen influenced by the musics

of China and India. Nevertheless, Tibetan music has developed

distinctive characteristics which are especially apparent in

Lamaist monastic chant. Liturgical chanting is in a very low

register. Voices move in small steps which are often micro­

tonal. The compass of melody is usually a narrow one 20 .

In Japanese tradition, fluctuating pitches are present, es-

pecially in the music of the Noh drama 21 . In this music

16. W. K~ufmann: Involvement with Music: The Music of India, p.4

P. Holdroyde : Indian Music, p. 139.

Peggy Holroyde says: 'It is impossible for our tempered
scale to capture the fleeting, illusive movements between
tones and semitones.'

17. N.A. Jairazbhoy : The R~g3 of North Indian Music. 'Basic
Elements of Theory'. p. 36.

18. U. Apel: Harvard Dictionary of Music, (Second Edition
Revised),'Chyn (Ch'in)', p. 170. '

19. E. Ue11esz : The History of Sound in Music, 'An Introduc­
·to Ancient and Oriental Music', p. 15.

20. E. Ue11esz : OR. cit., 'An Introduction to Ancient and
Oriental Music', pp. 19 - 20.

21. The majority of the Noh plays were written in the second half
of the fourteenth century. Among great masters of the style
were Kannami (1333 -1384) and his son, Zdami (1363 - 1443).
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one pitch is established in relation to another. In general,

a gliding attack from below a note and fluctuating pitches
22

are constant features in the music of Japan

In the cultures of the Pacific,non-tempempered pitch is found

in Maori songs. This tribal chanting, genealogical and his­

torical, centres on a reciting note, called the £E,£. The £E,£,
i

as a tonal core, is surrounded by notes of indeterminate pitch.

From su~h chanting style no specific scale system emerges. A

more extreme form of non-tempered intonation prevails among

Maori of New Zealand. Music for their dances in Polynesian

tradition, e.g., the ~, is provided by a speech-song declama­

tion which can be notated more effectively by a graph rather

than by ~he Western five-line staff
23

. Generally speaking,

Oceanic peoples express their orally transmitted history and

mytholog~ in litany-style with an abundant use of slid pitches
24

•

In Java,. the five-tone slendro - one of two basic scales ­

divides an octave into five non-tempered steps. Slendro inter­

vals vary slightly from less than 200 cents to slightly more

than 300 cents. The non-tempered situation is greatly aug~

mented by reason of the -fact that the gamelan (Indonesian

orchestra) has a tuning pattern which produces a different

intervallic structure for each octave. No two gamelan have

precisely the same intervallic structure!25 Recent research

has sho~n that both the Javanese five-toned slandro and seven­

toned pelog are essentially non-equidistant scale-systems
26

,

although the slendro tends towards an octave, divided into

five equal steps. This is why slendro-sound, to Western

ears, resembles Chinese pentatonic melody27.

23. W.P. MaIm

W.P. MaIm

W. Apel

M. Hood

24.

25.

26.

22. Akira Taba : 'The Music of the Noh', in The World of
Music, 2/1978, p. 3

Music Cultures of the Pacific, the Near East
and Asia, 'Australia and the Pacific Islands' ,
pp. 12 - 13
.Q£..cit., pp. 20 - 21.

Harvard Qictionary of Music., 'Java~, p. 436

The Nuclear Theme as a Determinant of Patet in
Javanese Music, pp. 194 et seq.

27. N'e w ·0 xford His tor y 0 f Mu sic, V0 1 • I. L. Pie ken: I The Mu sic
of Far Eastern Asia', p. 166
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Of special interest in this study are the non-tempered intervals of:

a neutral third;
a three-quarter tone (or neutral second); and

a quarter tone.

Bruno Nettl describes a neutral third as an interval which

lies between a major and a minor third
28

• A n~utral
second is slightly ~, and a quarter tone slightly l~

than a minor second. Intervals which are smaller than

the minor second, and thirds which are neither major nor minor,

are common in folk musics of Eastern Europe and especially of

the Balkans, where Middle East influence has been effective for

centurie~29. Arabic folk music, through symbols for half-a-

sharp and half-a-flat, easily expresses both quarter and three­

quarter tones 3D . Discussing these matters in cents, ~. MaIm

netes that, in Persian music, a neutral third is about 355

cents, a neutral second about 150 cents, and a minor second

slightly less than a 100 cents 3l . Many of these 'out-of-tune'

intervals are performed with precision and artfulness by non-

LJestern virtuosi.

28.

29.

3.0.

31.

B. Nettl:Folk and fraditional Music of the LJestern Conti­
nents, 'Studying the Structure of Folk
Music', p. 23.

B. Nettl: Op. cit., 'Eastern Europe', p. 87.

S. El Madhi: 'The Arab music tradition', in Islam and the
Arab LJorld', p. 199.

Half-a-flat: symbol -1'
Hal f-a-sharp: symbol -:f".

~. MaIm: Music Cultures of the Pacific the Near East and
As i a, ' M.o s 1e m Af r i c a an ~ the Near Ea s t ' ,
p. 49.



277

2. NON-TEMPERED PITCH AND INTERVAL
IN THE DE NORA1DH COLLECTION

2.1 Introduction

The importance which De Noraidh attached to non-tempered

pitch as a trait of Irish folk-music can be gleaned from

hls Preface to Ceol 6n Mumhain 32 , and from manuscriptal

footnotes which comment on examples, as these appear in

melodies.

It was De Noraidh's view that one of the difficulties of

Irish melodic notation lay in capturing on paper, sounds

which did not fit into Western system~. Anyone wanting .

to abide by fundamental principles of folk-music would

be required'tostudy the modality of ~elodies and their

quality of non-tempered pitch. Failure to preserve a pure

tradition was often due to a lack in understanding Irish

modal structure, and the use of fixed-pitched instruments

in the performance and accompaniment of the music. In

Irish rural areas, instruments which invariably offended

in this matter were melodians, accordions and pipes, fit­

ted with regulators. The old Irish pipe was well capable

of handling non-tempered pitches 33 • Writing on the con­

tamination of Arabic folk-music, Professor Salah El Madhi,

from Tunisia, re-echoes the views of De Noraidh :

We have almost lost a great number of our ancient
modes through the use of Occidental instruments,
inc~p~Ble of producing the quarter toneof our .
musl.C .

Melodj in Arabic music is confined to a scale system

termed Magam'at. Melody is inspired within the framework

32. L. de Noraidh: Ceol 6n Mumhain (Music from Munster)
, Ream hra' ( Pr e f ace ), p. 1O. . ( Re fer: V0 1. I, APpen di x
11, pp. 149 - 158). - ---

33. L. de Noraidh: op., cit., 'Reamhra' (Preface), p. 10.
(Refer: Vol. I, Appendix 11, p. 152).

34. A. Danielou The Situation. of Music and Musicians
in Countries of the Orient, p. 67.
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of the mag~m, and non-tempered pitches and intervals are

tied to the system. Ar~bic symbols used in the loWering

and raising microtona.lly of pitch might be useful in the

notation of Irish folk-music
35

.

In the De Noraidh Collection, non-tempered pitches are

invariably described in footnotes to the songs. Apart

from the slide, marked by an upward~slanting arrow, the

collector does not seem to have devised a system of sym­

bols to cope with the variety of non-tempered pitches and

resultant intervals, inherent in the melodies. However,

signs are used which locate the pitches and, furthermore,

footnotes of a very precise kind enable one to calculate

non-tempered pitches and ensuing intervals. Table No.

17, entitled 'De Noraidh's Symbols and Footnotes relating

to Non-Tempered Pitch, in Song Sequence, together with

Some Relevant Comments by the present Writer' .is contained

in the Appendices of this Chapter U, pp. 300 - 303.

2.2 Non-tempered Pitches in the Corpus

In this study, ty~es and categories of non-tempered pitch

had to be deduced from the Collector's manuscriptal foot~

notes and comments. Two basic types of non-tempered

pitch have been observed by the present writer :

1. The fixed non-tempered pitch.

2. The moving non-tempered pit6h.

2.2.1 The Fixed Non-tempered Pitch

In the Corpus, a fixed non-tempering of pitch was

achieved by either a microtonal raising or a micro­

tonal lowering of a tempered sound. This raising

and lowering seem to fit into the category of a

quarter tone. De Noraidh's footnotss suggest that,

in some instances, minimal qualifications on the

sides of plus and minus could be made. For example,

in Songs Numbers 39, 158, 220 and 225, the rating

of a quarter tone might well be qualified by a

35. Refer this Chapter U, Footnote 30, pags 276.
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minus symbol. Nevertheless, all non-tempered

pitches of the fixed type, to be found in the

Collection, are microtonal; and a quarter tone
appears to be a 'correct approximation for micro­

tonal alteration which falls under the above head~

ing.

In order to indicate the abovementioned non­

temperi~g, symbols are used in this study. The

vertical and upward-pointed arrow indicates a non­

tempered raising of pitch, while the vertical and

downward-pointing arrow isa sign of non-tempered

lowering.

Example 104 which follows, instances a microtonal

raising of a sound above the level of tempered

pitch:

Example 104 Corpus 53, bars 7 - B(D-Ionian),
illustrating a Microtonalr~ising

of a tempered soUnd by a gu~rter

tone

In the above example, the fourth degree of D-Ionian

has been raised above tempered pitch by a quarter
tone. The non~tempered pitch, therefore, lies

approximately between g-natural and g-sharp.

This raising imparts something of a D-Lydian quality

to bar 7.

2.2.2 The Moving or Slid Non-tempered Pitch

In terms of his Collection, De Noraidh describes a

slide as a sound which rises during performance 36.

He suggests that accuracy in determining the length

of a slide should be learned by repeated listening.

36. See Volume I, Appendix 11, Liam de Noraidh's 'Introduction to
Irish Folk Music (in English Translation), p. 15B.



280

Slid non-tempered pitch in the Collection appears

in three varieties, and is symbolised generally by

a slanting and ;upward-pointing arrow :

a) Quartertonal slide

b) Semi tonal slide

c) Three-quartertonal slide.

2.2.2 (a) The Quartertonal Slide

An example of the quarter tonal slide is present in

Corpus 191, on a lowered seventh degree of C-Ionian

as seen hereunder :

Example 105 Corpus 191, bars 1 - 2, illus­
tratinginbar 2, on the lowered
seventh degree of C-Ionian a
Quartertonal Slide, beginning
on one-lined b-flat and moving
micro tonally in the direction
of b-natural

f-t ~I----------+".' 1-

In the above example, the Collector has notated,

in bar 2, the terminus a guo of the slide, b-flat' ,

and comments on the very little distance of the

movement. The present writer has interpreted that

distance as approximately a quarter of a tone.

2.2.2 (b) The Semitonal Slide

Corpus 183 contains a semi tonal slide in the opening
bar of a O-Lydian melody:

,Example 106: Corpus 183, bars 1 - 2, illustra­
ting, in bar 1, on the lowered
fourth degree of O-Lydian a Semi­
tonal Slide from one-lined
g-natural to g-sharp
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Once again as in Examp+e 105, De Noraidh has notated

the slide from the terminus a quo. A footnote con­

firms that this slide is semitonal.

2.2.2 (c) The Three-guartertonal Slide

One example only of the

present in the Corpus.

Number 169, bar 15, and

10 '7 below :

three-quarter tonal slide is

The slide appears in Song

is illustrated in Example

Example 107 : Corpus 169, bars 14 - 16 (G-Ionian)
illustrating at bar 15 a Three­
guartertonal Slide moving from
e-natural twolined to a pitch
between f-natural and f-sharp

J,

I
\1Y • • 4,,"- .;.. • • + • !.. ~. • :;<: r3 1

l f'At I r.' . ....--r--1 t I
ut .,. I r r I I

If 'TT, I I ....... .. I • I • J
al, .\ IJ+ j - I \. ~. I

l ' 15'.'
~

" lb.'Lt ...",

I

From the Example 107, it can be seen that, in bar

15, De Noraidh notates the terminus ad guem of the

slide. In a footnote, the Collector states that

this long slide moved quickly from e-natural" in

the direction of f-sharp", without actually reaching

the tempered pitch of the f-sharp".

2.2.3 Arabic Symbols for Non-tempered Pitch, with possible
Application to the Situation of Non-tempered Pitch
in the De Noraidh Collection

In both Arabic and Irish folk traditions, pitches

are reckoned according to aural perception and not

in terms of cents. Basic Arabic symbols for micro~

tonal pitches are related to the half-sharp and half­

flat. In order to cater for a non-tempering of a

three-quarter tone, symbols for a sharp-and-a-half

together with a flat-and-a-half are provided. For

ready reference a chart illustrating the Arabic sym­

bols for these four non-tempered pitches is now
included :
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CHART 28

A Graphic Presentation. of Four ~r~bic- Symbols
for Non-tempering of Pltch : Ralslng Symbo~~l

Half-a-sharp and a Sharp-and-a halfi.-Lowerlng
Symbols, Half-a~flat and a Flat-and-a-half

Rai sing symbols -
Half-a-sharp · 1 tone t· 4
A;sharp + half-a-sharp 3 tone #F4

Lowering symbols -

~Half-a-flat · 1 tone• '4
A flat+ half-a-flat • 3 tone I ~•

4

In his Collection, De Noraidh normally placed a mark

over pitches which were non-tempered by either a
. 37 I . bl th ..raising or a lowerlng nvarla y, e rlslng

slide carried the symbol of an upward-slanting arrow;

Otherwise, De Noraidh relied entirely on footnotes

which very painstakingly described actual tonal levels

of non-tempering. It appears that certain previous

collectors paid little attention to the non-tempered

aspect of Irish folk music. De Noraidh may have felt

that, in view of this circumstance, a descriptive

method was more valuable than a symbolic one in con­

veying what he had actually heard of non-tempering
during the performances of folk singers 38

37. Co~~ 55 is a notable exception. In the manuscript of
this song, 'Na Connereys', notated in December 1940, a
footnote relating to non-tempering has been omitted.
However, De Noraidh, in his publication of the song,
Ceol on Mumhain (1965), p. 43,notes that the third
degree of the mode (one-lined and tWO-lined e) was
subject to a non-tempered lowering through the performance.

38. Refer Table 17, relating to De Noraidh's symbols and
footnotes: Appendices to this Chapter V, pp. 300 - 303.
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I t is a view of ,th~. present wri ter that some Arabic

pitch symbols, as outlined in Chart 28 above, could

very well fit the Irish situation of non-tempering,

as it is found in the Collection. (Refer Chart 28,p 282.)

Three examples which follow, are illustrations of

how Arabic symbols, once understood, could express

aspects of non-tempered pitch in the Corpus which.

have to do with micro tonal raising and lowering "of

pitch and with a slide. In these illustrations, Oe
Noraidh's notation is provided on the upper staff.

Beneath non-tempered bars, a notation which includes

Arabic symbols, mentioned already, is suggested. In

Example 108 below, upper staff, De Noraidh has used

the sign as a pointer to a one-lined g-natural which the

singer raised approximately by a quarter-tone. A footnote

in the Manuscript describes the microtonal raising

Example 108 Corpus 12, bars 5 - 6 (b-aeolian)
illustrating, ,at bar 6, De Noraidh's
notation of a micro tonal raising of
pitch by approximately a guarter­
tone, together with a suggested ap­
glication of an Arabic symbol for
hal f-a- sharp ( t=J in a second no ta­
tionbeneath

~_.~
£' • ,

~ §tJ~ [gJ~ ~,

'i!E=%:'=================~-~
Example 109 which follows contains an instance of

micro tonal lowering by approximately a quarter-tone.

De Noraidh's notation is presented in the upper staff:
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Corpus 55, bars 12 - 14 (tonal structure
of C-major, with a microtonalllowered
third de ree throu hout the son illus-
trating at bars 12 and 14 a guarter~tone

lowering of one-lined e and two-lined e 1
respectively, together with the use of
an Arabic symbol for a half-flat in the
second staff Gl

Example 110 below relates to a three-quarter-tone

slide and is found in Cor~ 169, at bar 15. De

Noraidh referred to this as a long slide, which

began on two-lined e, and moved in the direction of

two-lined f-sharp. This appears to be a slid pitch

of approximately a three-quarter tone :

~$

~W4

Example 110 Corpus 169, bars 14.-15, illustra­
ting at bar 15, lower staff, a slide
from two-lined etoapproximately two­
lined· f, raised by. a guarter- ..
tone. The second extreme of the
slide is marked bt the Arabic symbol
for half-a-sharp ~)

~• IS- . .
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In short, it seems that De Noraidh, much as an

Arabic musician wd~ld do'in his own sphere, listen­

ed to Irish non-tempered pitches, some of which

were less than a semitone and others between a

semitone and a whole tone. These non-temperings

De Noraidh described very carefully, but did not

use symbols which indicated the actual pitches

involved. For the designation of such pitches in

notation,Arabic pitches appear to have important

possibilities.

2.2.4 Statistics relating to Non-tempered Pitches in
the De Noraidh Collection

Thirty songs in the Corpus provide examples of non­

tempered pitches. The songs are listed as follows

CHART 29

A Listing in Song Number Seguence of
Songs in the De Noraidh Collection
which contain instances of Non-tem~ered

Pitches-----

Song Number Sequence

3 80 175
12 82 183
37 93 189a
39 99 191
48 131 219
49 149 220
53 158 225
55 159 268
69 166 274
71 169 281

Total of Songs 30

Over these thirty songs, listed above, there is a

total of sixty-eight instances in which pitches are

non-tempered by a micro tonal raising and lowering

and by slides taken in an upward direction. Non­

tempering by a micro tonal raising or lowering amounts,

approximately, to a quarter-tone. Slides are found
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in the categories of quarter-tone, semitone and

three-quarter-tone. The following data relate to

sub-totals of each sub-class of non-tempering :

Microtonal Raising of Pitch:

Microtonal Lowering of Pitch:

Slid Pitches

Total of Non-tempered
Pitches

27 instances

19 instances

22 instances

68

*

In the Appendices to this Chapter, Tables 18 and

19 present comprehensive and summary information,

respectively, relating to salient aspects of non­

tempering within the Collection.· From these ~a­

bles, which are research-sources for reference,

three charts, which follow, have been compiled.

Chart 30 contains data relating to micro tonal

raising of pitch, which is frequently

designated in publications by a verti­

cal and upwards-pointing arrow.

Chart 31 relates to slid pitches, symbolised

by De Noraidh through a slanting and

upward-pointing arrow.

Chart 32 has to do with micro tonal lowerings,

conventionally indicated by a vertical

and downward-pointing arrow :

Table 18 - pp. 304 - 339

Table 19 - pp. 340 - 341.
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CHART 30
A Listing of Song Numbe:s.and rela~ed

Totals of Microtona1 Ra1s~.of P1tch
~pproximately quarter tonal 1n the De
Noraidh Collection

Song Number Seguence

12

53

69

82

93

98

99

149

158

CHART 31

Totals of Microtonal Raising

3

2

4

5

2

2

4

1

4

27

A Listing of Song Numbers and related .
Totals of Slid Non-tempering of Pitches
which move in an upwards direction in
the De Noraidh Collection

Song Number
Sequence

37
48
49
71
80

131
169
175
183
189a
191
219
274
281

* 268 (See p. 288)

Totals of Slid
Pitches

1
1
1
2
2
1
1
1
1
3
2
2
1
2
1

22

Tonal Des­
cription

quarter-tone
quarter-tone
quarter-tone
quarter-tone
quarter-tone+
quar.ter-tone

three~quarter-tone

quarter-tone
semitone
quarter-tone
quarter-tone
semitone
semitone
quarter-tone
quarter-tone
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*In Chart 31 just given, Song Number 268 contains

both the slide and the non-tempered lowering of

pitch. In sectional song-totals, this Corpus

number should be reckoned once only. In Chart 32,

which follows, 'Song Number 268 will be placed

between brackets, for n~n-inclusion in the over­

all total of songs - which is thirty,

CHART 32

A Listing of Song Numbers and related
Totals of Microtonal Pitch-Lowerin s

a roximatel a uarter-tone in the
De Noraidh Collection

Song Number Sequence

3

39

55

159

220

225

(268)

Totals of Microtonal Lowering

2

2

9

2

2

1

1

19

Briefly, then, non-tempering of pitch is found in thirty

songs of the Collection, and in three sub-classes. Non­

tempered raisings of pitch provided twenty-seven examples;

slides totalled twenty-two; non-tempered lowerings made up

the remaining nineteen instances. A grand total of sixty­

eight non-temperings mainly featured the micro tonal em­
phasis of a quarter-tone.
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2.3 Non-tempered Interval: Se,gual to Non-tempered Pitch

2.3.1 Introduction

Non-tempered pitches do not stand in isolation. They.

are part of a melodic line, and form immediate !ela­

tionships ~ith tones of approach and of departure.

Tonal arrivals at and departures from non-tempered

pitches normally create resultant intervals which

are also non-tempered. Both fixed and moving non­

temperings have been discussed in section 2.2 of

this Chapter. In the case of all fixed non-tempered

pitches, a tone of immediate approach and a tone of

departure, both produce, of necessity, intervals

which are in themselves non-tempered. As to moving

or slid non-tempered pitches, the situation is not

quite the same. Should a slide terminate on a tem­

pered pitch, which, in turn, is followed by a second

tempered degree, the intervallic distance of departure

is quite clearly a tempered one. On the other hand,

a slide may move between two non-tempered pitch­

extremes, in which case resultant intervals of both

approach and departure will be non-tempered. However,

irrespective of conditions of slid extremes, the ac­

tual sliding process is formally a non-tempered pro­

cedure which cannot be achieved on keyboard ,instru­

ments. This circumstance prompted De Noraidh's dis­

approval of such instruments as vehicles for authentic

performance of old-style melodies. Because of the

importance which the Collector attached to non-temper­

ing as a feature of Irish tradition, the accordian

and melodian were viewed by him as insufficiently

flexible for an adequate reproduction of such music 39 .

39. L. de Noraidh: Preface to Ceol on Mumhain, English
Translation, Volume I, Appendix 11, lContamination
of the Music', p. 152.
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2.3.2 Statistics relating to Non-tempered Intervals in
the De NoraidhCollection

As a rule, non-tempered pitch ~ithin the Corpus

creates a double interval, which, in aspects of

both arrival and departure, ia also non-tempered.

From a total of sixty-eight non-temperings, already

mentioned, sixty-four instances create double inter­

vals. The exceptions ar~ four slid pitches of the

semi tonal kind, which produce non-tempered inter­

vals of approach only40. A summary chart, which

follows immediately (Chart 33), illustrates basic

statistics relating to non-tempered pitch and re­

sultant non-tempered interval :

CHART 33

A Listing of 'Basic Statistics relating
to Non-tempered Pitch and resultant Non­
tempered Inter0al in the De Norairlh
Collection

Pitch Total

64

4

68

Resultant Interval Total

128

4

132

From the total 6f 132 non-tempered intervals, listed

above, there emerge six intervallic sub-classes which

share in non-tempering: the three-Quarter-tone inter-

val; the three-Quarter-tone interva~ realised via a

slide; the neutral third interval (pitched between a

major and minor third); the neutral sixth interval

(pitched between a major and minor sixth); a micro­

tonally reduced minor third interval; a major third

interval, realised viaa slide.

40. Refer ££!£us 183, bar 1;
219, bar 6; bar 14; and
274, bar 12.
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Chart 34 hereunder illustrates the intervallic frequency

of each of the~e six sub-classes of non-tempered inter-

val :

CHART 34
Illustrating Six Sub-classes of Non­
tempered Interval, with corresQonding
Frequency Totals, as found in the De
Noraidh Collection

Description of Interval

Threequarter-tone

Threequarter-tone, via

Neutral 3rd

Neutral 6th

Microtonally reduced
Minor 3rd

Major 3rd, via a slide

6

Frequency

67

a slide 14

44

2

1

4

132.

Total

Tables 18 and 19, which are to be found in the Appen­

dices to this Chapter, contain both comprehensive and

summary data, as a guide for further reference and

enquiry. (Refer pages 304 - 339 - Table 18; and pages

340 ~ 341 - Table 19.)

2.3.3 ExamQles of Non-tempered Intervals in the De Noraidh
Collection

The following are examples of the principal types of

non-tempered intervals which result from non-tempered

pitches in the Collection:

In each example, the first staff carries De Noraidh's

notation, and the second, a suggested use of Arabic

or other symbols, as more accurate notational guides

to the kind of non-tempering involved in the examples.

Resultant intervals are marked by a brace ( I I )

Example III which follows overleaf illustrates both

a three-quarter~tone interval and a neutral third
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interval, which result from a ~arter-tone-pitch

lowering of a two-lined c-sharp

Example 111 Co r pu s 3, _bar 5 (0 - Ion i an), i 11 us­
trating the Non-tempered Intervals
of a three-guartertone and of a
neutral third, which reR!d.lt from a
.9..uarter-tone loweri!::.9.0f the sevent,!:
modal degree, two-lined c-share

•

- ......

~IL-__I

r
•

A u!

( -f;~

r

.~:5 ~P r ·i-1===-..!L--:--f-
L. ... , -r. ...JI Nli'u"r"t "'1- yJ.",4 IoN E. • " ....q

In the above example, second staff, the Arabic symbol

for half-a-sharp (t) has been employed, in order to

_symbolise more precisely a quarter-tone lowering of
two-lined c-sharp.

Example 112 below contains the interval of a major

third which has been reached via a slid pitch of half­

a-tone. The major third interval extends from one­

lined a to two-lined c-sharp. This interval has been

completed by a slide from two-lined c-natural to two­

lined c-sharp. In other words, a sliding semitone

becomes the 'tail' of the interval:
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Example 112 Corpus 274, bars 11 -,12, il~ustfating
the conversion of a mInor thIrd Interval
into a major third interval via a semi
tonal. slide

( '{:LION£)

) Jt'_
.A

"'" *Jf V' ", '.-'1' .t./ .... I • • I

"- • .', I..,
r T

I, ....
'- "' -1--.1 l,...-

• H·
11-· L ') J

~.. -=-?tt====g@11""'---'~-----
i ' ~ l 3 J. 1'-.
MAlo/<.. ,rI(.. VIA 5W])E..

In the example just quoted, staff one, as usual, carries

De Noraidh's notation. In staff two,a suggestion has

been made as to how the slid semitone could be more

clearly indicated.

An interval of a three-quarter tone is exemplified in

the next illustration. This interval is realized be­

tween one-lined b and two-lined c-natural, slid to a

quarter-tone :

."

Example 113 : Cor us 131 bars B - 9 d-dorian or d-
mixol dian illustratin at bar Ban
interval of a three-quarter tone, which
~kes place between onB-lined bind two-
linedc-natural, extended by a slide cif
a quarter tone

(~TONE.)
A

t-. ~

T I
I I'

'I.

...
1\,

I
I

.,T

I
.. ..7 I

)
"- .....

I f' ~ ".- ·u • J -.L . j

I. -\ Iv.. .. ':.:::I"T ~
( .,.

~,
L

In the second staff of the above example, the Arabic

symbol for half-a-sharp is suggested as a notation~l

help towards expressing the quarter-tone slide em­

braced within the interval of a three-quarter tone.
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Example 114 contains the non-tempered interval of a

neutral sixth, which stems from a quarter-tone lowering

of one-lined e 41 .

Example 114 Corpus 55, bars 7 -8, illustrating,
atbar8, the interval of a neutral
6th, between two-lined c and one­
lined e which has been lowered by
a guarter-tone

In the second staff of the above example, the Arabic

symbol for a half-flat is suggested as a notational

device for indicating the quarter-tone lowering of
el-natural.

A final example in this section relates to a micro­

tonally contracted or reduced minor third. The re­

duction is due to the microtonal raising of pitch on
one-lined e-natural :

Example 115 : Corpus 149, bars 23 - 26 CG-Ionian),
illustrating, at bar 25, a micro tonally
~educed Minor Third Interval, from one­
lined g-natural tfrone-lined e-natural
micro tonally raised

41. The reader's attention is directed to a footnote in the
published volume of De Noraidh: Ceol on Mumhain p. 43,
(translated version, Appendices to this Chapte~ V, Table 17,
Song No. 55). This footnote reads in translation:

'The third degree of the mode (the note E in this case)
is, throughout the song, lower than the third degree
of the major scale in use today~'
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In the example just quoted, there is the suggested

use of a quarter-tone ~ymbol, the Arabic half-sharp,

as an approximation for the. actual pitch-raising,

bar 25, whlch takes place on e l
•

In summary: there are three basic types of non-tem­

pered intervals which stem from non-tempered pitches

in the De Noraidh Corpus: three-quarter tone inter­

val s, toge ther wi th thi r d and six th interval s.. The

three-quarter tone variety is found with and without

a sI i de; the ca tegory of thi, r d in terval s f ea ture s

a micro tonally reduced minor third, a neutral third 1

and a major third, incorporating a slide; there are

a couple of examples .of the neutral sixth.

2.4 Non-tempered Pitch and Modality in the De ~oraidh Coll~ction

2.4.1 Introduction

Until now, discussion of non-tempering .in the Corpus

has centred on non-tempered pitches considered in.

themselves, and on their immediate intervallic re­

lationships with neighbouring tones. The result of

this examination establishes that sixty-eight non­

tempered pitches create 132 non-tempered intervals

over the span of thirty songs. In order to assess

more fUlly the Irish realization of this Oriental

trait, it seems important to take the research one

step further into the domain of modality, in order to

determine to what extent non-tempering of pitch in­

fluences the modal structures of the Collection. The

more thoroughly non-tempering of pitch has i~filtrated

tonal planes and become widely diffused, the more sig­

nificantly is non-tempering present, as an Oriental
trait, in the Corpus.

2.4.2 Non~tempered Pitch and Individual Modes

Non-tempering of pitch takes place in five modes
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Dorian, Lydian, Mixolydian, Aeolian and Ionian. No

instance has been found in the Phrygian mode. The

following chart (No. 35) illustrates song-total and

non-tempered pitch-frequency which relate to each of

these five modes, mentioned above :

CHART 35

A Diagrammatic Presentation, in three
columns, which relates Song-Totals and
Non-tempered Pitch-Frequencies to Modes
in the De Noraidh Coll~ction .

Total of Frequency of Non-Mode Name Songs tempered Pitches.

Dorian 6 12

Lydian 2 3

Mixolydian 5 9

Aeolian 3 12

Ionian 14 32

5 Modes 30 68
- -

2.4.3 Non-tempered Pitch and Modal Degrees

Generally speaking, modal degrees affected by non­

tempering are the third, the fourth, the sixth and

the seventh. It is significant that important or

pillar-degrees of the second, the fifth and the

final (11, V, I) are free from any non-tempering

modifications. Otherwise, non-tempered degrees vary

from mode to mode. In Dorian songs the third degree,

and in Lydian the fourth, are the degrees exclusively

non-tempered. Mixolydianmodifications relate to

both the third and the seventh degrees. Aeolian

melodies are affected in third and sixth degrees.

The Ionian mode provides examples of non-tempering

in all four degrees: the third, the fourth, the



297

sixth, the seventh. Generally, the thirddsgree is

most varied in nq~-tempering: instances are found in

Dorian, Mixolydian, Aeolian and Ionian. This degree

is highest in frequency of non-tempering, with a

total of thirty-nine instances. Chart 36 below, lists,

under degree-headings, related modes, together with

non-tempering frequencies:

CHART 36:

Illustrating under the degree-headings of
Third, Fourth, Si~th and Seventh, Mcides
related to th~se degrees, together with
corresponding Frequencies of Noh~tempering

Degree III -

Name of Mode

Dorian

Mixolydian

Aeolian

Ionian

Degree IV

Name of Mode

Lydian

Tonian

Degree VI -

Name of Mode

Aeolian
Ionian

Degree VII ­

Name of Mode

Mix01ydian

Ionian

Frequency of Non-Tsmpering

12

6

8

13

3

4

4

2

3

13

68
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2.4.4 The Variet!esof Non-tempering which occur in
Modes of the De Nnraidh Collection

The information w~ich has heen given until now has

to do with frequency of non-tempering, and with non-

tempered degrees aspects of the ~eneraltopic

which are found in each of five modes~ Dorian,

Lydian, Mixolydian, Aeolian and Ionian. In order

to complete the picture, it seems important to

include the varieties of pitch-non-tempering which

characterise these modes. In Oorian, two varieties

occur: micro tonal slides, of which there are three,

and microtonaliy raised pitches, of which there are

nine. Two brands of non-tempering are al~o found

in the Lydian mode: a slid pitch anda microtonally

lowered one. In the tonal context of Mixolydia~,

there is diversity of micro tonal raisings and lower­

ings, together with slides - quartertonal and semi­

tonal. In Aeolian~ all non-tsmpering is achieved by

a raising of tempered pitch by about a quarter-tone.

Ionian melodies display all three basic aspects of

non-tempering: pitches are raised and lowered micro­

tonally, and there are slides. A table of reference,

Table No. 20, has been placed in the Appendices to

this Chapter, pp. 342 - 344. Under sub-headings

of the five modes, already mentioned, data are pre­

sented in five parallel columns: Song Number,Mode,

Degrees Altered, Non-tempered Pitches (both described

and totalled) and Bar References. This reference­
source makes readily available for the reader e~sen­

tial aspects of non-tempered pitches within the frame­
work of modality.

In chapter-summary, it is possible to say that non-tempering

of pitch is characteristically and specifically an Oriental

trait which is found across the globe from Eastein Europe to

the Far East. Its character varies from altered degrees to

. fully non-tempered systems. In De Noraidh's Irish Collection,

non-tempering of pitch is found in thirty songs, and is mainly
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micro tonal to the extent of about a quarter-tone. Relation­

ships between non-tempered pitches and neighbouring tones

of approach and departure have produced 132 non-tempered

intervals. Generally speaking, these intervals are made up

of a variety of three-quarter tones, various thirds and

also two neutral sixth s. From the view-points of mode and

of modal degree, the Ionian mode and the third modal. degree

r~flect non-tempering most. Appendices containing four

tables, complete this chapter.
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A TABLE OF DE.NORAIDH'S SYMBOLS AND CORRESPONDING FOOT-NOTES, RELATING TO NON-TEMPERED PITCH,
TOGETHER WITH SOME RELEVANT COMMENTS BY THt PRESENT WRITER

U.J
o
,0

*Present writer's added comment~.

Song Symbol in Bar Collector's Footnotes, Translated, and
No De Nora~dh Tonality refer- ' some relevant comments by the present .

Manusct'~pt ence writer - indicated with an asterisk
..

, 3 D-: I 9ni,an, 1; 50 The sound of this note is lower than c.JF,·, withou·t reach-
Gapped 3rd ing G~lIo
degree -

12 =i b-aeolian 6· B· In the singer's version, this sound was a little higher, ,
than g~O 010.

37 ~'"
d~dorian 8 This sound (fl) slides in the direction off''f l o• •

~'

'39
=1=

d-dorian 17; 440- The notation, ~ is only an approxi~tion. The sound
of the note was closer to ~han to f 0

4B ~, D- Ionian
2 The sound (C~") slides quickly in the direction ofc.if.· o .

,./f

49
~

G-, Ionian 7 This sound slides qUickly from ~I in the direction of

~
tJjloo

53 ::I: D- .. Ionian 7; 150 This sound was sung a li t'tle higher than it' i 0

55 c-Ionian * Collector IS note is absent from the manuscript o 'However,
with slight-

" ' ,
in the published version of the song, Ceol on Mumhain,

1y lowered po 43, De Noraidh inserted this foot-note :
3rd'degree

"The third degree of tne mode <the note E in this case)
is, throughout the song, lower than the third degree
of the Major scale, in use todaYoll

,



TABLE 17 (continued)

rSong Symbol in Bar COllector's Footnotes, Translated, and
No De Noraidh Tonality refer-- some relevant comments by the present

Manuscript ence writer - indicated with an asterisk

69 d-aeolian 1 - 4 In the first line of the stanza the sounds notated,'
a b I and f',were sung a little higher~ Once the
singer1s version of the first line almost corres-
ponded with the following notation :

n« -')1 , V
J-I-I .....

, 11 , , ;' .. ,- 1 r

<Er
, , ,.

-" , -, • '0'

In the last line, the fO on the syllable 0sta I (posta)
and the ft on the syllable tctn t (Cailin) are raised
in a similar manner~

71 :¥ D-_Ma j or 11; 15 * Thesis comment : A foot-note is absent from the col-
lection-page~ One is left to interpret the slide-

...A' sign in terms of the notes; accompanying Nos 48, 49 0

~~ ------ /

80 d-dorian * A foot-note reads :

liThe sound of the note slides qUiC~ from f~' towards
f-lro 0 In this case, it approaches I very closelyo·'

1n the photo-copy of the manuscript~ the marking of
the slid note is not clearly visible o Likely, the
slide bccurs on the fIf, stanzas I and 11, bar One o

82 t d-aeolian ll; 9 . 10; The sound of this note is higher than fqO» without,
19; 20. being as high as ~oo

>

93 * d-dorian 11» 4; This soun~ is a little higher than f~o
~.....- I I I , 4.

*Present writer's added comments.

IN
o
I-'
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TABLE 17 (continued)

IN
o
N

---------------------~~~~ - i
i Song Symbol in Bar It

I No De Noraidh Tonality refer- Collector's Foot-notes, Translated .
I Manuscript ence I
~ i

! . j 1
I 99 ,d-dorian, 1; 6; 8; This note sounds a little higher than f~ 0 I
I ~ gapped 6th 10. 1
i degree I

I
'-',"",-.,."..~,.,....~ ,- "...-.,- ,'"'' .,,'"""=."',--....-_~.~._. ---~

131 lk d-mixolydian 8 This sound <ofll) slides towards o-/r, without actually
!? gapped 3rd reaching that pitch o 1

degree1--------------------

149 X G-~Ionian 25 This sound is a little higher than e'o

,-,-- .. --
158 (i)

*
D- Ionian ll~ 2 In the singer's version, the sound was closer to c;' 11 ,I

than to C>IFlI 0 This does not apply to the corresponding
note in stanza Vo

1 58(ii)=t:: D-JorHan ll, 7: This sound was closer to f~' than to f~Uo
Ill, 13;
V, 7. .

166
~

d-mixolydian 5; 13 I have notated this sound as f'o However, it was
difficult to be certain of the pitch throughout the
songo That is not to say that if one were certain
of the pitch, it would be possible to notate the .-
sound o In my opinion, the sound was closer to f~

than to #:
I---~-,_.

169 * G- Ionian 15 There is a long slide here o The sound begins on ell,

,.?l and slides qUickly in the direction of fd/1'0
~"""''''-'-='''-~-~.,-"",~-

175 ~ C-Io_nian 7 The sound <b~') slides a little in the direction of

./'t b~lo '
......,'-,~_.. .....r,.~. __ .. ~_'_'~...,<_ ...~._~.._~,.__...._, -........_~,.,___.:..__....•.___~_



Table 17 (continued)

I
.--_.__. ---~_.

Song Symbol in Bar
No De. Noraidh Tonality refer- Collector'sFoot-notes,TrahalatedManuscript ence

183 ~ D-Lydian 1 Th'is sound (g;l) slides to g1t1o,/{

189a

~ D-Ionian 2' 6' This sound (dq.) slides in the direction of c5~, ,
14. ._---_._-

191 ;)1 C-lonian 2; 6 This sound (bb.) slides a little in the direction of

.A b~' 0

-
;k The sound begins on f~') or at219 .. d-mixolydian 6' 14 There is a slide hereo. ,
A a slightly lower pitct, and then slides to f4Fl o

f-.--._-_

220
1- d-mixolydian, 4; 8 This sound was closer to cf, than to C~I 0

gapped at the
6th degree

225 ~ d-dorian,,
gapped at
6th degree 9 This sound was closer to ;/h, than to fftllo

268 t D-I o.hia n 3; 12 Bar J : The pitch of this note is a little lower than f:Jf, o

Bar 12 :Collector's note is absent: one can be certain that
.-/l the upward-slanting arrow indicates a slide onc~ilo

-
274 .~ D=,-Iohian 12 The pitch of the note slides from about c'~",

A upward,. to 0'*"0

281 ~ d-mixolydian 29; 75 This sound (£'1) slides in the direction of ~o
~

("J

'0
("J
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TABLE NO. 18
NON-TEMPERED PITCH

304

AN ANALYTICAL TABLE ILLUSTRATING NON-TEMPERED PITCHES (DEGREES)
AND RESULTANT NON-TEMPEREO INTERVALS IN THE DE NORAIDH COLLECTION

SONG NO. 3

Tonality :
Exam pIe No. ( a ) Cor pus 3, bar 1 D_Ma j 0 r , gap Pe d

. 1 tone 3rd degree

.~.f.i7fti:~~~=~~_·-----t--~==f·-::0_-

4

--;f·~-~=~=~-=~:=~.-~==~=-=-1-:-~~-=---=~-= ~~--=~~~~~-:-~-=~=:t. __ .. _~. ~ ._. .._....:..._. .__ _ .-J~~~ ------------------- ---
_. ---_.__._.- .' - - .----
. . " 1y4 TON£jlNcuTR,q.L .3rd.

Non-tempered pitch (degree) c

PITCH
Location

Bars 1 and 5.

Description

TOTAL
Lowering by
1 tone

'4
2

A microtonally lowered c1f", 1/4 tone ( .J, ).
---000---

Resultant non-tempered Intervals:

Bar 1

Bar 5

..J..
d" - et"
J.

cif" - at

..l­
d" - cf"

c~' - a i

3/4 tone

neutral. 3rd.

3/4 tone

neutral 3rd.

INTERVAL

TOTAL
3/4 Tones 2

Neutral 3rds :. 2

4
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SONG NO. 12

·.....

Example No. (b) Corpus 12, barB b-aeolian

1 tone

~
. 4~

~8~·-~~+f5:1~=:~=····
. . I

Non-tempered Pitch (degree)

PITCH
Location :

Bars 6; B; 10.

Description :

TOTAL

Raising by
1 tone
"4

3

gqll, microtonally raised 1/4 tone ( ).

---000---

Resultant non-tempered Intervals :

Bars 5 - 6

ffT 1',
9

1', - f# ,9

Bar B

r*T l'
- g'

~T - e'

Bar 10

rtf', l'
- g'

1', - rf ,9

3/4 tone

3/4 tone.

3/4 tone

neutral 3rd.

3/4 tone

3/4 tone.

INTERVAL

TOTAL
3/4 tones 5

Neutral 3rd 1

6

=
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SONG NO. 37

Example No. (c) Corpus 37; bar 8 d-dorian

Non-tempered Pitch (degree)

Location :

Bar 8.

Des c r ip t ion

PITCH

TOTAL

Sliding
1 tone
4

1

An ascending micro tonal slide on rql, ( ~)

about 1/4 tone)
---000--­

Resultant non-tempered Intervals

e l

~h
rit _ gt

3/4 tone, via ~ tone slide.

3/4 tone.

INTERVAL

TOTAL

3/4 tone (via slide) : 1

3/4 tone : 1

2

-
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SONG NO. 39

Example No. Cd) Corpus 39, bar 17 d-dorian

Non-tempered Pitch

Location :

Bars 17 and 44.

PITCH

TOTAL

Lowering by
1
4 tone .. 2

Description :

A microtonally lowered f'f-', .~ tone (.-J., ).
---000---

.Resultant non-tempered Intervals :

Bar 17

+
at - f:f r

;" - g'

Bar 44

Same interval

Same interval

neutral 3rd

3/4 tone.

neutral 3rd

3/4 tone.

INTERVAL

TOTAL

Neutral 3rds

3/4 tones
2

2

4

=



Example No. (e)

SONG NO 48

Corpus 48, bar 2 D-Major

308

Non-tempered Pitch

PITCH
Location

Bar 2

Description :

TOTAL

Sliding

~ tone 1

A fast ascending micro tonal sli de, from c~", .(/f )
1 tone •. 4

~----oOo.,..----

Resultant non.,..tempered Intervals

Bar 2

/t
b t - c~" slide 3/4 tone

3/4 tone.

INTERVAL

TOTAL

3/4 tone, via slide 1
3/4 tone 1

2
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SONG NO ~ ;49

Example No. (r) Corpus 49, bar 7 G-Major

i) ." /l.r I
!UI I I '"t--- •

I I, I'" •

~
/ ... I r I

~ I • :

y . . tcI. • +-}!ttr~e IINflJrRft-L ~ I

Non-tempered Pitch

PITCH

Location

Bar 7

TOTAL

Sliding
14' tone 1

Description :

A ra s t a scendin g mic rot 0 na 1 sI i de 0 n b~ I, (..;t.) 1 ton e •
4

-----000-----

3/4 tone, via slide

neutral 3rd.

INTERVAL

TOTAL

3/4 tone; via slide 1

Neutral 3rd 1
-I

2 1

-

Resultant non-tempered Intervals

JI
a I - bb I



Example No. (9)

SONG NO. 53

, ;

Corpus 53, bar 7 D-Major

310

Description :

A microtonally raised g~ I (t), 1. tone
4

-----oOo--~--

Resultant Intervals

..

. .

Bar 7

a ' - J~I

~q, - e '

Bar 15

a ' - ~~,

~~, - e i

3/4 tone

neutral 3rd.

3/4 tone

neutral 3rd.

IN ERVAL

TOTAL

3/4 tones 2

Neutral 3rds 2

4
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. SONG NO. 55

; ;

The modal structure resembles [-Major, but is non-tempsred

in a lowered third degree· throughout the song (J.)

(Footnote, Ceol 6n Mumhain, p. 43)

A.Non-tempered Third

L0 ca t ion 0 f Pit ch

et , (.v) , i- ton e •

Upbeat - bar 1; bars 3; 8; 12; 14 - 15.

Description:

(TOTAL ~ 2)

Amicrotonally lowered e i (~), 1 tone.
4-----000-----·

. Resultant non·-tempered Intervals (TOTAL :10)

Up-beat to bar 1 ..
c t it

-V t - fe

8ar 3

d t 4-
- e i

-Lt
e' - d

neutral 3rd

3/4 tone.

3/4 tone

3/4 tone.

8ar 8 :

c" _ ~t

~te - ft

.
. . neutral, 6th

3/4 tone.

.1



(A contd)
312

.;.

(Song No. 55)

Bar 12 ;

.' ..v
3/4 toned' e'

~,
f' 3/4 tone.e

~

Bars 14 - 15

.J,
3/4f' e' tone

,.l,
3/4e' - d tone.

B. A microtonally lowered Third degree in upper octave:

Location cif Pitch

e"(~),
1 tone.4 '

Bars 2; 4 - 5; 8 9; 14.
-----000-----

Resultant Non-tempered Intervals

(TOTAL : 4)

(TOTAL· ~)

Bar 2

~
d" - ,e"

.J,
e" - c"

Bars 4 - 5 ··
c"

J,
-e"

.1"

e" - d"

Bars 8 - 9 ··
c"

.~

- e"

~
e" - d"

3/4 tone

neutral 3rd.

neutral 3rd

3/4 tone.

neutral 3rd

3/4 tone.



(B - contd)
, ;

Bar 14

d" - ill neutral 3rd

~" ..;. d" 3/4 tone.

, GRAND TOTALS

PITCH INTERVALS

313

TOTAL
Lowering by 1 toneon

4
3rd degree, e l 5
3rd degree, 3" 4

9

TOTAL

3/4 tones

Neutral 3rds:

Neutral 6th

12

5

1

18
" :
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SONG NO. 69

Example No. (h)

1 tone
4 l'

Corpus 69, bars 1 - 4

1 tone
4 4'

d-aeolian

1. tone . 1 tone
4 "'" -1"

Non-tempered Pitch

PITCH
Location

Bars 1 - 4

Description :

TOTAL

Raising by

~ tone 4

Microtonally raised bP' and f' ( t ), 1 tone.
4

-----000-----

Resultant non-tempered Intervals :

Bar 1

.,.
a' b· ' ,

1-
bP , - a'

Bar 2

.~

a' - (9 ,

~9' - d'

Bars 2- 3

1-
~

, - f~ ,
.f
f~ t - g'

3/4 tone

3/4 tone.

neutral 3rd

neutral 3rd.

: 3/4 tone

3/4 tone



Song No. 69 - contd_
315

g1
l'
f~ 1 3/4 tone

l'
flf' - d 1 neutral 3rd.

INTERVAL

TUTAL

3/4 tones 5

Neutral 3rd s 3

8
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SONG NO. 71

Example No. (i) Cot~us 71~ bar 11 D.... Ma,jor

1 toneLt' - .- -4~

•-'Ku- t-.. .--...
I..-:;....\ \ -/I L "'"

, J
II ....... I 1'"::' r'""I ~I K1 • I I\ nl ILl • ,. .J , , - I -f:v ,".>/4 lONE, I o/4TlY'l~• 11•

Non-tempered Pitch

Location
PITCH

TOTAL

Bars 11; 15.

Description :

Sliding
1'4 tone 2

tone in upward direction

-----000----...:
(/l ).

Resultant Intervals

3/4 tone, via 1 tone slide.
4

3/4 tone.

3/4 tone, via 1 tone slide.
4

3/4 tone.

INTERVAL

TOTAL

3/4 tones 2

3/4 tones via
slides 2 _

4

==
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SONG NO. 80

Corpus 80, Stanza It bar 1.

317

d-dorian

.. l';

Non-tempered Pitch

PITCH
Location

Stanza I, bar 1; Stanza I I, bar 1.

TOTAL
Sliding

1 +
4 tone: 2

Description :

A. microtonal upLJard slide, from rll. 1 tOLJards rW I , LJithout

actually reaching that degree (a slide of· a ~ tane, plus)
( /' ).

-----000----_

Resultant non-tempered Intervals:

Stanza I , bar 1
.....:t

+e l - fl:1' 3/4 tone

l'
g9 1f~P 3/4 tone-- .

Stanza 11, bar 1 :

e I 3/4 tone+

3/4 tone-.

INTERVAL

TOTAL

3/4 tone+

3/4 tone-
2

2-
4--
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SONG NO. 82

Example No. (k) Corpus 82, bar 4 d-seolian

Non-tempered Pitch

Location :

Bars 4; 9; 10; 19; 20.

Description :

PITCH

TOTAL

Raising by
1 .
4 tone 5

~crotonally raised f~ I, ( i) 1 ton e •
4

-----000-----

Resultant non-tempered Intervals:

Bar 4 :

- d

Bar 9

Same intervals

Bar 10 :

Same intervals

Bar 19 :

Same intervals

3/4 tone

Neutral 3rd.

3/4 tone

Neutral 3rd.

3/4 tone

Neutral 3rd.

3/4 tone

Neutral 3rd.



Song No. 82 - contd.

Bar 20 :

Same intervals 3/4' tone

Neutral 3rd.

INTERVAL

TOTAL

3/4 tones : 5

Neutral 3rds: 5

10

319



SONG NO. 93

320

Non-tempered Pitch

stanza 11, bar 4; stanza Ill, bar 4

Location :

Description :

Microtonally raised f~" (-1 )

-----000-----
Resultant non-tempered Intervals:

stanza 11, bar 4 :

'1'
a' - f9 y . Neutral 3rd.
If'
f~Y - g' 3/4 tone.

Stanza I I I , bar 4 ..
t

si' - f'J.' , Neutral 3rd
1-
f~ I - g' 3/4 tone.

INTERVAL

TOTAL

PITCH

TOTAL
Raising by

~ tone

1/4 tone.

2

Neutral 3rds 2
3/4 tones 2

4

-



321

Essentially pentatohic
or d-dorian,
gap~ed 6th degree.

SONG NO. 99

Corpus 99, bar 1.
1 tone

Example No. Cm)

R0 e-C-ITATtI4E -L -1' ,
t... , .. I' " ........ ..

G
r T
1 V • • •

I.... V V • ,
V v ,NEUTAAL ~j, ¥'t T~NE-

N6n-tempered Pitch :
PITCH

Location: Bars 1; 6; 8; 10.

Description :

TOTAL

Raising by

~ tone 4

A microtonally raised f~ I, (f ) 1/4 tone.
-----000-----

Resultant non-tempered Intervals:

Bar 1

t
a l f~ 1 Neutral 3rd

'1'
f~ 1 - gt 3/4 tone

Bar 6

l'
at - fq 1 Neutral 3rd

'1'-fq t _ 9 t 3/4 tone

Bar 8

a l - ~t Neutral 3rd
'1'
fl:P - g 1 : 3/4 tone

Bar 10 ..
l'

a l fq 1 Neutral 3rd

~ql - gl 3/4 tone.

INTERVAL

TOTAL

Neutral 3rds 4
3/4 tones . 4. .

8
==



t ¥"1 TONE,. ~ev~~

Non-tempered Pitch (degree)

Example No. (n)

SONG NO. 131

CorpLisl3:1 t bar 8

tone

322

d....,mixolydian
gapped 3rd degree.

PITCH

.. ,"

Location

Bar 8

TOTAL
Sliding about

1 .
4' tone 1

Description :

Microtonally ascending slide on cq", (/I ) about 1/4
tone.

-----000-----

Resultant no~-tempered Intervals :

l'
b I - c~"

~

6l.1" - a i

3/4 tone via 1/4 slide

Neutral 3/4.

INTERVAL

TOTAL

Neutral 3rd 1

3/4 tone via
slide 1

2

_ _---_._---'-------......1
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SONG NO,. 149

Example No.

... 7Tv" .-/ I

(0) Corpus 149, bar 25
1 tone
4 t

G-Major

r
...I •,. '" I, I • I, ...I •

1,$. ,
~El)Uu:.1) 3/J.{IOME

" INtlft3U
I !l !

Non-tempered Pitch

Location :

Bar 25

Description :

PITCH

TOTAL

Raising by
1
4 tone 1

1

I
j

Microtonal1y raised e' ( t ) 1/4 tone.
----...;000-----

Resultant non-tempered Intervals:

Bar 25 ..
-1'

gi - e' · Microtonally reduced Minor 3rd·
1', - r*' · 3/4 tone.e ·

INTERVAL

TOTAL

Microtonally
reduced
Minor 3rd

3/4 tone

1

1

2
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SONG NO. 158

D-Major

L--_-.........J Ll_-_---'

Corpus 158', stanza 11, bar 2

1 tone

Or - "4 -1'
'Jr ,0/. I ,

= I ,.....
I ';/I III , I
J K 1/ ~ ,
If I
\:: V - !ih10/\If. NEOT~ ~rt-L.

A. Example No.(p)

Non~tempered Pitch (degree)

Location

stanza 11, bar 2 (TOTAL 1)

Description :

Mic rot 0 na 11 y r a i sed cq" (1 ) 1/ 4 ton e •

-----000--.:..-­

Resultant non-tempered Intervals: (TOTAL

l'
b I c~" : 3/4 tone.

1'~
c" - a l Neutral 3rd.

D-MajorCorpus 158, stanza 11, bar 7
1 tone0] I. ~,-,. ,J" . -

.rv ,. , I I -if! 11 .. I

I r ""'I •
\.V I • # ,.

~ 10 l: ~ 1DNE?14 N 11- {4 .J

Non-tempered Pitch (degree)

B. Ex amp 1e No. (g)

Location :

stanza 11, bar 7; stanza Ill, bar 13;
stanza V, bar 7.

(TOTAL

Description :

Microtona11y raised fq 1 (1') 1/4 tone.

-----000..;.----



Resultant non-tempered Intervals

Stanza 11, bar 7

325

(TOTAL : §)

IJ'
g' - f9'
l'
f~ t - e'

3/4 tone

3/4 tone.

stanza Ill, bar 13

"I'
d i - f~'

Stanza V,' bar 7

Neutral 3rd.

3/4 tone.

-t
g' f~' 3/4 tone

l'
f~.' - e' 3/4 tone.

GRAND TOTALS
PITCH INTERVAL

TOTAL
Raising by

14' tone 4

TOTAL

Neutral 3rd

3/4 tone
2

6

8-,
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SONG NO. 159

Example No.(r) corpus 159,'bar l' F-Lydian

Non-tempered Pitch (degree)

Location

Bars; amd 5

Description :

A mic~otonally lowered b~',

1 /4 to n e (~ )

---000-"';-

Resultant non-tempered Intervals

PITCH

TOTAL

Lowering
1 .
'4 tone : 2

Bar 1

G " -t,
+
b' - g'

Bar 5

J,
b' - g'

:a 3/4 tone

neutral 3rd.

3/4 tone

neutral 3rd.

INTERVAL
TOTAL

3/4 tones 2

Neutral 3rds 2

4
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SONG NO. 166

Example ND. (s) Corpus.166, bar 5

~ to~e

. ,
'!J/~TONF. NeuTAAL5'~

J " I

d-mixDlydian

Non-tempered Pitch (degree)

Location :

Bars 5 and 13

Description :

PITCH

TOTAL

Raising by
1'4 tone 2 .

Mic rot 0 na 11 y r a i.sed f ~, (1') ab 0 ut 1/4 ton e •
-----000-----

Resultant non~tempererl Intervals :

Bar 5

l'
gl - f 1

l'
f~v - d'

Bar 13

g~1
't~.

- f.'

l'
f~' - d'

: 3/4 tone

Neutral 3rd.

3/4 tone

Ne u t r 81 3 r d •

INTERVAL

TOTAL

Neutral 3rds : 2

3/4 tones : 2

4
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SONG NO. 169

G-Major

0/4 lONe NEcJ7RIt'L~
&---__~II-I__-,

Corpus '169, b~r 15

3/4 t
) Jl':. .l. • ~.

one
•• , '"H • ,rT,

, ~f. I

IRi I.,.
\17 --'--- .... -::: ,~,

-

Example No. (t)

Non~tempeTed Pitch (degree) PITCH
Location :

.Bar 15

TOTAL

Sliding
3
4 tone 1

.Description

A long slide of fbout 3/4 tone which moves quickly
from e" towards fM-'" (/'). '

-----000---...,-

Non-tempered Intervals:

e" i:~1I . Slide 3/4 tone •.
~" - d" Neutral 3rd.

INTERVAL

TOTAL

Slid33/4 tone '1
Neutral 3rd I

2



'. '. ',·.·f '. ~ '. "). ':'. "
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SONG NO. 175

C-MajorCorpus'i75, b:at 7

1 tone
'4 ~

Exa mp1e No. tu )

Non-tempered Pitch

Location :"

Bar 7

PITCH

TOTAL
"Sliding

1
4 tone 1

Description :

UPwar d mic rot 0 na 1 ~1i de fro m bb, (A), 1/4 ton e •

-----000-----
Resultant non-tempered Intervals

a' 3/4 tone, via slide.

1:
bt:t ,_ g' Neutral 3rd.

INTERVAL

TOTAL

Neutral 3rd 1

3/4 tone 1
via slide

2

=
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SONG NO. 183

....,.'.;:.: .- ;"',:

Example No. (v) Corp'us 183,; bar 1 D-Lydian

Non-tempered Pitch (degree)

Location

Bar 1

Description

Semitonal slide from gql ~g*l.
-----000·-----

Resultant interval

PITCH

TOTAL

Sliding
1
2 tone 1

e I - g9 I ~. g*'

NOTE:

Pitch _: 1
Interval 1

A sli~ major 3rd.

INTERVAL

TOTAL

Major3rd via

1/2 tone slide: 1
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SONG NO. 189{ a)

Example No., (w), D..,.Major
1 'tone
4 A ' ,

~~-t:::====t=jr-c-t=l=---f:~--~~W_"--'---
. « '1.' If 3" t

Non-tempered Pitch (deg~ee)

,Location :
PITCH

TOTAL

3

Sliding
1- tone
4

Bars 2; 6; 14.

Description

Upward micro tonal slide, 1/4 tone, from cif" (~) •
..,.----000-----

Resul tant non-tempered Intervals:

Bar 2 :

b'
/'

- C~I'

69 11 - a'

Bar 6

/'
b' - c~"

l'
09-" - a'

Bar 14

b' '6\"

1'~II - a'c·

3/4 tone, via slide.'

Neutral 3rd.

3/4 ton~, via slide.

Neutral 3rd.

3/4 tone, via slide.

Neutral 3rd.

INTERVAL

TOTAL
Neutral 3rds

3/4 tones
via slide

3

3-
6
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SONG NO. 191

Ex a mp I e No. ( x ) Corpus:191, b?r 2 C-Major

Non-tempered Pitch (degree)

Location :

Bars 2; 6.

Description

PITCH

TOTAL

Sliding
1 tone'4 2

Up war d mic rot 0 na 1 s 1i de, 1/4 ton e , fro m bl> t (,/J ).
-----000-----

Resultant non-tempered Intervals

Bar 2 :

at

;

- c "

3/4 tone, via slide.

3/4 tone.

Bar 6 :

at

- c "

3/4 tone, via slide.

3/4 tone.

INTERVAL

TOTAL

3/4 tones
via slide 2

3/4 tones 2

4
-..
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SONG NO.2l~

Example No. (y) Corpus 219, bar 6 d-mixolydian

Non~tempered Pitch (degree)

•

,.......
" ,

PITCH

.,

,

Location :

Bars 6; 14.

TOTAL
'Sliding

~ tone 2
Description

A slide begins on fll.' (or slightly lower) and reaches

~" ; app roxima tel y a semi tonal sI i de.
-----000-----

Resultant non-tempered Intervals:

Bar 6

d'

Bar 14

d'

f~ , .;::, f~'

f~ " ./t rf'

Major 3rd via a semi tonal slide
approximately.

Major 3rd via a semi tonal slide
approximately.

INTERVAL

TOTAL

Major 3rd via
a semi tonal
slide : 2.

Note:

Pitches 2
Intervals 2
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Ex a mp 1 e No. (z)

SONG: NO. 220

Corpus 220, bar 4

d-mixolydian,
gapped at the
6th degree

Description

Amicrotonally lowered c*' (J,) ,- 1/4 tone.
-----000- .... ---

Resultant non-tempered Intervals:

Non-tempered Pitch (degree)

Location :

Bars 4; B.

PITCH

TOTAL

Lowering by
1
4 tone 2

Bar 4

d' ~* ,
~I d'

Bar 8

d l - t¥v

.tt* I - d lC

3/4 tone

3/4 tone,

3/4 tone

3/4 tone.

INTERVAL

TOTAL

3/4 tones 4

-
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SONG NO. 225

d...,.dorian,
gapped at
6th degree

•

Corpus 225, bar 9

1 tone
4 ..l-

Example No. (aa)

Non-tempered Pitch (degree)

Location :

Bar 9.

Description

PITCH

TOTAL
. Lower ing by

i .tone 1

A microt.onall y lowered flf" ( J, ), 1/4 tone.
-----000-----

Resultant non~tempsred Intervals:

Ba·r 9 :

J.
e" - f:lt 11 3/4 tone.

J.
rih' - e" 3/4 tone.

INTERVAL

/ TOTAL

3/4 tones 2
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SONG NO. 268

.. j-'\ .

Example No. (bb) Corpus 268, har 3 D-Major

Examp le No.

.,

Corpus 268, bar 12 D-Major

Non-tempered Pitch (degree)

Location :

Bars 3; 12.

Description :

Bar 3 :

A mic I' 0 ton a 11 y lower e d f$ , (J,), 1/4 ton e •

Bar 12 :

An upward micro tonal slide on c9" (./t) ab~ut 1/4
**tone.

-----000-----
Resultant non-tempered Intervals :

Bar 3 :

j.
d' - f:ff·,

..j,.

ff' - d'

Bar 12

~
b I - c~"

l'
c~" - e'

Neutral 3rd

Neutral 3rd.

3/4 tone (Via 1/4 tone slide).

Neutral 6th.

**Collector1s Note is absent. The slide symbol is interpreted
as sta~ding for an upward slide of about a 1 tone.

"4



Song No. 268 (contd)

PITCH·

TOTAL TOTAL

337

Lowering

~ tone

Slid .1. tone
4

.. .

1

1

2

Neutral 6th

Neutral 3rds

1

3

4
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SONG Nn'. 274;

Example No. (cc) Corpus 214, bar 12 O-Major

Non-tempered Pitch (degree)

Location :

Bar 12

. Description'

PITCH

TOTAL

Sliding

l·tone2 . 1

Upward semi tonal slide, from c~" - c*'" (/").
-----000-----

Resultant non-tempered Intervals:

A Slid major 3rd.

INTERVAL

TOTAL
i

Major 3rd via
semi tonal slide 1

~:

Pitch 1
Interval 1
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SONG NO. 281

Example No. (dd). Corpu~28lt bar .29 d-:-mixolydian

I . (J.r) '/4J;'N~

....."'"'~·-==.f~-~~~ Y( iF= .--~~- ~=r===
\It''JI-+..L-.=+--=l=1f-ZF . ,~-:~--.--_._-~ .. :} ... --=--q==

SL.I~3~UTfVtL 3/~ToNe
t . . I .....I--'-·_~

Non-tempered Pitch (degree)

An upward microtonal slide from fqt (/1),1/4 tone.

Location :

Bars 29; 75.

Description

PITCH

TOTAL

Sliding
1 totle
4' . 2

--:----000-----
Resultant non~tempered Intervals:

Bar 29

Neutral 3rd, via slide.

3/4 tone.

Neutral 3rd , via slide •

Neutral 3rd.

INTERVAL

TOTAL

Neutral 3rds
via slide 2
Neutral 3rd 1
3/4 tone 1

4-
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NON-TEMPERED PITCH

Pages 340 - 341

A SUMMARY OF TABLE NO~ 18 - A COMPREHENSIVE
ANALYTICAL TABLE, ILLUSTRATING NON-TEMPERED
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A SUMMARY.OF AN ANALYTI.CAL TABLE NO. 18, ILLUSTRATING NON-TEMPERED
PITCHtSAND INTERVALS IN THE DE NORAIDH COLLECTION

o
.q-
t'1 I

NON-TEMPERED PITCHES

I

RESULTANT NON-TEMPERED INTERVALS

Symbols used :

t Raised mierotonally.

~ Lowered microtonally.

}'IS1i d , ranging from
1/4 to 3/4 tones •

SONG I
ND. I

I
KIND I1 I3/4 TONErOTAy 3/4 TONE VIA SLIDE

i
;

'>

NEUTRAL
3RDS

NEUTRAL
·6THS

MICROTONALLY .\MAJOR 3RD
REDUCED MINOR VIA SLIDE

3RD

TOTAL

i !
.3 . I ,J;.1/4 TONE 12

I
.-t 1/4 TON E . 3 ~112.

37 ~/l 1/4 TONE 1 ~"

39 ! J,. 1/4 TONE- 2 i

48 I A 1/4 TONE 1 . ",

49 . .)t. 1/4 TON E . 1 !.

1" 1/4 TONE
,

53 2
55 ! i 1/4 TONE 9 ,

I ,..,... 1/4 TONE
.

69 4 i
!

l~ 1/4 TONE "
i 71 2 1

!

80 l~. 1/4 TONE+ 2 I
I:
I'

f.
I I ~

I 82 -to 1/4 TONE 5 :I .-1

I 93 "1' 1/4 TONE 2 i
99 1"' 1/4 TONE 4 I

;
I.,

l;t 1/4 TONE 1
,

131;
149 I .",. 1/4 TONE, 1 m

158 ..,. 1/4 TONE- 4 ,

159 ~ 1/4 TONE 2

166·. I 11/4 TONE 2 f,

4

6

4

/ ...

t.N
.j::>.
o
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Table No. 19 - contd
A 5 umma r y 'dfan Ana 1y tica 1 Ta b1e, No. 18 , i 11 u s t ra tin 9 Non - t emper e d Pit c hesandIn t e r va1s
. in the De Noraidh Collection - contd.

..--/

. "" .
C'1

NON~TEMP£RED PITCHES RESULTANT NON~TEMPERED INTERVALS

SONG
NO. KIND TOT Atl3 / 4 TON EI 3/4 TONE I NEUTRAL

VIA SLIDE 3RDS
NEUTRALI MICROTONALLY ./MAJOR 3RDI TOTAL
6THS REDUCED MINOR VIA SLIDE

3RD

I ~·~~·I> ~ .~>: ;~~:I ~ ", I ~ I~· ~ --l-"-'-'---~'-"---'~-'''1-''_....-_.-....." 2

2

18 3. ,.1" 1/2 TON E I 11 I I I I I 1 1

:189 al?, 1/4 TONE I 3 3 ·3 6

4

2

4

2

21
22

21~ I fl 1/2 TONE I 2
191. I ,?1 1/4 TO NEI 2

22'0 I . . l 1/4 TO NE-I 2 I 4. ----- .--------r---·----·-·-r·----··--:--t----·
225 I~ 1/4 TONE 1.. 2 . I

---t-----+-----+----+-

r. ;~;F~~:{~-~~~~--fl-:=~~- --~.J_;-_.- .._'_1--t I 1 I ; I
THIRTY
SONGS TOTALS : 68 67 14 44 2 1 4 132

GJ
~
I-'
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""" .



V-OLUME, I I
CHAPTER V 342

TABLE NIT. ~O ,'ILLUSTRATING NON-TEMPERED PITCHES WITHIN
THE FRAMEWDRK OF MODALITY IN THE DE NORAIDH COLLECTION

DOHIAN

SONG MODE DEGREE( S) NON-TEMPERED, BAR REFERENCE(S)NO. Ai...TERED PITCH(ES),'
.. 1

B7 d 3rd/l Slid '4 8
Tone · I-·

~9 i Lowered 1
d 3rd '4 17· 44.

Tone · 2
' ' ,

·
30 d 3rd ./i Slid 1:. Stanza 1, bar 1

Tone+: 4 2 Stanza 2, bar 1.

33 l' Raised ·1 Stanza I I , bar 4d 3rd 4Tone · 2 Stanza I I L, bar 4~·
S9 l' Raised 1

d 3rd '4 1· 6· 8; 10.
Tone · 4

' , ,
·

225 3rdf,t, Lowered 1
d 4 9

Tone · 1

No.
of songs . 6 Total · 12. · -

LYDIAN
~ONG MODE ALTERED NON-TEMPERED
NO. DEGREE(S) PITCH(ES) BAR REFERENCE

159 F 4th i Lowered 1
4 1 ; 5

Tone · 2•

~83 0 4thq /J Slid 1
'2 1

Tone · 1·
No. of
~ongs . 2 Total · 3. ·

Symbols for Non-tempered Pitch~

Microtonally raised
Microtbnally lowered

Slid

1

'". :..'.. "

;....
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Table No. 20 contd . ;

MIXOLYDIAN

343

,

SONG ALTERED NON-TEMPERED BAR
NO. MODE DEGREE(S) PITCH(ES) REF EREN CE CS)-

Slid 1
7th ./' 4 B131 d Tone · 1·
3rd .l:i l' LoweredJ.

5' 13166 d 4 2Tone : ,

Slid 1
219 d 3rd' q ;t .2 4; 14Tone · 2

7th * .}, slid 1
220 d '4 4; 8Tone · 2..

Slid 1
I2B1 d 3rd ~ ./1 .4 29 ; 75.Tone · 2

No. of
songs · 5 Total · 9· · -

AEOLIAN

SONG MODE ALTERED NON-TEMPERED BAR INO. DEGREE(S) PITCH(ES) REFERENCE(S)

Raised 1
4

12 b 6th l' Tone · 3 6' 8 . 10· , ,,

Raised 1
I 69 d 3rd l' (3) '4

6th ( 1 ) Tone · 4 Bars 1 - 4". ·
Raised 1.. 82 d 3rd t '4 4; 9 . 10; 19; ..,
Tone · 5 20.·

No. of
songs · 3 Total . 12· . -

/ ...



Table No .. 20 - contd

IONIAN

344

\

SONG MODE OEGREE(S) NON..,TEMPEHED BAR REFERENCE(S)
NO • ALTERED PITCH(ES)

..

Lowered 1

~ Tone · "4 2 1 ; 53 0 7th · ...

/I Slid
1,

248 0 7th "4Tone • 1·
~ Slid 1

749 G 7th
Tone: 4 1

Raised 1
53 0 4th l' 4 7 ; 15Tone • 2·

* Lowered 1
55 C 3rd J; 4 Upbeat - 1 • 2 ;Tone · 9 ,

· 3· 4 - 5· 8 ; 8, ,
- 9 ; 12; 14;
14 -15

Slid 1
71 0 4th /f .4 11; 15Tone · 2

Raised 1
149 ,G 6th t '4 25

Tone · 1·
Raised 1

158 0 7th~,t (1) .Tone · 4 4 Stanza II,bar 2· Stanza II,bar 7
3rd~ t (3) Stanza I I I , bar

13
Stanza V, bar 7

Slid 3
169 G 6th )r 7th.

• 4 15Tone · 1

7th~ Slid 1
175 C )1 .4 7Tone · 1

189 a
7th~ A Slid 1

0 .4 2· 6" 14.Tone 3 , ,·
7th ~/I Slid 1

191 C Tone .4 2 2· 6.
"

,

X' ~ i~
Lowered 1268 0 3rd Tone " , 4 1 3" 12.7th~ Slid "I ,

"zt Tone: 1

7th 9/' Slid 1
274 0 ; 12Tone · 1

No. of
Songs " 14 Total " 32.

" -
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ORNAMENTATION
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Pages 345 - 433
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1. Ornamentation: An Oriental Trait 345

1.1 Introduction 345

1.2 Manifestations of Eastern Ornamentation 349

1.2.1 Melismata : the decoration of vocal
syllables 349

1.2.2 Combination of Simple and Ornate
Melodic Styles 354

1.2.3 Ornamentation in Improvisatory Style 357

2. Melodic Ornamentation in the De Noraidh
Collection J60

2.1 Introduction 360

2.1.1 De Noraidh's Notation of Orn~mentation 360

2.1.2 De Noraidh 1 s Comments On Ornamentation
in the Collection 361

2.2 Manifestations of Ornamentation in the

De Noraidh Collection

2.2.1 Melismata

2.2.1.1 Melismatic frequency in the De Noraidh
Collection : Statistics (with Chart 37)

2.2.1.2 Single Melism Songs

laj A melism at final cadences
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c Melism at the beginning of songs
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Inverted Mordent (with Chart 39)
D) Breath-Retention and Melism
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2.2.2 Simple and Ornate Melody in the
Collection

362 (a)

362 (a)

363

364

365
365
366

367

371

371
371
374
377
377
378

379
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VOLUME 11

1.1 Introduction

CHAPTER VI

1. ORNAMENTATION: AN ORIENTAL TRAIT

345

In music, the term ornamentation stands for the embellish-

ment of melody eith~r by adding notes or by modifying rhythms
1

;

West and East view ornamentation from different standpoints.

In the West, harmonic considerations rank highly. In the

East, linear aspects are of prime importance. Eastern

music is mostly homophonic. Since the skill of Oriental

musicians and composers is concentrated on line, melodic

nuances and rhythmic patterns are considerably richer than

Western counterparts 2 . It is the view of 8rigitte Schiffer

that fioriture are the 'life and soul' of Oriental music in

g~neral, and of Oriental singing in particular
3

Decoration

is so fundamental to Eastern style that embellishments be­

come essential to the melodic structure. Whether nuclear

melodies are extended or new melodies created, decorations

are never accidental or non-essential. To strip an Eastern

melody of ornamentational trappings would, in fact, rob the

linear structure of an ess~ntial constituent, and reduce the

tune to an unrecognisable skeleton. ' Decorative patterns are

never merely auxiliary, but proceed from a forming and

creative principle.

Generally speaking, from West to East across

and rhythmic complexity appears in evolving

tal mus i c ha s ha d ma in c hann el s to the West:

the map, melodic

density. Orien­

Through the Jews

1. Encyclopaedia 8ritannica, Micropaedia VII, 'Ornamentation',
p. 590.

2. Egon Wellesz : 'Introduction: Ancient and Oriental Music'
Vol. I of The History of Music in Sound, p. 12. '

3. 8. Schiffer 'Music: East and West' in The ~orld of
Music, Vol. V, No. 4 (1963), p. 85. '

Sin~e 1937, Professor Schiffer had been a staff-member of the
Nat:onal Conservatorium of Music, in Cairo, Egypt. She
retlred in 1963.
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the Arabs in

Spanish folk-song
early Christian Church, and through

The influence of Arabic music on

have been considexable
5

.

in the

S
. 4paln

seems to

From the terminus a qUO, in Cordbba, over North Africa and
6

East~ards to Samarkand, in Uzbek, an Oriental ~ay ~as made.

Through an anthology of ~orld folk-song it is possible to

trace a gro~ing melodic complexity ~hich seems to climax in

Asia and decline, some~hat, in the Far East. The following

example is a lullaby from Poland, Central Europe. The

melody is simple, ~ith rhythms that are striking and alive:

Example 116 : Ai, Lu lu : Polish Lullabx7
UODER.4TO

fI
0' ~ - -

\ =h-:-E.f::::J
IV -r ~

.. p r If
... O,j 1/1 f,j 1/1 11/ I.u, K~/ib-ka zmar· nlll' - "', Pi' - I"szki-- r 1 L-J

(~
- ~ r I I r h..J I

tu-J-
..

fjJ~ ~_..-
- , r I

fI ~ .........

~
..

·fJ ..
F -r -~

~r... zra - buz - k", I" - , laj an - - io . le '" aku..
t -

p- r "t ,

fl - l ........, I.

~
J -.. ...

~ -r "f fJ L" b~" I" I" . I", 1/1 /'" I" lu /'"

I -" l - .",. .
~. .. .. • ... --t:--'+=

~ .. It· t---I

" - -

\ -
.

IV 'f r .. r -y;
! ~:

~ L" I" III I" _ 'I" /11 I" -Ill-- I" lu.

t - 1..- --. ,-..., -
... -r ~

,

4. ~. Apel: Harvard Dictionary of Music, 'Oriental Music', p. 629.
5. Arab rule over the peninsula endured from the ninth to the fif­

tee~th centuries. (8. Nettl: Folk and Traditional Music of the
~est ern Con tin e n t s , 'F ran c e , I tal y and the I ber i a n Pen ins ula ' ,p .11 3 . )

6. ~.~. MaIm: Music Cultures of the Pacific, the Near East, and
ASla, 'Moslem Africa and the Near East', p. 39.

7. 0.8. Cummin~: Lullabies of the ~orld, p. 116.
.';:
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Already, in GreBce, Southeast Europe, tonal and rhythmic

complexities together with melismata begin to appear. Ex­

ample 117, below, a Greek cradle-song, illustrates these

aspects :

Example 117 Nani , Nani , Nani 8Greek cradle-song

m' - -sou, ko - ,; mOll w;- _--:,"- - gl'o _ K'egho, lIa SOli ---

~kh'~ s;~J~~~~~'~.'I~"·•.A···'t·... aF" #JJra' ..~.~k.·Jla·__~so ~ ~

n ..

zi
-

Kt lill KOII stall - ... li· - "OIlPO - • !i T,is kli,o"ous

From Iran, ancient Persia, there is a Locrian modal melody,

given in Example 118 overleaf, so complex in its free rhythm,

firmata, melodic embellishments and melisms, that possibly,

to Western ears, it does not fit the category of typical
cradle-song with a regular metre

8.0.8. Cummins: Lullabies of the World, pp. 138 - 139.
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Example 118 9Your mother loves you as her soul •

,ANDANTE

t"

AN ~ ..... ,- - R11

-~-
~ c::I == .-"{'Y ~

raJ misl- -i Jjan - i_Just __ aa - -- -. ,

......... - .--'.
~

Tu - ,a__ "'y - i
1':\

-

chishm- - .ikhuaash _ m;
~.

-

,... f\ I ~ .......~ - - - -(I
,,~,~~.

_I t, -".,
IC7 -- lOO ......... " ..... . . I === -• gu - za,aa Tura q"' - bUll __

till - sh - a - - lIaJ_._

l
"0-.

t~ .. ~-
The example just 9uoted belongs to part of a broad and

wide Islamic tradition. 8y the end of the eighth cen­

tury, Islamic civilization stretched from Transoxiana

to the slopes of the Pyrenees, and conditioned a quarter

of the then known world
lo

. Today, pan-Islamic tradition

covers vast areas - over North Africa, Eastern Europe,

the Middle East, into Central and Southern Asia ll .

Among chief characteristics of Islamic music, and second

in importance to modal homophony, are fioriture and
melodic decoration 12 .

9.0.8. Cummins:

10. H.G. Farmer:

11. W.P. MaIm:

12. H.G. Farmer

Lullabies of the World, pp. 208 - 209.

'The Music of Islam!, The New Oxford
History of Music, Vol. I, p. 421.

Music Cultures of the Pacific, the ~ear
East, and Asia, 'Moslem Africa and the
Near East', p. 39.

op. cit., p. 450.
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In the music of India, ornamentation has a special function

in emphasising melodic structure. This special ornamenta­

tion is termed murchana~inthe North, and gamakas in the

50uth 13 .The gamak may consist of a slQW shake or an exag-
. 14gerated vibrato • Melodic embellishment, glissando and

15vocal melism are common In Indonesia, Islamic influence

was present from the thirteenth century. Other assimilated

influences stemmed from China, India, Middle East and South­

east Asian mainland. The degree of melodic embellishment is

high 16 . In Japanese folk-songs, ornamentation is highly

cultivated, refined and judiciously 'applied. In China,

melodic embellishment is a major characteristic of vocal
17style

1.2 Manifestations uf Eastern Ornamentation

It is not possible to capture the subtlety of Eastern

embellishments under topic headings. At best one can only

suggest broad classifications which deal with aspBcts of

the subjects. The following aspects of Oriental or~amenta~

tions appear to be basic :

1.2.1 Melismata : the decoration of vocal syllables

The embellishment of a vocal syllable is termed a

1 " 18me 1sma .

13.W.P. MaIm: Music Cultures of the Pacific, the Near East, and
Asia, 'Central and Southern Asia', p. 71.

14. N.A. Jairazbhoy : The Rags of North Indian Music, 'Basic
Elements of Theory', p. 35. .

15. W. 5chmid: Introduction to Tribal, Oriental, and Folk
Music: A Rationale and 5yllabus, p. 61.

16.

17.

18.

W. 5chmid: Op. cit., p. 55.

W. 5chmid: Op" cit., p. 49 and p. 45.

6he ~erm 'melisma (plural, melismata) is derived from the
rB~ wo~d, ~elos (tsweetness, melody'). In this stud a

mel1s~a 1mp~les at least four notes per syllable (Th~'
term neumat1c stands for two or three notss t •
The term. syllabic is self-explanatory. a sinOgl

a
SYltlable.

syllable. ) .. e no e per
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notes or even into a long passage. Example 119,here­

under,is illustrative of a melismatic Samavedic chant
19from the Hindu temple .

Example 119 : An Illustration of2~amavedic Chant in
, the Music of India .

--
i ma - . -, . m st~ _.:...'------

~.
ma - -, .' - . m ,a. r a _

~
~~

tii """"'- ------

'-----,-'---'--------~,...._•._......_,---,-'-,-,-,-'_."

da se . ---, .......

The roots of melismatic singing are deeply embedded

in ancient civilisations and had to do with the gro~th

of melodic formulae ~nd systems of mOdality2l A

flourishing melismatic style is characteristic of the

entire music of the Orient 22 . The traditional music

of the Synagogue is replete with this vocal style.

Even distant groups seem to share the cantor's melis-
•

The use of Samavedic chant is restricted to large offer­
ings and sacrificial occasions. This variety of singing
is melodi~ally complex and departs from standard norms of
Rigveda recitative.

20. A Slake: 'Samavedic Chant in the Music of India'. The
New Oxford History of Music, Vol. I, Ancient

-and Oriental Music, pp. 202 - 203.

21. Eric lJerner: The Sacred Bridge, 'The IIlJandering Melisma ll ,

p. 501.
22. Er i c lJ ern er: O~. c it., 'T he 0 r na men t s 0 f Me 1 ismat i c

Chant, p. 543.



matic, free-rhythm cantillations
23

.
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I~ particular, singers of the Middle East were inexhausti­

ble when it came to inventing new forms of embellishments

and ornaments, just as listeners were insatiable in their

demand for vocal arabesques. Of all embellishments, the

final melisma was the most functional in providing a

rounded melodic conclusion. Final melismata feature in

Byzantine, Syrian and Jewish musical cultures. Gregorian

Chant has also preserved a good many final melismata in

their original settings
24

.

From Eastern religious music, the early Christian Church

derived not only recitative and psalmody, but, also, the

art of melism in the form of melodic ornamentation of a
25final syllable

Examples 120 and 121,below,illustrate this embellishment

of a final syllable in both Gregorian and in staff nota­

tions, respectively:,

Example 120: Illustrating in Gregorian notation the
Embellishment df Final SlLablein Tones

or Vers1.cles on Sundays and Feas s26-

1.9llSlmdars m/lCPl'ast,~·, a(lc,: tile Noct;/'rlls, af/er Ille'jl;lII;ls-~fL;;td,
alld ~ eSI'ers, ,wd (If/cl' tile Short Res)'ollsOI'Y of tile Li/I/e lIours:

I!--.-.-.--.-.-a-II-.-.-.--iI ~--i1==-. --~_:-:

=======--=========~~+'~~====--========
J'. Di·ri,~·;'tlur ))lllllinc or;'I·ti· () Il1c-a.
IY. Sicut illccnsulll in Clll\'pl'Clu ll·I.O,

()r nccurdill/:" /0 a lnorc 1'('('('111 ,.'US/tUH :,
t·-._..··-·..·--·--·-+-tI---tl......:;;::::;·:=;;:::··rt--·+I-~- =If=-'==--~=
==~=--===_--------.:.:====-===_~:r.dJ= ' ..
r. Dj·rig-Mur Domine on't-ti.. 0 1I11~- a.
l~. Sicut inccnsull1 in conspectu tll-O.

23. tJ.P. M3lm:' MusicCultures of the ,Pacific, the Near East
and Asia, 'Mo~lem Africa and the Near East','p.

24. Eric tJerner: The Sacred Bridge~-lThe"tJanderingMelisma'" , p.
25. Jos. Smits van tJaesberghe: Gregorian Chant, p. 28.

26. The Liber Usualis, Solesmes (1956), p. 118.

A Versicle .(versiculum) isa very short sentence with an
answer; in this case: -

May my prayer be guided, Lord
Like incense before your presence.

60.

543.
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Illustrating in Staff notation the Embellish­
ment of a Final Syllable in Tones for Versi
cles on Sundays and Feasts27 .

~
Di-ri-gd-~ur Do-rni-n& 0- ra.-ti-o me-a..

. t'Si - cut in-cen- swnin con-s.pec:- tu. u. - o.

. ,r)l~
.Di- rr- 9a.- ~ur Do-mt-ne 0 -ra.- tt-O me-a..
Si-cu.t in-cin-sum in con-spectu. ta-a. .

Under. further Eastern influence, early Gregorian psalmody

.came to be em~ellished at the beginning and middle as well

a 5 a t the end 0 f a psal m ve r se. The m0 s t imp 0 r tan t Gr e­

gorian melismatic chants became the Gradual, Alleluiaand

Tract
28

. Developed melismaticch~nts retain something of.

primitive chants and origins through fragments 6f recita­

tive
29

• Melismata of great length occur in Ambrosian Chant,~
. . 30

inc14ding up to 300 notes to a syllable!

Pronouncad melismatic features abound in the folk-songs of

Eastern Europe and the Middle East. In Rumania, Melis­

matic groups do not have fixed design, but are used to

fill intervallic gaps, especially of the fifth. The

following example (No. 122) illustrates this melismatic
function:

27. Notation: Jas. Smits van Waesberghe: Gregorian Chant,
p. 29. .

28. The Gradual was a response, sung between Epistle and
Gas p ·.8.1 in the service of theMass • The A11 e 1 ui a (j ubu1 us)
followed the Gradual as a joyfUl exclamation. A Tract
replaced the Alleluia during penetential se~sons.

29. Jas. Smits van Waesberghe: QE. El!., pp. 29 _ 30.

30. W. Apel: Gregorian Chant, 'The Free Compositions:
General Aspects w , p. 267.

The Ambrosian Chant, at Mil~n, and the Mozarabic Chant
at Toledo, may be classed as Western Oriental.



Example 122: A Rumanian 'Dawn' Lament (zorilor
31,

illustrating Melismatic Style in
Eastern European Folk Song
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In the above example, melisms belong to the essential

character of the song.

In Example 123, hereunder, a highly ornamental melody from

Libya featur~s melismata, coupled with recitative. A long

melism rounds off the melody :

Example 123: Caravan Song from Libya 32 , illustrating
Melismatic Style, coupled with Recitative,
and featurino a long Melism as a conclusion
to. the Melody

Mqjlerato .

~,. g") 4;:::".~ ,. ,. ~
p .,~ . r~ j. ~===~:=J='=._:::__':::.:..-.AI • ,.. mal _. It· ftII

Slow. Iy wind - Ing _ thro' __ the .. ~ tilt

~
..... Q41~' v~

:ti.~,)
'...,.; -~ ~ . - . -'-"'""-
_ 'IlMJ 1Idy._ goU -1_ "UJ_

In Rate - Iy DIO - lion, _ Ciy of --.- "18" be·,,, . ..~..) "
..... -

mou
cam

VlI­
ItIn the

. 'carn •

le.....:.-.....- "",..,. ~ mal 1DlJ·
elt. _._ SIow.ly wind-Ing _.

. .' »(4)

~.\ ~

~J~~
It· ftII 'I"""-duo'tbe des ~ _ In Rate • ly~ J!io •.

t/. ..

~~.gi~,~
gota • I -,."__" _ •

tllJit. . j Cry 01__ "u" _. be. Itin the

...• /10:. ~:;.)...'

- : "I____ _ _ _ . _. .::;:::-' i

la. ----===================__elt._

31. Bela Bartok: Rumanian Folk Music (editor: B. Suchoff),
Volume 11, No. 636b, p. 67!.

32. C. Haywood: 'Folk Songs of the lJorld, p. 244.
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1.2.2 Combination of S~mple and Ornate Melodic Styles

The combination of the simple and ornate is found in

psalmodic chant, in which reciting-note technique is

juxtaposed with an embellished termination, a character­

istic acquired from Eastern tradition. Gregorian psalm­

tone number one provides an instance of such varied

styles. Example 124 which follows contains this psalm­

tone in Gregorian notation and i§ followed, in Example

125, by a transcription of the tone in staff notation:

Example 124: An Illustration of the First Psalm-Tone
in Gregorian Notation 33

••• b. D"'~ ••• ••

D:o~. [;::
. ~'. It

1. Di-xit Dominus Domino me- 0: * S6de a dextris me- is.

Example 125: A Transcription of the First Psalm-Tone
in Staff Notation

~{ .

Di-xit Do-mi-nus Do-mi-no me-o Se-de a dex-tris me-is.

In the above tone, syllabic, neumatic and melismatic

elements are combined in the short space of a single

melodic line.

In the larger form of a folk-song, the weaving together

of parlando and embellishment is well illustrated through

the following example, Number 126, from Iran:

33. Liber Usualis (1956), p. 128.
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An Iranian FDlk-Son Kouh Beh Kouh On the
Road 4 illustratin the combination of
E~bellishmentand Parlando within the same
vocal unit

1'\ Quasi Nlogio ." V
Bmi. of .-$-,.. . ~of. •. :: ill :±= == ..

." '-- c:J ~
1. Kooh beh 1cOuh.. mi - gM - d. - dam. dam - ha - le IcJaar. gowch.
1. On the road_ the moun.wn side. Chas - ing rab - bit inJast stride,

.. V

~'j~~
~~~

!IQ. re Ichod· ra man d••dam gowch-oo - re dM _ gowch.

i£~m;_'korl~'Pi~."
, t3~

gowch. IllI - r~ dM __ gousch HoII _ hoi! _ hoII
Wear • ing gold ring in _ her ear. Hoil_ hoil_ hoil

£',IlT.iJi. Emi. . of Flmi. Bmi. ~

~'!I£~ ].1]~~~7- c _
Ha • djar gra - ICIwmg e, ma.It • 0 ma - long et _
H. - dju 10_ love - Iy. Joy. fu1 and_ bap- pyl _

Other Eastern folk-songs also juxtapose simple and ornate
versions.

The following lullaby, in Example 127, was sung by the

Berber (Mzouda tribe) of North Afric~35. Within the

general framework of a repetitive tune, relievsd by orna­

mentation, there are two sections

A2 (bars 8 - 14) repeats Al (bars 1 - 7) in a more em­

bellished version, with rounded melismatic cadence

34. C. Haywood: Folk Songs of the World, p. 2Dl.

35. The Berbers of North Africa were assimilated in the
Arab conquests of the 7th century. Among the Tuareg
Berbers, the ornamental characteristics of Moslem
music are found chiefly in the singing of menfolk.
Thei~ love songs are highly embellished.
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Illustrating, in a 8erber Lullaby
entitled 'Harara Yourara! Oh, my
Darling .Daughter!', an~spect of
Oriental Ornamentation expressed by
the combination of Repetitive Pat- 36tern and Improvised Embellishment

A' •
n

. IV' ...
Ad rtvig tagw tI - la,
/.

Nbtlg tilt gi _ s

~.

- .1

.- --
- ZIIn, Fkeg ak at tse ·but! _

3.

fI .,MODERATO ....., - -
......, - - - he"l na!

~ - A • }' - ;~ -I; helllla! Hra-ra r."-Ta-Ta! A- yiwiHTa-Ta rl/-Ta-Ta! . I

'to 5'. b '1-
1\1.

- -
6 J

il - 1i helll/tI! HTa-Ta YI/-Ta - Ta! __Hra-Ta YU-Ta - ra! A - }' -
~. Cf· 10

'.

An interesting Oriental ordering is, first to present the

embellished version and then .to follow with a simplified

form. Normally one expects the skeleton melody to precede

its ornamented counterpart. A characteristic procedure

of Czech folk-songs is to present a melody in melismatic

fprm, and, then, to follow with a version which is clearly

marked in rhy thmi c s tru c tures. 80th orna te an d simp le ver­

~ions of a Czech folk-song are' contained in Example 128
overleaf

36. 0.8. Cummins : Lullabies of the ~orld, pp. 148 _ 149.

This lullaby is sung by a mother who is at her wi t' send
in the effort of persuading her child to take some
'gruel'.
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Illustrating in a Czech folk-song the
presentation.fir~t.of an ~rnate Version
and then a S1mpl1f1ed Var1ant37

Ornate prototype

Simplified variant

~~

1.2.3 Ornamentation in Improvisatory Style

Ornamentation frequently seems to stem from the perfor­

mance of the folk interpreter. Uith an acquired skill

and technique of improvisation, a performer can enliven

and embellish a traditional melody. Inspired by Oriental

custom and influence, early Gregorian singers decorated

traditional chants
38

. It appears likely that much of

37. Gr 0 ve' s Dic t ion a r y 0 f Music and Mu sic i El ns (e di t ion 1954),
'Folk Music-Czech', p. 220.

38. U. Apel:Harvard Dictionary of Music, 'Ornamentation',
p. 629.

The fruit of impromptu ornamentation was eventually in­
corporated in the Tunstede manuscripts, (about 1370).
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plain-song, as we have it today,is an embroirlery of
. d' . 1 t . 1 39 A t 1much slmpler an orlglna ma erla . n ornamen a

folk-stylebegets ornamental versions. Embellishments

are so essentially part of the living performance that

the skeleton is not heard any longer. It was a view of

Bart6k that the reduction to skeletan of Rumanian tunes

produced dull and monotonous melodic patterns, while

melodies in their full shape (as they are always sung),

had, because of their amazing embellishments, an en-

tirely different effect 40 . Improvisatory singers are

honoured with a special.social status in Armenia, where

one may hear i~provised embellishments, in the sty~of

the following line of a lullaby, notated in 1905 (Example

129):

Example 129: Illustrating Improvised Embellishments
in an Armenian Folk Song:. 'Agh-vor Yes'
(How lovely you ~re!), bars 1 - 3.41

/' "\I) 1- A/3 loo', "' - - - • r.- ~ ~ ......
1.--, ~ - ....... ~ ....... ~. I r

A.~h -_. IJor )'i'S, (1Ioo-His khll - - Itld·l
I. ')...... '3. t.

Torlay, in the region of the Central Volga, improvisation

is extensively practised. This area has been a meeting­

place for various peoples over more than a thousand years.

There, among Finno-Ugrians from the North, Turkish­

speaking people from the East and Slavs from the West,

improvisatory embellishment became a shared commodity.

In spite of the fact that the traits of variation and

improvisation are employed extensively, the immense

weight of·tradition preserves the basic sounds of tra-

39. P. A. Scholes: The Oxford Companion to Music, .
'Ornaments or "Graces" , p. 752.,

40. Bala Bart6k: Rumanian Folk Music ( B• Suchoff, e d. )
'Introduction to Volume I I ' , p. .14.

41- D. B. Cummins: Lullabies of the World, p. 197.
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ditional song 42 The following melody, Example 130,

noted from an old Tartar flute-player, ih 1968, is full

of improvised embellishments:

[xClmple 130 A Tartar flute melody, from Arsk, 1968,
illustrating Improvised Ornamentation. 43
as found in the region of the Central Volga .

Rubo 10 1'. 216 AP 6301 '. UII6f. ='~""~'.-:--"".'
--- . .. ,

~Lj~t r'eu: Efl

~rfFSj'ljit@3. .

In 'short: orn~mentation is an essential aspect of Eastern

m~lody and manifests three basic styles - melismatic, sim­

ple-ornate or ornate-simple, and improvisatory.

42. Laszlo Vikar: 'Improvisation dans la Musique des Peuple
de la Moyenne Volga', in Year Book of the
International folk Mu~ic Council, Vol. 7,
p. 112. . .

'La variation et l'improvisation sont freinees par
la force ineroyable des eoutumes. La tradition
garde solidemBnt les notes 1es plus importantes,
les piliers d'une melodie, et la transformation
ne peut ~tre realisee que dans eertains c~dres.'

43. Lasz!o Vikar: Op. eit., p. 113.
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2. MELODIC ORNAMENTATION IN THE DE NORAIDH COLLECTION

2.1 Introduction

2.1.1 De Noraidh's Notation of Ornamentation

De Noraidh, through a careful notation of all

embellishments, and by personal comment and

elucidation, has underlined the importance of

ornamentation which he found in his collecting.

It is unfortunate that three of Ireland's early

collectors of the country's folk music - Bunting,

Petrie and Joyce 44 - failed to record adequately

the important trait of melodic ornamentation.

Much later, De Noraidh aimed at remedying these, (.

previous deficiencies by a complete notation of
c

all embellishments. Symbols for ornaments wer~

avoided. The result of this procedure can be

seen in his manuscripts, which contain fully

written-out fioriture, turns, mordents. In

this way the reader is saved some speculation

about the metric value and context of decora­

tive notes which surround main ones 45 •

44. Edward Bunting, 1773-1843. George Petrie, 1789-1866.
Patrick Weston Joyce, 1827-1914 : A great deal of
the music collected by these musicians was gleaned
from instrumental sources, and was viewed by them
in terms of subsequent instrumental settings. What
was achieved and its limitations can be seen in
Bunting's The Ancient Music of Ireland, and the
Petrie Collection of Ancient Music of Ireland,
Volumes I and 11. .

45. Samuel Baud-Bovy comments on notational difficulties
relating to complicated embellishments :

'Comme il s'agit dans tous ces cas d'ornements
tres bref, on n'a pas precise dans quelle mesure
les notes ornantes sont attirees par la note
ornee.' (S. Baud-Bovy:Chansons Populaires de
Crete Occidentale, 'Explication des signes', p.lO.)



361

" h f 11 l"mmediately, illustrates DBExample 131, WhlC 0 ows

Noraidh's careful notation of ornaments

Example 131

4 J J

~' -.

'1

Corpus 26~ (My Fairh~ired Sweetheart),
,illustratlng.De Noraldh"s careful nota­
tion of Ornaments

Of special inture~t in the foregoing example (No. 131) are
the written-out fioriture in bars 4 and 12.

2.1.2 Oe Nor8idh'sComments on Orn~montation in the Collection

Two of De Nordidh's more prominent comments on the style

of ornamental singing which he experienced during his

collecting seem worth citing: One appears as a long

footnote to Corpus 23 and another was made during con­

versations with the present writer. Corpus 23 was per­

formed by a Patrick Lyons of Lismore, County ~aterford,

on 3 July 1940. Patrick, a farmer, was accepted by his

community as an accomplished singer. He had learned his
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fepertn,ire from his mother. His song is in five stanlas,

and contains thirteen melismata. The example which now

follows (Example 13i) is taken from stanza Two. OeNoraidh's

-comments relate to the melismatic treatment of the word

donn, meanihg 'brown haired'.

Example 132 Corpus 23, Stanza TLlo, illustratingt-*
bars 2 and 6,.a Mellsmatic Treatmen 0
the word i donn', about,which .OeNoraidh
comments in a footnote to thls·Song

* The footn6te first explains why five stanz~s have been

included - in order to illustrate how artfully the singer

introduced variations to fit the altering rhythm of the

text. When the ',JOrd~ was sung, the note b' sounded

as though a bell were struck, while other note~ in the

ornament trailed off in a kind of echoing reverberation.
The general effect was remarkable and very beautiful

1

and indicated something of the considerable technique

which Lyons was said to have achieved os 0 young mAn.

The COllector's second comment describes the ornamental

singing of an old woman from Ballyvourney, County Cork46:
.__ ..----,---.....

46.
Mrs O'R~ordan ~as about eighty years old. Other remarkable
accompl1shments of this singer are. referred to in the Col­
lector's Preface to Ceol on M h
dices to Volume I, p. 151.) urn a1n, p. 10. (Refer Appen-
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'lJhen she struck a. highonote, it seemed as though
an object had beeon shattered into a thOlJsand fr-ag­
ments. '

De Noraidh pictured the ornament as a musical star, around

which clustered a myriad of little notes. Each nota of th~

ornament, as it adorned a principal note, was distinct and

clearly audible. Such embellishment was so unbelievably

complex that it could not be recorded without mechanical

d . 47eVl.ce .

2.2 Manifestations of Ornamentation in the De Noraidh Collection

In section 1.2, three main aspects of Eastern Ornamentation

were discussed :

1. Melismata

2. Combination of Simple and Ornate Styles

3. Orna~entation in Improvisatory Style.

The enquiry into these three aspects of Oriental Embel­

lishment will now be continued in order to determine how

these traits are realized in an Irish way within the
Corpus

2.2.1 Me1ismata

This melismata investigation relates to statistics,

and to single-melism songs, in which solitary melisms

are variably positioned in an otherwise non-melis­

matic context. Metric and rhythmic peculiarities of
melismatic expression are then illustrated and melis-

° 0 ,.

47. From recorded conversations between the Collector and the
~~~;~nt writer~ at Fermoy, County Cork, during November I
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matic ornaments - trills, turns, inverted mordents - are

listed and exemplified. The relationship between melism

and breath-re.tention - a perfor.mance trai t which De Noraidh

encountered in Munster - is explained, and examples from

the Corpus are provided.

2.2.1.1 Melismatic Frequency in the De Noraidh Collection:
Statistics

In this study, a minimum of four tones per syllable

is required to constitute a melismatic group. Eighty­

three songs are melismatic - twenty-seven percent of

. the song-total. Over this melodic area, 223 melisms

were noted. In the Collection, the number of tones

per mellsm varies between four and seven. Song 23

(over five stanzas) totals thirteen examples. Song

65 contains eleven melismata. The total of 223 melisms.

spans the De Noraidh Collection virtually from begin­

ning to end: the first example is contained in .Song, 8
. . \

and the final four instances appear in Song 295. Two
48tables ,one containing details of melismatic fre~

quency and another summarising data available, have been

placed in Appendices, at the end of this topic section.

The table of detail presents information in song se­

quence, enumerating melisms persong, together with

stanza and bar-references. The table of summary ga­

thers information under headings which specify melisms

per song - from one to thirteen. Song-number references

are included under each of the ten melismatic groups

(one to eight, plus eleven and thirteen, as above),

which cover the melismatic frequency, found in this
Collection.

Chart 37, which follows immediately, lists sum­

mary melismatic information in two columns.

Column one contains melismatic frequency per

song in a graded order from one to thirteen;

a second column lists song-totals which corres­
pond Mith graded frequencies :

48. Appendi ces Tables 21 and 22. (Pages 402 - 407
of this Chapter VI)
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CHART 37

A Graded Listing of Melism-Fre9uencieseer
Song in theorde'r of One to Th~rteenz w~th

corresponding Song~Totals for each Frequency,
as those occur in the De Noraidh Collection

Frequency of Melisms
per· Song

One
Two
Three
Four
Five
Six
Seven
Eight

Eleven

Thirteen

223

2.2.1.2 Single Melism Songs

Corresponding
Song-Totals

34
17
10

7
3
5
2
3

1

1

83

In thirty-four songs, single melisms affirm, in

melodic contexts which are syllabic or syllabic­

neumatic, an embellishment trait which is clearly

present in the Corpus. The simple flowering of

a melismatic ornament in these songs suddenly

testifies to the latent presence of a strong

decorative quality in the singing of West and
South-West coastal people in Ireland.

We have already noted an early Eastern borrowing

into Gregorian Chant in the shape of psalmody,

embellished at the end, middle and beginning of

psalm verses. Some songs of the Collection

which contain a single melism are clearly af­

fected in a similar manner. Single melisms
embellish



365

(a) Final Cadences

(b) Middle Cadence-Points

(c) The Beginning of Songs.

(a) A melism at final cadences :

Song No. 197, essentially syllabic in style, with a

parlando percentage of 29,474, contains a solitary

melism in its penultimate bar. The decoration is

strengthened by an agogic lengthening, symbolised by

a vertical arrow, placed on the first note of the

ornament. Example 133, hereunder, contains Song No.

197 :

Example 133:
. /

Cor us 197 Gleann na Sead The Glen
of Treasures illustrates at bar 15
a Single Me1ism Decoration ofa Final
Cadence, in an essentially Syllabic
Context

&\11 &' ; ca ~ \
\ M I.

&' .. , , > )

...... ..-...,.. .: 1..... ,I.'r, ..... .0"",,, •• ...,.. .- it.";- - ......
2-. 3· if

~ i'a
(.~·r) ~ ...~............ s.;:...

I •f :; v v p a ..!Lji~)§:;~s~v~;~(@~"~"~\~,~(;gg, I v iE
',;.., ,',

... r'.....v' .......- 'b ..... - ..:,..tD # 0"
:. 8·

:3 ;> ¥¥ IJ "f "n "nl:i:l ..,
t.r ..' rp.·l" "'f - t.li- "' ••~I' _ k.,... '/:r "'; ..... ;"'l"P'<"I.~. ~... ..:-.. -..,. ".0: - ..... , ,6.'f--

. q. 10 11 ' . '\ .

;I~'~§\~"~~§!!=;:~!l~,b-~,~~~ ,t' 8 v :; 6 fE.' "D;n;; ~ , I 'T B
, , .......,.'. ' ,

'O•.t;.- 1"'~ ...... _,_ ..~ t...... ~.;, ......1'•••
IS". 16, .

other examples of final cadence melisms are found in

Songs Nos. 24, 33, 69. The decoration is usually

associated with or immediately precedes the finalis

of the final cadence.

(b) Melism at a middle cadence-point

Example 134 below well illustrates an effective

melism which 'flowers' at a middle cadence-point.



366

Apart from this melism and a two-note neum, the melo­

dic style is entirely syllabic

Example 134:

"~"'''.1'",.- .",'
$',

,
Cor us 231 D'ardui headar leo me

rh carried me off to a deserted
lace ill~stratin at bar 4 a

Single Melismatic Ornament, placed
at a Middle Cadence-point of a

\ico_.

Further examples of melisms which appear at imperfect

cadence-points can be seen in Song 13, bar 12, and in

Song 20, bar 10.

(c) Melism at the beginning of songs

A melism, which occurs on the up-beat to bar 1, Cor­

~ 215, illustrates a melismatic decoration, as a

song-opening. Although the melodic context is neu­

matic and decorative, it is of interest that a melis­

matic presence which is registered in the opening

notes does not appear again among the neums of a

twelve-bar song. Example 135 which foliows contains
this song :
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Cor us 215 'Sa Mhainistir La In
Main~ster <one da illust~atin

at the up-beat to bar one, a meli~m

at the beginning of a song

/.

;,.'vU 01 6

t1hi"n,
9.

'n.. ileA - 50mh aG t.rA;cl,
/0. / / .

~t111~
.11;+~

,.~ €i- -ri.- t
/.1. .

Other instance~ of initial melismata appear in Song

41, bar 1; and in Song 266, bars 1 and 9.

2.2.1.3 Melismata which embody anti-metric or anti-rhythmic
patterns

As a preliminary to introducing from the Corpus

melisms which relate to the context of rhythmic ir­

regularities, it seems useful to clarify the terms

'anti-metric' and 'anti-rhythmic'. In this study,

'anti-metric' signifies a rhythmic irregUlarity

which embraces an entire bar. In contradistinction,

an anti-rhythmic element acts only against a division

or against a degree of sub-division in a metric unit.

In this second instance, then, the departure from

normal and regular pulsations is less radical, since

only a subdivision of and not the entire bar is

affected by irregUlarity. Examples 136 and 137 overleaf

illustrate metric and rhythmic departures from the
normal :
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Example 136: Corpus 243, bars 4 - 5, illustrating

at bar 5 an Anti-mettic Bar of Three
Crotchets in a Two-four Metre

~ ...

Example 137: Corpus 84, bars 1 ~ 3, illustrating
at bar 2, an Anti-rhythmic Pa~tern of
a Quaver-triplet which has the value
of a Crotchet in a Three-four Metre

I.

\k I
~

-" ~r--._
... ... L

AV){ L7 , , ,
( • r r """ , ,

I t , ,
r ""

. v
.L 3 . v

Melismatic examples which now follow, illustrate

aspects of a relationship between the melism and

irregularities of metre and rhythnwhich are evident

in the Corpus. Examples 138 and 139 relate to melism

and anti-metric patterns. Example 138 contains a

long melism which embodies a bar of duplet patterns

which runs against a triple metre, as can be seen
hereunder :

Example 138 :... Cor us 246
over bar 22
a Ouplst in
Measures

CU1m-n1g a'a mact-nu1~ - - - - - - - - - - - - - - ar

0* ------ t
f ~.-----..~ O!I

M - , ........ • ~, • r- "" ,...... r r r • ,
( IL I , ,
"- /8· I 19· .la· ;1..

" .2...
I ..2.3. I.. .. . ..

Example 139 below is also anti-metric in character:

part of a quadruplet bar becomes a melismatic pattern:
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Example 139 Corpus 39, bars 1- 3, illustrating
an Anti-metric bar of a Quadruplet
which completes a melism begun in
Triple Measure

Is go Ca-ta1r na Le1 -------------- ge mo lean

n ~ ""I f..I. I

- . •
J/I ..... r- 11

J,IT' f' t# •
•• ,. . ~ /' ,.~ /

The above example has the special interest of com­

bining both triplet and quadruplet features.

A set of four examples, hereunder, now instances the

irregular patterns of triplet, quadruplet, quintuplet

and sextuplet as anti-rhythmic factors in melismatic
'.

expression of the Collection :

Example 140 Corpusl93, bar 5, illustrating the
use of a Triplet asan Anti-rhythmic
Factor in a Melism

g,9

oJt-c f~
!

-'" , , /I. /I •
'f1. r r -, f'

h III I I, ..,.
~ 'Sead

.~..
cai~-ea~

, ..
0 c~nn - te------ an sa~ ead

Example 141 Corpus 178, bar 22, Instancing a
Melism which is contained within
the Anti-rhythmic Pattern of a
Quadruplet

., . .
a~r-eam

ag--- _

__ _~----l.rj.I~~r----t=..b E-~ ~-=-=====-- ~~ ~---
go duoac san mbeal-ac
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Corpus 233, bar~ 10 - 11, which h~s
the Anti-rhythm1c Patte~n of a QU1n­
tuplet as part of eMeli~m !n short
time-values, conta1ned w1thln a
Three-four ~easure

~
. rr 5' I

; ---!-~---;~.--.. ----.,....'.. ----.,.....----.,...... . '~r. ""-:"'-.1',~~r----I~~
I~ fir-ean----~-- - ta--------- f1 - a ,

Example 143 Corpus 34, bar 5, which shows a Melism
formed exclusively by an Anti-rhythmic
Sextuplet which occurs in a Four-four
Metre

gam,n9 nosU1m 11

'~K

*
r b I

~
A • K I l

H-. Ir ' .. • * •I- H- I , ; , J

• -I

'Y '. ,#

n1 ----------- ,

Briefly, then, an aspect of melismatic expression in the

Corpus is found in the use of both anti-metric' and anti­

rhythmic patterns. Anti-metric factors are duplet and

quadruplet; anti-rhythmic elements relate to triplet,

quadruplet, quintuplet and sextuplet.
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2.2~1.4 Melismatic variety in Orn~mental Function

Melismata express a variety of ornamental fu~ctions

through the medium o~ the 'trill, the turn, the in­

verted mordent. The introduction of a retention of
breath into the performance of melisms promotes tension,

melodic .and rhythmic interest and illuminates the text.

A) The Tril1 49

The vocal trill is not found frequently in the De Noraidh

Collection. However, there is one clear example in Song

34. This example is supported by other instances of

lesser moment. Example 144 illustrates a melis~ in the

form of a vocal trill:

Example 144 Corpus 34, bars 9 - ID, illustrating,
at bar ID, a Melism of the De. Noraidh
Collection, exp~essedin the form of
a Vocal Trill

~

~A
/0-

"suim i "9"0 ----- 'gam,

Shorter trills are present in Song 92, Stanza

3; in Song 188,' har 9; in Song 227, bar 9;

bar 7; and in Song 295, stanza Ill, bar 3.

8) The Turn 50

I I, bar

in Song 230,

The vocal turn is a common ornament in the Corpus and

it well accommodates the melismatic pattern, which has
a minimum requirement of four distinct tones per

49. Trill: A musical ornament consisting of the rapid
alternation between a given note with its
diatonic second.

50~ Turn A musical ornament consisting of four or
five notes which revolve around a principal
note.
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syllable. An example which follows now (No. 145),

Song 39, is compos~d of \wo stanzas and contains

five instances of melism which takes the shape of

the turn embellishment :

Example 145 Corpus 39, illustrating in Stanza It
at bars 9,15 and 23; and in Stanza
11, at bars 15 and 24, the Melismatic
Turn

.....t - )'ieih

J.• *6 ~4~

WP~~J ,jJjjt¥j~'::.~
1. 1$ go Co .. 1'hcur l'\Q Lel -------"-.. - 9C 'ft'tO l.C.-an b& "'h,n-w;:...... s .. - ....,

-.~('1) !

~-EC£gtji§¥=:i!:~§ C .r 6 I r 5@;· 11 .t' \' J' J§
t~i- all ..~ ",0 ~d·$hcarc" thrc,;g.... ..... bh"'''' d;;'........ ''hi-01l. """'0<).

__---.(/5")

; ; r t I(' 2 ~ ~ I r t B r J SI J ~
........1:4,..... ~ - i~ k-'.-tOr ar a.. In - id _ ~-ai';"

r-=-"'l (~J) , .

; I3;; 2' )I )J I ~ )) L)
-....-" .
dO -.- ,h", 9'> ...",ir-j;&' ..ebli-ai...

Chart 38, which follows now, is a listing of songs

in the Collection which feature melismatic turns in

a prominent manner. The chart is in three columns:

Song Number, Stanza Reference and Bar Reference :
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A Listing of Songs from the De Noraidh
Collection whi chco nt a in- the Mel ism in
the Ornamental Form of a 'Turn', together
with corresp6nding Stanza and Bar Refer­
ences

. ,,..,

Song No. Stanza Bar reference
(if any) 1

11 -. 1,1
13 12
21 6
23 I 2, 6

11 2, 6
III 2, 6

IV 2, 6
V 2, 6

39 1 9, 15, 23
11 -- -- 15, 24

41 1 ~

92 11 5
III 5

182 .. 5
193 6
215 •..... Upbeat to bar l.218 --_... 1
219 . .. 1, 2, 9 .
232
233

.. 5
1 , 2, 10, 16, 17,

240
18, 20.

1, 2, 3, 5, 6, 7,

242
13.

2, 4, 7 , 8, 14, 16,
19, 2l.

274 12.

;

.. ,
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c) Inverted Mordent 51

In the De Noraidh;Collection, the inverted mordent,

not the mordent proper, is a vehicle for melismatic

expression. From the amalgamation of the inverted

mordent and other notes~meli8ms evolve. A set of

examples, Nos 146 - 149, below, show~ the melism in a

variety of mordent contexts which are inverted :

Example 146 Corpus 57, bar 19, illustrating the
Melism in the Ornamental Cont~xt of
an Inverted Mordent

Inverted
Mordent

A's am~ croiae , stig leigeae

51. (a) Mordent: An alternation of a note with.the note
immediately below it.

(b) Inverted
Mordent : An inverted alternation, in which the main

note is involved with a note immediately
above.

Mordent:

'_.-

Inverted Mordent
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Exampl\3 147 Corpus 27, illustrating at bar 11,
the Melism of an Inverted Mordent,
introduced by a Double Acciaccatur~

go~l na deo~r'to~l a - gus naleDSeo

Ut I 3 I
'"I

'/t , , I 1'\

( ~ ./,.
;IJ .1/ • r •'. I •

!-" /I. k. - -J 12.•• • .1
.- ,

"
,

Example 148 Corpus 33,bar 17, which contains an
instance of a Turn and an Inverted
Mordant combining to form aSing1e
Melism ..

Turn Inverted l

Mordent

rmoa gusoggraa mearMo

n ~
.

~
:::=.-

~ ~
.~ , ..-t ..... T
--:::l .~ ~ I~ - [) --.

v, ,.. I~ 11ft -
~

v I ,. tI Ill.' • , t. Il .01 r-1 ,,......
.\ iI

V /

'{./ • +' ' ,• /.
'0 on, - - - -- - - - - -

Example 149 Corpus 37, bar 7, which expresses a
Melismin the context of an Inverted
Mordent with Anticipatriry Notes

*
bu~l e,Poc arpo - - -saCi nduI aA s

D
I

~
,{ ~ J.;: ~ 1"\ '\. r-

ib' • • .', • ,
~ - , .

1" ..... ':,. r g, , ,. / ., ,
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The following list :o'f references, Chart 39, relates

to inverted mordents in the Corpus which are part

of melismatic patterns

CHART 39

A Listing, according to Song Number and
8arRef~rences,of Inverted Mo~dents

which are part of Melis~atic Patterns
in the De Noraidh Collection

Song No. Bar reference(s)

11 10, 11, 12
26 6

33 7

37 7

56 22

84 9, 22
96 15
98 6, 18

101 12, 28
112 Line one on 'uan'
120 7

123 10
127 7
159 1, 2, 5
190 1, 5, 13
192 7

193 3, 5, 15
216 1, 5, 10
219 3, 6, 14
245 5, 8
246 22
259 5.
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D) Breath-Retention and Melism

1. Breath-Rete~tion~2

In De Noraidh's analysis of main characteristics of

Irish 'old-style' singing, he de~cribes a singular

performance-trait of traditional folk singers -the

practice of stopping the breath at unexpBcted mo-

ments in a song 53 • The Collector emphasises that

this sudden cessation of exhalation was not made for

the purpose of taking a breath. This break in move-

ment constituted a 'breath-less' ,moment, the more

obvious effects of which wers text-emphasis and a

rhythmic/melodic embellishment. Three manifestations

of the 'breath-less' moment are present in the Corpus:

i. The halting ofbre?th on a short and unimportant

word, usually at the beginning of a line. This

technique served to create a rhythmic tension

and interest, and to 'underline' the text which

followed.

ii. The holding of breath, and, then, with renewed

exhalation, the stressing of the next note with

a slight accent. No movement of breath occurred

between first and· second notes. The initial

note was handled ~bruptly, in a staccato manner.

iii. The retention of breath between note-repetition,

during the performance of a melism.

52. Breath-retention, or r8gul~tion (Irish: cosc an&la) is
a lite:al ~ranslation ~f the Sanskirt, pr§nay§ma.
In med1tat1on, the YOg1 regulates acts of ·aspiration
and expiration, so as to prolong the period of
quiescence between the two.

53. L. de Noraidh: Ceol 6n Mumhain, 'Reamhr& (Preface)1!.
Cosc An&la', p. 12~

For English Translation, see Volume I, Appendices, No. 11,
pp. 154 - 155.



378

2. Melism 'and Breath-Retention

In the Collection, breath-retention may occur in a

melismatic context, when a series of rapid notes takes

place on a single syllable, and the first note of the

series is sung twice. The sound between first and

second notes is divLded by a stopping-of-breath which

creates a clean gap betwe~n .the sounds and is marked

by a rest~ It is also possible that a note other than

the first .is broken in a similar manner. Musical ex­

amples from the Corpus, whibh no~ follow, are illus-

trative of melism~ which contain 'breathless' moments.

In these examples (Nos. 150 152) a brace indicates

the melism in question, and a cross shows the point at

which the breathing ~rocess is halted :

Example 150: Corpus 251, bar 10, illustrating Breath~

Retention which occurs at the beginning
of a Melism on the first syllable of the
text-word,ifosa'

i
r t -;

• " ,
" • •q, 10·, ,

~

Mi-le mol - ao le hIo sa is le R'- - - - - - - . .1

Example 151 : Corpus 232, bar 5, which contains an
instance of Breath-holding within the
second Melism of the ba~, on the text­
word, ibraon i

.1n a ball-a.1Dora n

D1V
I t I

r---r-I -
A' • L • I-.

-n.-F ... -. . • 0# I

( h '11 I .. --, M
l? 11+ . • • I J

J 5. ~ ."'" r l-~-1 I T

A'S n1 fan-ann -aon .
0

..
- - - -
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Example 152 : Corpus 237, bar 5, which 'instances a
Cassation of Breathing between note;
repetition towards th~~ndof a Me11sm
on the text-word, i gla1 s

9

-------------,t

dean amA

tY
,

.. r\Iv
.~ I'" J,- :.J- ,. .. ·r ...

/ '-"""l f

b:::::::::;j V ¥\.:1/ I v
;'5, / • lais cruiCfte na

, - - - - - - -

In short, then, the perf6rmance-trait of breath­

retention (which De Noraidh observed among folk

singers who belonged to an old tradition) created

a rhythmic/melodic interest and, through special

emphisis or po~itioning, high-lighted text. In

instances of melismatic context, words of impnrtance

were 'enlarged' and 'illuminated' by virtue of thi~
54breathless moment •

2.2.2 Simple and O~nate Melody in the Collection

In section 1.2.2, the combination of simple and ornate

seems to belong to Eastern traditi.on, and ,is illustrated

through the juxtaposition of parlando and of ornamental

styles. In a Czech song tradition, the ornate version

54. In Hindu meditation practices, inhalation, breath-retention
and eXhalation a~e regulated in acccordance with set rhyth­
mic schemes. The regulation of the 'breat~less period' is
thought to lead to quiescence, illumination and mind-unfold­
menta In Zen meditation, the breath~ess moment between
inhalation and exhalation is not regulated but observed.

Becoming aware that there is no breath has been for centu­
ries in Tibet, China, Burma, Thailand, Ceylon, the whole of'
Asia a first technique in the quest for enlightenment. 'The
gap between the two is of very short duration; but keen,
sincere observation and attention will make you feel the gap.
Nothing else is needed~i

Bhagwan Shree Rajneesh: The Book of Secrets, iBreat~-
a Bridge to theuniverse i , ~ 59

Nirvana (an old Sanskrit word) means iextinction', the'
breathless state Y

• It is the BUddhist's Ultimate.
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may be the prototype ~nd a simplified variant become

the second version. In the De Noraidh Corpus, there

are s9ngs which present first ,the simple version and,

second, the embellished variant. Other song-examples,

following the Czech method, prefer to begin with the

complex and, then, c6mplement the melodic whole by a

pl'ain section 55 • Example 153 hereunder, taken from the

Collection, illustrates a simple-ornate song which adds

a few more embellishments to its second section:

Example 153

,Ai

Corpus 226, illustrating a Song in Simple~

Ornate style, in which an Embellished Ver­
sion, bars 9 16, follows a Simple Proto­
type, bars 1 - 8

J;~t.~J~e~'~)~~r~l~i~(~&~o~j1:} ))' >. J J, t.J '" lot ~
A~'tInt4'iha ...e _-,a>l>1\ e ...... ~... '~ at'-ge 'h+ 0 ......... ,. .....'" 61G""

·~r~·~d~.~~i·I~·J~i~J~zJ~l~n.~; ~;~"'~~~J~~~G~~~q~·i§g~J§,..~.')~
~i ..a ~ ~i....t.. 4",.'>. S'''i\.. go _-cai,. a-s..s 6~ 9"(..) tl4''', "

.~-;:~)~#~}~}GfJ Dmoil» D J G-Q~Y'f1
th.<ig Jot ...... £. i. '))oeM...., dI4&, ~ cit,- ge ...... ~r-.-4.., 5lQ",.

Example 154, overleaf, is an instance af a reverse

order: an embellished prototype is completed by a simpler
variant

55. Otherside the field of folk music, the~e is a unique ex­
ample of 'variation in the reverse V in Vincent dVIndy's
(1851-1931) I star, sevenorches tral variations. The set
begins with the most complex variation, and ends with the
theme in octaves. A 'disrobing i prOBess is implied in
the title, Istar - a Baby10nian goddess of passion. Isthar
opus 42, was composed in 1896. . , . '

(lJ. Apel: Harvard Oictionarr of Music {Edition 1973)
'Istar V~riations , p. 428.) . '
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Corpus 219, which illustratSs a melbdy in
which an Ornate Version, bars 1 - 8, pre­
cedes a Simpler Variant, bars 9 - 16

3-. .~

moc~ J bhia4 am - acl\ ,sa

-'~ '. '.' ....

In Example 154, just quoted, it is useful to compare and

contrast the following bars which corrsspond in the first

and second sections of the song - A' and A2

A'

Ornate Version

Bar Reference

1

2

3

7

Simplified Version

Bar Reference

9

10

11

15

Aspects of embellishment and simplification in Example

154 (above) embrace both rhythmic and melodic factors.

There are, however, songs in the Collection so complex

that they defy simplification. As in the case of some

Rumanian melodies, skeleton reductions would result in
. . 56

dull and monotonous patterns • Only in thBir full shape

56. B~la Bart6k : Rumanian Folk Music, Volume 11 (Editor:
B. Suchoff), 'Introduction', pp. 14 - 15.
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do Irish ornamental songs retain their true essence. The

following are a few songs which seem to be characteristically
57

and specifically Orient~l in ~heir complexity :

Song Numbers

119

227

232

236

242

281.

2.2.3 Ornamentation and Improvisatory Style in the De Noraidh
Collection

2.2.3.1 Improvisatory Style ~ Introduction

Improvisatory style, so widely practised in the East,

has to do with a more or less spontaneous perfor­

mance of music. In a restricted sense, this style

includes the introduction of improvised details

into fixed forms 58 . During the act of impro-

vising, a performer is guided by stylistic norms

with which he is already famiiiar 59 . Such nor~s in

folk music would certainly include matters of melody,

rhythm and for~. Section 1.2.3 has referred to the

importance of ornamentation in the improvisatory

traditions of the East. Since the performer is,

in a measure, also a composer, most cases of indi­

vidual variations become improvisations. Rarely

will the same piece be performed twice by the sa~e

musician in exactly the same manner.

57. A source of easy ref~rence for both simple and complex
melodies can be found in a Table of Oriental Traits in
Song Number Sequence. This Table introduces and is a
guide to De Noraidh's Complete Collection of Munster
Folk Songs - Volume III of this thesis, pp. 1 - 106.

58. W. Apel: Harvard Dictionary of Music (1973), 'Impro­
visation, extemporization', p. 404.

59. Encyclopaedia Britannica, Micropaedia, V, (1977)
'Improvisation', p. 319. '
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In De Noraidh's Introduction to the main chatacter­

istics of Irish folk music, the Collector seems to

say the same thin~

Even in the same parish, I have never heard
a song performed in exactly the same way by
any two singers. There were always points
of difference, great or small. What one hears 60
is not the song itself but aversion of the song

One version, therefore, is not more correct than

another - although this is not to say that all

versions are of equal excellence! Nevertheless,

the improvisatory quality of each version cannot

be doubted. In De Noraidh's experience, "-musical

turns flowed from a good singer as easily as did

turns-of~phrase from old poets, Yhen they answeted

one another in impromptu sallies.' In illustra-

ting the view that every traditional singer is, up

to a point, an unconscious composer, the Collector

quoted a performance of a Mrs o'Riordan, aged about

eighty years, who once opened a book of poems by

owen Rua o'Sullivan (1748 - 1784). Instead of

reciting, she sang the verse. Instinctively, this

old singer chose an appropriate melody,which

fitted each metre6l .

The remarkable ability of modern Irish folk­

instrumentalists in the field of improvisation

is commented upon by A.L. Lloyd in Folk Song in

England. Lloyd relates this ability to the con­

text of Eastern Europe and to the Orient generally,

when he speaki of 'the astonishing extemporizations

of Irish fiddlers, Balkan bagpipers or, for that

60. L. de Noraidh: Ceol on Mumhain, 'Reamhra (Preface),
pp. 9 - 10.

(English Translation, Volume I, Appendix n.)

61. L. de Noraidh: ~. cit., p. 10.
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matter, ~he art-music instrumentalists of the
. . t· 1 \J ·ld· , 62

Or~en a or .. ,:
amount to an importa~t English comment on the

Irish folk-music situation under discussion.

2.2.3.2 Ornamental and Improvisatory Style in the Corpus

The De Noraidh Collection contains melodies which

feature embellished improvisation in both non­

recitative and recitative contexts. In a more

restricted way, ornaments of an improvisatory kind

adorn songs to a greater or lesser degree. The

Irish melodic form of prototype melody, followed

by an improvised variation, termed fonn (tune)

and casadh (turning or variation), provides ample

scope for extemporizational creativity.

A. Ornamental Improvisation in a Non-Recitative Context

Example 155,hereunder, contains a melody, fully im­

provisatory in style but without a single instance

of a repeating note. The song was collected from a

Michael Lucey, Ballyvourney, in 1941. The song, a

lament, is without words. The Collector notes that

on the final sound there was a stream of speech:

~. Example 155 Corpus 184, illustrating an Embellished
and Improvisatory Style in a Non­
Recitative Context

" = 58

~~f

iJr ).~ Co;07)'t'\..,~.,;) ~1" .....,

~...,. ,"O.t1"~ ... "":~.t:'h'\.~i~)

62. A.L. Lloyd: Folk Song in England, 'The Foundation of Folk
Song', pp. 66 - 67.
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In Example 155, apove, :the melody, barless and

met~eless, sQunds like a long melism, until the

moVement is sUddenly halted by abrupt and per­

cussive speech-rhythms, after rests, towards the

end of the second line.

B. Ornamental Improvisation in a Recitative Context

Ex~mple 156, which follows, illustrates a florid pailan~

f!!:! melody, with a reci tative percentage of 24,39% :

Example 156:

In the example jus~ quoted, improvisatory style

in changing metres contributes toa degree of am-

biguityin both form and mOdality£3. A motific

economy, expressed by the chordal pattern

d 1 gl b 1. d", bar 5, and the repeating interval of

a fourth, d 1
- g' and g' - d', bar 3, promotes co­

hesion ·in the melody.

63. The modality of this song could be Viewed as G-Ionian,
ending on a half-close.



386

C. Introduction of Imprbvisatory Embellishments
which adorn the Basic Melodic Line

West and South~~est boas tal singers in Ireland

appear to have imbibed from their respective tra­

ditions a repertoire of ornaments which they use
64freely in performances

In Example 157, hereunder, freely-spaced ornaments

enliven the· syllabic aspect of the melody :

E xa mp 1e 157: ,;;;;C_o_r".&,;,-u_s~_2",,:,,9_4_.~_,:",":",~--:,_-:--:---.......-;::-_~_,

J. Sf A

f~jJi, 'jJl J
. , ' J.

o • o:.o: ..J:' ~'o :

In Example l57,above, these improvised embellish­

ments occur in bars 2,3,6,7,10,11, 14and 15.

These adornments seem to have been applied to line

64. M~ire Ni Eighin, a Connamara singer of importance
supported this view, during conversations with th~
present writer, in 1969. She claimed that ornamen­
t~tion of a more or less set variety, commonly prac­
t1se~, ~a~ used in an instinctive and free manner by
the 1nd1v1dDal performer.
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and text purely by a folk consciousness. In De

Noraidh's notation, they appear at strong metrical

moments.

D. A Tune and its Elaboration : Fonn agus Casadh

The Gaelic term, .fE..!:!.Q, refers to a first melody,

. ind the term casadh, a turning or twisting about,

describes a more or less i~spirational viewing of

the prDtotype under a new light
65

The implied

metaphor is agricultural, and relates to the pro­

cess of turning or twisting a hay-rope until the

plaiting is long enough to secure hay-cocks or

stacks.

Example l58,given bslow, is an instance ofa proto~

type melody, which, within a single parforman ce , is

accompanied by a second and improvised version, in

lower transpnsition as illustrated in Example 159

over leaf :

Example 158 illustratin a Protot e
in form Simle Binar

e-dorian

65. A folk anecdote illustrates the distinction between fonn
and casadh, 'tune' and its' turning'. This story relates
the action of a rather puritanical priest who first dis­
persed a crowd of crossroad ~ancersand then addressed
the blind musician wi th heavy sarcasm: 11 Can you play the
lOur Father I 7", asked the priest. The blind musician
replied: "If you can whistle the tune, I'll I turn' it
for you."
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The improvisatory character, already influencing

this first melody~ tands to obscure its form. For
ready reference, the following analysis is suggested:

Form: Simple Binary, A B

A Forephrasa, bars 1 - 4
Afterphrase, bars 5 - 8.

Forephrase.begins at bar 9
at bar 15. Bars 12 ~ 15:
polation which extends the
of B.

Afterphrase, bars 16 - 19.

and ends
an inter­
forephrase

The casadh or improvised comment of the f.£.!l!l, or

first melody, is contained in Example 159 hereunder:

Example 159:

In the above elaboration of a prototype, this

second version contains, apart from an alteration

of form and modal pitch, an increase of embellish­

ments, short sequence and varied repetition. Sinc~
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the musical form has changed, a short analysis

of its general outline is now provided :

Corpus 250B

Form: Compound Unitary: A' A2

..1: ;

A' Forephrase, bars 1 - 4.
Afterphrase (shortened), bars 5 - 7.

Forephrase (extended), bars 8 - 13.
Aftgrphrase~ bars 14 - 17.

over bar s lOand 11, therei s a f ragmen t -0 f

sequence. Bars 14 - 16 contain a varied

repetition of ba~s 11 - 13.

In this single fiddle-performance, Corpus

250A and B, by Theresa Brad1ey, County Kerry,

1942, an improvisatory style is well-demontrated,

with a special illustration of improvisation ona

prototype melody.

In brief review of sections 2.2.2 and 2.2.3: It is

clear that the Collection contains examples which illus~

trate the sequences of simple~ornate and ornate-simple

in melodic form and constructioh. Improvisatory style

in the Corpus seems to be rooted in a performance trait

which makes each presentation of a melody unique, and

no two versions of a song are alike in all aspects.

Embellishments in improvisatory style govern both non­

recitative and recitative-lik~ songs, and seem to be

part of a technique which traditional musicians have

imbibed from a folk-consciousness, and apply fraaly in

a more or less standard manner. The Irish melodic struc­

ture, fonn agus casadh, (a basic tune and its elabora­

tion), may be viewed as an improvisatory form.
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2.3 Other Aspects of Ornamentation in the De Notaidh Collection

Three major manifestations of both Oriental ornamentation

and its Irish realization in the Corpus have been considered.

There are three other aspects which deserve attention :

1. The Single Acciaccatureas an embellishing factor.

2. The Triplet as a Decorating agent.

3. The 'Evolving Complexity of Ornamental Patterns

in the Collection .

. 2.3.1 Single Acciaccature
66

Acciaccature, or grace-notes, are a characteristic

form of Oriental embellishment67 • Such decorative

and 'fugitive' sounds are especially common in Indian

singing, where they are viewed, not as dispensable en­

tities, but as essential el~ments of principal notes

which they decorate 68 . Here, there is nevsr a feel­

ing or suggestion that an inessential and unnecessary

addition is being made to a main melodic note. Although

the purpose of an acciaccatura is to emphasize the im­

portance of a principal sound, a note with its fleeting

embellishment should be thought of as a single 'utter-

ance' 69 In India, the whole system of gamak 70 be-

comes an elaborate vehicle of light and shade.

66. Acciaccature embellishments (sometimes referred to as
grace-notes) are of very short duration and, when
taken swiftly, seem to be 'crushed' against main notes.

67. In 'UskUdar', a folk song from Turkey, the acciaccatura­
embellishment forms part of a sequence, bars 7 - 10.
(C. Haywood: Folk Songs of the ~orld, p. 209.)

68. A.H. Fox strangways: The.Music of Hindostan, 'Grace',
p. 182.

69. A.H. Fox strangways: Ope cit., p. 182.

70. The termgamak refers to a system of musical ornamenta­
tion in Southern India.
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Example 160 hereunder, presents a Chinese Flower Drum

Song, in which the:~ccia~batura decoration is promi­

nent :

A Chinese folk Son

Single Acciaccatura 71
2, 3, 5, 6, 7, an Oriental
Flower Drum illustratin

Example 160:

71. Flower Drum Songs are related to a popular enter­
tainment which began in Feng-Yang, northern Anhwei.
The songs and dialogue of impoverishe~ rice farmers,
turned vagabonds, lightened their poverty and hunger.

(C. HaYl.Jood: Folk Songs of the lJorld, p. 232.)
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2.3.1.1 Single Acciaccature in the De Noraidh Collection:
Initial Survey

In the Collection, there are 144 examples of single

acciaccBture. These are found over the span of sixty­

four songs, beginning at Song 2, and ending at Song ~OO.

Ascending acciaccature are common: there are 101 rising

examples, as against forty-three falling ones. In an

approach of ascent or descent to main tones, grace­

notes create intervals. Intervals which acciaccature

induce as they approach modal degrees both by ascent

and descent are :

Minor and Major seconds

Minor and Major thirds

Perfect fourths and fifths.

Minor sixths are found in ascending form only.

Modal degrees, decorated by acciaccature, are

I, 11, Ill, IV, V, VI and VII.

The seventh degree is decorated in its variable forms:

raised, lowered and slid. Anyone of these seven modal

degrees may be embellished exclusively in songs, or

share in a decorating process with other degrees. In

Song 219, four modal degrees are graced by acciaccature

VI I, I, I Vand VI . Tab 1e No. 23 , i nth e Appen dice s to

this Chapter, contains a listing, in song-sequence, of

data dealing with intervallic relationships between

acciaccature and main tones, together with the mOdal

degree or degrees embellished in each song. (Refer p. 408.)

2.3.1.2 Acciaccature Intervals

In the intervallic approach of grace-note to main note,

distances vary from a minor second in ascent and

descent to a minor sixth in ascent only. Interval­

frequencies fluctuate between fifty-one and one.
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There are fifty-one instances of the ascending major

second; intervals of a major third descending, of a

perfect fourth and~a perfect fifth descending, are

found once only. The minor second interval ascending

occurs seventeen times, and t~e major second, in

descent, totals eighteen examples. Chart No. 40,

which follo~s, presents an overall picture of acciac­

cature intervals

CHART 40

A Schematic ListinQ of the Frequency of
Acciaccature in both Ascending and Descen­
ding Forms as they occur within the De
Noraidh Collection

Descending

12

18

10

1

1

1

43

2.3.1.3 Acciaccature and Modal Degrees

Total

29

69

22

3

13

3

5

144

Degrees decorated by acciaccature fall into two sub-

sections: Those degrees which are exclusively

embellisherl in songs, and other degrees which form

combinations within melodies and broaden the scope

of ornamentation. Forty-one songs in the Corpus

contain the embellishment of a single degree. The

remaining twenty-three have two degrees affected by

grace-notes. The combinations are of interest.
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Corpus 20 combines the degrees I and Ill; Corpus 27,

the degrees VI and iVI I; ::Corpus 57, degrees I and

11; Corpus 120, degrees I and VI; Corpus 121,

degrees III and VI; Corpus 152, degree~I and IV;

Corpus 209, degrees III and V; Corpus 215, degrees

11 and V. In Corpus 219, four modal degrees are

adorned by acciaccature: I, IV, VI and VII. Corpus

48 has the embellishment of a variable seventh; one

seventh degree, lowered, is slid; the second is in

. raised form. Chart 41, beneath, lists the decora­

tion of modal degrees by acciaccature

CHART 41

A Listing of the Decoration of Modal
Degrees I to VII by single Acciaccature
in the De Noraidh Collection

(It will be noted that a certain amount of overlapping
in son~ numbers occurs where combinations of degrees
exisL)

Modal
Degree Exclusively Main D~gree

I

I I

I I I

Song Numbers

124; 136; 158;
166; 167; 223;
229; 251; 291

220; 249; 253

23; 55; 82; 133;
16-9; 244

Total No.
of Songs
llii
brackets)

(9 songs)

(3 songs)

(6 songs)

wi th.:

Total No.
of Songs
llii
brackets)

( 1) I I; I I I; I V;
V: VI; Ill.

(2) 2; 20; 'l7; 120;
125; 152; 168;
210; 219; 261;
295 (11 songs)

(1) I; Ill; V.

(2) 57; 125; 215;
218; 261; 295 (6 songs)

(1) I; V; VI; VII;
VII-lowered.

(2) 20; 121; 148;
168; 209; 216;
218; 248; 274 (9 songs)

Continued .•. '
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chart 41 - continued

Song Numbers Total No.
of Songs
IT!i -
brackets)

Modal
Degree Exclusively Main Degree

Total No.
of Songs
llii -
brackets)

Main Degree in Combination with:

(1) Other Degrees; and
(2) Song Nos :

IV 37; 194; 236; (1 ) I ; V; VI; VI 1.
245; 265; 266 (6 songs) ( 2) 152; 219; 257 (3 songs)

V 123; 160; 186; (1 ) I ; I I ; I I I; IV.
207; 263 (5 songs) (2 ) 2· 209; 215;,- -,

( 5 songs)257; 274

VI 138; 226 (2 songs) (1 ) I ; I I I; I V; VI1.

(2 ) 27; 120; 121;
148; 205; 216;

songs)-219 (7

VII 21 ; 103; 112; 118; ( 1 ) I ; I I I ; I V; VI;
156; 197; 211; VII-Slid;
268; 269; 300 (10 songs) VII-Lowered).

(2 ) 27; 48; 205;
210; 219; 248 (6 songs).

In short: for an overall view-point, modal degrees I,

VII and 11 receive prominent emphasis from acciacca­

ture embellishment. In the exclusive- decoration of

singledegress, the seventh degree has been ornamented

in the highest number of songs - ten.
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[xample16l below, illustrates an aspect of actiaccature-usage

in the Corpus:

Example 161: Corpus 2, illustrating, at bars 2, 3! 6, 11 and
14, an aspect of Acciaccature usage ln the De
Noraidh Collection

-
*,

Cd id 6 Cl §IS i yr ; e•
2-/

0 ...w.... ~ foiM to..... ~, Go caW ClI!ho

J. J! 0 ; & ~
l"M ~ ~. i. -- I

--
In the above example, the acciaccature and their adorneD notes are
in the order a'-d"; d'-a'; a'-d"; dJ_at 72

In recapitulation, single acciaccature are found in 64 songs

of the Corpus (20,9%), and total 144 examples. Relationships

between decorating and decorated tones create intervals ex­

tending from a minor second to a minor sixth, most of which

are found in both ascending and descending forms. Modal degrees

embellished extend from the first to the seventh. The

seventh degree is adorned in its variable aspects: raised,
lowered and non-tempered.

72. The acciaccaturefollow the order of entries in a fugal
exposition - tonal.
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The Trip 1etasaD;ecor a tin g A- ge n t

Table No. 24, in this Chapter's Appendices, page 416,lists

triplet patterns of the Corpus under the headings of

S~ng Num~er, Total, and Dotted Patterns. The triplet

is found in almost one-half of the entire Collection -

in 150 songs. Triplet frequency totals 662 examples,

198 patterns of which are in dotted fo~m. This orna-

ment occurs in a range of songs which spans the com-

plete Collection, reaching from Corpus 1 to Corpus 299.

It is present in the contexts of both song and dance.

Examp le 162, her eunder, demons tra tes a var ie ty of

triplet expressions in an elegaic lament, Corpus 245

Example 162: Corpus 245, illustrating a variety of
both Rhythmic and Melodic Decorative
purposes of the Triplet in the De
Noraidh Collection

In the above example, the triplet pattern occurs

sixteen times. Two patterns are of the dotted kind,
at bars 7 and 8. l
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Example 163, below, shows

mainly sylla~ic melody.

triplet action :

a triplet decoration of a

Acciaccature reinforce the

Examp le 16 3 : Cor pus 27, i 11 us t rat i ngat bar s 4,
6, 9 and ll,thedecorating func­
tion of Triplet Patterns in the
context of a mainly Syllabic Melody

r~ ~ 'F ( \ GJ I , t \ 1 f~1i.
, t' \ \ \I < <., I

I

1.l.'"J.
, "lei' , "

~••t., I" ~.~u..., s.. W I i:o,L "-3"'r -4 ~o ~ ~a.olJ'"

A third example shows the diversity of

patterns over twenty-seven instances.
illustration follows overleaf :

triplet

This third
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Corpus 125, illustrating a diversity
of Triplet Patterns over a tatal of
twentYrseven instances

"" ~o.' "." ~

ft?~~~) )Et2; It\ ) .~ J}\ \ ..liiiJ2A
1I~J' Do v& U' ')6....... ~.01"-1' ••-t... _-c.. ·'ll:&-t;.. <:r • ..... ·r.cc 'I'

~$ i~WffJ.f¥li" iA')'~i$jd\ \ ). J~ll
f4k'''' l·o... - r'" t.-i-f. I,.;:, 11\.1'" 1:" \.L-~ .... ,,,..~ ... Cope. Mo· .,c" (Q) ,'. ~l,t,- a,Q'f "-... '14"_'-i'c: .

••o •

.---. ,
n@Ij rt01

'J

J."..... ....... '1'.1 r'~ 1><>

f~,*~.il~7~·~J~2~:~}!~#••~i j i' 'E v t ..G11i r tId
~ 14 1.-,- ~I ~~-~)~!'_ (o) 1>0 c.,...... li.,;, I

~~1W: . ..... .. S',)-i-....n 'r1:" ~ ..,..)1it .~ .............. rc.i .,'" Ooft- "':. ...o,i -D"'fll~.... 4).-~Ur

r-.-

~~iE-~ r %iajtl~~l} I "b;;dll
o • ,~~--i;J - ,. , , .,

blOb 'O-t& ~.", 1ifQ~('-~'''''''.1 .o.-a"r C-MM. ~p -..:. .Cpo( W ic.~i i.~r I..-r ~. -z:..l-.omo

To summarise the triplet ornament occurs 622

times over almost one-half of the De Noraidh Col­

lection - 150 songs. This ornament is a versatile one
and contributes a great deal of both melodic and

rhythmic embellishment and variety to melodies.



400

2.3.3 The Evolving Complexit¥ of Ornamental Patterns in the
Corpus

The evolving complexity of ornamental patterns in the

Corpus can best be seen and examined through Table No. 25.

In this graphic presentation of embellishing as it

occurs in song-sequence, patterns of a complex kind are

charted. A tabular diagram lists ornament~l shapes and

forms which have been extracted from the context of un­

dulating melody, and are seen through the medium of a

straight line, or monotone. This has been done in

order to focus attention more effectively on the actual

complexity of these shapes and forms which act as

deborative mo.ulds for the ~elodic line as it moves in

the environment of varying pitch.

Table No. 25 contains multiple excerpts from eighty-two

songs, ranging from Corpus 1 to 294, inclusive. Chart

42, which follows overleaf, contains a cross-section of

examples for immediate reference. Table No. 25 is the

fifth and final table and is contained in the Appendices
to this Chapter VI, pages 419 to 433.

In general survey of Chapter VI, it can be said that

ornamentation and decorative pattern are part of the

life and essential structure of Eastern melody. These

appear in growing density from West to East across

the map, climaxing in Asia and declining somewhat in

the Far East. Oriental embellishment r.eveals itself

in three basic guises : melismatic decoration, combi­

nations of simple and ornate styles, improvisatory

forms and figures. All ~f these Easter~ categories

of adornment are evident in the De Noraidh Corpus.

Other obvious classifications of embellishment in the

Colleotion have to do with single acoiaooature, triplet

decoration and an evolving oomplexity of ornamental
mould and shape.
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A Graphic Presentation of Evrr1ving Ornamental
Moulds and sha e~ ~s these a ear in seven
son s as a cross-section of the Corpus:
Number s 2, 20, 2.3, 7 2, 1 59, 2.4 1 and 29 3

---.,......-----.~.._=... =.. ---,.--,.,.,.---:._------..;.---------~---_.,
Sono
No.
~

Bars

14 - 16

.

20 %.J,..---J J ) .1 J J J 1 I J
!

J 13 - 14

Stanza 4

1 - 2

I
I

11 - 12

1 - 2

241 'J.IIf - J 1 J J n I~ J. 7 5 - 6

7 - 8
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CHAPTER VI

TABLE NO ~ ILLUSTRATING MELISMATICFREQUENCY IN THE
DE NORAIDHCOLLECTION

:."
".

-";.1> ", ;:~ ,,;.' '"

402

Song No. No. of
Melisms

stanza
Reference

Bar No.
Reference

B 1 Bar 24

11 4 Bars 10, 11, 12, 13.

13 1 Bar 13

20 1 Bar 10
21 2 Bars 6, 14.
23 13 Stanza I Bars 2, 6.

Stanza I I Bars 2, 3, 6.
Stanza III Bars 2, 5, 6.
Stanza IV Bars 2, 6.
Stanza V Bars 2, 3 6.,

24 1 Bar 19.
27 3 Bars 6, 9, 1l.
33 1 Bar 7.
34 2 Bars 9, 10.
37 1 Bar 7.
38 1 Bar 5.
39 7 Stanza I Bars 2 - 3, 9, 15,

19, 23.
Stanza I I Bars 15, 24.

40 2 Bars 12, 14.
41 1 Bar l.
48 6 Bars 2, 6, 8, 10,

12, 14.
55 2 Bars 5, 9.
56 1 Bar 22.
57 5 Bars 5, 7, 19(2),

2l.
65 11 Stanza I Bars 2, 11, 21 - .23,

24, 28, 29.
Stanza II Bars 11, 21 - 23,

24, 28, 29.
69 1 Bar 15.
82 1 Bar 20.
83 6 Bars 3, 5, 9, 13,

15, 19.
B4 3 Bars 9, 20, 22.
90 1 Stanza III Bar 12.

rnntinllc.-ll
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Table No. 21 illustrating Melismatic FreqUency (continued)

Song No. No. of
Me1isms

Stan,za
;Ref e"rence

Bar No.
Reference

92 4 Stanza 11 Bars 3, 5.

Stanza III Bars 5, 7.

96 1 Bar 15.
97 1 Bar 10.
9B 2 Bars 6, 18.

101 2 Bars 12, 28.
112 2 Barless

Line 1 : syllable tuant

Line 2: syllable
'/h-eadh i •

113 1 Bar 12.
119 3 Bars 8, 9, 10.
120 2 Bars 7, 9.
123 1 Bar 10.
124 3 stanza I Bar 3.

Stanza 11 Bar 4.
stanza III Bar 3.

127 3 stanza I Bars 6, 10.
(bearsa 2
line 1) Bar 3.

129 1 Bar 8.
136 I" Bar 9.
152 1 Bar 12.
159 4 Bars 1, 2, 5, 6.
160 2 Bars 6, 1l.
163 3 Bars 2, 7, 8.
178 1 Bar 22.
182 2 Bars 6, 15.
186 2 Bar 1 ( 2 ) .
187 1 Bar 3
188 2 Bars 9, 13.
190 3 Bars 1 5, 13.,
192 1 Bar 7.
193 4 Bars 3, 5, 7, 15.
197 1 Bar 15.
198 5 Bars 7, 17, 33, 34,

35.

Continued ••.



Table No.

404

21 illustrating Melismatic Freg~ency (contin~ed)

Song No. No. of
Melisms

Stanza
Reference

Bar No.
Reference

215 1 Up-beat to bar I.

216 3 Bars 1, 5(2).

218 2 Bars 1, 7.

219 6 Bars 1, 2, 3, 6,
9, 14.

225 3 Bars 2, 9, 13.

227 4 Bars 1, 6 - 8, 9 ,
13 - 15.

230 1 Bar 7.

231 1 Bar 4.

232 5 Bars 4, 5(2), 10,
13.

233 8 Bars 1, 2(2), 10(2),
16, 18, 20.

234 1 Bar 10.
235 1 Bar 5.

23p 6 Bars 2, 4, 6, 9,
12, 15.

237 2 Bars 5, 6.
240 7 Bars 1, 2, 3, 5,

6, 7, 13.
241 6 Stanza I Bars 5, 10 (2) .

Stanza 11 Bars 5, 7 ( 2 ) •
242 8 Bars 2, 4, 7 8,,

14, 16, 18,
20.

243 1 Bar 4.
244 1 Bar 6.
245 2 Bars 5, 8.
246 1 Bars 19 - 23.
251 2 stanza 11 Bar 10

(versa) 3 Bar 6.
261 3 Bars 7, 11, 13.
266 1 Bar 9.
272 1 Bar 6.
273 1 Bar 2.
274 2 Bars 4, 12.
293 4 Stanza I Bars 1 ( 2 ), 4.

Stanza I I Bar 4.

continued .•.
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Table No. 21 illustratin51 ,Melismatic Frequency (continued)

':.,. ,

Song
No.

294

295

No. of
Melisms

8

4

Stanza
Reference

Stanza I
Stanza 11
Stanza III

Bar No.
Reference

Bars 2, 3, 6, 7, 10,
11, 14, 15.

Bars 5, 7
Bar 7 .
Bar 3.
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TABLE NO. 22 ILLUSTRATING SONG AND MELISM GROUPINGS
IN THE DE NoRAtDH COLLECTION;

One Melism per Song

in Song Number -

34 songs 34 melisms

8
38
96

152
230
246

13
41
97

178
231
266

20
56

113
187
234
272

24 33
69 82

123 129
192 197
235 243
273.

37
90

136
215
244

Two Melisms per Song

in Song Number -

17 songs 34 melisms

21
112
218

34
120
237

40
160
245

55
182
251

98 101
186 188
274.

Three Melisms per Song

in Song Number -

10 songs 30 melisms

27­
190

84
216

119
225

124 127
2610

163

Four Me1isms per Song

in Song Number -

7 songs 28 melisms

11
295.

92 159 193 227 293

Five Me1isms per Song

in Song Number -

3 songs 15 me1isms

57 198 232 •.

Six Me1isms per SDng

in Song Number -

5 songs 30 melisms

'48 83 219 236 241.

Seven Melisms per Song

in Song, Number

39 240.

2 songs 14 melisms

Continued •••
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Table No 22 illustrating Song and Melism groupings - contd

Eight Melisms per Song

in Song Number -

3 songs 24 melisms

233 242 294.

Eleven Melisms per Song

in Song Number -

65.

Thirteen Melisms per Song

in Song Number -

23

1 song

1 song

11 me1isms

13 melisms

SONG AND MELISM TOTALS
IN THE DE NORAIDH

COLLECTION

83 Songs contain 233 Melisms.
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A TABLE ILLUSTRATHJG SINCLE"ACC I ACCA lURE" INTERVAlS IN THE DE NORZUDH COLLEcrION

VU L,U IT~J.~

CHAPTER VI
TABLE NO 23

'GRACE NOTES'

1

1

1")
'-

1

20

21

I 5

1I -t-i lillrllll
.

VII

I i

23

27

11 r,"

2

11

1 1
j
.l

I
II I I

i I,
VI, j
VII 1
I ~-

3,7 1 1
IV

48/ 2 1 1

I t-

~VI,I~71'll
VII

551 2 2
III

I
1

571 2 1 1 I
II, I

+:­
o
CD



---. -

A TABLEIIJ..USTRA'1'ING SINGLE ,~C CI Ace ATU RE" JNI'ERVALS rn THE DE NORAIDH CQLLECl'ION : tG RAC END TEst

Song Total Minor 2nd Major 2nd l-linor 3rd Major 3rdPerf ect 4th Perfect 5th Minor 6th. !'1a.jor 6th Minor 7th Haior 7th Prim:! OCtCl.i78 D2qrees

No. Ase D=se Ase D=se Ase D=se Ase D=se Ase Desc l."se I D2se Ase Dese Ase D2sc iAse [)ese Asc Desc i\sc Dese Decor!

I
82 1 1

111 I
I

103 1 1
VII

112 1 1
VII I

I
I

IH 1 1
VII._ ....

~ ...
'1

12C 3· 2 1
~ ".' I,VI
..

121 5 4 1
VI,

·111.

123 1 1
V

...

i 1211 4 4 I
..

125 5 5
Il,

I ,

~

o
1.0



A TABLE ILLUSTRATING SINGLE"Ace I Ace ATlrR E tI mTERVAI.S ill THE DE NORAIDH COllECTION : t GRAC E .NOTEst

Song Total Minor 2nd Major 2nd t-linor 3rd Major 3rdPerfect· 4th Perfect 5th Minor 6th Maior 6th mor 7th !'lajor 7th! Pri..~ Octave !:R.q::::ees
~o. Asc D:sc Asc D:sc Asc D:sc Asc D:sc Asc D:sc Asc D:sc Asc Desc Asc D2sc Asc D:sc Asc D:sc il'"\sC [)('''''''' D~'~o"" J_..... .,., _\.- .....

133 1 1
III-:l

I
- - -

I

136 2 2
I

.

138 1 1
VI

.

148 3 2 1
.- VI,
--' III

152 2 2
IV,l

"

156 1 1
VII

l58 2 2
I ...

I

.60 1 1
V

;>

..

--.J

66 .., 2
I

L

~
I-' <
o



A TABLE ILLUSTRATING SINGLE "A eel Ace AT URE" INl'ERVALS rn THE DE NOFAIDH COLLECITON : t GRA_~~_J'J~! Est

l

;ong Total Minor 2nd Major 2nd Ninor 3rd Major 3rd Perfect 4~ Perfect 5th Minor 6th Maior 6th ,v.d.nor 7th Maior 7th Pr.iroc Octave )e9!:'2C~

~o. As.c D=se Ase Dese Ase D=se Ase Dese Ase Dese Ase Dese Ase Dese Ase Dese J!.se Dese Ase Dese AsC Dese Deccr
,

I1(,7 1 1 I I

I
I-
I

168 9 4 5 11 I,
I

-

169 3 3 III

I.

L86 1 1 V--

_94 1 1
\ IV

97 2 2 :J- I
05 5 3 ... VI, IL

-. VIi.

07 1 1 V
-- --

09 2 1 1 V,III

~

I-'
I-'



-- -~ - ---

A TABLE ILLUSI'RATIN"G SINGLE"A eel Ace ATU RE"INTERVALS IN THE·DE NORAIDH COLLECI'IQ\1 : I GRAC END TE5 I

Song Total Minor 2nd Maior 2nd Minor 3rd Maior 3rd Perfect 4th Perfect 5th Minor 6th Maior 6th vlinor 7th l-1aior 7th Pri.m: ceta"::~ :e9:..~"'I;.~es :

No. Asc r:esc Asc Desc Ase r:ese Ase Dese Ase Dese Ase Dese Asc Dese Ase Dese lAse Dese Ase' Dese IAsc Dese OscarJ
!

210 3 1 2 I, I
. VII I

- ... - -

211 1 1 VII

215 3 2 1 IV, III
~

, 216 2 2 Ill, I
VI

218 4 1 3 11,
- lIT

I
219 4 2 2

VII,I'
IV, VI

220 1 1 11.

I

223 1 1 -

J
..

~ 26 1 1

~
I-'
N



A TABLE ILLUSTRATING "ACCIACCATURE"INI'ERVALS, IN THE DE NORAIDH COLLECTION :'GRACE NOTES'---

Song Total Minor 2nd Maior 2nd .t>1inor 3rd Major 3rd Perfect 4th Perfect 5th Minor 6th Maior 6th lMinor 7th V.eior 7th Pri.rn:: Octave begrees t
No. Asc D=sc Asc Desc Asc Desc Asc D=sc Asc LeSC Asc Desc Asc Desc lisc D2sc PlSC Desc F55C Desc Asc Dec::~1 D2'~c'-

~~ -~ -'- I
i

229 1 1 I I.
-

[236 1 1 IV

I

I II I

f
244 1 1 I

I

245 1 1 IV I
!

VIlfT
VI I I

248 4 1 3 II I·

249 1 1 n

251 1 1 d
253 1 1 d

I V I
257 5 2 3 V I

c

.j::­
I-'
UJ



A TABLE ILLUSTRATING SINGLE "A eel Ace ATU R[1'lNI'ERVAlS IN TBE DE NORAIDH COUEcrION : 'G RlIJ=..Ll-J..:-q T ES '

lsong Total Minor 2nd Major 2nd ~1inor 3rdMaior 3rd Perfect 4th Perfect 5th Minor 6th Maior 6th lMinor 7th .t-'1aior 7th Pri.m: Oc~ave D:;oreesl

No. Asc Desc Asc Desc Asc Desc Asc Desc Asc D2sc Asc Desc Asc Desc Asc D2sc ~c Desc Xi-se' D2sc lAsc D=sc D2co~_

261 2 1 1 I, I I

263 2 2
.- . I V

.

I

265 1 1
IV

,.

...-

•• > r
266 1 1

IV I
I

268 1 1
VII

I
269 3 2 1

I VII I
I

274 2 2
111,

V .

I

291 1 .1
I

295 3 2 1
11,
I

~

I-'
~



""

A TABLE ILLUSTRATING S:rn:;LE"ACCIACCATURE" JNrERVAI.S IN THE DE NORAIDH COlLECI'ION 'GRACE NOTES'

iSong Total Minor 2nd Major 2nd 1-1inor 3rd Major 3rd Perfect 4th Perfect 5th Minor 6th r'1ajor 6th ~or 7th Iv1..ajor 7th PI::L~ Octave Peqressj
iNo. Asc D2sc Asc D2sc Asc D:sc Asc D2sc Asc Desc Asc Desc Ase Desc Asc Th?sc IAsc Desc Asc IR.sc \Asc n"'~cl ~'-or I.J'....... .:=l .'__ :;:::\.-

i

linI

~oo 2 2
.,

I'- .- - I

~

I-'
[J1



VOLUME 11

CHAPTER VI

ORNAMENTATION

CHAPTER VI

TABLE NO 24

Pages 416 -418

ILLUSTRATING IN SONG SEQUENCE TRIPLET PATTERNS
IN THE DE NORAIDH COLLECTION



VOLUME I I 416
CHAPTER VI

.....LA AL.E NO 211-_.._-
A TABLE OF TRIPLET PATTERNS

"--" -
SONG DOTTED SONG DOTTED
NO. TOTAL PATTERHS NO. TOTAL PATTERNS

1 3 40 5 3
2 5 1 41 4

4 3 46 2
7 9 47 1
9 19 2 l~ 8 5 2
10 2 1 55 3 1
11 7 1 56 1
13 3 1 57 8 2
14 2 61 10 7
17 8 5 62 1 1
20 . 8 63 2
21 3 2 65 15 9
22 1 70 16 7
23 4 71 1 1
24 4 72 4 4
25 6 73 1
26 1 74 1
27 5 4 , 80 4
31 3 82 5 1

84 5 1
33 4 4

87 2
34 1 1 [ 88 5 1
36 2 1 "

89 7 537 2
90 1

38 6
91 1

39 5
92 6 3

"-

j



417._--'_.~
~

SOHG DOTTED SOHG DOTTED I
110 TOTAL PA TTERtl S NO TOTAL PATTERNS

96 3 2 162 1

97 1 1 163 2 2

98 3 3 168 5

99 3 169 11

100 1 172 2

101 6 173 2

102 5 2 174 2

105 2 177 2 1

108 1 182 3 1

112 4 183 11

113 1 184 4

119 8 185 I

120 4 1 187 5 3I

123 2 1 1 18/:? 3 1 I1.

124 8 7 f 190 6 ·6I

125. 27 6 192 6 2

126 1 193 Q 6

127 2 194 1 -
129 1 195 2

130 1 198 1

133 1 204 1 1
136 4 2

~
207 1

138 2 1 209 3 1
142 2 2 215 9 1
144 1 216 5 2
149 2 2 218 1 1
150 1 219 8 3
152 7 4 221 8 2
154 1 224 5 2
156 3 225 3 3
157 3 2 226 2 1
160 7 7 227 4



418
j--._-----_...__._------------------._--_._._---

SONG
NO TOTAL

DOTTED
PATTEHI~S

SOI~G

NO
DOTTED

TOTAL PATTERNS

----------_.._----._--_._----.,

228 1 296 1 1

230 1 299 2 2

232 6 3

233 1

235 2 1

236 10 4

239 3 1

240 4 1

241 7 1

243 2

245 16 2

246 3

249 1

250A 5

250B 9

251 2 2

253. 1 1

259 2

263 2

265 1

266 2 2

268 2 1

273 1

274 2

276 1
281 14
289 4
290 3 1
291 3 3

292 12 :3
. 293 10 7

294 7 2

295 L 10) 3 )
.. 17) 3 )11 • )

)
... 8)40 1)7Ill.

iv. 5 ) )
) )



VOLUME 11
CHAPTER VI

ORNAMENTATION

CHAPTER VI

TABLE NO 25

Page s 419 - 433

BEING A GRAPHIC PRESENTATION OF COMPLEXITY
IN EVOLVING ORNAMENTAL MOULDS AND SHAPES AS
THEY APPEAR IN THE ORDER OF SONG-SEQUENCE

~ITHIN THE DE NORAIDH COLLECTION



VOLUME 11
CHAPTER VI 419

ORNAMENTATION
TABLE 25

BEING A GRAPHIC PRESENTATION OF COMPLEXITY IN EVOLVING ORNA­
MENTAL MOULDS AND SHAPES AS THEY APPEAR IN THE ORDER OF SONG
SEQUENCE WITHIN THE DE NORAIDH COLLECTION

SONG RELE-
I'W: VANT

T H1E­
SIGNA­
TURES

E X C E R P T S

BARj
LINE j
STANZAj
REFER­
ENCE

1 6

7

4/ ~1 rrrJ I!
J:U·2 6

4 (

4/ I . 7
4

3; l. t 1 9-10
4

3; 14-16
4

3 4

4 2j LJj [] .LtJjL1lrit
4 18-19

WITHOUT TI t;l E- S I GNATU RE,
9 / Lines

1-2

2/ 410 16-19

11 9-10



TABLE 25 (contin~ed)

I SONC'RELE-l
IW: VAtH

THIE­
S ICI~A­

TURES

E X C E R P T S

420

BARI
L It~E I
STANZAI
REFER­
ENCE

,- J 1 "="' ,rrrJ .r11 4 1 J. 7 11-124

4 1 Ld11 J f 7 rJ IJ I 14-154

13 6/
8 14-15

14 4
1 lJ I fJ J71 bJ 1-44 •

I

~r ~ II -' II

I
I

,

J t1l I,d17 1
3

/, 4 7-8
I

3 1 J~l J---ITJJ'& J t"4 14-15

_"_••• 0.___ ••_- -
r 3 ,

20 5/ --lc.EOTI t77 .d [] lJ ,I, 10-114

J~EU:LJ=r
. r ~ .1

J
3 'ffiJ 11lt J/4 13-14

3 1 J E±t=Lo IJ. 1 15-164 ,



421

TABLE 25 (continued)

BARI
LINEI
STANZAI
REFER­
ENCE

E XC E R P T5

6-7

3-4

14-15

!/ In ~i
_--+-':.--.-...,.J.....-4.---#--4-_-#--~--i..--f~-4-L-~ I

!

1

\

21

SONG RELE- I
I'W: VAin

T H1E­
SIGNA­
TURES

[ nJj j~urJ .i EJ J ,r J 7 \st;::a 2

-1 ill 9WJJUJist::;a 4

_......-.-_.. rr-f-'l:l-,-' ! Sta nz a 5

l' I I 3-4

I

I 0

" I
8

23

24 3

19

25
I

2 - 3



422

TABLE 25 (continued)

: .

i SONG !RE LE - I
1'10: VAIn

T H1E­
SIGI~A­

TURES

E X C E R P T S

BARI
L I1~ El
STAt~ZAI

REFER­
EI~CE

27 ill.. f.l ClJ) J~-+--.J -
r ,) 1

~,;OJ .I .rrnl J LJ-

1-2

11-12

31 3 1 -1-J--ITf1J%J~BJ .OIJ ~illJ 4-54

3 / 11-124

4/ -.-L_--Jj 14-164

33 1

. 7

34 -II1JJIl-LTIA-+-)__
'----

,LEill-LJJ:nim' JlA CL
2-3

9-10



423

TABLE 25 (continued)

SONG 'RElE- I
1'10: VAtH I

. TH1E- \
SIGUA-,
TURES \

E X C E R P T S

BARI
llt~E I
STANZA/
REFER­
EI~CE

37 2/ 7
4

2 /
I
I

4 I 13-14

I
j

2/
,

r=1JI dc:bf' 7 L 16-17
4 ,

j

39 3/ -Jirt1 Lt.!
J

i11

2-34 • ,

I
~ -r ~ ) ,I r

I

40 4/
\ .

-J, crJ t:JJ J4 6

4/ \~ f\-' 7
4 \

! 12,

i
~
"

3/

\

41 i
4 1-2

12

10--41:..-...-Li1E1-W=-------­
~_-I~t_·dt1J--.,~,r-----

47 6/ J,8

6/ J.8

I .



TABLE 25 (continued)

424

SONG
NO:

50

55

RE LE - I
VAIn .
TH1E­
SIGI~A­

TURES

E X C E R P T S

BAR;
LINE;
STANZA;
REFER­
EI1CE

1-3

57 3; 17-184

3 J fJ L oral j;4 21
'-...----

61 3-4

15-16

I 3 I

65 3/ -11 J .l \ .I 14 J. I 0/ 58-594 •

4; j. r D~fflTIW 24-254

68 4; -LLJ' n f J-~ru J': 14 . .
4;

4 3-4



TABLE 25 (continued)

425

SO!~G RELE- BAR/

IW: vAtn LIt~E /

TV·tE- E X C E R P T S STANZA/

SIGUA- REFER-

TURES ENCE
,

69 4/ -J ,Clffj J. J'LJ >- >11 15-16
4 , '---'

i 7

--- .

70 3/ rrTJ J1 J, J~\ ill Jl 5-6
4 "----'

r .3 ,
==fi=r=TI3/ -J :1 )4 . .L=,') ~LOJ 9

I J.. 1

\

71 9/ -L:O J LJJ I
8 10

~

I

1" J Xl rr ~1 11:: J.~ I

72 3 / I' '/ I 11-12 \4 "---.---
I

I
I

I
I·1

79 6/ f J f I f 1fT. j n1 I
I

8 4-5

I,

i I
I

·3 J, .I-m Ffl!~ n. :Stanza I
80 /4 r 7

! 5 6

I
-

I
I I I I



TABLE 25 (continued)
426

SO!'tC
HO:

82

RELE­
VANT
T H1E­
SIGHA­
TURES

E X C E R P T S

r

BAR!
LINE!
STANZA!
REFER­
ENCE

19-21

J 'B=b14 ~ l' 7~ ~'---4J-~---:.._---- 13-14

84 22

J I~.. :-l'

. LLL.LJ t;>
~

01 20

86 4/ ). t J1. LL\J. n J] .'1
!Stanza 11

4 I 9-10
I

87 4! i--
I

4
113 -14

88

90

J]. Effi1

,11 n
'---.-----"

1 4

tanza
III

12-13



TABLE 25 (continued)

SONG RELE­
HO: VAtH

THtE­
SIGIM­
TURES

E X C E R P T S

427

BAR/
LINE/
STANZA/
REFER­
ENCE

92

r 31

D-.J:j1-+.-)~,r---'------
r "3 I

-UlJ;==CfE1 D---

Stanza

I, 3

Stanza
I!, 3

·7 i Stanza
; Ill,
7-8

97 .l~ LI~- 10

13-14

99 Recit~ BARRED WITHOUT TIt~E-SIGNATURE ,
if 4

1 ,
7

101 15

29-30



428

TABLE 25 (continued)

SONG RELE-
NO: VAtH

T n'1E­
SIGNA­
TURES

105

E X C E R P T S

BAR/
LIt~E I
STANZA/
REFER­
ENCE

1-2

112

115

Recit WITHOUT BAR OR TI/1E-SIGNATURE

.J-t-----;ITr1J-·--

Line
1

3

119 5/
4

5/
4

4/
4

I·

,J
..;

! 8

I
9

10-12



429

TABLE 25 (continued)

SO!~G

HO:
RELE­
VAin
TIi'E­
SIGNA­
TURES

E X C E R P T S

BARI
L It~E I
STANZAI
REFER­
EIKE

124
Stanza
11,
3-4

~
,

3 I
Stanzar ! 1 11,

4 1 - 2

3 /

.,
Stanza

4
i III

1
5

-
6

-J
r i Stanza

125 3 1
'I

:1I ;
1

4
1 13- 14

I
I

6/
I

135
I

8
I
'5-6. !

157 3 1 ~ ) U I
I
1 54

"---"
I

159 12/ - ,CL) j, J=nJ mw· Oil. 8 I
1-2

'-----"0. . -........-

160 3/ --DJ=b' J=tTItuJ J4 9-10
""-'
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TABLE 25 (continued) . ..

SO!lC RELE- BAR/

IW: VAtn L ltlE /

TlitE- E X C E R P T 5 5 TAtUA/

5 ICt~A- REFER-

TURES EtlCE

182 2/ .I==o=f] 0 \~ j I" 1 ~ 15-16
4 •

'------"'"

I. 186 4/ 1
4

~ ~

188

r , 1 r:-

J=EffJj .Fl. EEfj \~ 0lL.
. '---..--

13-14

204
Ii 5-6
I
I

. 215

I ) i I

_71rJ U
'3 I

f[Jj rJ."I I1LL
I

I
I 3 - 5I,

! 6-8
I

219 4/
. 4

....._-_ -----t---------------------t-----I

224 5

225 2



TABLE 25 (continued)
: .'

431

\ SO!'C
1'0:

227

232

233

236

237

240

RELE­
VAtn
T IiIE­
SIGtJA­
TURES

E X C [ R P T S

J. 1 7 EIIJj rm IL.----,-

BAR!
LIHE!
STAtUA!
REfER­
EtKE

9-10

5-6

10-11

4-5

5

2-4
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TABLE 25 (continued)
~ ..

SO!~C I RELE -
ItO : VAI~ T

T lilE-
S IGI~A­

TURES

241

r

E X C E R P T 5

7

BARI
L 11~E I
STANZA I
REFER­
EI~CE

5-6

I
1Rectt.

I
I
I

242

10

Line 5

7-9

19-20

j----t---+----------------------------+------

246 J ll~ j j- j j iu

5-6

22-24

250 15-16
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! ~O!lC'RELE- BARI

1110 : VAllT
L IHE I

T IiIE- E X C E R P T S STAUZAI
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}1' _FfJ L rJ.
.,
Jrfn251 5/ ~I la

4
~

261 6/ -,cy=JJj 0IJlllj. 7-8
I 8

I
~

I ,- 5' '1

I
6 1 F[Jj] j=:rrmJ l-LJ8 :1.3-14

i i
I

1
r ~ 1 _ ~ 1

I l%i 281 1
2

/ -LLLlt-j I 'rll 18-21
\ 4

, , , ,
"----"

-U t L11/t r-,I l' L
\

7·

I' . I

I
r:>l,- 3 1

292 3 / ~--.--[-05 I~ j t r 9-104

1

.-

I t
3 'J

.~

5/
I I. 'I J n. I. -11 .11 t ~ J 7293 1

4 1'-8
"-.---'"

J
::J 'r1l

1 r

1
1

294 4/ I r: j J I
I , r t .fffll /'4 I

'---...--
10-11

END OF TABLE 25.
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Volume 11 deals with the particular instance of Oriental­

isms which are found in six basic perspectives within the

De Noraidh Collection. Of the six, Chant and Recitative,

Lament, Modality, Tritone, Non-tempered Pitch and Orna­

mentation, the first psrspective is closest to the realm

of speech. As a religious phenomenon, Chant belongs to the

oldest stratum of Hindu worship, and as a common bond,

links the otherwise varying musics of Asia. In Ireland,

a tradition of chant s~ems to have stemmed from Druidic

sources, and has managed to remain in the cultural con­

tinuum right down to Irish rural story-telling of the

twentieth century. Almost one-quarter of the De Noraidh

Collection reflects this trait: twenty-three percent of

the total Corpus is in this style. P~rlan~o influences

eiQhty-five percent of all final cadences.

Lament is deeply part of the Oriental tradition, and

mourning songs are found in countries ranging from the

Far East to Eastern Europe. Twenty-six songs of the

Corpus illustrate three basic styles : lament-proper

(personal grief), mock-lament (parody) and elegy (detached

and laudatory). More than half of Corpus examples belong

to the first category. Interesting parallels between

Irish and Greek lament customs relate to vigil, funeral

procession, and burial. For the Orient and for Ireland,

generally speaking, lament seems to open a window for

earth-people on the realms of the dead.

Modality of the Orient is expressed through various melody­

types and formula~. In the Collection modality is ex­

pressed through Pentatonicism, Medieval church modes and

a few other tonal structures. Both Pentatonic and Church

modes are Oriental at root, and are well represented in

the Collection. From an overall view-point, Pentatonic ism

is reflected in twenty-eight percent of song material.

Madieval church modes are represented by Dorian, Phrygian,

Lydian and Mixolydian, to which are added Aeolian and

Ionia nor Major. Other tonal species have to do wi th

tetratonic, pentachordal and hexachordal types, with a
few modal combinations.
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'Tritone intervals are 'at home' in the difficult intona­

tions of the East. This interval appears frequently in

Irish folk melodies and is found in ninety songs of the

Corpus. A conse~vative reckoning has accepted 343 tritone

examples.

Non-tempered pitch, as an Oriental trait, is found across

the globe from Eastern Europe to the Far East. In De

Noraidh's vie~, non-tempering of pitch belonged to the

essence of Irish modal expression. In the Collection

sixty-eight examples of non-tempered pitches are found

over thirty songs. These non-tempered pitches create

132 non-tempered intervals : three-quarter tones, various

thirds and a couple of neutral sixths. Arabic symbols

for raising and lo~ering of pitch by a quarter and a

three-quarter tone could be made to fit the notational

situation of the Corpus.

Ornamentation, in the Oriental proto-types of melismata,

combination of simple and ornate styles and improvisatory

embellishments are found in the Corpus. Acciaccature and

triplets act as embellishing agents. The complexity of

ornamental shapes and moulds can be vie~ed in graphic

form through Table 25 in the appendices to this (hapter

VI, pages 419 - 433.

---000---
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The hypothesis of this thesis is in two parts and

relates to Orientalism of 'general cultural condition'

together with an Orientalism of 'a particular instance'.

The present writer has debated the aspect of general

cultural condition in Volume I. Volume 11 contains the

various musical evidences which substantiate a claim

for a particular instance of Orientalism, found in De

Noraidh's Irish Collection of folk melodies.

Evidences of a non-musical kind, which point to an Irish

Orientalism in general c~ltural condition are of two

sorts: Pre-Christian and Early Christian, and are dis­

cussed in Volume I. Previous researches have established

facts of language, literature, social structure, law,

institution and religion which show a measure of agree­

ment between India and Ireland l . These agreements are

not a matter of accident, but point to real survivals

of a shared Indo-European culture in peripheral areas,

East and ~est. A law of peripheral survival explains

why correspondences are likely to be found, not in the

once-common basin of a culture, but, rather, on its rim.

This general argument is strengthened by the fact that

early Irish Christian society managed not only to carry

forward and absorb Orientalism from pre-Christian and

Celtic past, but, in addition, to create its own variety.

Eastern -leanings were manifest in early Irish monastic

and ascetical life, and were reflected in liturgical

celebration 2 , tonsure, and in a dating of Easter - all

of which followed Oriental proto-types.

1. M. Dillon: Celt and Hindu, Dublin, 1973, and Celts
and Aryans, Simla, 1975.

2. J. Hennig 'Old Ireland and her Liturgy'; R.McNally,
ed., Old Ireland, Dublin, 1965.
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Data based on literary reference to music abound in the

traditions of India and Ireland. In both cultures,

music is vie~ed as divine in origin and cosmic in po~er.

The magical properties of music are thought to permeate

the principal hierarchies of life.

Volume 11 of this thesis contains the body of evidence

~hich establishes traits as Oriental in a Corpus of Irish

folk melodies. Six important melodic perspectives are

found to be specifically and characteristically Oriental:

Chant; Lament; Modality; Tritone; Non-tempered Pitch,

and Ornamentation. Each of these perspectives has match­

ing Irish realisations, significantly present in the De

Noraidh Collection.

Chanting style is found in 23% of Corpus material, and

dominates 85% of final cadences. Lament form, Oriental

and Indo-European, characterises t~enty-six songs of tha

Collection, taking the ~hapes of lament-proper, mock­

lament and elegy. There are three striking parallels

bet~een Irish and Greek lamenting customs, ~hich relate

to vigil, funeral procession and burial-and-after ritu-

al. Modality, represented in the East by varying

melody-types and structures, is realised in the Collec­

tion through Pentatonicism and Medieval church modes ­

aspects of modality ~hich are, at root, Oriental. From

an overall vie~-point, Pentatonicism influences 28% of

all song-material. Modality of the Collection is ex­

pressed through the modes of Dorian, Phrygian, Lydian

and Mixolydian, to ~hich are added Aeolian, Ionian and

a fe~ other tonal species. Tritone, a typical Eastern

interval, is present in ninety songs of the Collection

and is found in 343 examples. Non-tempered Pitch,

appearing across the globe from Eastern Europe to the

Far East, is also an important Irish tonal feature.

Over the span of thirty Collection-songs, sixty-eight

non-temperings of pitch create non-tempered intervals.
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A non-tempering of pitch influences the modal structures

'of Dorian, Lydian, Mixolydian, Aeolian and Ionian.

Arabic symbols for both quarter tone and three-quarter

tnne raisings and lowerings would seem to fit the Irish

situation. Irish Ornamentation follows Oriental proto­

type~ of melismatic decoration, combinations of simple­

complex styles, and improvisatory figurations. The

complexity of Irish ornamental shapes and moulds can

be viewed in graphic representation through Table 25,

Volume 11, pages 419 - 433, the final table of the

thesis.

The present writer now rests the case for an Irish

Orientalism, the general cultural character of which

has a particular realisation in a twentieth-century

collection of folk melodies - guod erat demonstrandum!

To the present writer, it seems likely that Inter-Celtic

comparisons might prove to be worth-while research-aims

for future projects and that the testing of an Irish

Oriental situation against folk traditions of other

Northern and ~estern European countries could be the

extension and elaboration which this pioneering thesis
requires.
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