CHAPTER

CONCLUSIONS AND RECOMMENDATIONS

It is clear that a number of pibrochs were at one time closely associated
with the Gaelic song idiom. This relationship is evident to the extent that
the same or similar melodic and rhythmic features are to be found in both
pibroch and Gaelic song. In order to reach this conclusion, it was necessary
to reinterpret the earliest pibroch sources by comparing some pibrochs
with their song versions.

Those pibrochs with which song®versions have been identified, are shown
to have been more commonly based on the melodic and rhythmic features
found in the first two to four phrases of a song. These phrases have then
been 'reworked' to create, in most cases, eight pibroch phrases. In a small

number of cases, such as Bodaich nam Briogais , Gabhaidh sinne Rathad
Mo6r and possibly A Ghlas Mheur, the whole song is equivalent to the
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Although thie research which is presented here concentrates on twelve
case studies, the techniques which have been applied to the published
sources in order to place the tunes back into the context of their traditional
idiom can be applied to the whole pre-twentieth century pibroch
repertoire. This research, therefore, provides an interpretative guide by
which pibroch which has been transmitted into the twentieth century can
be reassessed.

Gaelic scholarship of the twentieth century has drawn attention to a
particular category of songs called 'pibroch songs' associated with the
pibroch idiom. Many of these songs, frequently called 'orain b;éaga' or
small songs, are found within the compass of the pipe scale and tend to be
associated with the lullaby tradition. This thesis has shown, however, that
pibrochs have been founded on a wide range of song types and rhythms
such as the keening songs, heroic ballads or dan , bardic verse and the
more widespread amhran or song form. Pibroch has therefore drawn on
all types of song sources in the Gaelic song tradition and vice versa and
although not within the remit of this research, there is strong evidence to
suggest that there was a similar interplay between the pipes and other



instrumental traditions. This is a line of research which should be
pursued, especially with regard to the Irish musical tradition which

< appears to-have rhythmic and melodic motifs similar to the pibroch

tradition.

The shared characteristics of song and pibroch are shown to have been
severed, to the extent that present day pibroch performance style has little
in common with Scottish Gaelic culture except in tune titles alone. The
original melodic line and rhythm of pibroch has altered perceptively. The
changes can probably be identified in two processes. The first stage, which
occured implicitly in the transfer of melody from voice to mstrument was
probably immediate and obvious. The second was clearly more gradual,
occuring over the last two hundred and 1 fifty years or more.

In the process of adaptation into the pibroch tradition, the songs have been
subjected to the idiosyncratic features which represent modern pibroch
conventions. The first and probably the most obvious,feature which set
pibroch apart from the Gaelic song idiom was the adoption and
subsequent preponderance of cadences, in Angus MacArthur's and Donald
MacDonald's settings. This latter dominance of cadence over the melodic
line may not have been the case in earlier periods of the eighteenth
century, as Joseph MacDonald's theory suggests. In contrast to this
development, the present study suggests that the cadences were an
important feature of pibroch as embellishments or decorative
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enhancements to the melodic line,but unlike in F;modem performances,

did not take any melodic stress at any part of the #rlar. It has been
suggested in this study that the cadence in an unstressed position may
have occasmnally formed part of the melodic linein some melodies) This
is because in an oral tradition the melodic line may be an ambiguous
concept. Over time, because of the influence of pipe notation, the cadences
became more indistinguishable from the melodic line and this was
accompanied by a slowing down of tempo, both in a cause and effect
manner. In addition to this, extra notes were occasmnally added to the

melody. The total effect of all these changes resulted in an alteration in_

the pibroch rhythm. In general, this rhythmic change occur,ed in tunes
which had been notated in 6/8 time and these tunes were subsequently
notated in common time. This study' suggesfs that common time is a
more suitable time signature for notating at a | much slower pace, as ;'in
present day pibroch performénce. |






