Lament for the Harp Tree

There are settings of this tune in the following manuscript sources:

--Colin Campbell’s “Nether Lorn Canntaireachd”, ii, 112-116 (with the title “McLeod’s Lament”); 
--Donald MacDonald’s Manuscript, ff.207-215 (with the title “Lament for the Tree of Hundreds”); 
--Peter Reid’s manuscript, ff.3-4; 
--Donald MacDonald jnr.’s manuscript, f.30;
--C. S. Thomason’s manuscript, f.24; 
--D. S. MacDonald’s manuscript, ii, 42ff;
and in the following published sources:

--Angus MacKay’s Collection of Ancient Piobaireachd, pp.85-8; 
--David Glen’s Collection of Ancient Piobaireachd, 140-3;

--C. S. Thomason’s Ceol Mor, pp.181-4; 
--William Stewart, et.al., eds., The Piobaireachd Society Collection, (first series) iii, 14-17; 
--G. F. Ross, A Collection of MacCrimmon and other piobaireachd, pp.30-33.

Colin Campbell sets the tune as follows:

[image: image1.jpg]'\“"»\ sm

2

i

A\‘ Q. i

/
[’/

‘~ ””é%&é A %M/f 7.
ﬁ /%élddgg 0@/&4&%( %&é%g%g/ B

e//zaé&%tm émmm L@%ﬂ&%&%&%{ﬂ

/%M%w fg2o Hre @WMJ
N Srren do focoateode fcede frreSaese

ehre Hora oo %ﬂé azée//{maa’m /Ae/f& f/izéd

Srloerito %1% Xre L L :
Hotis 2o cﬁmm/,gwé&w%’/m 20
hihashe hehoehe hanSivn heche ko)

W%@ W/Zz/ M{/M

/wrwaémz, /MW m/zﬁ ftberzerre o /c,w

,%m/w Maa’m oy MW%/&%





[image: image2.jpg]=) %Wz’z&& /0‘077' A(a’ %wé c%(/a ’ /&/W
o Az&m/ﬁzcw/ %M‘Mm
Lo chotroched fce hove chedo fuve firo
B Lo .

/ /éddwé %m %zﬂ//z/ﬂ/ %/Mﬂ %/ﬂé’m éd
- Locrao Broatrade hee de %Mﬂ //m/en@z/
o ///c&%e%ﬁ cheve hoe Bevener ézz/d&‘{/

%e%a éfd{/ %Wm/d / /4/&177 L «/\A
| A7 %MW c%z%d ehe. %u%& /é&/ %Jé{/p’
| Aotroche %&W&%M@h eheho
= %o%d’ﬁzéw éwm C%W%&%&%M
S5 ﬂézaéz&mﬁwm
G Yo hcotog choctroetre frcete /41/%4@/;
VL avo et oo ki S ohsv e Breore hovets
c/é4 ks o deio b ey a9 %{%@,
> o@éﬂm hroer Losoitaneridosaire i
: %ﬂ %m Sovetre etre é&»%(///@@a
‘( %wm/%&/ézzoé& c%o%aéé Wéﬂ/
5. {M z%e%&%o %dwﬁﬁd %/m A
‘%C& / PP %/0&%&% %z&gm %ﬁm&w
4746%&/& %ao@ %m %7 fd%&%dé%& ‘
| %eoa’/w %Aﬂmééz%e %W%&W
;mL%MM Turaae il
A o ,L:’ 7;0%#0 L/\/C,A:\, e
dﬂ/” ﬂ’ Ao Mééf/ww édmd&/x/%/
7/ %ﬂmw %dmméa/_m 2





[image: image3.jpg]s éﬂ{/ mz&{ﬂg f/éz.,/z’a'e/a’a(o A{a’%ﬁ’d’ﬂ% é\m
o~ %(CYC%/C(,[?//QL chemeraidcte %&/dﬁ/(/ﬁ/d % Z

g/a/mza’f %z a’mméﬂlée a%zaaﬂxw%am5

* jy > e Q/LL/&%M %//m/ a’a%z (/é/d’ﬂ/a’@%
E % 42 z/a’d& Zm ¢ﬂ5/m;/¢g,/ Aﬂdmxc/%d?’
z% e vt ctoe chroct, 6,’/2//4’ / éﬁdﬁ'@/m (%aw
Aodcle foodmoiddo fesermn
//ﬁ % dm¢a’ %&m %{JJ@WMW%J

| Azoradto fore Aaze sV /éff’ﬁwa//z&m; /A

S26 A Apps b eHe Zarg ] P
‘ j sy .e&j 4(5)/ 220 c%i)d %gd’mdd&%//a/
j/) Loty Mmz/n .

a’wd//z/ 7 %{Q’M/M ézg’mxz’d{,ﬂ/m{
£ £ a] %Mma’@’a ¢ oo cbarrict o %(a’wza’z/%
- |eeaas %f H e 2ecdct e %/5//2//(/(/(/%é K/%/ﬁ’{/& !

3 é{é’/gfé Amffﬁ /// /(/?‘/0’//( //(7[//»272/&/&/&//'.;
F%Mnf) /‘47”/‘////0/“72 L s i e

%4/&41(2&/4 et a/(zwzéa/e/é z/ﬁ’/&/&(da/ ;
12/4’4/ % JC‘/d /Z{Q/d'ﬂ eh za’(zznz/’f/( A, za/r%/mﬁ" :
AR %ff}’/w/c/c?’%/ 5/ o tovos 1’0%/& 1
| Ao %W/é o é%ﬁ@/@;ﬁ s
L 4’%4 0/(2% /(ia/& %(i(}’(’(///dw/& %ld é’—’@(é”ﬂ'z ‘
L3 % dﬂ%/(z’az / o a’wa’afd Pl A

’\

\\





[image: image4.jpg]T 7yt By
d‘gr‘,. i" = s

& 72.£ UM_, %A Q/M/a/zzé) //z’z)(z /(’//z/d//a
el = 'zza’ / ézn’g&zazﬁa&%& (/%m /177/(/¢z’£z/ wg’axx
e zf Kot crvreaidoes efoed 24 /a’a’z/%a///zzzz/a’& s
f/a/ém@ L e =0 e W
‘A% // dred Ze /& a’zmm/ﬁ’d /‘d z/gmzé’a’d

é\ Nbericto Zd a’aﬂ/ﬂ’/ 0 M a’aw/?t J %zd&%acj'
5% %& )74 Wﬁ’a’e AW??/ ﬂ’aw/zﬂ/ /ZL @/WWMU
%4 A wreddD éwﬂd W%/dwzdaﬁ/zz/
4%4 a/mzm/%%ﬂ/m/a A or a/mdm

A Mﬁﬁmna/& c/lz/ﬂﬁﬂ’/zwz& é///%z%

“‘Y - ore e J. ﬂﬂﬁmzze%/ /Jéﬂﬂ/z’/uma% o ot
‘ :La’uem//// /( an e e Jrorer5 ; édﬁm&yﬂ :
: St a’é& ¢ é&édmm//n e foliarstrcer X Soo
B - Lo eAhe W A tere Ao %&%ﬁm Hrvor (/JZ@
| s a&em/f/ 4 %ﬁ/@ﬁz ol e

: . // /KZ/?/?/?M??J/& // 77 W@/g/% /Mz

A{anm/ %n%ﬂ%aﬁm&@z/a

% AEP2.. %ﬂﬂ

> Zafn a’aama/z, M(’/{Mf{%/{%/é’

: '[?’4((42%& ////777%’21( 202 /&MW
oo %/tﬂtm / / &z7? J&’W«/ %%MM

fo%x/%z /J@ 2 Hpcc 72 K %zf:;z %/d Zdwm
%ﬂ%ﬁ’ /7/11’7(//2&& %4@1 é&é’%d@m%&/
7 &h{m a%z/ (/%//m? W %&/fmmdé’c





[image: image5.jpg]Lok a’%/a e%c%m?m%ézmwm

; @mﬁ eé.//éﬂ%m&»zﬂé /ﬂ /{W&%Z@ndd ZM

TR

i

- 'fémfafzwnaléc et Mﬁﬂmd&éfﬂﬂﬁ%y/&
| 7 éméﬂmdwwﬁ// Ss

(0); jélﬂwmmﬂa é&/ﬂ/za//xgﬂ XS 7 J/L////%q}
S ,mw %ﬁ M&??fél(é??(@é//g&ﬂéwmd&

; ia%& phe bczrclreend e ot bz rridrcend /2

| f/mzm dd é/a//a/mvl

EL B X o Bl T

%ﬁwmv/ o et :
%éa/nmnw cé&/&zﬂm@ww .

f&fw /44% crend %ﬂwﬁ reon do %&éﬂw 2277
= e Lo liiari hecrnide /Z& G273 creen@s /%ﬂ/r%
L on @fre cbéﬂ%d%ﬁza& ﬂ//fmv(z/zama’d%/

= éwﬁcm/ﬁ‘ éznﬂ//n eert oo g LA;
// / D reerr 2D AL ﬂa%ﬂwm{& %//ﬂ;;g‘
~M/Mn ﬂl@emzﬂ /éﬂéﬂfﬂmﬁ//é WJ&ML

= Areernoe Dol arn A2EENXE éﬂé%?mw/

— lrecri e phelcenctecende /éﬂfmmn//
4504"?/}72@(7/“77%(7 %/&ZWWL/ L/VL :

%M A—wﬂm{?a/@oﬁﬂ%ééﬁﬂ /Z&/&WW

x Aﬂndm 4’%&4 &Af A&%Wﬁ%

éy%a





Colin Campbell develops the tune in a slightly different way to the other scores, having a siubhal singling not replicated elsewhere.  The first variation in the other scores then appears as a doubling to this, and Campbell omits the second variation singling and doubling which appears in the other scores, moving straight to the taorluath and crunluath variations singling and doubling.  In the Nether Lorn the tune usually called “Kinlochmoidart’s Lament” is called “Cumbh craoibh na Teid” while this one, as noted above, bears the title “McLeods Lament”.  
Donald MacDonald treats the tune as follows:
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The reader will note the little run downs from B to low G, hioenem, in the ground;.  There are numerous other little idiomatic touches likely to interest the thoughtful player.  One point perhaps worth dwelling on is the timing of MacDonald’s crunluath breabach, each figure ending in a semi quaver suggests that he played smoothly on to the opening quaver of the following group without the pause often suggested in notating this movement (and implied by the name “breabach” which means “kicking” or “prancing”) as we see in David Glen’s score below, and in numerous other notators.  
Donald MacDonald jnr.’s setting departs interestingly from his father’s in timing the ground in an implied 6/8.  This is a pleasing way to handle a ground that can sound laborious if played too squarely in 4/4 time.  The transcript of the original MS shows the tune developed only as far as the siubhal and only very lightly graced:
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and so on.

Peter Reid, although his overall style is very similar to Donald MacDonald snr’s, has a number of different stylistic nuances.  He does not double the ground as MacDonald does, and his score is notated only as far as the taorluath breabach singling, ending “Then follows the doubling of the above & a Cruinluidh Breabich & D C.”  The following gives an idea of his approach:
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and so on.

D. S. MacDonald’s score adds little to the expressive possibilities of the tune and is not reproduced here.
The published settings of “The Lament for the Harp Tree” show great stability in organisation, timing and ornamentation.  Angus MacKay, David Glen, C. S. Thomason, William Stewart and G. F. Ross all take similar routes through this tune.  David Glen’s approach may be considered typical:
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Commentary:
Little is known with any certainty about this tune.  
The earliest written commentary upon it occurs in the printed notes compiled by an unknown hand for Donald MacDonald snr.’s unpublished second volume as follows:
Cumhadh Chraobh na’n Cheud,  OR A LAMENT FOR THE TREE OF HUNDREDS.

   This long and grand piece is thought to be the oldest of all the Piobaireachd in the possession of any person, at the present time.  A tradition concerning it runs thus:  When the Fingallians lived in the Highlands of Scotland, there was an oak near their house, in the Isle of Skye, under which they feasted; and, after having enjoyed the visit of the shell once or twice, they danced to the harp.  Each man’s dog was bound by his owner, and Fingall’s dog, whose name was Bran, was tied to a long narrow stone, which was stick into the ground, at a little distance from the tree.  The Fingallians had a tree and a stone of this kind in many parts of the Highlands.  They had also, in all these places, what is called, in Gaelic, Sornach, Chorre, Fhinn, or the Three Stones; on which stood the cauldron for boiling their venison.  They always remained in one place, till the deer of the surrounding hills were consumed, or, until they were surprised by the Danes, or other enemies.  In the course of time, the Fingallians all died,--their house was burned, and nothing left that belonged to them in the country, except the old celebrated oak, the three stones, and Bran’s stake, which all remained, without visits, or respect being paid to them.  A considerable time after, when sheep were brought, in place of deer, two thieves stole some sheep; and having killed them, they hung them up, on the branches of this noble oak.  An old huntsman happening to pass this way, and perceiving the remains of the sheep, and their entrails, hanging upon the branches of the tree, (where he used to witness, when a boy,) the most sumptuous feasts, accompanied with music and dancing, he was very sorrowful, and wept much, on his way from the place.  It appears, that, previous to that period, he, and some others, were in possession of something similar to the bagpipe chanter, on which they used to play; and he began (being much affected,) to compose the above melancholy air.  There is no mention made, of the bagpipe as being a national instrument, in Great Britain, previous to that period.  Ossian does not make mention of it in any of his poems; neither did any other writer for a long time after him.  The term Pipe, was used prior to the Egyptians.  (Donald MacDonald MS, “A Select Collection of the Ancient Music of Caledonia, called Piobaireachd”, f.5 (NLS, MS 1680).  

“The Lament for the Tree of Hundreds” is also the title for this tune in Peter Reid’s MS of 1826  (NLS Acc 22118, ff.3-4).

It is in the earliest published source for this tune, Angus MacKay and James Logan’s Ancient Piobaireachd, that the title “Cumha Chraobh na’n Teud.  The Lament for the Harp Tree” first appears.  Logan’s note to the tune says: 
This piobaireachd, so unlike all others, is evidently from its style, of very high antiquity.  We have not been able to procure any satisfactory account of Cumhadh Craobh nan teud, which is usually translated, “Lament for the Harp Tree”, i.e. the tree of strings.  It strikes us that this is a bardic expression for the instrument itself, as we should say “the Bag of Pipes.”  There appears, however, some superstitious opinions connected with it.  In the North it is called Bean Sith (Literally the woman of peace, “the good folk.”  Bean, a woman.  Bein, a hill), either from being “the fairy tune,” or so named from a noted hill in Sutherland, distinguished as the fairy mountain.  The notion that it is a lamentation for the destruction of a tree on which the bards were wont to hang their harps, is too like the practice of the Jews, who, as related in Scripture, when in captivity, hung “their harps on willow trees,” to permit of its being received as the just explanation of so singular an appellation.”  (“Historical and Traditional Notes on the Piobaireachds”, p.10).   

In his “Historic, Biographic and Legendary Notes to the Tunes” in David Glen’s Collection of Ancient Piobaireachd, “Fionn” notes
The name indicates that this tune is reminiscent of the time when the Harp or Clarsach was the popular musical instrument in the Scottish Highlands. There is a tradition in Skye that the famous pipers of the island were in the habit of meeting and having musical competitions at a place called "Rudha Craobh nan teud," the headland of the harp tree, or tree of chords. p.15
Presumably the different titles relate to the similarity in sound between “ceud”, meaning a hundred; and “teud” which, according to Dwelly can mean the string of a musical instrument, music in general, the harp, or, indeed, any musical instrument.  Prof. Colm O’Boyle writing privately to the writer, in October 2004, adds that linguists dispute whether “crann nan teud” actually does mean a harp. William Matheson, editor of The Blind Harper (An Clarsair Dall) The Songs of Roderick Morison and his Music (Scottish Gaelic Texts Society, Edinburgh, 1970) thought that the “Harp Tree” tune was the one intended by Rory Dall for his satirical song “Feill nan Crann” in which he laments the decline of his sexual potency (here symbolised by the harp key) and sets sail amidst much ribald mirth and humour to the Uists to find a new one in a birlinn crewed by the lustiest dames in Dunvegan.  Matheson surmises that at some stage the word “chraobh” must have been substituted for “crann” giving “chraobh nan teud” rather than “crann nan teud” hence leading to the substitution of Harp Tree for Harp Key, and such formations as “The Tree of Strings” which he considers fanciful.  (pp.12-19; 154-7).  The following lines give a flavour of the song:

Chan fhasa leam na ’m bàs

   a bhith fo thàir nam ban;
chan fhaod mi dhol ’nan dàil 
   on dh’fhàilnich air mo ghean;

’s their iad, “Ciod am feum

   a dh’fheudas a bhith ann?

Chaidh ionnstramaid o ghleus

   on chaill e fhéin a chrann.”
(trs: I find it no easier than death to suffer the scorn of women; I may not go near them since my ability to please has failed me.  “Of what use can he be?” is what they say.  “His instrument has gone out of tune since he lost his harp-key.”)




*
*
*

Electronic text © Dr. William Donaldson, Aberdeen, Scotland, March 2009, revised Cambridge, Massachusetts, January 2025.
