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Table 10.92 Archive and recorded location: Robert Harvey, heptatonic 556
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Table 10.96 Archive and recorded location: Robert Harvey, modulation 559
between parts.
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between parts.
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Table 10.109 Archive and recorded location: Triona Marshall, inflection. 571
Table 10.110 Archive and recorded location: Triona Marshall, modulation 571
between parts.

Table 10.111 Archive and recorded location: Triona Marshall, transitory 572
modulation.

Table 10.112 Archive and recorded location: Enda Cloke, alteration of a tune’s | 572
traditional home-note.

Table 10.113 Archive and recorded location: Enda Cloke, heptatonic 573
transposition.
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transposition.

Table 10.115 Archive and recorded location: Enda Cloke, pentatonic 574
transposition.

Table 10.116 Archive and recorded location: Enda Cloke, inflection. 575
Table 10.117 Archive and recorded location: Enda Cloke, modulation between | 576
parts.

Table 10.118 Archive and recorded location: Enda Cloke, transitory 576
modulation.

Table 10.119 Archive and recorded location: Peter Browne, structural tones, 579
simple time.

Table 10.120 Archive and recorded location: Peter Browne, structural tones, 579
compound time.

Table 10.121 Archive and recorded location: Peter Browne, harmonic-based 580
melodic variation at a four-bar conceptual resolution.

Table 10.122 Archive and recorded location: Peter Browne, range. 581
Table 10.123 Archive and recorded location: Peter Browne, motivic 582
development.

Table 10.124 Archive and recorded location: Michaela Cunningham, structural | 583
tones, simple time.

Table 10.125 Archive and recorded location: Michaela Cunningham, structural | 583
tones, compound time.

Table 10.126 Archive and recorded location: Michaela Cunningham, harmonic- | 584
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based melodic variation, two-bar conceptual resolution.

Table 10.127 Archive and recorded location: Michaela Cunningham, harmonic- | 585

based melodic variation, four-bar conceptual resolution.

Table 10.128 Archive and recorded location: Michaela Cunningham, range. 586
Table 10.129 Archive and recorded location: Michaela Cunningham, motivic 586
variation.

Table 10.130 Archive and recorded location: Adrian Hart, structural tones, 587

simple time.

Table 10.131 Archive and recorded location: Adrian Hart, structural tones, 588

compound time.

Table 10.132 Archive and recorded location: Adrian Hart, harmonic-based 588

melodic variation, two-bar conceptual resolution.

Table 10.133 Archive and recorded location: Adrian Hart, harmonic-based 589

melodic variation, four-bar conceptual resolution.

Table 10.134 Archive and recorded location: Adrian Hart, compass. 590
Table 10.135 Archive and recorded location: Adrian Hart, motivic 591
development.

Table 10.136 Archive and recorded location: Robert Harvey, structural tones, 591

simple time.

Table 10.137 Archive and recorded location: Robert Harvey, structural tones, 592

compound time.

Table 10.138 Archive and recorded location: Robert Harvey, harmonic-based 593

melodic variation, two-bar conceptual resolution.

Table 10.139 Archive and recorded location: Robert Harvey, harmonic-based 594

melodic variation, four-bar conceptual resolution.

Table 10.140 Archive and recorded location: Robert Harvey, compass. 594
Table 10.141 Archive and recorded location: Robert Harvey, motivic 595
development.

Table 10.142 Archive and recorded location: Mark Redmond, structural tones, | 596

simple time.

Table 10.143 Archive and recorded location: Mark Redmond, structural tones, | 596

compound time.
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Table 10.144 Archive and recorded location: Mark Redmond, harmonic-based | 597
melodic variation, two-bar conceptual resolution.

Table 10.145 Archive and recorded location: Mark Redmond, harmonic-based | 598
melodic variation, four-bar conceptual resolution.

Table 10.146 Archive and recorded location: Mark Redmond, compass. 598
Table 10.147 Archive and recorded location: Mark Redmond, motivic 599
development.

Table 10.148 Archive and recorded location: Triona Marshall, structural tones, | 600
simple time.

Table 10.149 Archive and recorded location: Triona Marshall, structural tones, | 600
compound time.

Table 10.150 Archive and recorded location: Triona Marshall, harmonic-based | 601
melodic variation, two-bar conceptual resolution.

Table 10.151 Archive and recorded location: Triona Marshall, harmonic-based | 602
melodic variation, four-bar conceptual resolution.

Table 10.152 Archive and recorded location: Triona Marshall, compass. 603
Table 10.153 Archive and recorded location: Triona Marshall, motivic 603
development.

Table 10.154 Archive and recorded location: Enda Cloke, structural tones, 604
simple time.

Table 10.155 Archive and recorded location: Enda Cloke, structural tones, 604
compound time.

Table 10.156 Archive and recorded location: Enda Cloke, harmonic-based 605
melodic variation, two-bar conceptual resolution.

Table 10.157 Archive and recorded location: Enda Cloke, harmonic-base 606
melodic variation, four-bar conceptual resolution.

Table 10.158 Archive and recorded location: Enda Cloke, accompaniment. 608
Table 10.159 Archive and recorded location: Enda Cloke, compass. 608
Table 10.160 Archive and recorded location: Enda Cloke, motivic variation. 609
Table 10.161 Archive and recorded location: Peter Browne, part structure. 610
Table 10.162 Archive and recorded location: Peter Browne, melodic structural | 611
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relationships, four-bar conceptual resolution.

Table 10.163 Archive and recorded location: Peter Browne, melodic structural | 612
relationships, two-bar conceptual resolution.

Table 10.164 Archive and recorded location: Peter Browne, melodic structural | 613
relationships, one-bar conceptual resolution.

Table 10.165 Archive and recorded location: Peter Browne, travelling material. | 614
Table 10.166 Archive and recorded location: Michaela Cunningham, part 614
structure.

Table 10.167 Archive and recorded location: Michaela Cunningham, melodic 615
structural relationships, four-bar conceptual resolution.

Table 10.168 Archive and recorded location: Michaela Cunningham, melodic 616
structural relationships, two-bar conceptual resolution.

Table 10.169 Archive and recorded location: Michaela Cunningham, melodic 617
structural relationships, one-bar conceptual resolution.

Table 10.170 Archive and recorded location: Michaela Cunningham, travelling | 618
material.

Table 10.171 Archive and recorded location: Adrian Hart, part structure. 619
Table 10.172 Archive and recorded location: Adrian Hart, melodic structural 620
relationships, four-bar conceptual resolution.

Table 10.173 Archive and recorded location: Adrian Hart, melodic structural 621
relationships, two-bar conceptual resolution.

Table 10.174 Archive and recorded location: Adrian Hart, melodic structural 621
relationships, one-bar conceptual resolution.

Table 10.175 Archive and recorded location: Adrian Hart, travelling material. 622
Table 10.176 Archive and recorded location: Robert Harvey, part structure. 623
Table 10.177 Archive and recorded location: Robert Harvey, melodic structural | 624
relationships, four-bar conceptual resolution.

Table 10.178 Archive and recorded location: Robert Harvey, melodic structural | 625
relationships, two-bar conceptual resolution.

Table 10.179 Archive and recorded location: Robert Harvey, melodic structural | 625

relationships, one-bar conceptual resolution.
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Table 10.180 Archive and recorded location: Robert Harvey, travelling 626
material.

Table 10.181 Archive and recorded location: Mark Redmond, part structure. 627
Table 10.182 Archive and recorded location: Mark Redmond, melodic 628
structural relationships, four-bar conceptual resolution.

Table 10.183 Archive and recorded location: Mark Redmond, melodic 629
structural relationships, two-bar conceptual resolution.

Table 10.184 Archive and recorded location: Mark Redmond, melodic 629
structural relationships, one-bar conceptual resolution.

Table 10.185 Archive and recorded location: Mark Redmond, travelling 630
material.

Table 10.186 Archive and recorded location: Triona Marshall, part structure. 631
Table 10.187 Archive and recorded location: Triona Marshall, melodic 632
structural relationships, four-bar conceptual resolution.

Table 10.188 Archive and recorded location: Triona Marshall, melodic 633
structural relationships, two-bar conceptual resolution.

Table 10.189 Archive and recorded location: Triona Marshall, melodic 634
structural relationships, one-bar conceptual resolution.

Table 10.190 Archive and recorded location: Triona Marshall, travelling 635
material.

Table 10.191 Archive and recorded location: Enda Cloke, part structure. 635
Table 10.192 Archive and recorded location: Enda Cloke, melodic structural 636
relationships, four-bar conceptual resolution.

Table 10.193 Archive and recorded location: Enda Cloke, melodic structural 637
relationships, two-bar conceptual resolution.

Table 10.194 Archive and recorded location: Enda Cloke, melodic structural 637
relationships, one-bar conceptual resolution.

Table 10.195 Archive and recorded location: Enda Cloke, travelling material. 638
Table 10.196 Archive and recorded location: Peter Browne, two-phrase 640
structure, shaping devices.

Table 10.197 Archive and recorded location: Peter Browne, two-phrase 640

structure.
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Table 10.198 Archive and recorded location: Peter Browne, three-phrase 641

structure, shaping devices.

Table 10.199 Archive and recorded location: Peter Browne, three-phrase 641
structure.
Table 10.200 Archive and recorded location: Peter Browne, four-phrase 642

structure, shaping devices.

Table 10.201 Archive and recorded location: Peter Browne, four-phrase 642

structure, compositional.

Table 10.202 Archive and recorded location: Michaela Cunningham, two- 643

phrase structure, shaping devices.

Table 10.203 Archive and recorded location: Michaela Cunningham, two- 643

phrase structure, compositional.

Table 10.204 Archive and recorded location: Michaela Cunningham, three- 644

phrase structure, shaping devices.

Table 10.205 Archive and recorded location: Michaela Cunningham, three- 644

phrase structure, compositional.

Table 10.206 Archive and recorded location: Michaela Cunningham, four- 645

phrase structure, shaping devices.

Table 10.207 Archive and recorded location: Michaela Cunningham, two- 645

phrase structure, compositional.

Table 10.208 Archive and recorded location: Adrian Hart, two-phrase structure, | 646

shaping devices.

Table 10.209 Archive and recorded location: Adrian Hart, two-phrase structure, | 646

compositional.

Table 10.210 Archive and recorded location: Adrian Hart, three-phrase 647

structure, shaping devices.

Table 10.211 Archive and recorded location: Adrian Hart, three-phrase 647

structure, compositional.

Table 10.212 Archive and recorded location: Adrian Hart, four-phrase 648

structure, shaping devices.

Table 10.213 Archive and recorded location: Adrian Hart, four-phrase 648

structure, compositional.
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Table 10.214 Archive and recorded location: Robert Harvey, two-phrase 649
structure, shaping devices.

Table 10.215 Archive and recorded location: Robert Harvey, two-phrase 649
structure, compositional.

Table 10.216 Archive and recorded location: Robert Harvey, three-phrase 650
structure, shaping devices.

Table 10.217 Archive and recorded location: Robert Harvey, three-phrase 650
structure, compositional.

Table 10.218 Archive and recorded location: Robert Harvey, four-phrase 651
structure, shaping devices.

Table 10.219 Archive and recorded location: Robert Harvey, four-phrase 651
structure, compositional.

Table 10.220 Archive and recorded location: Mark Redmond, two-phrase 652
structure, shaping devices.

Table 10.221 Archive and recorded location: Mark Redmond, two-phrase 652
structure, compositional.

Table 10.222 Archive and recorded location: Mark Redmond, three-phrase 653
structure, shaping devices.

Table 10.223 Archive and recorded location: Mark Redmond, three-phrase 653
structure, compositional.

Table 10.224 Archive and recorded location: Mark Redmond, four-phrase 654
structure, shaping devices.

Table 10.225 Archive and recorded location: Mark Redmond, four-phrase 654
structure, compositional.

Table 10.226 Archive and recorded location: Triona Marshall, two-phrase 655
structure, shaping devices.

Table 10.227 Archive and recorded location: Triona Marshall, two-phrase 655
structure, compositional.

Table 10.228 Archive and recorded location: Triona Marshall, three-phrase 656
structure, shaping devices.

Table 10.229 Archive and recorded location: Triona Marshall, three-phrase 656

structure, compositional.




Table 10.230 Archive and recorded location: Triona Marshall, four-phrase 657
structure, shaping devices.

Table 10.231 Archive and recorded location: Triona Marshall, four-phrase 657
structure, compositional.

Table 10.232 Archive and recorded location: Enda Cloke, two-phrase structure, | 658
shaping devices.

Table 10.233 Archive and recorded location: Enda Cloke, two-phrase structure, | 658
compositional.

Table 10.234 Archive and recorded location: Enda Cloke, three-phrase 659
structure, shaping devices.

Table 10.235 Archive and recorded location: Enda Cloke, three-phrase 659
structure, compositional.

Table 10.236 Archive and recorded location: Enda Cloke, four-phrase structure, | 660
shaping devices.

Table 10.237 Archive and recorded location: Enda Cloke, four-phrase structure, | 660
compositional.

Table 10.238 Archive and recorded location for Peter Browne’s use of the pat 664
inbars 1, 3,4, 5, 7 and 8 of the A-part of ‘Dinkey’s’.

Table 10.239 Archive and recorded location for Peter Browne’s use of the 664
shiver in bars 1, 3, 4, 5, 7, and 8 of the A-part of ‘Dinkey’s’.

Table 10.240 Archive and recorded location for Peter Browne’s use of the 665
shiver in bars 1, 3, 4, 5, 7, and 8 of the A-part of ‘Dinkey’s’.

Table 10.241 Archive and recorded location for Peter Browne’s use of the 666
double-tipped roll in bars 3 and 7 of the A-part of ‘The Maid Behind the Bar’.

Table 10.242 Archive and recorded location for Peter Browne’s use of the basic | 667
demi in bars 2 and 6 of the A-part of ‘The Connaughtman’s Rambles’.

Table 10.243 Archive and recorded location for Michaela Cunningham’s use of | 668
the split treble in bar 7 of the A-part of ‘Morrison’s Jig’.

Table 10.244 Archive and recorded location for Michaela Cunningham’s use of | 669
the hammer-on in bar 1 of the A-part of ‘The Connaughtman’s Rambles’.

Table 10.245 Archive and recorded location for Michaela Cunningham’s use of | 670

the two-note spread in bars 1, 3 and 5 of the B-part of ‘The Connaughtman’s
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Rambles’.

Table 10.246 Archive and recorded location for Michaela Cunningham’s use of
the accented acciaccatura in bars 1, 3 and 7 of the B-part of ‘The

Connaughtman’s Rambles’.

670

Table 10.247 Archive and recorded location for Michaela Cunningham’s use of

vibrato in bars 1, 3,4, 5, 12 and 16 of ‘McKenna’s Polka’.

671

Table 10.248 Archive and recorded location for Adrian Hart’s use of the

harmonic cran in bars 1, 3 and 5 of the A-part of ‘Morrison’s Jig’.

673

Table 10.249 Archive and recorded location for Adrian Hart’s use of the long

turn in bars 1, 3 and 5 of the A-part of ‘Farewell to Ireland’.

674

Table 10.250 Archive and recorded location for Adrian Hart’s use of the
pizzicato divisive cut in bars 1, 3, 4 and 5 of the A-part of ‘The

Connaughtman’s Rambles’.

675

Table 10.251 Archive and recorded location for Adrian Hart’s use of the
pizzicato cut descending stepped triplet in bars 1, 3, 4, 5, 7 and 8 of the A-part
of ‘The Maid Behind the Bar’.

675

Table 10.252 Archive and recorded location for Adrian Hart’s use of the
harmonic mordent in bars 1, 3, 9, 10 and 11 of the B-part of ‘Farewell to

Ireland’.

676

Table 10.253 Archive and recorded location for Robert Harvey’s use of the

harmonic turn in bar 2 of Part-D of ‘Farewell to Ireland’.

678

Table 10.254 Archive and recorded location for Robert Harvey’s use of the
split treble in bar 2 of Part-D of ‘Farewell to Ireland’.

679

Table 10.255 Archive and recorded location for Robert Harvey’s use of the

semi in bars 1, 2, 3 and 4 of Part-B of ‘Farewell to Ireland’.

679

Table 10.256 Archive and recorded location for Robert Harvey’s use of the
shiver in bars 4 and 7 of the A-part of ‘The Maid Behind the Bar’.

680

Table 10.257 Archive and recorded location for Robert Harvey’s use of the
three-note spread in bars 1 and 4 of the A-part of ‘“The Maid Behind the Bar’.

681

Table 10.258 Archive and recorded location for Mark Redmond’s use of the
double-tipped roll in bars 1, 2, 3, 5, 6 and 7 of the A-part of ‘The Maid Behind
the Bar’.

682
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Table 10.259 Archive and recorded location for Mark Redmond’s use of the 683
fully-cut straight treble in bars 1, 2, 3, 5, 6 and 7 of the A-part of ‘The Maid

Behind the Bar’.

Table 10.260 Archive and recorded location for Mark Redmond’s use of the 684
split treble in bars 1, 2, 4 and 5 of the A-part of ‘The Maid Behind the Bar’.

Table 10.261 Archive and recorded location for Mark Redmond’s use of the 684
fully-cut five note treble in bars 1, 2, 5 and 6 of ‘The Maid Behind the Bar’.

Table 10.262 Archive and recorded location for Mark Redmond’s use of the 685
dyadic treble in bars 1, 2, 3, 5, 6 and 7 of the A-part of ‘The Maid Behind the

Bar’.

Table 10.263 Archive and recorded location for Triona Marshall’s use of the 687
harmonic cut in bars 3 and 7 of the A-part of ‘The Maid Behind the Bar’.

Table 10.264 Archive and recorded location for Triona Marshall’s use of the 687
pat in bars 1 and 3 of the A-part of ‘The Maid Behind the Bar’.

Table 10.265 Archive and recorded location for Triona Marshall’s use of the 688
shiver in bars 1 and 5 of the A-part of ‘The Maid Behind the Bar’.

Table 10.266 Archive and recorded location for Triona Marshall’s use of the 689
melodic cran in bars 1, 2 and 3 in the A-part of ‘The Kid on the Mountain’.

Table 10.267 Archive and recorded location for Triona Marshall’s use of the 689
roll in bars 1, 2 and 3 of the A-part of ‘The Maid Behind the Bar’.

Table 10.268 Archive and recorded location for Enda Cloke’s use of the dyadic | 691
treble in bars 1 and 5 of the A-part of ‘The Maid Behind the Bar’.

Table 10.269 Archive and recorded location for Enda Cloke’s use of the inverse | 691
treble in bars 2 and 6 of the A-part of ‘The Maid Behind the Bar’.

Table 10.270 Archive and recorded location for Enda Cloke’s use of the guitar | 692
cran in bars 2 and 6 of the A-part of ‘The Connaughtman’s Rambles’.

Table 10.271 Archive and recorded location for Enda Cloke’s use of the pop in | 693
bars 1, 3, and 5 of the B-part of ‘The Connaughtman’s Rambles’.

Table 10.272 Archive and recorded location for Enda Cloke’s use of the 693
hammer-on in bars 1 and 5 of the A-part of ‘The Maid Behind the Bar’.

Table A.1 Note duration analysis of ‘The Frost is all Over’, bars 1-8. 739
Table A.2 Note duration analysis of ‘Maude Miller’s’, bars 1-8. 741

liii




Table A.3 Note duration analysis of ‘Paidin O Raifeartaigh’, bars 1-8. 743
Table A.4 Note duration analysis of ‘Corney is Coming’, bars 1-8. 744
Table A.5 Note duration analysis of ‘Mickey the Moulder’, bars 1-8. 746
Table A.6 Note duration analysis of ‘The Bus-stop Reel’, bars 1-8. 747
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ABSTRACT

The study of style in Irish traditional music is very much in its infancy. Although
current authors locate its beginnings in the 1980s, valuable information can be found
from as far back as the eighteenth century. While style is a much-discussed topic, to
date it has not been the subject of a major study. Through what is termed ‘the oral
tradition’, much of the genre’s stylistic features are transmitted as implicit knowledge.
This type of knowledge is difficult to measure, consciously use and share and while
these difficulties have been highlighted in one EU-level report, they are also well
known in informal conversation. Were this implicit knowledge to be codified into
explicit knowledge, it is likely that the process of overcoming these issues could begin,

however, at present, no such supplementary approach to transmission exists.

In this study it is contended that through the collation of existing explicit knowledge
and the codification of implicit knowledge, the creation of an archive of explicit stylistic
data is possible. Furthermore, this thesis explores how such an archive may in the future
be used as a resource in reducing the issues surrounding measurability and creativity. In
order to do this, a two-part model termed the musical catalyst process is proposed. Its
first component, the musical catalyst framework acts as a set of instructions for
constructing an archive of explicit stylistic data and draws on the relevant literature
(1786-2012), audio recordings, permutation formulae and practice-based research. As
the initial lists of explicit stylistic knowledge grow, the implicit aspects of style are
progressively easier to identify. While the stylistic data of the genre could never be
exhaustively collected, the aim is to develop and explore a process that would deliver
concrete results and which could be used as a reliable approach beyond this project. The
end result of this is an archive of explicit stylistic data that has the potential to be further

grown.

The second part of the process is termed the musical catalyst approach, the aim of
which is to explore and demonstrate how for the first time explicit knowledge could be
used to inform practice. Here, seven high-level musicians were familiarised with the

archive and asked to demonstrate selections of it on a repertoire of ten tunes. The results
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of this process were recorded, transcribed and critically discussed in terms of stylistic

development/ measurability and creativity.
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