
Piobaireachd
By Donald Lindsay                        Introduction by Iain MacHarg

! This month’s tune, Teachd chlain Donnachaidh, or Struan 
Robertson’s Salute, is often heard around the games, but very 
little has been published about the history of this fine tune.  Clan 
Donnachaidh, also known as Clan Robertson, is considered to 
be the oldest of all the Scottish clans.  The clan’s first 
recognized chief was Donnchadh Reamhar, ‘Stout Duncan’, a 
land owner near Dunkeld, and as legend has it, a faithful 
supporter of Robert I (king 1306-1329) during the wars of 
Scottish independence.  
! The clan asserts that Donnchadh Reamhar’s relatives 
and followers supported Robert the Bruce in his victory over 
Edward II’s army at the Battle of Bannockburn on June 24, 
1314.  The most precious clan relic, the Clach na Brataich or 
‘ensign stone’, was unearthed when the chief’s standard pole 
was pulled from the ground while on the march to Bannockburn.  
It has been carried by all chiefs since then when leading the 
clan into battle.  
! Donnchadh Reamhar had four sons.  The younger three, 
Patrick, Thomas, and Gibbon were outlawed by King Robert III 
for leading the Raid of Angus in 1392 which garnered 3000 
head of Angus cattle, and causeed great destruction and death. 

Crest: A dexter hand holding up 
an imperial crown

Motto: Virtutis Gloria Merces

War Cry:  Garg ‘nuair dhùisgear 
(Fierce when roused)
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! The eldest son, Robert, became the second chief in 1355, and 
died sometime after 1392.  Duncan, Robert’s eldest son, spent some 
time as a hostage in England, but it was Duncan’s eldest son, Robert 
Ruabh Duncanson, the fourth Chief, that inspired many of his clansfolk to 
take the name Robertson.  Robert was a strong supporter of King James 
I and was angered by his murder.
! He tracked down and captured several of those responsible and 
quartered them at Sterling Castle.  The Robertson crest badge of a right 
hand holding an imperial crown was awarded by King James II as a 
reward for capturing the assassins of King James I in 1437.  His lands 
were erected into the free feudal barony of Struan, and he was given the 
clan motto “Virtutis Gloria Merces” which means “Glory is the Reward of 
Valour”.  Prior to this crown charter, the clan lands were held as vassals of the Earls of Atholl.  Struan 
is one of only two highland chiefs that are addressed and called by the name of their territorial estates.  
The other is Cluny MacPherson.  
! In ‘The History & Structure of Ceol Mor’, Alexander John Haddow offers little insight into this 
fine tune, but does point to the possibility of the tune having been written by one of the MacIntyres of 
the Braes of Rannoch.  This tune, known as ‘The Coming of Clan Donnachie’, was apparently known 
to the famous piper Neil Gow, and appeared in old collections now lost.  The MacIntyres of Rannock 
were the hereditary pipers to the chiefs of Clan Menzies sometime after 1680, and composed some of 
that clan’s music.  Haddow intimates that he feels it is unlikely that the tune in question was composed 
in the time of Robert Ruadh Duncanson, or played at the Battle of Bannockburn as family tradition 
suggests.  However, there is another likely candidate for the subject of our tune.  
! The thirteenth chief, Alexander Robertson, the ‘Poet Chief’, sided with the jacobites in the 
risings of 1689, 1715, and 1745.  It is said that when Alexander met Bonnie Prince Charlie at Perth he 
knelt before him and stated:  “Sir, I devoted my youth to the service of your grandsire and my 
manhood to that of your father.  Now I have come to devote my old age to the cause of your Royal 
Highness”.  Sharing in the misfortunes of the Stuarts, Clan Donnachaidh lost much of its lads.  
Interestingly, during the rebellion of 1745, the MacIntyres were in the clan regiment of Stewart of Appin 
fighting for Bonnie Prince Charlie.  It is therefore entirely possible that the MacIntyre pipers could have 
been inspired by Alexander and composed the tune for him.  
! It is also possible that the tune was, in fact, composed for Robert Ruadh.  Since the family 
name Robertson starts with him, it would certainly make sense.  It is also important to point out that 
this fine melody may not have started out life as a pipe tune, but rather a Gaelic song, or even a harp 
tune.  Piobaireachd, as we have it today in the piping tradition, was built on an earlier form of theme 
and variation music style that was played on the harp.  Clan Menzies still owns a set of pipes that 
were said to have been carried at the Battle of Bannockburn in 1314.  This bagpipe consists of a 
single drone, chanter, and blowpipe and is currently on display in the West Highland Museum, Fort 

William, Scotland.  While the veracity of this claim is debated, 
there is textual evidence as to the presence of pipes being 
played in the Battle of the North Inch of Perth in 1396.  Perhaps 
pipes were played at Bannockburn, and certainly Robert Ruadh 
Duncanson would have been an inspiring figure for such a tune.  
! While the exact history of this tune may well be lost to 
us in the mists of time, we can safely say that the tune’s title is 
dedicated to one of the chiefs of Clan Robertson, and ‘Struan’ 

refers to a title by which the Robertson clan chiefs became 
known.  Clach na Brataich or ‘ensign stone’
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Ceol Mòr Better 

Piobaireachd!
Applying Piobaireachd Principles in the 
Development of Struan Robertson’s Salute

1. Overview

 This  piobaireachd is a salute. It lends itself to 
a bright, and cheerful treatment. Tempos for the tune, 
compared to some other piobaireachd, should be brisk 
and fluid. It consists of an Urlar, a taorluath singling 
and doubling, and a crunluath singling and doubling. 
The taorluath and crunluath variations are composed 
in the breabach style.  Breabach is a gaelic word that 
means to ‘kick’ or ‘bounce’ from one note to another.  
In the taorluath, one connective note is  added after the 
low A. In the crunluath, two connective notes are 
added to the final E. (or two connective notes.)

2. Listen

 In an effort to better acquaint piobaireachd 
enthusiasts  with this tune, we will post an MP3 
recording on the VICA website.  

3.  Metrical Pattern:

A good way to approach the phrases is  to organize 
them in a pattern:  two bars equal one phrase. In 
Struan Robertson’s Salute, we want to focus on four 
pulses per phrase:

• The first pulse is a strong pulse, therefore, add time 
to the duration.

• The second pulse is a medium, therefore, subtract a 
small amount of time from the duration.  This is 
critically important if we are to develop ‘flow within the 

phrase’.  

•  The third is a medium plus, meaning, add a little bit of time to the duration.

•  The final pulse is  a strong plus, meaning, add a noticeable increase in duration.  This  shows the 
end of the phrase.

This metrical pattern, is consistent from the beginning to the end of Struan Robertson’s Salute.

Dunalasdair House
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4.  Movements and singing in Nether Lorn Canntaireachd

First, we need to make sure that the piobaireachd scale is correct.  The note C is played with the little 
finger down (‘closed C’).  High G is normally played with the middle (F-finger) on the chanter, and High 
A is usually played with the E finger in its usual position, covering the E hole, while the thumb and top 
fingers are off.  Some pipers may play this with the middle finger (F finger) on the chanter.

Piobaireachd High G The note C

Normal High A Alternate High A

Online link to the piobaireachd scale

http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
http://dl.dropbox.com/u/63334302/Piobaireachd%20Scale%20File%201.m4a
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Let us now take a closer look at the taorluath singling of Struan Robertson’s Salute.  In playing the 
basic taorluath movement:

•  Make sure to rest firmly on the first low G.

•  Snap the D finger crisply to produce a clear, crisp D gracenote.

•  Rest solidly on the second low G, making the duration absolutely equal to the first low G.

•  Finish the movement, by changing neatly and cleanly, from low G to the final low A with a clear E 
gracenote.

When we practice in this manner, we are striving to produce a solid 1, 2, 3, rest rhythm.  

Now let us  play the taorluath scale, from all notes  to low A (we will temporarily omit the taorluath from 
low G to low A).  When we play the taorluath scale, we want to make the dotted note (the theme note) 
as long as  possible, and we want to make the 1/16th note (the connective note) as  short as possible.  
When playing the D taorluath to low A, substitute a B gracenote for the D gracenote (the ring finger of 
the lower hand).

Now that we have studied the taorluath scale, lets look at two special cases.  In the taorluath breabach 
doubling of Struan Robertson’s Salute, we have a taorluath movement played from B down to low G 
(hiodarem) at the end of bar 2, and we have a taorluath played from E to low G (chedarem) at the 
beginning of bar 4.  To play the movement from B to low G:

• Play a high G gracenote on B, and proceed with a normal 3-pulse taorluath movement, but do not 
raise the little finger.  Finish the movement on low G instead of low A.

•  To play the movement from E to low G, begin by playing a G gracenote on E and complete the 
movement as above.

When we play the taorluath doubling of Struan Robertson’s Salute, we will rest on the melody note, 
prior to the taorluath, and we shorten the note that follows the taorluath, resting on the second 
connective note.  We will then repeat the cycle.  
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Online Link to the Basic Taorluath 

Online Link to the Taorluath scale

http://dl.dropbox.com/u/63334302/Basic%20Taorluath%20File%202.m4a
http://dl.dropbox.com/u/63334302/Basic%20Taorluath%20File%202.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Scale%20File%203.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Scale%20File%203.m4a
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If we sing this in Nether Lorn Canntaireachd, the words for the first line are:  

(Line 1)   Chedaridda  hindaridda  chedaridda  hiodaremto,

  chedaridda  hindaridda  chedaremto  hindariddan (repeat the whole line)

(Line 2)   ChidaridI  vedaridI  edaridda  hiodaremto,

  chidaridI  vedaridI  edaremto  hindariddan, 

(Line 3)   ChidaridI  vedaridI  edaridda  hiodaremto,

  chedaridda  hindaridda  chedaremto  hindariddan

Now that we understand the taorluath doubling, lets  learn to play the hiharin movement, so that we 
can learn the taorluath singling.  

While the desired effect of the piobaireachd birl (hiharin) is  to create a rest, flow, rest effect, it is  easily 
learned by starting at the end and working back to the beginning:

•With hands relaxed play an ordinary birl from 
low A to low A

• Next, raise the D finger, lower the D finger, and 
play the birl on low A .

Note: The two low As that follow the D 
gracenote need to be absolutely equal in length, resting heavily on the third low A.

• Once this has been mastered, proceed the 
whole sequence by playing a high G gracenote, 
on a long E, and then follow through with the 
steps above.  

Note:  Play the note D in the example above 
with the D finger only (do not play with a full D 
note).

Online link to Taorluath Doubling 
Canntaireachd

Online link to Taorluath Doubling (Played)

Online link to Nether Lorn Canntaireachd of the  Urlar

Online link to Hiharin movement 

http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Doubling%20Canntaireachd%20%20File%205.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson's%20Salute%20Urlar%20Canntaireachd%20%20%20File%204.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson's%20Salute%20Urlar%20Canntaireachd%20%20%20File%204.m4a
http://dl.dropbox.com/u/63334302/Hiharin%207.m4a
http://dl.dropbox.com/u/63334302/Hiharin%207.m4a
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Notice, in the taorluath singling, every two bar phrase concludes with either two grace-noted quarter 
notes or a hiharin.  The tempo for the taorluath breabach singling will be about 4 seconds slower per 
line than the equivalent in the taorluath breabach doubling.  

In preparation for playing the crunluath breabach, let us  now take a closer look at the crunluath 
singling of Struan Robertson’s Salute.  In playing the basic crunluath movement:

•  Make sure to rest firmly on the first low G.

•  Snap the D finger crisply to produce a clear, crisp D gracenote.

•  Rest solidly on the second low G, making the duration absolutely equal to the first low G.

•  Next, change neatly and cleanly, from low G to the nest note, low A, with a clear E gracenote.

•  Then, produce a crisp F gracenote separating the first low A from the last low A (the two low As 
should be equal in length).

•  Finish the movement by going to E.

When practiced in this  manner, the movement should have five distinct pulses with a substantial rest 
on the final E.  

Now, we can proceed with the crunluath scale from all notes to E, except from low G which will be 
presented at a later time.  When playing the D crunluath to low A, substitute a B gracenote for the D 
gracenote (the ring finger of the lower hand).

To apply this to the crunluath breabach, we must now add two more connective notes.  All three 
connective notes that follow the crunluath movement should be absolutely equal in duration.  

Online link to Taorluath singling in Canntaireachd
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Online link to the basic crunluath movement
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Online link to the crunluath scale

Online link to the crunluath breabach singling, and crunluath doubling

http://dl.dropbox.com/u/63334302/Taorluath%20Singling%20in%20Canntaireachd%208.m4a
http://dl.dropbox.com/u/63334302/Taorluath%20Singling%20in%20Canntaireachd%208.m4a
http://dl.dropbox.com/u/63334302/Basic%20Crunluath%209.m4a
http://dl.dropbox.com/u/63334302/Basic%20Crunluath%209.m4a
http://dl.dropbox.com/u/63334302/Crunluath%20Scale%2010.m4a
http://dl.dropbox.com/u/63334302/Crunluath%20Scale%2010.m4a
http://livepage.apple.com/
http://livepage.apple.com/
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Now that we’ve taken a close look at the variations of Struan Robertson’s Salute, lets begin our study 
of the Urlar.  Once again, we will organize the notes in 2 bar phrases with 4 points of emphasis in 
each phrase (S, M, M+, S+).  We will encounter a few more details here:

• In the middle of the first phrase, we encounter a half cadence from E to low A.   To 
play this, we will play a G gracenote on an E 1/8th note and then play low A.  

• Next comes a very short B and a D throw 
(tra).  There are two popular methods  for 
playing this movement.  The two styles 
are referred to as the light D throw and 
the heavy D throw.  To play the light D 
throw:  play low G, then play a D 
gracenote to C, and finish with a long D.  
To play the heavy D throw: play low G, a 
small D gracenote on low G, then play C, 
and finish on D.   The difference is:  the 
light D throw has one low G, and the 
heavy one has two. 

Conclusion

Using the criteria from the initial article on piobaireachd, in the first issue of The Celt, we have made 
an important first step in developing an accurate and expressive rendition of Struan Robertson’s 
Salute.  

Donald Lindsay lives in Petersburgh, NY and has run the Invermark College of Piping with his late 
father, James F. Lindsay, since 1962.  He studied with William Morley, George M. Bell, PM Robert 
Brown, and PM Robert Nicol from the 1960s until their passing in the 1970s.  He has won numerous 
piping awards; the most valued was the Argyllshire Silver Medal for Piobaireachd.  He continues to 
teach and perform throughout North America and Europe.

Clan Donnachaidh History   James E Fargo! http://www.robertson.org/long.html
Clan MacIntyre! ! ! ! ! http://en.wikipedia.org/wiki/Clan_MacIntyre#Pipers.2C_poets_and_bards
Clan Donnachaidh! ! ! ! http://en.wikipedia.org/wiki/Clan_Donnachaidh
The Scottish Nation   MacIntyre! ! ! http://www.electricscotland.com/history/nation/macintyre.htm
Great Highland Bagpipe!! ! ! http://en.wikipedia.org/wiki/Great_Highland_Bagpipe

Proceedings of the Society of Antiquaries of Scotland ! Society of Antiquaries of Scotland, Vol 29.  Pg 231
The Highland Bagpipe:  Music, History, Tradition  Joshua Dickson, Pg 55
The History & Structure of Ceol Mor, Alexander John Haddow, Piobaireachd Society, Pg 144

Online link to the entire tune played on the 
pipes
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Setting: R.B Nicol
Notation: Iain MacHarg
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Struan Roberston's Salute
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Online l ink to the entire tune sung in 
canntaireachd 

http://www.robertson.org/long.html
http://www.robertson.org/long.html
http://en.wikipedia.org/wiki/Clan_MacIntyre%23Pipers.2C_poets_and_bards
http://en.wikipedia.org/wiki/Clan_MacIntyre%23Pipers.2C_poets_and_bards
http://en.wikipedia.org/wiki/Clan_Donnachaidh
http://en.wikipedia.org/wiki/Clan_Donnachaidh
http://www.electricscotland.com/history/nation/macintyre.htm
http://www.electricscotland.com/history/nation/macintyre.htm
http://en.wikipedia.org/wiki/Great_Highland_Bagpipe
http://en.wikipedia.org/wiki/Great_Highland_Bagpipe
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Donald%20Lindsay%2012.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Donald%20Lindsay%2012.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Donald%20Lindsay%2012.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Donald%20Lindsay%2012.m4a
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Netherlorn%20Canntaireachd.aif
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Netherlorn%20Canntaireachd.aif
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Netherlorn%20Canntaireachd.aif
http://dl.dropbox.com/u/63334302/Struan%20Robertson%20%20Netherlorn%20Canntaireachd.aif
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Taorluath Singling

Setting: R.B Nicol
Notation: Donald Lindsay & Iain MacHarg
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Struan Roberston's Salute
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Reel Iain MacHarg

Big Donald's A Frame
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I have had great fortune in my life when it comes to the 
matter of piping mentors.  This tune is dedicated to my 
good friend, and piping teacher: Donald Lindsay.  The title 
refers to many fine conversations, cups of tea, band 
practices, tunes, and lessons that were had at his house 
in Petersburgh, NY. 
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