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1804-ro roma MWoszedp Taiign cuenan

TpaHCcKpunIuu 429 MOTIAHICKUX HapOJI-
HBIX TE€CEH JJIs Pa3IMYHbIX WIOTIAHJICKUX MY3bI-
KaJbHBIX pEIaKTOpoB. Bo Bpems JABYX ero moes-
JoKk B JIOHJOH OH XOpOIIO Yy3Hal KYIbTypy |
HapoAHyo MYy3bIKy bputanckux octpoBoB. Kom-
MO3UTOP TIOJH30BAJICS OONBIIMM YCIEXOM B JIOH-
JIOHCKOM 0O0IllecTBe, M €ro OTJeIbHbIe IIpeJCcTa-
BUTEIN 4YacTO TPOCHIH COYUHHUTH MY3BIKY IO
pa3nuuHbIM ciydasMm. [loMuMo KpymHBIX padoT,
OH HMHCTPYMEHTOBAll COTHH MONYJSPHBIX IIOT-
JNAHJACKUX MEJOJUH, a TaKkKe HEKOTOpPhIe Y3Jb-
CKHE TIECHH.

ToTnanackuii MY3bIKaJTbHBIN penaxTop
Jxopmk  Tomcon  (1757—1851) oOparuncs ¢
npoch0Ol K HECKOJIbKMM 3HAMEHUTBIM U MEHee
W3BECTHBIM BEHCKUM KOMIIO3UTOPAM, U3 KOTO-
peix lalinn u beTxoBeH ObUIM CaMBIMH HM3BECTHBI-
MH, — apaHxXupoBaTh (B OoiblIei Mepe WIOT-
JAHJICKWE) HapOJHBIE I[ECHU, KOTOphIE 3aTeM
omy0JIMKOBal BO MHOTHX W3AaHuAX. l[lyOnukanus
IIOTJAAHACKUX IIECEH OCTaBalach TJIABHBIM 3aHATH-
em Jbxopmkxa Tomcona, cocrtosiBuiero B «CoBeTe
MOTICUUTENCH I TOAJCPIKKA HCKYCCTBA W TIPO-
u3BojacTBa B llloTnangum» B TeyeHHE BCEH CBO-

eif monroil KWU3HH'.

OO0Opa3noM  CTaHIAPTHOW  apaHKUPOBKH IS
Tomcona sBisnace ciefyoomas HHCTPYMEHTOBKA
(32 HECKONBKMMH HCKIIOYEHHUSAMH): BOKalbHas
naptus (nBa rosoca) Ja€Tcs B CONPOBOXKACHUU
(opTennaHHOr0 TPUO — THIUYHOTO >KaHpa, MPH-
BEIEHHOTO K CBOEW TmepBOH KyJIbMHUHAIIMOHHON

*
Crates myOnukyercss B mepeBoge Jl[-pa Anrtona Posuepa.
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NANNY O».
TAMAH MU INOTAAHACKME INIECHU"

touke [aiigHom. Cam QakT coenauHeHHS (OIBK-
10pa bpHUTaHCKHUX OCTPOBOB C KIIACCUYECKOH My-
3BIKAJIbHOM MaHEpPOM BEHCKOW IIKOJBl SBIAETCS
YHUKaJIbHBIM B HCTOPUHM MY3BIKH W TOJYEPKHUBa-
€T CONMaNbHYI0 3HAYMMOCTH apaH)XMPOBOK IS
[EHUTEICH HMCKYCCTBA W3 «BBICHIMX CJIOEB oOIIe-
CTBa», CTPEMSIIMXCS K CHHTE3y >aHpa KaMepHOU
MY3bIKH C COOCTBEHHON WIOTIAHJICKOH MY3bIKaIh-
HOM wujamomoil. Jlaxxe bpuTaHckoe MOCONBCTBO B
Bene ykasblBaeT Ha cBoell HMHTepHeT-cTpaHHUIE’
Ha JTy YHHKaIbHYIO KYIbTYpPHYIO B3aHMOCBS3b
Mexay BennkoOpuranueit m Asctpueil. Couera-
HUE MHpa INOTIAHACKHX MEIOJUH C MYy3bIKalb-
HOM Tpajunuell KlacCUIM3Ma MNpEeJCTaBIseT co0OM
HE TOJIbKO HEOPAMHApHBIA, HO TaKkKe M BECbMa
IPUBJIEKATENbHBI CUMOMO3 MEXAYy IBYMs pa3iny-
HBIMH MY3bIKQJIBHBIMH KyIbTypamu. B obuacTtu
MY3bIKQJIBHOTO  HCCJENOBAHUS OHO  COCIMHSIET
STHOMY3BIKOBEJICHHE C HCTOPUYECKHM MY3BIKO3Ha-
HUEM.

Bo Bpems cBoero mepBoro mnpeObiBanusi B JIoH-
moue ¢ 1791 mo 1792 ropx Taiiga apamxupoBan mo-
Hayaly TPyHIy M3 CTa IeceH il OO0aHKPOTHUBIIE-
rocs Yunbsma Hemumpa (oxomo 1740-1812). Ero
AIBTPYUCTHYCCKOM IeNbl0 OBLIO MOMOYb MIOTIAHJI-
CKOMY MY3bIKaJlbHOMY TOPTOBIly MpPEOJ0NeTh Mare-
pHANBHBIE TPYTHOCTH. JTa IyONMKAIMS OKa3aiach
HACTOJIbKO ycCIemHoM, uyto Hemup cMmor 3armianupo-
BaTh BTOPYIO TOMOOPKY W3 MSATHIACCATH IIECEH, KO-
Topele ['alifH apaHXUpOBal BO BpEMsS CBOETO Clle-
nyromero mocemenus Jlorgona mexmy 1794 m 1795
rogoM. 3a 3Ty apamkupoBky Hemmp yxke cmor
npeanoxuTh laiinHy commmmbli TomHOpap’. Ilepen
TeM, Kak HadaTb pabOTy HaJ TpPaHCKPHUIIIUEH Tep-
Bo u3 nByx mnonbopox mis Henupa, Taiinn yxke
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00J1aj]al HEKOTOPBIM OIBITOM CO3JIaHMsI TIECeH IS
OJIHOTO TOJIOCa, HAIlMCaB B CBOE Bpemst 24 Hemel-
kue mecHd (1780-1781) m JIBeHaamaTh aHTIHICKHUX
kaHioHetrt (1794-1795). Ilocneanue ObLIM COUYMHE-
Hbl BO BpeMms BTopod moe3nku [aiigna B JloHmoH.
[Momumo »THX coumHEeHWH B TpEX mOAOOpKAx W3
JIBCHAAIATH TIECEH B KaxkJoH, lalijH B JanbHEH-
meM Hamucan emé 15 OTHeNbHBIX IECEH.

Ilocite Bo3Bpamenus ['aiinina B Beny u Kkoioc-
cagpHOro ycmexa usnanus Hemupa, B 1799 rony
K Hemy BrepBbie oOpatuics Jhxopmk TomcoH c
mpockOoll 0 co3naHmn apamkupoBok. Jlo artoro, c
1793 roma TomcoH yxe coTrpyauuuan c Ilneiie-
nem (1757-1831) m ¢ Komemroxom (1747-1818).
laiinn nmrcan o6paboTku s TomMcoHa BIJIOTH [0
1804 ropma. Ilo cormacoBanuio ¢ ToMcoHOM, OH
TaK)Ke COTPYAHHYAI C YHWIbIMOM YalToM (OKOJIO
1771 — okono 1858), TpeTbUM H3BECTHBIM peJax-
TOpPOM WIOTIAHICKUX HApOIHBIX IeceH. B To Bpe-
Ms KaK CYIIECTBYET MHOTO JOKYMEHTAIbHBIX CBH-
JIETeNILCTB O COBMecTHOH pabote [aiimna u Towm-
cona’, o6 oTHomeHmsx wMexay laiinom u Vaii-
TOM M3BECTHO OYEHb MAaJIo.

Ha ceromus Bce 429 00pabOTOK HApOJHBIX Iie-

cen omyOmukoBanel B  «Haydn-Gesamtausgabe,
XXXIl» HWucruryrom Taiinma B Kénbhe (cm.
tTabnuiyy Ha c. 65).
«CBhIPOM MATEPUAJI» TAVJTHA.
IMECHA «MY NANNY O»
B JAaHHOM  pas3jcic CTaTb Mbl IHPEACTABUM

moTiIaHAackyto mecHio «My Nanny O» u cpaBHUM
e€ C TUINMWYHBIMU TecHAMH poaunbl [aiana. Ilocne
aHaJIM3a MHCTPYMEHTOBKH pacCMOTPHM HEKOTOpPbIE
apamKUpOBKU 3TOM mecHW. YeTbipe oOpaboTku «My
Nanny Op», ocymecTtBnéHnsle [aliiHOM, NpEKpacHO
JEMOHCTPUPYIOT BHEIPEHHE 3TOrO HOBOTO KaHpa, K
KOTOPOMY KOMITO3UTOP OOpaTHIICS JOBOJBHO TIO3J-
HO Ha CBOEM JIOJITOM TBOpUYeckoM myTH. llecHs Ha-
XONUTCSI B TIEpBOM ToMe wu3ganusi «Scots Musical
Museum» («SMMy»), camoM TJaBHOM COOpHHKE
HIOTIAHACKUX IIECeH, OMyOJIMKOBAaHHOM B IIECTH TO-
max Mmexay 1787 m 1803 rr. Ilecus «My Nanny
O» Obula omyOnukoBaHa, 1O KpaiiHell Mepe, B Tpéx
Oonee paHHMX COOpPHMKAax: B IEpBBI pa3, cKopee
Bcero, okomo 1726 rtoma. TexcT BapmaHTa, Mpel-
cTaBllieHHOro B mpuMmepe Ne 1, Hammcan W3BECTHBIN
IIOTJIAHJICKUM TIO3T W aBTOp meceH PobGept bEpHc
(1759-1796). Ou obecmeuns OCHOBHYHO YAacCTh TCK-
CTOB meceH i «SMMy, MOCKOIbKY OpUTHMHAJIbHBIE
TEKCTHl YacTO CUMTAINCH CIHIIKOM TIPOCTBIMH H
HENPUTroIHbIMU A IyOnukanuu (mpumep Ne 1 —
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cTpykTypa Meioguu «My Nanny O»° — cm. Ha
c. 65).

Kormga peus 3axoinT o My3bIKE MIOTJIAHACKHUX
IIECEH, HEKOTOpBIE YEPTHl PACKPBIBAIOTCS Ha MpH-
mepe mecan «My Nanny Op. Ilecum, kak mpa-
BHJIO, MPOJOJKUTEIbHBl IO BPEMEHHU 3BYYaHUS H
00IaJ]al0T CUMMETPHUUHOM cTpyKTypoit (8 dpaz)!
O6mee uucino ¢pa3 B meche «My Nanny O» —
6 M oxBaThIBaeT OOIIMPHBIM AMANa30H TepLJeLH-

Mbl. Menoandeckyro nuHMIO necHu «My Nanny
O» oOoTIMYalT [IUPOKUE HWHTEPBAJIbHBIC XOJBI,
KaK BOCXOASIIME, TaK M HUCXOJAIINE, C THUIHY-

HOM BOCXOJsmIe Majiol cexcToil B KoHIe ¢dpas
C, m F u B takrax 9-10 m 13, u, Oomee TO-
ro, HACXOJSIIUMH KBUHTAMH W OKTaBaMH B KOH-
ne ¢paz B, D u F. TloMmuMo mupokux uHTEp-
BaJIOB, OTMETUM OOIIMPHBIH JAMANa30H TeplAeLu-
MBI, KOTOpBIM, Kak IpPaBWIO, HE MOXET OCHINTH
MeBEU-TI00NTENh. B MIOTIaHACKMX MECHAX OYCHb
4acTO €CTh Mepexoa B BBICOKHH PErucTp BO BTO-
pom pazgene (B Hawane ¢paser F). B mecHsx
[lenTpanbHoii EBpombl 3TOT (eHOMEH HOCHT Ha-
3BaHMe «MeTaTHI»’. XapaKTepHble «HHIUIHTH) B
MEeCHSIX MPOSBIAITCA, Korjaa (pa3a HAaYMHAETCS C
obopora V-1, B koTopoM msfTas CTyleHb IIpHU-
XOOWTCS Ha 3aTakT. JTa MOJeNb O4YeHb YacTo
BcTpeuaeTca B mnecHAx lleHTpanpHoi EBpomnbl, B
0COOCHHOCTH B OBICTPBHIX MenoAusix. MeHee pac-
OPOCTPaHEHHBIMU, TO €CTh CIeNH()UISCKH MIOT-
JTaHICKHMH, SBISIOTCS Havala IIeCeH B MeEJJICH-
HOM TeMIe C TpeMs MOCTYHEHHbBIMH XOJaMH
BBEpX HIM BHM3, IIOCIE€ KOTOPBIX CIEAyeT CcKa-
yoK Ha OONbBIION WHTEpBal, J1UOO M3MEHEHUE Me-
JOIUYECKOTO PHUCYHKAa. OTH TPHUMEPHl  TaKxKe
MOXHO HalTH B MeCHAX'.
Hlornanann BechbMa Pa3BUTH M HM300peTaTeIbHBI,
B OOJBIIMHCTBE M3 HUX IIOJHOCTBIO COXpaHseTcs
IAAaTOHWKAa W3 CEMH WM Ooyiee cTymeHed. B
MIOTIAHACKAX MEIOAMSIX HCIHOJB3YIOTCA 3BYKOpS-
bl OT IIEHTATOHHUKH [0 MOIalbHBEIX JanoB’. Tu-
NUYHBIE IIOTIAHACKHE IIECHM BKJIOYAIOT Hapai-
JelbHbIe TOHAJIBHOCTH, YTO MBI MOXKEM IpOHAO-
monaTe Ha mnpuMmepe mnecHn «My Nanny O».
®paszet A/D um F mHaxomsites B ¢ moll'e (¢ moll
MOYET CUUTAThCS OCHOBHOH TOHAJIBHOCTBIO IIEC-
HU), B TO Bpems kak ¢paszsr B/C,/E u C, wmo-

Mmuorue wu3 1meceH

IyIUPYIOT B TOHANBHOCTH Es dur. JlomomHUTEIH-
HOM OTJIWYUTEIBHON YEpTON HIOTIAHACKHX IIECEH
SBIAIOTCA IIYHKTUPHBIE PUTMBL. B 3Toil mecHe
OHHM BCTPEYAIOTCS B JIOBOJIBHO OIPAHMUEHHOM KO-
andecte. «lloTmanackoe NpUIENKUBAaHHE», 3Ta
«caMasl CyIIHOCTh MIOTJAHJICKOTO MY3BIKaJIbHOIO
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putma»'’, mpeacrasnaser  co6oit  0OpamEHHBIM
MYHKTHUPHBI PUTM, TO €CTh (QUIYPYy C KOPOTKOi
IICCTHAANATON HOTOH, CToOsIICH BHauajie (CM.
takT 13). C napyroil CTOpPOHBI, TECHH, Cpeld KO-
TOpEIX BbIpoc ['aliiH Ha CBOEW BOCTOYHO-AaBCT-
pUICKON pPOJIMHE, BEChbMa CHIIBHO OTIHYAIUCh OT

MOTIAHACKNX. B ero My3blke MBI OIIyIIaeM
IPUBKYC»  IIEHTPAJbHO-EBPONECHCKON  Tpaauluu
HapoJHOMU MY3BIKH. [lecns «Das
Sauschneiderlied» sBasercs tunmunoin mus Ilen-
TpainbHOW EBpombl, ¢ €€ 1mecTbl0 KOPOTKUMH,
ACUMMETPUYHBIMU  (pa3aMHu, B TOM UHCIE C

TpeMs pa3Iu4yHbBIMKM (pa3aMud B JAuana3oHe Cel-
TUMBI. be3 3artakTa JAMama3zoH OXBaThIBalX OBl
TOJHKO KBapTy. OTa BIOJHE CTAaHIApPTHAS IICCHS
n3 IlenTpansHoi EBpomnsl HauWHAETCS C TUIHY-
HOTO 3aTakTa C WHTEpBaJIOM d-g u 0asupyercs
Ha JUAaTOHHYECKOH ramMme U3 ISATH TOHOB (CTy-
nean I — V B G dur'e), xotopas He SBIIETCS
MEHTaTOHUKON Onarogapsi MPHUCYTCTBHIO MOJNYTO-
Ha h-c. 3pmech Taxke otcyrctByor VI m VII
crynenu. «Sauschneiderlied» Oblna BHociencTBUH
apamkupoBana [aligjnom B Kampuuumo c¢ Bapua-
uusmu s poprenuano'' (mpumep Ne 2 cMm. Ha
c. 60).

[lecennble o0pa3upl, KOTOpble [aiiH apaHkH-
poBax i INOTIAHACKHX M3JAaTellel, OTINYalInuch
OT TOro, ¢ YeM OH ObLI 3HAaKOM, HE TOJbKO MeJo-
JIMYeCKH, HO Takxke W mo (opme. [aiimHy dwacrto
MIPUXOIUIOCh HM3MEHSTH MOJAIBHYIO OpTraHU3aIHIo
Ha ToHambHyw. [locie Toro, kak oOH oOpaboran
COTHHM II€CEH, OH YYBCTBOBaNI ce0S HM3MOKAEHHBIM
U yHNOMHMHal1 B mucbMe TOMCOHY, 4YTO ycTal OT
ApamKUPOBKMA TAaKOTO OOIIMPHOTO KOJHMUYECTBA IIe-
CEH, KOTOpHIE €My HE HpPaBHINCh M OCTaBaINChH
YYKIBIMA JUIS €T0 My3bIKQJIBHOTO UyThsl'; OJHAKO
CIlyCTSl HEKOTOpPOE BpeMs OH CHOBa COrJamlajics Ha
JanpHeimee cotpynHudectBo. Pabora ¢ TomcoHOM
npunaBana emy astopurer B UloTmanmum u, ¥ TO-
My JKe, OKa3ajach BeCbMa IPHOBLUIBHBIM 3aHSATHCM.
HecmoTpss Ha markoe 300pOBbE M CEMHACCSTHIET-
HUHA BO3pacT, JAeNoBoe uyThe laliHa ocTaBajoCh
0e3yNnpeyHbIM, MOITOMY KOMIIO3UTOP HECKOIBKO pa3
obpamancss K cBoeMy mnoamacteppio CHTH3MYHIY
Heitkommy (1778—1858) ¢ mpockboit o momomu'".

MHCTPYMEHTOBKA

B To BpeMs kak apamXHpPOBKH, CICTAHHBIC IIO
3aka3y Hemwupa, mpeacTaBmsanim aKKOMIIAHEMEHT
JUIsl CKpUNKKM W 1udpoBaHHOro Oaca, Te, UTO
KOMIIO3UTOP OCYIIECTBIANA and TomcoHa u Yaii-
Ta, OBIM JOTOJHUTEIHHO YCHIICHBI BHOJOHYEIHIO.
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[Ipy 5TOM OCHOBHBIM HMHCTPYMEHTOM BCEra OC-
TaBajoch (oprenumaHo, HO HMKOIJAa HE YKa3blBa-
J0Ch, YTO TMApPTHH CTPYHHBIX HHCTPYMEHTOB MOXK-
HO Obl10 omyckaTe. OHM HE TOJBKO AyOJIMpOBa-
I TapTHH TpaBOd H JEBOM pPYKH, HO TaKxke
MOTJIM BKJIIOYAaTh HEKOTOPHIE HE3aBUCHMBIE OT TO-
goca u ¢oprenuano mnaccaxu. Ilo cytu, 3Ta uH-

CTPYMEHTOBKAa  OJKBHUBAJCHTHa  (QOpPTCIHAHHOMY
TPUO — THUIMYHOMY J>KaHPY BEHCKOIO KJIaCCHIU3-
ma. Kommosutop coumnun 20 Tpuo ¢ KOHIA

1760-x romoB BmiIoTh g0 1797-ro roma. OpHako
JIOCTOMHCTBO 00pabOTOK HAPOJHBIX TECeH s
(OpTEeNMaHHOTO TPHUO OKA3al0Ch HEOIICHEHHBIM: B
konne XVIII Bexka Tpagunuu HCHOIHEHUS MY3bI-
ku B lloTnaHgum BechbMa OTIWYAIUCH OT Tpajau-
ouil Haumero BpeMeHH. Ha 1yXOBBIX HHCTpYMEH-
Tax, 3a WCKIIOYeHHeM OIOK(pIeHTs u (IelTs, a
TaK)Ke Ha YJapHBIX HWHCTPYMEHTaX HWIpaid B OC-
HOBHOM Mpo(ecCHOHaNbHBIE MY3bIKAHTB, B TO
BpeMs KaK K CTPYHHBIM WHCTPYMEHTaM W KJaBHU-
py oOpamanuch NPEUMYIIECTBEHHO MY3bIKaHTHI-
moburtenu. boiee TOro, MyKYHWHBl MPEIIOYHTATH
urpy Ha Onokdueite, duelTe, MOTIAHACKOH
ckpunke (fiddle), kotopas crtama odeHb HOIYJAp-
Hoit B Ilotnauauu B To Bpemsa', u Ha BHONOH-
4enu. VICHIOMHUTEIbHHULBI XEHCKOro Toja TAroTe-
T K urpe Ha ¢oprenwaHo. JTa TpajdIus OTya-
CTH OTpakaja THUIHMYHBIN yKJIaX >XU3HU oOIecT-
Ba, IIPU KOTOPOM MYXKYMHBl YXOIHIH U3 J0Ma
yTpOM M coOMpaduch AJIS COBMECTHOTO MY3MLH-
pOBaHHUS BEYEPOM, a IHKCHIIMHBl OCTABAJHCH JOMa
u urpand Ha QoprenuaHo. Takum o0pazoMm, OHH
UCTIOJHSIN MY3BIKY, BOCIPOHM3BOJSIIYI0 MHOI'OTO-
JOCWe, B TO BpeMsS KaK MY)KUHHBI, BCTpeYasch
IpyHIIaMd  MY3BIKaHTOB-TIOOWTENEH, Wrpajd Ha
OTHOTONIOCHBIX MHCTPyMeHTax .

ApaHXKUpoBKa (OJBKIOPHBIX MEIOAUH H3Ha-
YaJlbHO ITpeAHa3HaueHa M (QopTenuaHHBIX TPHUO;
TEM HE MeHee, 3TOT (DEHOMEH JOJDKEH OBITh pac-
CMOTPEH B CBOEM PpErHOHAIbHOM M COLMOJOTH-
YEeCKOM pakKypce, a He TOJBKO C TOYKH 3PCHHS
My3BIKalbHOTO JkaHpa. dopTennaHHoe TPHO 37ech
UTPaeT poOJb CBOCOOPA3HOTO HHCTPYMEHTAJIBHOTO
«Tpadapera» a8 apaHkKUpoBOK. Bmecte ¢ Bo-
JTBIHKOM, ckpumka (0ojee H3BECTHAas CBOUM IIPO-
CTOHapoAHbIM B bpurtanuu wnHazanmem fiddle)
MOXET paccMaTpHUBAaThCs KaK OCHOBHOW HWHCTPY-
MEHT B HapoOAHOW My3bIke. JlelicTBUTENBHO, IO-
CKOJNIbKY Ha (OPTENHaHO WM BHOJOHYEIM TaKkKe B
OOJIBIIMHCTBE CIyYaeB WUIPAIH MY3BIKAHTHI-IIOOU-
TeNH, Ka3aJoch Hambosee OUEBMIHBIM AN H3Ja-
Telned mpocuTh ['aiiiHa mepeknanblBaTh HAPOJHBIE
MECHU JUIsI THX PaclpOCTPaHEHHBIX B MNIOTIAHI-
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CKOM MY3BIKQJIBHOW JKM3HM HHCTPYMEHTOB. UYTO
J)K€ Kacaercss COCTaBa HMHCTPYMEHTOB, TO CYAMUTHb
0 HEM MOXHO, K INpHUMepy, Ha OCHOBaHUHU 3aKa-
3a, cxpenanHoro Tomconom [I'ymmenmio, Ooiee
MO3JHEMY COTPYAHHMKY IIOTJIAHACKOTO H3JaTels,
apaHw)KUpoBaTh g CKPUIKUM Wid (IeHTbl, BHO-
noHdenu u Qoprenuano'’. OpHako, y Hac HeT
HHUKaKUX JI0Ka3aTelIbCTB TOTO, 3aKas3bplBal JH
TOMCOH apaHXHUPOBKH JJs MOJOOHOTO COCTaBa
laiinny.

APAHXXWPOBKU F'AVJHA

W3 429 wmenonmii, HanucaHHBIX I aWmgHOM JUIS
OIOTIAHACKUX H3JaTelnei, He MeHee 73 ObuH
apaHXMpOBaHbl ABa uiau Ooixee pasza. Ilecus «My
Nanny O» Opma B gaeiicTBuTenabHOCTH 00paboTa-
Ha dYeTwhIpe pa3a. Huxe mpuBOmsITCA CBEICHHS 00

W3/IaTeNsax-3aKka3unkax W TepBeIXx €€ mnyOnuka-
OUAX:

JHW XXXII/ Msparesn IlepBoe n3nanue

1:37 Yunmbsam Hermp 1792

3:199 Jlxopmx Tomcon 1805

4:317 Jbxopmx Tomcon 1803 roxm cou., He omyoOL

5:381 Vunesim Vaiir 1806 (cm. Ha c. 69-70)

Korma peup 3axoAuT O My3BIKE apaHKHPOBOK,
TO MBI JIOJUKHBI BBIJEIUTH IPUMEpP, KOTOPHIA B
HauOONbIIEH CTENEeHN JEeMOHCTPUPYET THIUYHBIHI
ctune lalimHa. DTO apaH)XMpPOBKA, BBIIOJHEHHAs
nas YunbsiMa Yaiita. MaHepa 3amucu CyMMHUPY-
eT MNpakTUKy lalifHa: CKpUIKa paccMaTpPUBAETCS
Kak JIOTIOJHEHWE K TOJOCYy W MapTUTypa HpHoO-
peTaeT HEKOTOpHIE INpenMyllnecTBa Onaronaps He-
3aBUCUMOCTH NAapTHH MpaBoOd pykH. EE MoxkHO
Obul0 OBl ONYCTUTHh, HO B TaKOM CcIydae, COYM-
HEHUE MOTEPSET HEUYTO IO CBOEH MY3bIKaJIbHOU
cytd. KinaBup coxpaHseT cBoM (YHKIUH OCHOB-
HOIO  aKKOMIIAHUPYIOIIETO  HHCTPYMEHTa H
OMeIEH, Kak OObIYHO, HPSAMO IOJ MNapTHEeH ro-
noca. Buononuenr Oepér Ha cebs poxnp ay0Onu-
pylomero roioca: 3By4YaHHE OacoB KJIaBUIIHBIX
WHCTPYMEHTOB BO BpeMeHa [aiigna Oputo ropas-
JI0 MEHee MAacCHBHBIM, 4eM OacoBBIH perucTp ce-
TOJHSAIIHUX posied. Mbl MOXeM IMpOoHAOI0IATh
3/1eCh, KaK BUOJOHYENb AYyOJUPYeT camble HU3KHE
3BYKH MapTuu JeBod pyku. OJHAKO B HEKOTO-
pPBIX HepesokeHUsX ['aliiH MOpydMs BHOJOHYENIH
0ojee HE3aBUCHMYIO NapTHIO. BeTXoBeH, KOTOPLIH
TaKKe apaHkupoBal InpuMepHo 150 mecen mid
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TomcoHa, BBIOpan JIpyroe pacroJiOKEHHE CTPYH-
HBIX HMHCTPYMCHTOB OTHOCHUTEIBHO BOKAJIBHOM
napTud (WJIM HECKOJBKUX BOKAIBHBIX TapTHH) H
naptuu ¢oprennano. B oriamunme ot lailimHa, oH
MOMECTHJI CTPYHHBIE HHCTPYMEHTHI KaK MPOTHBO-
BeC KIABHIIHOMY, C AaBTOHOMHOW mMapTHe#d BHO-
nonuenu'’,

OO6b1uHO (opTenuanHoe usnoxenue y laiigHa
HE TMpeBbIIaeT TPEX TOJIOCOB, 3a HCKIIOUYCHHEM
maccake, a TakKe aKKOpIOB WJIM HUX BBLIEp-
JKaHHBIX I10CJIEN0BaTEIbHOCTEH, KaK BUIHO B IIO-
CIeIHUX HECKOJbKMX TakTax. llaptus roisoca,
Kak 3TO OOBIYHO IPOUCXOOUT, AYyOnupyeTc,
Oynp To ¢doprenmano (mpaBas pyka), HIH
CKpUIIKa, WIM M TO, M Apyroe. B mecHe «My
Nanny O» Tlaiign npuaepxXuBaeTCs CBOETO BBI-
paboTanHorO mpHéMa IyOJMPOBATH T'0JOC KPyI-
HBIMU JAJUTENBHOCTAMU B INAapTUU TPaBOH PYKH
U B B3aKJIIOYECHUH MPOTHBONOCTABIATH €ro mnap-
TUU CcKpunkd. OH MpefenbHO CKyNn Ha JIHHAMH-
YecKHe OTTEHKH, MPO KOTOPble B O5TOM clyuae,
Ka)KeTcs, TOJTHOCThIO 3abbiBaeT. Tem He MeHee,
0 CYTH, OHHM YHTAIOTCA MEXKJIY CTPOK M YacTo
COOTHOCATCS IO CMBICIY C W3JOXKCHHEM MOITH-
yeckux TekcToB. CBoeoOpasHas wuHpoOpMaNus O
MECEHHBIX TEKCTaX WM HMHCTPYMEHTAJbHBIX IapTH-
AX, TaK HAa3bIBAeMBIX «CcUM(OHMAX»'®, OblTa mO-
nydyena u3 nuceMma Tomcona ['ymmenmro: TaligH u
JIpyrue apamkKHpPOBIIUKA HE HWMENH MaJeHInero
MOHATHS O TEKCTaX, MOTOMY UYTO MEJOIUH BbI-
CBUIANACh MM 0€3 TEKCTOB, 32 HCKIIYCHHEM He-
KOTOPBIX O0OBsACHeHHH coxepxaHus. «CuM(pOHUN»
JOJDKHBI ObUIM OBITH UIMHOM OT IIECTH 10 BOCh-
MH TaKTOB, B JEHCTBUTEIBHOCTH, PUTYPHEIH
laitqua Heckonbko Kopoue'’.

3ameTuM, OJHAKO, YTO OTHIOAb He TOMCOH cTO-
UT Y WCTOKOB INPAKTHKH MY3HULHUPOBAaHHS HA OCHO-
Be IECEH C WHCTPYMEHTaIbHBIMH mHapTusMu. Hesa-
JIONTO 10 TOro poauBiuuiics B MTamuum My3bIKaHT
Jlomenuko Koppu (1746-1825) rakxke omy0iauko-
BaJl COOPHHUK IIECeH JUIs Tojioca W HU(PPOBAHHOTO
Gaca C BCTYIUIGHMSAMH M purypHeldamu’’. Ilpumep
mecHn «My Nanny O» aeHCTBUTENbHO AT SCHOE
MOHMMaHKE 3TOH TpebyeMol (GOpMaIbHON CTPYKTY-
pBI: BCTYIUICHHE COJICP)KUT BOCEMb TaKTOB, a pH-
TYpHEJNb JJIHUTCS 4YeThIpe TakTa. «MHIMOUT» TecHH
MPEABOCXHINACTCS B TEUCHHE JIBYX TAaKTOB B ca-
MOM HadJale apamKUpPOBKH (B TPaBOH pyKe), UTO
MPENCTaBIACT CcO000H  pacmpocTpaHEHHYIO  YEpTy
GoxpmHCTBA 00paboTok. Ckpunka xyOaupyer ero
B BepxHel okrtaBe. Hibke NMPHBOMUTCS CpaBHHUTEINb-
Hasg TalJymia:
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ITpoxo/KNTEIBLHOCTD 3BYYaHUS H CTPYKTYypa
TaKTOB «CUM(OHHUIN» B YeTbIpEX apaHKHMPOBKAX
neciu «My Nanny O»

JHW XXXII Berynienne PutypHens
1:37 be3 BerymieHus u putypHenen
3:199 4 TtakTa 2 TakTa
Jlnst AByX TOJOCOB

4:317 8 TakTOB 6 TaxkToB
5:381 8 TaxTOB 4 TakTa

B ocHOBe mepexoma K BOKaJIBHOH HapTHH,
KOTOPBIH JUIMTCS UYETBHIPE TaKTa, JICKHUT MYHKTHP-
HBI PUTM — 3TO CEMAHTHYECKOC CBOHCTBO IIOT-
JMAHACKAX TIECEH; OH 3aMMCTBOBAaH M3 3aTaKTa
MECHU, W TIOCNe HEro, BCJIeA 3a YETBEPTHOH ma-
y30i, crueayer (UHAIBHBIA KajgaHc. MOTHBHAs
aJUTI03Ws. MENOJAWW TPUHIMIHANBHO Oojiee 3HAYH-
Ma BO BcTymieHusx. OjHa W3 OCHOBHBIX CTHIIH-
CTHYCCKUX OCOOCHHOCTeW My3wsikn [aiigHa cocTo-
AT B TOM, UTO PHUTYPHEIH PEIKO BKIIOYAIOT MO-
THBHBIC 3JICMCHTHI IMPENBIAYyIICH Menonuu. B pu-
typHenu necan JHW XXXII/5:381 mnst cOopHm-
ka VYailita, MBI BHOBH 3aMcUacM NPUCYTCTBHUEC
MyHKTHpHOTO  puTMa. OOmMUM  CBOWCTBOM B
CpPaBHEHUU C apamKUpoOBKaMu st TomMcoHa sB-
NsSeTCS JBYXTAaKTHOC IIPEIBOCXMIICHUE TIaBHOTO
MEIOJNYECKOT0  «HMHOHIHTa». B obpabotke,
BBIONIHEHHOW Jna  VYaiita, [aiign npujgaér He
MEGHBIIIEE 3HAUYCHHE JAPYTOMY OTIHYHTEILHOMY
3TEMEHTY MOTHBY HHCXOJSMICH OKTaBHI, 3a
KOTOPBIM CIIEIyeT IIYHKTHPHBIA PHUTM W 3aBepIia-

romas 4eTBepTh’ (mpumep Ne 3 cm. Ha c. 68).

Tatima oOpamaeTcs K JTOMY XapaKTEpHOMY
MoMmeHTy mnecHH «My Nanny O», MOMECTHB ero
B CaMOM KOHIIE BCTYNHTEIBHOTO pa3jeia HWHCT-
pyMeHTaIbHOH mapTuu. B oOpaboTkax «urpa» c
MOTHBAMHU W HMMHTAIIMOHHBIMH KOPOTKHMH KIIHIIIC
3aMEHSET pa3BUTHE TEMATHUYECKOTO MaTepualia,
CBOHCTBEHHOE OoJbIIMM W 0oJee CTPYKTYpHPO-
BaHHBIM MY3BbIKQJIBHBIM MPOU3BEACHUAM. B oTiu-
yue OT apamxkupoBok 11 TomcoHa u Vaiita,
«rapMoHmM3anum»*’ ans  Hemupa He CKpemeHs!
«cuM(pOHHSIMH» W BKIOYAIOT CBOM — MCHEE Ma-
CTEpPCKHE — TIOATOTaBIMBAIONINE 3JICMEHTHI, MMe-
oIuecs, cpeam mpouero, B «SMM», HO 31ech
0e3 mapTHHM CKPHUIKH.

Pa3BuTHEC M HMHCTPYMEHTOBKA TaKXKe IOIpPasy-
MEBAaIOT WHOE oOpamieHue ¢ WHCTpyMeHTamu. Ha-
nboyiee BaXHBIM 3/IECh TIPEICTABISIETCS T0OJOC,
BBICTYMArONuit onwH, 0e3 ayOaupoBKM (OH MO-
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KET TakKe OBITh WCIIONHEH NHaHUCTOM). [lapTus
CKpHUIIKM  coBMemaeT  (QYHKOUH  HEOPOCKOro
aKKOMIIaHEMeHTa ¢ (yHKIHMed BToporo roixoca. U
CKpHUIIKa, W mapTus UudpoBaHHOro 0Oaca, Co
CBOCH TOHKOW (D aKTypod, YyCTyHaroT IIEPBEHCTBO

Bokaly (mpumepsl Ne 4% u Ne 5 cm. Ha

c. 68-70)%.
PE3IOME

B Hawaime coTpyaHWYecCTBa C UIOTJIAHICKUAM
nznateneM TOMCOHOM, Kak MBI CMOTIM HaOmo-
nate, [aliiH HSHEPruYHO BKIIOUMICS B HOBBIN
OIBIT, KOTOPBIM, Ka3aloch, CHIBHO €ro 3aumHTepe-
coBan. llepeHOCHI MOTHBOB OpHTMHANBHBIX MEIO-
IV TeceH B HWHCTPYMCHTalbHBIC NAPTHH JOKa-
3BIBAIOT MHTCHCHUBHOCTH BHeApeHUs [aiinHa B My-
3BIKY MIOTIAHACKHX IIeCeH. DTO HalIrojaeTcs Ha
nepBoM JTtame paboTel MacTepa ¢ TOMCOHOM.
OjHaKo cImycTss HEKOTOpOe BpeMs, ero HHTepec,
BEepOsITHO, ociab. MoTuBHas paboTa wucuezaer, W
ApaH)KMPOBKK CTAaHOBATCS OoJiee OJHOOOPA3HBIMH.
Janbueiimue obpabotku jans Tomcona u VYaiita
JEMOHCTPUPYIOT 0OoJiee CHEpKaHHOI'O M, B TO XKe
BpeMsi, 0ojiee ONBITHOTO KM YyBEPEHHOrO B cebde
laiigHa, TamaHT KOTOPOrO TPOSBISAETCS B TIPU-
BICKATEIbHBIX MHHHUATIOpax. OHU € BOOAYyIIEBIE-
HUEM [PUHUMATHCh HU3JATeNsIMH M MIOTJIaHICKH-
MH MY3BIKAHTAMHU-IIOOUTENSAMHU, AN KOTOPBIX, B
KOHEYHOM cuére, W ObUIM IpeAHa3HaueHBl. boib-
LOIMHCTBO €T0 apaHXUPOBOK HMMEIT Ooiyiee BBHICO-
kuii ypoBeHb, uem y Ilmeitens m Koxenyxa, u
naxe uyem y ['ymmens u BebGepa, Ho He Ooree,
yeM y beTxoBeHa; k mocienHeMy, OIHAKO, Yac-
TO MPEABABIAINCH NMPETEH3UH, YTO OHH CIHIIKOM
CIIOKHBI JJI MY3BIKAHTOB-JITIOOUTENCH.

B 3akmioueHue Mbl MO3BONUM ceOe 3aMETHUTH,
YTO My3BIKOBEIUEcKas JHuTepaTypa Mmaino obpaiia-
Ja BHUMaHUs Ha O3TOT HEOOBIYAWHO OONIMPHBIH
pasgen TBopuecTBa [aifmma Bmioth mo 1961 ro-
ga. B 2001 romy apaHXMpPOBKH OIYOJIMKOBAHBI
Nuctutytom Tlaiinna B Kémxpue B coctaBe Ilox-
HOTO coOpaHusi couumHeHud [aiiaHa. Ayauo3amnu-
CH BCEX WIOTIAHICKUX TeceH [aiinHa ckopo Oy-
nyT poctynael — B lom Taiimma, 2009-i — B
sanucu Haydn Trio Eisenstadt™.
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MY NANNY O. HAYDN
AND SCOTTISH SONGS

INTRODUCTION

rom the beginning of the 1790s to 1804
F Haydn arranged 429 Scottish folksongs for
various Scottish music editors. During his
two stays in London he became acquainted with
the culture and the folk music of the British
Isles. He was very popular to the London socie-
ty and was asked for composing for diverse peo-
ple and occasions. In addition to his greater works
he wrote instrumentations to hundreds of popular
Scottish and also some Welsh airs.
The Scottish music editor George Thomson

(1757—1851) asked several famous and less
famous Viennese composers — Haydn and
Beethoven were the best-known — to arrange

(mainly) Scottish folksongs, which he published in
numerous editions. The edition of Scottish folk-
song occupied George Thomson, who was a clerk
at Board of Trustees for the Encouragement of Art and
Manufacture in Scotland, during his whole long life.
Multiple re-editions and special editions make an
accurate overview problematical.'

The common standard of the arrangement for
Thomson is the instrumentation (with some excep-
tions): the vocal part (exceptionally two voices) is
(are) accompanied by a keyboard trio, i.e. a typ-
ical Viennese genre brought to a first culminat-
ing point by Haydn. The fact of integrating folk-
lore of the British Isles with classical music of
the Viennese School is unique in history of music
and underlines the social affiliation of the
arrangements for the music appreciating ‘“upper
class” which aims to unify chamber music with
their own Scottish music idiom. Even the British
Embassy in Vienna points out this interrelation-
ship between Great Britain and Austria on its
webpage.’

Bringing together Scottish folk melodies with the
art of the classical period is not only a strange,

64

but also an attractive symbiosis between two dif-
ferent musical cultures. In musical scholarship it
combines ethnomusicology with historical musicoloy.

During his first stay in London from 1791
to 1792 Haydn arranged a first set of one hun-
dred songs for the bankrupt William Napier
(cal740—1812). His altruist aim was to help this
Scottish music seller out of his private misery.
The edition was so successful that Napier could
plan a second set of fifty songs which was
arranged by Haydn during his second sojourn in
London from 1794 to 1795. For this set Napier
could offer adequate wages to Haydn.’ Before
arranging the first two sets for Napier, Haydn
already had some experience with songs for one
voice, his 24 German songs (1780—1781) and his
Twelve English Canzonettas (1794-1795). The latter
were composed during Haydn's second sojourn in
London. In addition to these compositions in
three sets of twelve songs each, Haydn wrote
further 15 single songs.

Back in Vienna and not ignoring the enormous
success of Napier's edition, Haydn was first con-
tacted by George Thomson in 1799 to provide
him with arrangements. Before, from 1793 on,
Thomson collaborated already with Pleyel (1757—
1831) and with Kozeluch (1747—1818). Haydn
wrote arrangements for Thomson until 1804. In
concurrence to Thomson, he also cooperated with
William Whyte (cal771—ca1858), a third editor
of Scottish folksongs. While the contact between
Haydn and Thomson is well documented,® there is
little known about the relationship between Haydn
and Whyte.

Today all the 429 folksong arrangements are
published in the “Haydn-Gesamtausgabe, XXXII”
of the Cologne Haydn Institute.
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vol. XXXII/1:1-100

|Schottische Lieder fur William Napier, Karl Geiringer (Ed.), Henle, Munich 1961

All the other arrangements have been published between 2000 and 2005.

vol. XXXII/2:101-150

Schottische Lieder fiir William Napier, Andreas Friesenhagen (Ed.), Henle, Munich 2001

vol. XXXII/3:151-268

Schottische Lieder fiir George Thomson, Marjorie Rycroft [m ap.] (Ed.), Henle, Munich 2001

vol. XXXII/4:269-364

Schottische Lieder fiir George Thomson, Marjorie Rycroft [u nmp.] (Ed.), Henle, Munich 2004

vol. XXXII/5:365-429

Schottische Lieder fiir William Napier, Andreas Friesenhagen, Egbert Hiller (Ed.), Henle, Munich 2005

HAYDN'S «KRAW MATERIAL».
NANNY O

In the following lines we will introduce the
Scottish song My Nanny O and compare it with a
typical song of Haydn's native country. After the
description of Haydn's instrumentation we will
look at some arrangements of My Nanny O.
Haydn's four arrangements of My Nanny O are ide-
ally suited for introducing this new genre that he
was confronted to late in his career. The origi-
nal song has been published in the first volume
of the Scots Musical Museum (SMM), the most
important collection of Scottish songs, edited in
six volumes between 1787 and 1803. My Nanny O
was published at least in three earlier collections
and probably for the first time cal726. The text
of the variant below was written by the famous
Scottish poet and song writer Robert Burns
(1759—1796). He provided the major part of the
song texts for the SMM, as the original texts
often were considered to be too unsophisticated
for publication.

immense range of a 13" Large intervals, both
ascending and descending mark the melodic line
of My Nanny O with a typical ascending minor
sixth at the end of phrases Cl and F and in the
bars 9/10 and 13 and furthermore the descending
5th and octaves at the end of the phrases B, D
and F. In addition to the large intervals comes
an considerable range of a thirteenth that cannot
be mastered by an amateur singer. Scottish songs
very often change to the high register during the
second part (at the beginning of phrase F). In
the songs of Central Europe this phenomenon is
called “Metatyp”.® Typical song incipits: a part of
songs are beginning with a -5/17 pattern, with the
fifth degree as upbeat. This model is also very
common to central European songs and occurs
especially in faster melodies. Less common, i. e.
more distinctive Scottish, are beginnings of songs
in slow movement with three steps up or down,
followed by a larger skip or a change of the
melodic line, whether by step or by skip. These
figures can be found inside the songs as well.® A
lot of the songs of Scotland are more developed

Example 1 My Nanny O with melodic structure’ and sophisticated with a majority being complete-

ly diatonic with scales of seven and

; A B _ more tones. Scottish tunes have diverse

o F =22 tonalities from pentatonic to modal
e * - = b - * l 9 T : l S : h

Be hind yon hills where Lu - gar flows, ‘Mang moors an' mos sS85 scales”. yplca cottis SOIIgS are

those with pending tonalities between

major and minor, respectively between

other scales, as we can see here in

ma-ny, ©O; The win-try sun the day has clos'd, And Il & - wa to NAN- NIE O The
0 F c2 the example of My Nanny O. The
41 - - | — 1 . .
e s i e - phrases A/D & F are in c-minor (c-
Y 1 L | = T | . . .
west-lin wind blows loud and still, The nights baith mirk and rain - y o, nm minor can be COHSldered as the main
3 B tonality of the song), whereas the
‘= == D —_—
o e Tt E el —r—= 3  phrases B/CI/E & C2 tend to Eb-
O3] —_ T - T g . . .
get my plaid, and out Il steal, An" owre the hills  to MAN- NIE O major. Another attnbute Of SCOttlSh

When it comes to the music of the Scottish
songs, the following characteristics can be empha-
sized with the help of the example of My Nanny
O: The songs are long and have symmetrical
structures (8 phrases)! The number of different
phrases of My Nanny O is 6, and it has an
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songs are dotted rhythms. In this song

they occur more sparsely. The scots snap, this

“very life-blood of Scots musical rhythm™® con-

sists in an inverted dotted rhythm with the short-
er semiquaver first. It appears in bar 13.

On the other hand the songs Haydn grew up

with in his east Austrian homeland were quiet
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different. In his music we often can hear this
Central European folksong tradition. Das Sauschnei-
derlied is a typical song of Central Europe and has
six short asymmetric phrases. The number of dif-
ferent phrases is 3 with a range of a 7" Without
this upbeat, the range would be only a 4" This
typical song from Central Europe begins with an
archetypal upbeat D-G and has a diatonic five tone
scale (degrees 1-5 in G-Major), without being a
pentatonic song because of the occurrence of the
semitone step b-c. The sixth and seventh degrees are
missing. The Sauschneiderlied has been arranged to
a Capriccio with variations for piano by Haydn."

1 (4)

trio, a typical genre of the Viennese classical peri-
od that Haydn rised to a first zenith. He com-
posed 29 trios from the late 1760 years to 1797.
However the denomination folksong arrangements
with keyboard trio would be inadequate: At the
end of the 18" century music playing in Scotland
was quiet different to the traditions of today.
Wind instrument with the exception of recorder
and flute and percussion were performed general-
ly by professional musicians, while string and
keyboard instruments were played by amateur
musicians. Furthermore men preferred recorder,
flute, the Scottish fiddle, which became very popu-
lar in Scotland during this time,"” or the violon-

Example 2 Das Sauschneiderlied  cello. Female players tended to the piano. This
tradition reflects perfectly a societal
o o B A situation with men leaving their
e te o === &+ —7—=— home in the morning and coming
Acht Sau- schneida mias-sns  sein, mias-sns  sein, wannsan Sau - bam wulln together for making music COHCC-
5
- S . t : =0 : . .2 tively in the evening and women
o e I — A— — . — S— — T— A—— — i W— E—— . .
2 —H — S = #—  staying alone at home and playing
schneidn. Zwoa vom wund zwoa hin - tn, zwoa halt - tn oa-na bin - din, und . .
10 8 piano. In this sense and because of
N ——— 1 = . — - : :
s ) e ==i———C= ] playing music alone, women played
3 — T

- na schneidt  drein, schneidt  drein; eah-na ach

The song models that Haydn arranged for the
Scottish publishers differed not only melodically
but also formally from what he was familiar with.
Haydn often had to transfer modal songs into
tonal compositions. After having arranged hundreds
of songs, he got exhausted and mentioned in a
letter to Thomson that he was tired of arranging
further songs he didn't like and which always
remained strange to his musical feeling,” although
after a while he accepted to pursue his collabo-
ration with Thomson, which in addition not only
brought him honour within the Scottish population,
but also was a quite lucrative affair for him.
Despite his precarious health at the age of sev-
enty, his sense of business was unbroken and so
he asked several times his apprentice Sigismund
Neukomm (1778—1858) for assistance."

THE INSTRUMENTATION

While the arrangements for Napier were
accompanied by a violin and a basso continuo,
those for Thomson and Whyte were additionally
enforced by a violoncello; but the main instru-
ment remained always the piano. However it was
never stated that the string parts could be leaved
out. They not only doubled the right and the left
hand, but also could play some independent traits.
The instrumentation is equivalent to the keyboard

- te  miassns
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instruments able to produce har-
monies and men, meeting in groups
of amateur musicians, played monodic instru-
ments.” The instrumentation of the folksong
arrangements is indeed equal to the keyboard trio;
however it must be seen under a regional and
sociological viewpoint and not under the perspec-
tive of genre. The keyboard trio should be con-
sidered only as an instrumental “template” for the
arrangements. In addition to the bagpipe the vio-
lin (better known as fiddle) can be considered as
a fundamental instrument in folk music. As a
matter of fact piano and cello being also played
by amateurs, it seemed obvious for the publish-
ers to ask Haydn to arrange for these popular
instruments in the Scotland music life. Concerning
the composition of the instruments we know from
a query from Thomson to Hummel, a later col-
laborator of the Scottish publisher to arrange for
violin or flute, cello and pianoforte.” Yet we have
no proofs if Thomson solicited Haydn also to
arrange for this instrumental combination.

sein.

THE MUSIC OF HAYDN'S
ARRANGEMENTS

Among the 429 melodies Haydn wrote for
Scottish publishers as many as 73 were arranged
twice or more. My Nanny O actually was arranged
four times.
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JHW XXXII/ Ordered by 1st Publication
1:37 William Napier 1792
3:199 George Thomson 1805
4:317 George Thomson 1803 composed, but not published by Thomson
5:381 William Whyte 1806 (cf at the end of the article)

When it comes to music, we will opt for an
example that exemplifies the typical style of
Haydn, i.e. the arrangement for William Whyte.
The notation of the score sums up Haydn's prac-
tice: The violin is conceived as a counterpart to
the voice and benefits from a certain independ-
ence of the right hand. It could be leaved out;
but in this case the composition would loose
musical substance, but would still remain playable.
The keyboard is the main accompanying instru-
ment and is positioned as usual directly under the
voice part. The violoncello assumes the role of
an amplifier of the left hand — the sound of
keyboard basses of the time of Haydn being less
voluminous than those of a concert grand of
today. We can observe that the violoncello dou-
bles the lowest part of the left hand. In some
arrangements however Haydn bestows on the cello
a more independent part. Beethoven, who also
arranged about 150 songs for Thomson, chooses
a different order with the string instruments above
the vocal part(s) and the piano below. Compared
to Haydn he conceives the strings as a counter-
balance to the keyboard with an autonomous cello
part.” Usually Haydn's piano score does not
exceed three parts, except in homophone passages,
i. e. in chords or in slower progressions as seen
in the last few measures. The voice is always
doubled, be it by the right hand, as usual, or the
violin, or by both. In My Nanny O Haydn main-
tains his acquired habit in doubling it in large
passages by the right hand and in juxtaposing the
violin at the end of the vocal part. He econo-
mizes on dynamics, which in this example seem
to be forgotten completely. But dynamics are per-
formed between the lines and often in relation to
the textual statements. The information about the
song text and instrumental parts, the so-called
“symphonies™® also arise from Thomson's letter to
Hummel: Haydn and the other arrangers had no
idea of the text, because melodies were sent with-
out text, except some explications about its con-
tent. The “symphonies” should be six to eight bars
long — in reality Haydn's ritornellos are some-

what shorter.” However Thomson was not at the
origin to bring out songs with instrumental parts.
Shortly before, the Italian-born musician Domenico
Corri (1746—1825) had also published a song col-
lection for voice and continuo with introductions
and ritornellos.® The example of My Nanny O gives
indeed a comprehensible insight to this requested
formal structure: The introduction has eight bars,
and the ritornello is four bars long. The song
incipit is anticipated during two bars at the very
beginning of the arrangement in the right hand —
this is a common attribute of most arrangements.
The violin doubles it in the upper octave.

The Lengths of the “Symphonies”
of the Four Arrangements

of My Nanny O
JHW XXXII Introduction Ritornello
1:37 no introduction and ritornello
3:199 4 bars 2 bars
for two vocal parts
4:317 8 bars 6 bars
5:381 8 bars 4 bars

The transition to the vocal part is four bars long
and is realised mainly by the dotted rhythm —
a semantic trait of Scottish songs — in refer-
ence to the song upbeat, followed, after a crotch-
et rest, by a final cadenza. The motivic allusion
to the song melody is principally more important
in the introductions. As a basic principle of
Haydn the ritornello relates seldomly to motivic
elements of the precedent melody. In the ritor-
nello JHW XXXII/5:381 for Whyte's collection we
notice again the occurrence of the dotted rhythm.
The common trait with the arrangements for
Thomson is the two bar anticipation of the
melody incipit. In the Whyte arrangement Haydn
ascribes less importance to another distinctive ele-
ment, the motive of a descending octave followed
by a dotted rhythm and a crotchet at the end
of the song.”
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%ﬁu At the beginning of his col-
3 laboration with the Scottish
$+"—-‘: editor Thomson we can see

Haydn energetically involved in

0 | . .
(EE==E a new experience which seemed
! e to interest him  strongly.
(B Transferring motives of the
S

original song melody into the
instrumental parts is a proof

THW XXXII/4:317,

JHW XXXII/3:199,

JHW XXXI1/4:317,

for a more intensive identifi-
cation of Haydn with the
music of Scottish songs. This

p- 114 — End of p. 137 — End of p. 139 — End of can be observed during the
the indroduction the indroduction the ritornello first period of the master's
relationship ~ with ~ Thomson.

Example 4* After a while however his
Slow interest seems to degenerate.

Viotin %’bﬁ;“?‘.ﬁi}%‘:";g._:._.]_ = ===—:===—==c== L_:‘i_ — Motivic work evaporates and
o i _ arrangements become more uni-
(s e e == SSE PSS S St S S S=S=S form. Later arrangements for
BT e e n o T and Tor W poi

R R R T : up a more reserved, but a sea-

) soned and self-confident
%Et'g:_,:‘::::i:‘__ e Haydn, who economises on his
] Ry = = T " § 0N talents, but still realises pleas-
E:nf—'b—.n—r—ul'—j-— ==c=—=c": =E==— = ing little compositions which
, fond - Iy - fram'd, my heart a - larms, And  tears  of pas - slon bathe my i were accepted generously by
e =2 ==—r————————c———— the editors and by Scottish

Haydn refers to this characteristic element of
My Nanny O in placing it at the end, i.e. at
exposed positions in the instrumental parts. In the
arrangements “playing” with motives and the imi-
tating short melodic cliches replaces the develop-
ment of thematic material in larger and more
structured musical artefacts. In contrast to the
arrangements for Thomson and Whyte the “har-
monisations”™ for Napier are not bounded with
“symphonies” and has its less skilful
antecedent inter alia in the SMM, but here with-
out violin part. The divergent structure and instru-
mentation also implicates a different treatment of
the instruments. Most obvious is the voice stand-
ing alone, without being doubled. — It can how-
ever be played by the piano player. The violin
part is a mixture of a discreet accompaniment and
of a second voice. Both, the violin and the thin-
ly conceived basso continuo part,” cede the pri-
macy to the voice (see example 4).

68

amateur performers, for whom

they where finally planned.
Most arrangements remain at a higher artistic
level than those of Pleyel and of Kozeluch, or
even those of Hummel and Weber, but not than
those of Beethoven, which however were often
confronted with the objection to be too diffi-
cult for amateur musicians.

We finally observe that musicology has taken
little notice of this immensely vast corpus of
Haydn's oeuvre since 1961 and especially after
2001, when the first arrangements were published
by the Haydn Institute of Cologne in the context
of the Complete Haydn Edition. Audio records of
all Scottish songs of Haydn will be available in
the Haydn Year 2009, recorded by the Haydn Trio
Eisenstadt .»
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' Cf. Kirsteen Mc Cue: George Thomson (1757—1851): His

Collections of National Airs in their Scottish Cultural Context.

Dissertation. — University of Oxford, 1993.



2009,

> cr Georg August Griesinger Biographische Notizen iiber

Joseph Haydn. Reprint oft the edition of Leipzig 1810. —
Leipzig: Deutscher Verlag fiir Musik, 1979; Peter Krause
(Ed.), p. 56 & Albert Christoph Dies: Biographische Nachrichten
von Joseph Haydn. Mit Anmerkungen und einem Nachwort.

Berlin: Henschel, 1959, Horst Seeger (Ed.), p. 158.
4

See letter contact between Haydn and Thomson =>
Bartha, JHW XXXII, 3—4.

5 James Johnson: The Scots Musical Museum (SMM). Vol. 1.
— Edinburgh, 1887, p. 89. Nanny O however was published
first by Alexander Stuart in his collection Music for Allan
Ramsay's Collection of Scots Songs, Edinburgh 1725 ca., p. 86
and appeared in further collections; William Thomson,
Orpheus Caledonius or a Collection of the best Scotch Songs set to
Musick (sic). — London 1726, p. 38; finally a second edi-
tion in the SMM. Vol. 6. — Edinburgh, 1803, p. 600.

b cr. Wiegand Stief: Der Metatyp der deutschen Liedmelodien
und die Handschrift Hoppe. — Bern: Peter Lang, 1995.

" The digits mark the tone degrees in relation to the
fundamental. 1 would represent the tone C in C-Major or
in c-minor and -5 the fifth degree below middle C.

8 Examples of ascending incipits are: 345121, 12321, 123-
5-61; Examples of descending incipits are: 32135, 321543.
° Cf. Francis Collinson: The traditional and national music of
Scotland. Routledge and Kegan Paul. — London, 1966, pp. 4—10.

10 Collinson, p. 29.

i Capriccio on Acht Sauschneider miissen sein, Hob. XVII/1.

12 Cf. Dénes Bartha, (Ed.): Gesammelte Briefe und Aufzeichnun-

gen. Unter Beniitzung der Quellensammlung, H. C. Robbins Landon.
— Kassel: Bérenreiter, 1965, p. 390, letter of 2/01/1802.

B et Rudolph Angermuller: Neukomms schottische Liedbear-

beitungen fiir Joseph Haydn. In: Haydn-Studien III/1 (1974), p.
151—154.
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4 Cf. David Johnson: Music and Society in Lowland Scotland

in the Eighteenth Century. — London: Oxford University Press,
1972, p. 101.
15

Cf. Ibid, p. 23.
16 Cf. James Cuthbert Hadden: George Thomson, the friend
of Burns. His life and correspondence. — London: Nimmo, 1898,
p. 350.

7 Cf. Petra Weber-Bockholdt: Beethoven Werke. Abteilung

XI, volume 1. Schottische und walisische Lieder und Kritischer
Bericht, Munich, Henle, 1999.

" The term “symphony” appears also in the collection

title; cf. for instance, George Thomson: A Select Collection of
Original Scottish Airs, for the Voice with introductory & concluding
Symphonies & Accompaniments for the Piano Forte, Violin &
Violoncello, by Haydn, vol. 4. — London, Edinburgh, 1805.

9 cf. Hadden, p. 350 (see above).

2 Cf. Domenico Corri: New and complete collection of the most

favourite Scots songs, 3 vol., Edinburgh 1783—1788, ca.

2 i e the phrases D and partially also F (cf. song

example above).
22 The term “harmonisation” sorts well with the songs

arranged for Napier and is applied in the subtitle of the
collection.

2 The numbers of the figured bass may possibly not have
been added by Haydn!

2 W XXXII/1:37, s. 39, first part, with an earlier text
to Burns (cf. above).

. http://www.haydntrioeisenstadt.at/ (10/2008).

% My Nanny 0, JHW XXXII/5:381, p. 45.



