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Marjorie E. Rycroft 

Eingriffe des Verlegers in Haydns Bearbeitungen 
schottischer Lieder l

George Thomson (1757-1851), 'The Friend of Burns',2 served as Clerk 
to the Board of Trustees for the Arts and Manufactures in Scotland (based 
in Edinburgh) for more than 58 years, retiring in 1839. Today he is bet-
ter known as the editor and publisher of three collections of national 
song: six volumes of Scottish airs published between 1793 and 1845; 
three volumes of Welsh airs (1809-1817) and two volumes of Irish airs 
(1814-1816). The Welsh and Irish collections were published only 
once, but Thomson dabbled continuously with the Scottish volumes, is-
suing them, re-issuing them, adding some songs and subtracting others as 
each new volume appeared. 

Lt was on 301h November 1799 that Thomson wrote3 to Alexander 
Straton, Secretary to the British Legation in Vienna, enclosing "a packet 
for Haydn" containing 16 Airs. Haydn accepted Thomson's commission 
to write "Symphonies and Accompaniments" to the Scottish Airs and be-

tween June 1800 and October 1804 he sent Thomson a total of 208 
songs and 6 sets of variations, plus revisions to individual songs and 
variations as requested by Thomson. 

Thomson's extensive collection of manuscripts, correspondence and let-
ter books, now preserved in the British Library, confirms that he sent 
batches of untitled, textless melodies (or airs) 4 to Haydn. Haydn re-

sponded by sending back his arrangements for voice (or voices) accom-
panied by violin, cello and piano. These arrangements, usually in the 
hand of Haydn's trusted copyists such as Johann Elßler, served either as 
engraver's copies (Stichvorlagen) or as master copies from which Thomson 

' 1 wish to record my grateful thanks to the Leverhulme Trust for the award (in 1999) of a 
Research Fellowship. The Fellowship supported a year's study leave, which enabled nie to 
prepare, in collaboration with Drs Kirsteen McCue and Warwick Edwards, two volumes for 
the Gesamtausgabe of Joseph Haydn Werke [=JHWI, XXXIV 3-4. Together they contain all 
208 Scottish, Welsh and Irish folksongs and 6 Variations commissioned from Haydn by Ed-
inburgh publisher George Thomson. 

Cuthbert Hadden, George Thomson the Friend of Burns. His Life & Correspondence, Lon-
don 1898. 

3 London, British Library (= Lbl) Ms. Add. 35263, ff. 79-80. 

4 Lbl Ms. Add. 35272, f. 16' has the first verse of "My mither's ay glowrin o'er me", Hob. 
XXXIa:70 [JHW 1821 written (in ink) by Thomson below the stave for "Voce". 
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selected songs "To be copied"5 for the engraver. None of these second 
copies has survived. 

My paper investigates discrepancies between the manuscript and printed 
sources of songs published by Thomson and variations published by 
Preston. Evidence gleaned from the correspondence, and from the 
manuscripts, indicates that while some of the discrepancies unique to the 
printed volumes are indeed Thomson's, others are almost certainly 
Haydn's revisions. Until now it has generally been assumed that all vari-
ants or discrepancies between the manuscript sources and the published 
volumes represent revisions made unilaterally by Thomson or Preston, 
without Haydn's authority. 

Close study of the music manuscripts6 shows that Thomson was a me-
ticulous editor. On receipt of the manuscripts he added the title of each 
Song and/or Air in black ink above the first system, sometimes renum-
bering songs in order to fit h i s sequence as opposed to Haydn's. He 
checked each song arrangement thoroughly, correcting wrong notes and 
obvious copying errors, changing tempo marks, scoring out repeat marks 
and writing alternative passages if he felt Haydn's original parts were too 
difficult or too high for the voice or instrument. These amendments, 
most of which are in pencil, were generally observed by the engraver 
and are to be found in the printed editions. 

One of the best examples of a revision by Thomson, presumably without 
Haydn's authority, is his cello part for the final bars of "Bannocks o' bar-
ley meal", Thomson evidently did not believe that amateur cellists would 
be able to play Haydn's virtuosic part, and he duly reduced it to the bar-
est harmonic outline. Thomson's published cello part follows this sim-
pler version, which he had written (in pencil) on the empty stave at the 
bottom of the manuscript.7 (See appendix to this essay, example 3/bars 
24-26.) 

Thomson sometimes added violin cues in red ink to the right hand of 
the piano — usually by means of paste-overs, since the cues inevitably 
required a change of stem direction in the piano part. These violin cues 
were duly engraved and are to be found in the printed voice and piano 
scores. Paste-overs were also used for Thomson's more substantial revi-
sions, such as the coda of "The broom of Cowdenknows" (example 1). 
This old Scottish Air ends with an imperfect cadence. Haydn had no dif-

5 Thomson's handwritten instruction (in pencil) appears on some folios (e.g. Lbl Ms. Add. 
35273, f. 385. 

6 Lbl Mss. Add. 35272-5. 

Lbl Ms. Add. 35273, f. 77'. 
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ficulty with this, as can be seen from the way in which he begins his 
coda on the dominant chord. Thomson, it would appear, found the end-
ing of the song unsatisfactory and set about concluding it with a perfect 
cadence. His solution, which is a very crude one, is not only dull, but it 
also distorts the phrase structure and balance of the original song. Having 
recomposed the song's ending he then had to revise, and cut, Haydn's 
coda. The manuscript8 has traces of glue over the first four bars of 
Haydn's coda, indicating that something has been pasted over the score. 
Unfortunately the paste-over has since become unstuck and lost, so that 
we can only assume that it must have been Thomson's revision that was 
engraved for publication. 

Occasionally Thomson commented on the merits (or otherwise) of 
Haydn's arrangements. For example he wrote "Admirable" at the top of 
"My Love she's but a lassie yet",9 one of the songs for which there is also 
an autographl° in Paris. However on the duet arrangement of "My Nanie 
0 11 he wrote "P[iano] F[orte] Acc[ompaniment] wonl'it do", while on "0 

gin my Love were yon red rose"I2 he wrote "This is learned[,] dry & 
ugly". Thomson appears to have noticed that this last song was not up to 
Haydn's usual "admirable" standard and he delayed publishing it until 
1826.13 Discerning though he was, Thomson did not know then what 
we know now — namely that the song is probably by Neukomm, not 
Haydn. There is strong evidence leading to the conclusion that it is one 
of the two songs referred to in Haydn's note to Neukomm of 3rd April 
1804 in which he wrote : 

„Liebster Freund 

Haydn bittet dringend, beyliegende zwey Lieder sobald möglich zu ma-
chen, und meinem Bedienten zu sagen, an welchen Tag er sie abholen 
kann."' 

The next day (4t1 April 1804) Neukomm made an entry in his Werkver-
zeichnis15 — „Zwey schottische Lieder pour le Pianoforte (für Vater 

8 Lbl Ms. Add. 35272, f. 4'. 

9 Lbl Ms. Add. 35273, f. 55". 
10 Paris, Bibliotheque Nationale (= Pn) Ms. 139. 
"Lbl Ms. Add. 35273, f. 82'. 

12 Lbl Ms. Add. 35274, f. 7'. 

13 A Select Collection of Original Scottish Airs, Vol. 1(1826), 4. 

14 The letter is in private hands. I am grateful to the Haydn-Institut, Köln, for providing me 
with a photocopy. N.B. Landon and Bartha are mistaken in dating this letter 31.̀1 April 1803 
(Bartha, No. 325). 

15 Rudolph Angermüller, Sigismund Neukomm. Werkverzeichnis, Autobiographie, Beziehun-
gen zu seinen Zeitgenossen, München 1977, 59. 
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Haydn)" and on 6'1' April 1804 Haydn wrote to Thomson „Ho l'onore di 
mandarvi dodici Arie e le ultime due che ho ricevuto poco fa with

this letter Haydn sent Thomson a batch of 14 songs, the last two („le ul-
time due"?) of which are No. 13 "0 gin my love were yon red rose" and 
No. 14 "Johny Faw". This last song survives in two versions, the earlier 
version by Neukomm (published by Thomson in Vol. IV, 1805, No.196) 
and a tater revision authenticated by Haydn17 and sent to Thomson on 
30'h October 1804. Thomson noted on the letter18 — "Dr Haydn / With a 
single Air, w.' an easier Accomp.`". Haydn's revision was never published 
by Thomson. 

Where there is an authenticated copy of Haydn's work — still more so an 
autograph — one's first instinct is to dismiss out of hand all readings 
which are at variance with it, especially if publication is outwith the 
composer's control. In our case the supposition would be that we should 
dismiss Thomson's or Preston's printed version in favour of the manu-
script. But can we be sure that a 1 1 the printed revisions are the pub-
lisher's? What evidence is there that might suggest Haydn had a hand in 
some of them? 

Thomson's correspondence with Kozeluch and Beethoven proves that 
he did not shy away from asking them to revise their arrangements — 
much to Kozeluch's and Beethoven's annoyance. In his correspondence 
with Haydn, however, there are very few such requests. lt would appear 
that Haydn's arrangements generally met with Thomson's approval, 
though this was not always the case, and 29 songs, some of which may 
admittedly be by Neukomm, were never published. 

None of the folksong exemplars Thomson sent Haydn survives except 
for a bifolium,19 on which Thomson asks Haydn to supply small sym-
phonies and eight new violin accompanimentsm. To assist Haydn, and to 
remind him of the songs requiring new symphonies, Thomson wrote out 
incipits and cues in full score for five songs, leaving sufficient space on 
the manuscript for Haydn to add his revisions. (Haydn appears to have 
written the new introduction for a sixth song, "Muirland Willy", without 
prompting from Thomson.) However there are no clues as to which 
eight songs were to have the new violin accompaniments. All that sur-
vives are the printed violin parts for Thomson's Vol. III (1802) and the 

16 Lbl Ms. Add. 35263, ff. 225-6. 

17 Lbl Ms. Add. 35274, f. 44' has Haydn's signature, "Dotr=Haydn„, ," at the top of the page. 
18 Lbl Ms. Add. 35263, ff. 244-5. 
19 Lbl Ms. Add. 35272, ff. 21-22. 
20 ibid. f. 22". 
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correspondence between Thomson and Haydn. From these sources it is 
possible to identify the eight songs. 

THE EIGHT VIOLIN PARTS 

In the summer of 1801, probably at the beginning of July shortly after 
receiving the 16 songs Haydn had sent him in mid-June, Thomson sent 
Haydn the bifolium mentioned above, on which he wrote: 

"A Haydn Se voleste mandarmi ii nuovo Accomp° di violino per gli 8 
Arie; insieme con le piccole Sinfonie sopra questo foglio presto mi 
obligerete di molto. - 

Haydn returned the bifolium on 7 1̀1 October 1801, with a letter in his 
own hand, and enclosing the revised violin parts. Haydn wrote: 

„Vi mando fra tanto l'Accompagnamento del Violino per l'Arie desiderate 
e Segnate Numero 1  2 3 4 5 6 7  8. Sperando che ho trovato 
ii vostro gusto: ho cangiato ancora ii Rittornello del N'' 15 e 16 ed ho 
aggiunto la Coda del Nu' 2 - 9 - 24 - 25 come lo vedrete.'22

The numbering of the two ritornelli and the four codas correspond to 
songs Thomson had received in two separate mailings earlier in 1801. 
The songs with new introductions, No. 15, "Fy ! gar rub her o'er wi' 
strae", and No. 16, "Muirland Willy", are numbered 15 and 16 respec-
tively in the batch of 16 songs sent from Vienna in mid-June 1801. The 
four songs for which Thomson requested codas are "Auld Rob Morris"; 
"Woo'd and married and a"; "Peggy, I must love thee"; "The death of the 
linnet" (Nos. 2, 9, 24 and 25 respectively from the batch of 25 songs 
Haydn had sent on 30 h̀ April 1801). Haydn's sequential numbering of 
the violin parts on the other hand does not correspond to numbering in 
the original manuscripts. Seven of the eight songs are from the first batch 
of 32 Airs which Haydn sent Thomson on 18 h̀ June 1800 (Nos. 1, 9, 10, 
12, 14, 15, 24 respectively). The eighth song is No. 12 of the 25 songs 
sent on 30'h April 1801. 

In contrast to his correspondence with Kozeluch and Beethoven, Thom-
son rarely discussed musical matters with Haydn, an indication of his 
general satisfaction with Haydn's settings. No letter survives detailing the 
kind of revisions he wished Haydn to make to the violin parts. There is 
however a copy of a letter Thomson sent to Kozeluch on 15'1  November 
1799 in which he says: 

21 Lbl Ms. Add. 35272, f. 22". 

22 The letter is in private hands. I am grateful to the Haydn-Institut, Köln, for providing me 
with a photocopy. 
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"Your Violin part is also pleasing, but I beg leave to make one remark on 
it. I observe you frequently give it the Air from beginning to end - and 
sometimes one half, the Air, & the other half, Accompanvment. I confess I 
like it far better in this varied form, where at least one half is literally an 
Accompanyment. - I think likewise when you see it proper to give the 
Violin the octave of the Air, it were better the octave below, than the oc-
tave above the Air, because it would thus be less open to overpower a 
delicate voice."' 

This is of relevance to the eight new violin parts - and note there are 
only eight printed violin parts which differ from the manuscript sources. 

In seven of the eight songs, Haydn's original violin parts had doubled 
the voice either at the unison ("Waes my heart that we should sunder"; 
"William and Margaret"; "Saw ye my father?"; "Maggie Lauder"; "The 
blathrie o't") or an octave higher ("The ewie wi' the crooked horn"; 
"Rothiemurcus rant"). Haydn gave each of the revised violin parts greater 
independence from the voice and piano. In "Waes my heart" and "Wil-
liam and Margaret" he composed a new introduction and coda, retaining 
the original violin accompaniment which doubles the voice. 

For the verses of "The ewie wi' the crooked horn" and "Maggie Lauder" 
he composed a new violin accompaniment, retaining his original intro-
duction and coda, while in "Saw ye my father?", "The blathrie o't" and 
"Rothiemurcus rant" he revised the entire violin part. His revisions to 
"Saw ye my father?", "The ewie wi' the crooked horn" and "Maggie 
Lauder" are, in effect, variations (or divisions) on the vocal melody, as 
the following example shows (example 2). 

The eighth song, "Bannocks o' barley meal", stands apart from the other 
seven in two respects. Firstly it belongs to a later group of songs (sent on 
30th April 1801 compared with 18th June 1800), and secondly its origi-
nal violin part was unlike any of the earlier seven songs, being inde-
pendent of the voice and technically more demanding. Hence it is the 
only violin part which Haydn simpl ified (example 3). lt may be 
that as an amateur violinist Thomson took fright at the technical difficul-
ties of the part and therefore asked Haydn to avoid them. While the re-
visions are simple, changing a note here (bars 10 & 15) or cutting notes 
there (bars 19-20), they are the sort of refinements which remove the 
technical difficulties while maintaining the musical spirit and character of 
the part. This is the song I mentioned above in connection with Thomson's 
revision of the cello part. Thomson, however, made no amendment to 
the difficult violin part on the manuscript copy. Had he wished to sim-

23 Lbl Ms. Add. 35263, ff. 74-75. 
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plify it, he would surely have done so on the manuscript in the same 
way, and at the same time, he pencilled in his alternative the cello part. 

Other works which underwent revision before publication, are the six 
sets of variations that Haydn sent Thomson on 26`" May 180224 . They are 
all based on songs he had arranged in 1800 and 1801, songs published 
in Thomson's Vol. III of 1802. Comparison of the original variation 
manuscripts with the edition published by Thomas Preston in 180525, 
reveals major discrepancies. Haydn had conceived the variations as vocal 
works, scored for the same forces as his song arrangements. The varia-
tions published by Preston, however, are instrumental works, for piano 
and violin (or flute), without a voice. Who was responsible for revising 
the variations? 

THE VARIATIONS 

Unlike the eight violin parts, there is no autograph letter from Haydn to 
confirm that he did (or did not) revise the variations as Thomson re-
quested. 

The story begins with a letter from Haydn, in his own hand, to Thom-
son, dated January 1802, in which he writes: 

„...vi mando con questa l'Aria favorita The blue Bell of Scotland, e vorrei, 
che questa piccola Aria fosse Stampata tutta Sola, e dedicata in Nome mio 
come un piccolo, piccolo Dono d'Accompagnamento alla rinomata Mrs 
Jordan, ... io non volevo far un'accompagnamento piü Brillante per non 
Scoprire l'espressione e la bella voce d'una virtuosa si garbata."26

Thomson noted on the back of the letter: "Haydn with Symph.' Accomp.` 
& Variations to the Blue bell". In defiance of Haydn's instructions Thomson 
extracted the theme with its instrumental symphonies, and published it 
as a conventional song arrangement in Vol. 11127, without reference to the 
dedicatee, Dora Jordan. The volume, the first of Thomson's to contain 
arrangements by Haydn, must already have been at the engraver's, and 
printing must have been well advanced.28

Haydn's autograph score (voice and piano only) of "The blue bell" is 
preserved, along with Elßler's copy of the violin and cello parts and five 

24 Lbl Ms. Add. 35263, ff. 156-7. 
25 The volume was entered at Stationers' Hall on 16111 May 1805. 

26 Lbl Ms. Add. 35263, ff. 138-9. 

27 A Select Collection of Original Scottish Airs, Vol. III (1802), 35. 

28 The Preface to Vol. III is dated December 1801. The volume was entered at Stationers' Hall 
on 28" April 1802. 
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