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FREDERIC CHOPIN

Nocturne in E minor, Op. 72 (Posth.), No. 1 (1827)
Scherzc in C-sharp minor, Op. 39 (1839)

Mazurka in F minor, Op. 68 (Posth.), No. & (1849)

Among the more significant trends of the musical Romantic
perlod was an extension of the harmonic language, the develop-
ment of the instrumental "song melody," a straining of the regu-
lar four- or eight-measurs phrase structure, and technical improve-
ments in instrument construction that stimulated a growth in vir-
tuoso performances and created a demand for virtuosic music as
well as a forum for its display (the putlic concert hall), The
piane in particular developed from the 18th century's lightly
constructed instrument with a2 harpsichord-like tone tc a larger,
overstrung instrument with a full-bodied tone resulting from
leather- or felt-covered hammers. For the duration of Chopin's
life there was no standard "plano tone.," There were three chief
makers of pianos, each using a different type of action: (1) Broad-
wood, an English maker, built instruments with a heavy action and
a full, resonant tone; (2) Pleyel, a French maker, built instru-
ments with a lighter action and a silvery, veiled sound; (3) Erard,
another French maker, built instruments with a "modern" (invented
in 1821) escapement action that enabled rapid trills and repeated

notes, Many composers of this period were fascinated by the



possibllities presented by the evolving piano, especially by its
ability to create the illusion of a perfect legato line through
use of the damper pedal.

Chopin composed pieces for three types of situation531
(1) concert pieces, composed during his concert-giving years from
1828-32 (these include concertos, works for plano and orchestra,
and virtuoso pleces such as the rondos); (2) teaching pieces for

his students (these include the etudes, preludes, nocturnes,

waltzes, impromptus, mazurkas, and the Bercsuse, Bolero, Tarantelle,

and early polonaises); (3) pieces written for himself and a small
circle of like-minded musicians and admirers (these include some
of the mazurkas and such large-scale works as the later polcnaises,

the Polonaise-fantasie, the F minor Fantasie, the scherzos and

ballades, the Barcarolle, the Sonatas in B-flat minor and B minor,

and the Cello Sonata).

Chopin has often been criticized for his "inability” to han-
dle orchestral writing and large forms, If one assumes that a
well-written opera, symphony, or oratoric qualifies a composer as
successful, then this criticism is valid., The accompaniments of
his virtuoso concert pieces remain as the only attempts he made
at orchestral writing, His was a gradual choice to narrow his
focus on composing exclusively for the piano, which was perhaps
the most popular solo instrument of the time, The piano for which

he composed was undergoing considerable changes in its construction

1 "Frederic Chopin," The New Grove Dictionary of Music and
Musicians, 6th ed,, IV, 299.




and Chopin "narrowed" his focus on the vast sound potential of

this developing instrument.

The nocturne is one of the most introspective and subjective
of Chopin's forms. The Irish pianist John Field (1782-1837) first
used the French word as the title of eighteen short piano pleces
that he published between 1813 and 1835.2 These pieces were idio-
matic to the plano and exploited the sounds available on the newer
instruments. They were composed with simple melodies and harmonic
accompaniment and had an atmospheric, usually nostalgic quality,
The damper pedal made it possible for Field to expand the range
of the left hand accompanimental patterns beyond that of the 18th
century Alberti bass, which traditlonally lay within the span of
the hand. His melodies were keyboard adaptations of the Italian
opera aria and used improvisatory, "colocratura" passages to
occasionally interrupt the flowing melodic line, Field's noc-
turnes are historically important as precedents of Chopin'’s, as
well as being beautiful pleces in their own right., While Chopin
did not meet Field until 1833, there is evidence that he played
Field's works in Paris and used them in his teaching.’ Chopin's
21 nocturnes further extended the expressive powers of the piano,
and as a body encompass a wide range of moods., They are in hasic
ternary form, with a middle section that is often dramatically

intense and a final restatement that is varied through ornamenta-

2 "Nocturne," The New Grove, XIV, 642,

3 Bdouard Ganche, Frederic Chopin: Se vie et ses osuyres
(1810-1849) 1913; rpt. Geneva: Minkeff, 1972), p. 255.




tion. Thelr elaborate melodies are accompanied by troken-chord
figurations that often clothe an equally important contrapuntal
line, and idiomatic keybocard counterpoint,

Contrary to widespread bellief, Chopin was not influenced by
the music of Bellini in the compositicn of his noeturnes, Arthur

Hedley points out that:

They had much in common, both as men and as musicians,
but to speak of Chopin's "indebtedness" to Bellini is
to ignore historical fact. It is not difficult to show
that the very elements in his style that Chopin is sup-
posed to owe to the Italian=--the luscious thirds and
sixths, the curve of his melody and the fioriturs--
were already being exploited by Chopin long before he
had heard a note of Bellini's music, or even his nane,
» + o A comparison between the dates and place of the
production of Bellini's works, the times when Chopin
could have become acquainted with them (or extracts of
them), and the chronolegy of the compositions in which
Bellini's influence is sald to be discoverable, soon
establishes the fact that although Chopin's debt to
Italian opera in general was enormous, he owed nothing
to Bellini specifically [A Bellini opera was not heard

in Warsaw until ten years after Chopin had lef't.] .4

The Nocturne in E minor Op. 72 No, 1, written in 1827 and

5 Arthur Hedley, Chopin, rev, Maurice J. E. Brown (London:
Je Mo Dent, 1974), p. 97.
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published posthumously in 1855, is the first nocturne Chopin wrote

and one of the earliest works in his ceuvre, It is a tame example
of the more sophisticated troken-chord accompanimental patterns

he developed in his later nocturnes. The contrasting middle sec-
tion is calm and lessens the harmonic tension of the first sectiong
the restatement of the main section illustrates Chopin's concep-
tion of free, "coloratura" ornamentation at this early stage of
his career.

Chopin wrote most of his music in the smaller forms of noc-
turne, mazurka, waltz, prelude, and etude; however well-crafted
and inspired these pleces are, they are still small works and do
not present the same formal problems to a composer as does a

sonata or symphony. The later polonaises, the Polonaise-fantasie,

the F minor Fantasle, the scherzos and btallades, the Barcarolle,
the Sonatas in B-flat minor and B minor, and the Cello Sonata
illustrate Chopin's ability to create coherent large forms out

of the same principle of departure-return that he uses to organize
his emaller works.

The term "scherzo" first appeared in Italy at the beginning
of the 17th century as one of many names used to describe a vocal
madrigal of the talletto type.> It was used by Bach in the final
movement of his A minor Partita, but it was not until Haydn's
use of the term in the finale of his Piano Sonata in F major
Hob, XVI:9 (before 1766) that the scherzo had a place in a Clas-
sical sonata. It was Beethoven who later established it as an

alternative to the minuet in the scheme of movements known as

5 "Scherzo,” The New Grova, XVI, 634,




Sonata-Allegro form. Chopin was the first composer to establish

the scherzo as an independent movement., He wrote four scherzos:

1837), No. 3 in C-sharp minor (Op. 39, 1839), and No, 4 in E major

(Ope 54, 1842). All are extended works in rapid 3/4 time, have

a virtuoso character, and all but No, 3 in C-sharp minor (which

is in sonata form) are in ternary form.
Chopin began work on the Scherzo in C-sharp minor Op. 39

during his trip to Mallorca with George Sand in January 1839, and
finished it at Nohant in August 1839. It was published in 1840,
The piece is dedicated to Chopin's pupil Adolf Gutmann, who gave
it its first performance in the summer of 1839. It is an example
of a plece used for teaching purposes, and Chopin's personal
copies of all four scherzos, containing his own handwritten anno-
tations, have survived to this day.6

Chopin was one of the greatest harmonic innovators of the
19th century. Many of his pieces show his daring experiments
with chromatic dissonance, enharmonic modulation, and tonal insta-
bilitye A good illustration of enharmonic modulation is meas, 144-
155 of the Scherzo in C-sharp minor; the opening 24 measures of
this scherzo illustrate an area of tonal obscuwrity where the
listener is given no clue to the main key of the piece. Sometinmes
Chopin momentarily obscures the tonal center by rapidly modulating
through a series of key areas, and thus creates a kaleidoscopic

effect without leaving the main tonality (see meas., 267-79),

6 Jan Ekeir, ed., "Preface," F, Chopin, Scherzi (Vienna:
Vienna Urtext Edition, 1979), p. XI.



Another innovation, one that in later years influenced the French
impressionists, was the "harmonic daydream,” In such passages
the harmonic rhythm is slow and extended over several measures
(see mease 336-51).

Chopin was strongly influenced by the folk music of his
native Poland, as can be seen in the fifty or so mazurkas he com=-
posed, Although mazurkas were composed for the pliano as early as
1830 (by Miaczynski), Chopin was the first to use the folk-songs
and dance music as a point of departure and transform them into
works of art.” Chopin's mazurkas contain a variety of moods and
provide examples of the various rhythmic and melodic patterns of
the traditional Polish mazurkas,

The Mazurka in F minor Op. 68 No. 4 was composed in 1849
during the depressed final months of his life, He had separated
from George Sand in 1847 and had never fully recovered his emo=-
tional strength. It is one of the few attempts he made at com-
position during a time when he had no strong inspiration to com-
pose and seemed to be walting to die, The Mazurka in F minor
is an example of extireme melodic and harmonic chromaticism where
the linear texture predominates and the vertical sonorities are
non=functional in terms of diatonic harmony. In terms of 1its
harmonic daring and exploration of chromaticism within a tonal
framework, this mazurka ranks with the mature works of Liszt
and Wagner, and foreshadows the atonal techniques of the twentieth
century, Chopin's exploration of unusual harmonic techniques,

his exploitation of the sustaining capacities of the piamno, and

7 F, E, Kirby, A Short History of Keyboard Music (London:
Macmillan, 1966), p. 275.



his transformation of folk songs and dance forms into valid art
forms were an inspiration to many later composers including Liszt,
Wagner, Schoenberg (in his piano music), the French impression-
ists as well as Franck and Saint-Saens, and the nationalist com-

posers Grieg, Smetana, Dvorak, Albeniz, and Falla,



PAUL HINDEMITH

Third Sonata (1936)

Paul Hindemith was born in Hanau, West Germany, on 16 Novem-
ber 1895, He was the eldest of Robert Rudolph and Marie Sophie
(Warnecke) Hindemith's three children. When he was nine years
0ld he began violin lessons; when he was twelve, he became a
pupil of Anna Hagner, a teacher at the Hoch Conservatorium in
Frankfurt., She introduced Hindemith to Adolf Rebtner, the leading
violin teacher at the conservatory, who lmmediately accepted the
boy as a private student and arranged for him to study at the
conservatory tuition-free. Hindemith was a student there until
1917 (when he was 22 years old), studying composition with Arnold
Mendelssohn and Bernard Sekles in addition to the violin with
Rebner, His talent developed so rapidly that in 1915 he took
over the second violin in Rebner's string quartet and becanme
concert-master of the Frankfurt Opera Orchestra. In 1917 he was
drafted into the military and after the end of World War I, he
returned to the Retmer Quartet, where he transferred to the viola
after 1919, and to the Frankfurt Opera Orchestra., In 1924 he
married Gertrud Rottenburg, daughter of the Conductor of the

Orchestra, Ludwig Rottenburg.l

t Biographical information is taken from The New Grove; Geof-
frey Skelton's biography, Paul Hindemith: The Man Behind the Music
(London: Viector Gollancz, 1975); and Ian Kemp's monograph, Hindemith
(London: Oxford University Press, 1970).
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The first public concert of Hindemith's compositions was on
2 June 1919 at the Hoch Conservatorium., Hindemith's works from
these sarly years now seem experimental, involving the exploration
of poly=-tonality, atonality, modality, and chord systems of unusual
intervals., In June 1921, the premieres at Stuttgart of Morder,

Hoffnung der Frauen (tased on a play by Oskar Kokoschka) and Das

Nusch=Nuschi, the first twoe of his three early one-act operas,
created minor scandals and in August of that year his String
Quartet No. 2 was performed at the first Donaueschingen Festival.
By this time he was already being recognized as one of the fore=-
most young composers of Germany, but it was the performance of the
expressionistic Kammermusik No, 1 in autumn of 1921 that secured
him this reputation.

In 1923 Hindemith was invited to join the administrative com-
mittee of the Donaueschingen Festival, which he helped develop
into a well-known center for the performance of the new and ex-
perimental works of Europe's young composers., In 1927 the fes-
tival moved to Baden-Baden where it could produce more ambitious
works such as chamber operas, and in 1930 to Berlin where it was
held for the last time before its revival after World War II,

In 1927 Hindemith accepted an appointment as professor of
composition at the Hochschule flir Musik in Berlin. He took his
teaching seriously and was well-liked by his pupils. His work
Wwith composition students in his classes at the Hochschule eventu=-

ally led to the writing of Unterwelsung im Tonsatz (The Craft of

Musical Composition). This book explains his individual system
of relating musical tones that provided the btasis for his compo-

sition. This sysiem 1s tonal, tut completely chromatic; it
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involves the free use of all twelve tones yet preserves the tra-
dition of tonality. HNotes are related by thelr position in the
overtone series and intervals are arranged from simple to complex,
consonant to dissonant (P8, P5, P4, M3, mé6, m3, M6, M2, n7, m2,
M7, tritone), making it possible to organize a variety of chord
structures (from simple triads to more complex polytonal combina-
tions) under one system.

Hindemith was also active as a performer during this period,
He helped form the Amar-Hindemith Quartet in 1921 in order to pre-
sent his Quartet No. 2, and it was soon hailed as one of the fore-
most quartets in Europe for the performance of contemporary
music, The quartet became so successful that Hindemith had to
give up his position with the Frankfurt Opera in 1923. From this
time until 1934 he performed frequently with the quartet and as a
soloist on the viola or viola d'amore., He was regarded as one of
the most versatile and accomplished performer-composers of his time,

When the Nazis came to power in the early 1930s, they did not
have any animosity towards Hindemith, although some of his col=-
leagues felt he was not properly carrying out his mission as a
German composer, Hlndemith did not take the Nazi regime seriously
during these years and did not change his compositions or life-
style for their sake. He was outspoken about his anti-Nazi views
and assumed the regime would be short-lived. Hindemith was
shoclted, then, when a campaign was started against hinm in 1934
based on his status as one of a group of "international" atonal
composers, on the "immoral" content of his one-act operas, on his

"parody" in the finale of the Kammermusik No. 5 (1927) of a
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Bavarian military march heard at Nazl rallles, and on his associ-
étions with Jews., In November 1G3% the Kulturgemeinde announced
a boycott on performances of Hindemith's music, which prompted
the angry Furtwangler to write an article in Hindemith's defense
for the Deutsche allgemeine Zeitung of 25 November, The Nazis
Wwere s0 threatened by Hindemith and everything he stood for that
they fired Furtwangler from his conducting and administrative
posts, In December Goebbels made a personal attack on Hindemith
at a Nazl rally, and in January 1935 Hindemlth was given a six-
month "leave of absence" from the Hochschule, The Kulturgemeinde
boycott was not endorsed by its rival organization, the Reichs-
musikkammer, until 1937. In the interim Hindemith was allowed to
return to teaching at the Hochschule, toc make concert tours at
home and atroad, to enter into an agreement with the Turkish gov-
ernment to build up the quality of musical life in their schools,
and to have his music published, Hindemith gave up his teaching
post in 1937 and settled in Blusch ob Sierre in Switzerland,

Several invitations to teach and lecture drew Hindemith to
the United States in February 1940, During those first few months
he worked with students at Buffalo, Cornell, and Yale Universi-
tles, at Wells College, Aurcra, and at Tanglewood, He was appoin-
ted visiting professor of music theory at Yale in the fall of
1940; this position became permanent in 1941 and Hindemith carried
on this association with the university until 1953, attracting
some of the best talent in the U. S,

Hindemith became an American citizen in 1946, He visited
Europe a year later for the first time since World War II, giving

lectures and conducting performances of his works., He accepted
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a position at the University of Zurich in 1951 and divided his
time between his work there and at Yale. In 1953 he settled per=-
manently in Switzerland, at Blonay near Vevey, and eventually
gave up his regular teaching at Zurich (in 1955). On 15 Novem=
ber 1963 he took 111 and was taken to a hospital in Frankfurt;

he died the same day of acute pancreatitis.

Hindemith first made a name for himself with music that
allled itself with expressionism, notably the one-act operas

Morder, Hoffnung der Frauen (1919) and Sancta Susanna (1921),

th Quartet No, 2 (1921), and the ballet Der Damon (1922).

These early works mark a periocd of exploration of the territories
opened up by Hindemith's predecessors., At the same time he
gradually discovered his natural style, The works from the end

of this early period (such as Das Marienleben) are characterized

more by their linear counterpcint and clearcut rhythmic patterns
than by the expressionistic gestures they also use,

The years 1923 and 1924 mark a turning point in Hindemith's
style. His native land was in terrible shape economically, the
people were disillusioned about the Weimar Republic and lived
with skyrocketing inflation, political violence, and widespread
poverty. Composers clearly expressed the mood of the people
through an anti-romantic style. Many of them felt the need for
greater discipline and objectivity in their music at this time.
For Hindemith as for many others, including Stravinsky, this
meant drawing inspiration from the Baroque aesthetic and its musi-
cal forms., The result was a style which was both chromatic and

tonal, used regular meters and evenly grouped rhythmic patterns,
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and which employed traditional Baroque forms such as fugue, chorale
prelude, and passacaglia, While Hindemith's individual style is
“Neo-Baroque,” he has been referred to as a member of the "Neo=-
Classic" school because of his precccupation with a tonal har-
monlc language,

In addition to his importance as teacher and composer, Hinde-
mith made significant contributions to music theory and philoso-
phy. There 1s a pragmatic side to his personality that shows
itself clearly in his verbal writings as well as his compositions
after c. 1925, He had by this time stated his conviction that
the gap between composer and general musical public might be
tridged if the composer wrote with a specific, relevant use
(Getrauch) in mind, and if he encouraged the growth of amateur
nusic. From 1926 to 1932 Hindemith wrote most of the pieces which

can be called strictly Gebrauphsmusik or Sing- und Spielmusik

'(Husic to Sing and Play). The most important of these are the

short children's opera Wir bauen eine Stadt (1930), the Konzert-

musik works (1930), and the Ploner Musiktag (1932).
Perhaps the most significant work of Hindemith's output is

the opera Mathis der Maler., This and the symphony derived from

music of the opera took three years of his constant work (1932-
1935), and stand as a personal testament to his philosophy of the
artist's responsibility to society. Hindemith's works of the
1930s and 1940s (for example the pianc sonatas of 1936) are more
dlatonic and tonal than those works written before Mathis. The
chromatic texture of these post-Mathis works is organized into
tonal harmonic progressions that use the mildly dissonant chords

from Group III. The music is more abstract in its form and con=-
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tent than the earlier works: the geometrically organized Ludis
Tonalis (1942) is a cycle of fugues and interludes based on the
relationships of series 1, a 1948 revision of Das Marienleben
includes a lengthy preface explaining the mystical significance of
the series 1 relationships, and his last full-length opera, Die
Harmonie der Welt, is a mystical work that dramatizes the 1life of

the Renalssance astronomer Johannes Kepler.

Hindemith's three piano sonatas were composed in 1936, between
the time of two of his most significant contributions as a com-
poser and teacher: the opera Mathis der Maler (1932-35) and the

theoretical treatise The Craft of Musical Composition (1937-39).

The Third Sonata illustrates many of the characteristics of
Hindemith's mature compositional style. A linear, diatonic tex-
ture predominates, triads are used at cadence points to clarify
the tonal center, and ostinato rhythms are used in the first two
movements (in meas. 27-49 and 75-83 of the first movement to
accompany the second theme, and as background rhythm in the second
movement). Fugal writing plays a significant role in the third
movement (one of its sections is a complete fugal exposition)

and finale (the entire movement is a double-fugue).

The first movement is a siciliano in sonata form. This move-
ment, like the other three in the sonata, uses B-flat as tonal
center, Its structure is symmetrical: meas. i1-4 introduces the
first theme in an imitative texture, and meas., 27-42 introduces
the second theme, a melody accompanied by an ostinato rhythm

based on the first theme, The developmental section (meas. 49-75)



uses melodic fragments of the first theme accompanied by rapid
chromatic figuration. The recapitulation is marked by the return
of the second theme (melody and ostinato rhythm accompaniment)

in meas. 75 and the first theme (using original pitches trans-
posed several octaves higher) in meaa. 99.

The second movement is in ternary form with a "perpetual
motion" character that is created by the use of a continuous
ostinato rhythm (: ‘li ! 4r]J J )e The final section is both a
restatement of the beginning "A" section (meas. 146-59 are a
literal repetition of meas, 1-14) and a development of it (Group
III chords and changing meter increase the harmonic and rhythmic
tension of meas. 160-88, where bits of the "A" theme are developed),

The third movement is in two parts (AB//AB Coda). The first
part (meas. 1-75) includes a slow, lyrical "A" section (meas, 1-26),
a fugal "B" section (meas. 27-55) that later reappears in the
finale, and a section that treats the fugue subject homophonically
(meas, 55=75), The second part includes a varied and developed
restatement of the "A" section (meas. 76-145 parallels meas, 1=
75), and a homophonic section parallel to meas. 55-75 of the
first part (meas. 145-50). A short Coda closes the movement
(meas. 160-79).

The finale of this sonata is a four-voice double fugue, The
first fugue (meas. 1-64) includes an exposition (meas, 1-17), an
episode (meas. 17-45), and transposed statements of the subject.
The second fugue (meas. 65-93) includes an exposition (meas, 66-
84) that is a literal repetition of the third movement's "B"

sectlon, and a section that parallels meas. 45-55 in the first

16



fugue (meas, 84-93). The third part of this movement (meas, G4=
148) combines the subjects of the first and second fugues and

reinforces the B-flat major tonality.
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JOSEPH HAYDN

Sonata in E-flat, Hob. XVI:52 (1794)

The Piano Sonata in E-flat major (Hob. XVI:i52) was written

during Joseph Haydn's second visit to London, at a time when both
the man and his music were well-known beyond the boundaries of his
native Austria, His instrumental, chamber, operatic, and sacred
choral works were already being published and sold, performed and
en joyed throughout the European continent and abroad. Haydn's
fame had been growing steadily, unknown to the composer himself,
from 1760 onwards and had reached considerable propcrtions by
1775. Petty oppositions and jealousies sometimes acted as bar-
riers to his grass-roots popularity in the region of Esterhaz,
but his reputation abroad grew unchecked by these deterrants.

As early as the 1760s his work had been published in France, Heol-

1

land, and England,” and by the 17708 his symphonies and quartets

appeared with increasing frequency in Paris and London concert
programs.

Haydn was not consciously aware of the widewpread and enthu-
siastic interest in his instrumental music untll he visited Lon-
don in 1791-92 and 1794-95, where the Salomon concerts featured
performances of his symphonieas. His composing at Esterhazy palace

1 Rosemary Hughes, Haydn (London: J. M. Dent, 1962), p. 49n.
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had always included works for solo keyboard, small instrumental
ensembles, and orchestra, but the musical life of the court cen-
tered around its operatic productions. As an employee of Prince
Nicholas Esterhazy, Haydn was aware that his livelihood and local
popularity depended on the success of his operas. Esterhazy
palace was practically isclated from the rest of Europe, so the
only awareness Haydn did have of his significance as an instru-
mental composer was due to the increasing sales of hls published
music, He knew by the 1760s that his piano sonatas, trios, string
quartets, and other ensemble works had cash value, but Esterhazy
palace was far removed from the people buying and playing these
pleces, However large this buying public had become by the
1780s, the tenor of Haydn's 1ife as a servant of Prince Nicholas
remained unaffected.

Haydn carried on his duties in this isclation until Prince
Nicholas's death on 28 September 1790. Nicholas was succeeded
by his son, Prince Anton, who cared little for music¢ and dis-
banded the palace's orchestra, leaving only the wind band. Haydn
kept his title as Kapellmeister, but the terms of his contract with
Prince Anton left him free to do as he pleased with his time,
Later in 1790 when Johann Peter Salomon, a successful violinist
and concert promoter living in London, traveled to Vienna to
invite Haydn to live and work in London, Haydn accepted thils invi-
tation. They arrived in London in January of 1791. It was in
this country that he finally experienced the feeling of being
internationally known and esteemed, and could begin to appreciate

the significance of his contributions to the instrumental music
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of that era. Rosemary Hughes glves an accurate description of the
London musical scene at the time of Haydn's first visit in 1791-

17921

Musical life . . . was a more troad-based and commercial
affair than on the Continent, and the publicly organized
concert, with its accompaniment of press publicity,
played a far larger part, both in London and in the
provincial citles throughout the eighteenth century,
than d4id aristoceratic patronage, Subscription concerts
such as Salomon's and the rival organization, the Pro-
fessional Concerts, vied with undertakings like the Aca-
demy of Ancient Music, with its merchant patrons, and
the Concerts of Ancient Music, founded by a group of
noble lords and later honoured by the patronage of

that ardent Handelian King George III, . . . All this,
together with the rival opera undertakings--English
opera at Convent Garden and Drury Lane and Italian opera
at the Pantheon--provided a vast tulk of musical enter-
tainment, and employment for innumerable feoreign musi-
cilans, to whom London was the hub of the financial if
not of the artistic universe. And in this busy concert
world, as well as in private music-loving circles such
as Burney's, Haydn's music had been played and loved

for nearly twenty years before he appeared in person.2

Haydn returned to London on 4 February 1794, On 10 February,

2 Hughes, p. 67
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Salomon opened his concert series--this time undisputed master of
the field since the Professional Concerts had been discontinued in
1793, This second visit was considerably shorter than the first
one because of the serious political and economic conditions of

Europe and Great Britain during those years.

The coming winter was to be a hard one for England.
The queer weather that Haydn faithfully reecords in his
note~book had wrecked the harvest, while France had
been saved from starvation--and the war lengthened by
twenty years--by the failure of Lord Howe's barren vic-
tory to prevent the French grain-fleet from reaching the
Brest, The Austrians had been driven back across the
Rhine, and the French armies were advancing across the
frozen Waal to cut off the retreating British. In
December 1794 the Duke of York was recalled, and by
January 1795 the British army was disintegrated, and
Lord Malmesbury, escorting back to England the Prince
of Wales's ill-fated tride, was nearly captured. In
these circumstances Salomon announced, on 16 January
1795, that he was unable to organize another season.
He set himself to founding a short-lived National
School of Music and accepting engagements as soloist
at the newly founded and highly successful series of
Opera Concerts, held under Viotti's direction at the
Xing's Theatre, Haymarket, which thus inherited Haydn
as conductor and composer, It was for these concerts

that Haydn wrote his last three symphonies, No, 102
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in B=-flat major, No., 103, and No, 104, usually and

illogically singled out as “The London" Synphony.3

Haydn left London for the last time on 15 August 1795, and spent

the rest of his life in Vienna.

Two models of sonata type preceded Haydn: the type written
by Cs P. E. Bach in three movements (FSF) with two contrasting
themes, and the type written by Wagensell in three movements
(F=S=Minuet or F-Minuet-F) with the same tonality throughout and
the minuet given equal status with the other movements. The lat-
ter was sometimes called "divertimento" and can be regarded as
the prototype of some of Haydn's early sonatas, The term "diverti-
mento" was a peculiarly elastic one, Haydn applied it to anything
and everything: piano solos, baryton trios, string quartets, and
concert pleces for any number of instruments. Only the earliest
of Haydn's pilano works show the influence of the harpsichord in
the crisp answering phrases and change of register. By the 1760s
the pianoforte was beginning to replace the harpsichord, although
the harpsichord was still in use as an accompanying instrument in
concerts,

Ce P. E. Bach wrote his first set of sonatas in the 1740s,
From him Haydn took many characteristic features of his keyboard
style, lacking a virtuosc technique of his own. Some of these
characteristic traits were repeated notes, a profusion of ornaments,

massive chordal effects, and his vigorous ranging over all five

3 Hughes, p. 92.
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octaves of the keyboard,

The sonatas written during the years from 1?70 to 1782 show
an experimental approach. Some are written in minor keys (No. 20,
32, 34, and 36); some show a concern with problems of overall form
(Nos. 24 and 30 have no treaks between movements); some show con-
trapuntal or “"learned" traits (in No. 25 in E-flat the minuet is
canonic, in No, 26 in A the minuet i1s "al rovescio," where the
second half is the retrograde version of the first), Other nota-
ble works for solo pilano are the Fantasia in C of 1789 and the F
minor variations of 1793, one of Haydn's finest alternating-
variation works, The Sonata in C minor (No, 20) marks a turn
toward more subjective writing on his part about 1771, and is an
excellent example of the empfindsam style.

Haydn and Mozart both reached maturity in their scnata writing
during the 1770s. By this time the Austro~German sonata had

otherwise begun to settle into a light, facile formula.

A work for plano, or for a group of instruments including
piano, was . . » usually not taken so seriously as a
quartet or quintet for strings. . . . A work for quartet
or quintet for strings had four movements, while a piano
sonata had only three, A string quartet was for con=-
noisseurs (Kenner); a piano scnata, a sonata for piano

or violin, a piano trio or pilano quartet, was for ama=-
teurs (Liebhaber), masculine or feminine. 'For piano

and violin,' not 'for violin and pianc’: the striking
fact, from the point of view of the 19th or 20th cen-

tury, is that in these works the keyboard instrument



has the dominant role, and thus is responsible for their

lighter character.u

One of the most confusing problems in apprecaching these key-
board works is that of chronology, especially in the works writ-
ten before 1767. A comparison of the chronologies of Pﬁsler.
Hoboken, Zilcher, and Hartienssen.5 shows 1little or no agreement
up to 1771 (the time of the C minor sonata, No. 20)., The Christa
Landon edition (for Universal, 1964-66) and Georg Feder edition
(for the Joseph Haydn-Institute in Cologne, 1G69-70) are the most
accurate, and have made all previous chronologies inaccurate.

The main story of the last three piano sonatas can be

credited to the work of Oliver Strunk.6

Starting with the auto-
graph of the Sonata No. 52 which the Library of Congress acquired
in 1933, Strunk notes its date of 1794 as well as its original
dedication to Therese Jansen, Then he is able to show that
Thersse Jansen was the future Mrs. Gaetano Bartolozzi (an esteemed
planist and pupil of Clementi), that her marriage occured on

16 May 1795, and that Haydn himself witnessed it, Also, he shows
that the Longman, Clementi and Co., edition of this sonata (late
1799 or early 1800) was "composed expressly for Mrs. Bartolozzi"
and btased on the autograph, whereas the Artaria first edition of

o Alfred Einstein, Mozart: His Character, His Work, pp. 238-

239, quoted in Hughes, Haydn, p. 146,

5 William S. Newman, The Somata in the Classical Era (Chapel
Hill, N. Cet The University of North Carolina Press, 1963), p. 46l
includes a chart of these editions and their chroneclogical order-
ing of Haydn's piano sonatas.

6 QOliver Strunk, "Notes on a Haydn Autograph,” Musical Quar-

terly, 20 (193%), 192-205.

24



25

1798, dedicated to Fraulein von Kurzbock, is less accurate and
perhaps was based on a pirated copy after Mrs. Bartolozzi's visit

to Vienna, presumably late in 1798. Furthermore, Strunk conjec-
tures that Sonatas 50, 51, and 52 were the "3 Sonatas for Ms. Jan-
son" that Haydn catalogued in his fourth Londen diary, that they

were intended as a set, and that the chronclogical order of com-
position must be 52, 51, 50 bacause 50 uses additional keys, indi-

cating an enlarged keyboard.

The first movement of Sonata No, 52 is in Classical Sonata-
Allegro form. The principal theme is chordal, the use of the ex=-
treme ranges of the keyboard achieves a full socund, there is economy
in the use of thematic material (the principal theme is used for
the tridge passage and the closing theme), and there is a Coda
(crucial to the balance and proportions of lengthy movements such
as this one,)

The second movement is an Adagioc in E major., It is in ter-
nary (ABA) form, with subsection A in rounded binary form and sub-
section B showing developmental qualities. The unusual Neopoli-
tan relationship of the first and second movements 1s not unpre-
cendented. Tovey has pointed out that C. P. E. Bach in his D major
Symphony alsc wrote a movement in the flat supertonic; a B minor
sonata by C. P. E. Bach, published in 1779, has a slow movement
in G minor, an even more startling relationship than the Neopoli-
tan tonic-supertonic.7 The A sesction of this movement is embel-

lished in galant fashion by many scale runs, grace notes, and

7 Taken from an article in Cobbitts Cyclopedia, quoted by Wil-
liam S, Newman, The Sonata in the Classical Era, p. 329.
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rapidly repeated notes. There are modulations into G and C major.
The B section begins in E minor and has the nature of a develop-
ment., It emphasizes figuration and "develops" the dotted rhythm
of the A section's theme., The final A section is an embellished
version of the first A section without repeats.

The finale is marked "Presto" and is in Sonata-Allegro form,
It i1s a virtuosic piece. The theme outlines tonic and dominant
triads accompanied by a pedal point bass, suggestive of a folk
dance with drone tass., The tridge section has a chromatically
moving, syncopated line over a moving bass, There is an Adagio

"cadenza" followed by a Recapitulation.
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ABSTRACT
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