Haydn C+ script

21 recordings

Lazic

4, 19

Schiff

7, 25

Hamelin
3

Richter

Lang Lang
12, 18

Pletnev

9

Brendel
10, 24

Ranki

5

Jando

20

Koroliov
15

Olbertz
21

Piazzini

Buchbinder
14

McCabe
11

Boegner

Gould

22, 23


Bilson

1, 6, 17, 26

Brautigam
13

Remy

2

Staier

8, 16

Burnett

MUSIC 1

Claves CD502501

Malcolm Bilson

T1

In: 8’02

Out: end (8’35)

The first movement of Joseph Haydn’s C major Piano Sonata, written in London in 1794 for the fine amateur pianist, Therese Jansen, a pupil of Clementi. Haydn’s appreciation of Pianofortes had been stimulated in Vienna during the 80s by Mozart’s piano concertos, which really began to show how the instrument differed from the harpsichord: so much so that in 1788 Haydn wrote to his publisher: In order to compose your piano pieces well, I was forced to purchase a new fortepiano.

And when Haydn reached England on New Year’s Day 1791, at the age of 58, he found himself in Piano Heaven. English pianos, by makers like Broadwood or Longman and Broderip were louder, longer, better at sustaining – they had extra notes at each end of the keyboard, and they had a wonderful device called the una corda pedal, which allowed the hammers to hit only one string for each note, instead of three.

Here’s Ludger Remy, playing a Broadwood of that very year, 1794. I’ll jump to a section that introduces the una corda sound. You’ll have to excuse the fact that his left hand can’t quite manage the twiddles just after the big chords at the start.

1’15

MUSIC 2

AudioMax 704 0251-2

Ludger Rémy

T6

In: 6’38

Fade 7’25

50”

1’15+50”=2’05

Ludger Remy on AudioMax in 1987. That una corda sound can’t be found on modern pianos, where the soft pedal switches the hammer from three strings to two strings (or sometimes, just to an unworn bit of felt). When there’s only one string to each note, each note is perfectly in tune – two strings nearly always have a bit of tuning flutter.

So, that was the sort of forward-looking instrument that provoked Haydn’s wonderful last flowering of piano writing – three sonatas, ten piano trios, and more than a dozen songs, not to mention his arrangements of Scottish songs. Since it was the new, enlarged piano that engaged Haydn’s attention, there’s no point in me being too much of a purist about the even newer, larger pianos that most people have recorded Haydn on. Though they try to make their Steinways sound as small as they can. Here’s Marc-André Hamelin.

55”

2’10+50”=3’

MUSIC 3

Hyperion CDA67554

Marc-André Hamelin

T1

In; Start

Fade: 1’08







1’08

2’10+2’=4’10

Hamelin on Hyperion, with all the virtuosity you’d expect – no-one articulates the repeated notes in those interlocking chains of thirds like he can. But you’ll have noticed that he is somewhat mesmerized by the notation, delivering it at an unvarying speed, with no rhetoric at all. They were big on rhetoric in the eighteenth century. Here’s Dejan Lazic having a go at it.







25”

2’35+2=4’35

MUSIC 4

Channel Classics CCS SA 19703

Dejan Lazic

T1

In: start

Fade: 1’06







1’06

2’35+3’06=5’45

A very interesting CD from Channel Classics, with Beethoven’s B flat Concerto as well, and the first outing as Producer of the cellist, Peter Wispelwey. Lazic’s free approach to tempos doesn’t always convince, but at least you can hear him thinking. He’s one of the many modern pianists who think that music for old fortepianos is best played staccato.

You’ll have noticed that Haydn’s doing one of his favourite tricks. Where Mozart, and later, Beethoven, felt they wanted a new tune, Haydn’s quite happy to stick with the one he first thought of. What he finds to do with tum-tum-tum is amazing. When he introduces the dominant key he puts it in the left hand in octaves, and when that key feels settled, at the point we broke off just now, he puts it back in the right hand, in two parts, and then plays those interlocking thirds again. All he needs to complete his material is a few scales.







50”

3’25+3’06=6’35

MUSIC 5

Hungaroton HCD 11625

Dezso Ranki 1976

T8

Fade in: 0’55”

Out: 2’06







1’10

3’25+4’15=7’40

Dezso Ranki on Hungaroton, observing the exposition repeat, like almost everyone. A few – Ronald Brautigam, Sviatoslav Richter, Dejan Lazic, Jeno Jando – observe the second repeat as well, with Lazic pointing out that in the sister-London-sonata in E flat, the second section is NOT marked to be repeated, implying that Haydn really meant it here. Just One player does no repeats at all, but we’ll come to him later. You can probably guess. Who would do something completely unjustified just to be different?

Malcolm Bilson makes the point that the world isn’t short of Complete Recordings of things, and so he chose just five of his favourite Haydn sonatas for his 2003 recording on a Schanz piano. Haydn preferred Schanz to Mozart’s favourite, Walter; he also had a Longman&Broderip which he brought back from London.

Bilson knows that one of the reasons you repeat something is so that you can do it differently.







1’

4’25+4’15=8’40

MUSIC 6

Claves CD502501

Malcolm Bilson

T1

Fade in at 2’06

Out 4’27







2’20

4’25+6’35=11’

Malcolm Bilson on Claves, rewriting away merrily, using the pedal boldly, with lovely flexible tempos.

At this point in the movement Mozart would often introduce a new theme. Haydn hasn’t finished with the old one yet. He turns it to the minor with a scale that leads it to new keys. When it gets to F, he provides it with a trumpet fanfare.







20”

4’45+6’35=11’20

MUSIC 7

TELDEC 0630171412

Andras Schiff 

CD2 T5 

In: 3’54

Out: 4’45







50”

4’45+7’25=12’10

A thoughtful performance from Andras Schiff on Teldec. Haydn has brought his music to an E flat, emphasized by that diddle-diddle-dee figure that he used before, to tell us when we’d got to the dominant.

Now Haydn faced a dilemma. He’d got all these new effects on the English pianos. But how did one write them into a score? He tried: pianissimo Open Pedal, followed by a wiggly line. But what did he mean? Some people, including Christa Landon in her edition, assume he’s referring to the sustaining pedal, and certainly the effect can work well on an early piano. Here’s Andreas Staier on a Walter copy.







35”

5’20+7’25=12’45

MUSIC 8

DeutscheHarmoniaMundi

BMG 82876 67376 2

Andreas Staier, ex-Musica Antiqua Köln

CD1 T 6

In: 4’29

Fade: 5’07







40”

5’20+8’05=13’25

Andreas Staier in 1990. He used the moderator on his Walter – that puts a layer of felt between the leather hammers and the strings – and he raises the dampers as well. Not an unpleasant blur. Some pianists try the sustaining pedal on a modern instrument. Here’s Mikhail Pletnev on Virgin, making quite a good case for it.

20”

5’40+8’05=13’45

MUSIC 9

Virgin. VC5452542

Mikhail Pletnev

T8

In: 4’50

Out:5’46 (prompt)







55”

5’40+9=14’40

But as H C Robbins Landon pointed out in 1976, it’s more likely that Haydn was thinking of the una corda. 

[Ludger Remy, whose Broadwood una corda we heard, makes a very odd claim that Haydn was referring to the Swell Pedal. Broadwood’s fitted such things to their harpsichords, but very rarely to pianos. Anyway, Remy doesn’t follow his own advice.]

Haydn was playing with that diddle-diddle-dee figure there. Just as you thought we were back to the home key, off he chases somewhere else. How will he get out of it? Here’s Alfred Brendel, back in 1982 on Philips.







35”

6’15+9=15’15

MUSIC 10

Philips4166432

Alfred Brendel 1982

CD3 T5

In: 4’04

Out: 5’07 (prompt)







1’05

6’15+10’05=16’20

A bustling performance from Brendel, who moans along with the music just enough to be a bit distracting.

It’s pretty clear what’s going to happen next, after that thrice-repeated dominant seventh in the key of C. But Haydn makes us wait for the whole bar before he brings back his tum-tum-tum. Here’s John McCabe enjoying his fellow-composer’s skill.







20”

6’35+10’05=16’40

MUSIC 11

LONDON 4437852

John McCabe 1974

CD10 T 9 (NB wrongly named on disc)

In: 5’55

Fade: 7’27







1’30

6’35+11’35=18’10

John McCabe, 34 years ago, a complete set of Haydn Sonatas on the London label. Tasteful ornamentation, and he uses both pedals in that second passage of Haydn’s mysterious ‘pianissimo Open Pedal’. Works very well, that high up on the keyboard.

Marvellous bit of composing in that flourish just before it – the apotheosis of that diddle-diddle-dee, with a hang-over from the minor key at the beginning of the second section.

Here’s Lang Lang live at Carnegie Hall in 2003.







30”

7’05+11’35=18’40

MUSIC 12

DG4748202

LangLang

Carnegie Hall Nov 7th 2003

CD1 T3

Fade in: 4’03

Out: end track. (5’18)







1’15

7’05+12’50=19’55

Lang Lang on Deutsche Gramophon. No second repeat for him, but a well-signalled ending with that improbably protracted final arpeggio.

Haydn enjoyed a terrific success in his visits to England – the Prince of Wales bowed to him even before he had been presented – ‘‘A remarkable circumstance’, said the Daily Advertiser. The first trip lasted for eighteen months, and then he returned a year and half later, in February 1794, staying till August 1795 – another year and a half. He was fascinated by what he saw. He went to Oxford to collect a doctorate – the trip cost him six guineas, but then he was earning a guinea a lesson from dozens of eager pupils – he said his eyes popped out of his head when he found what they were prepared to pay. He observed that the famous singer Madame Mara ‘was hissed at Oxford because she did not rise from her seat during the Alleluya chorus.’

At the Lord Mayor’s Banquet he wandered from room to room to hear the music, opting to stay in one where ‘the music was a little better, because there was a drum in the band that drowned the misery of the violins’.

But he was often impressed by English music-making.

“I heard 4,000 charity children singing in St. Paul’s Church. No music ever moved me so deeply in my whole life as this devotional and innocent chant. 

[All the children were newly clad, and entered in procession. The organist first played the melody very nicely and simply, and then they all began to sing at once.]

I stood there and wept like a child.”

And the concerts in which he appeared were universally applauded, from the premiere of his scena Arianna auf Naxos at Mrs. Blair’s just next to the studio here in Portland Place – which, said the paper, ‘outglared the moon with artificial light’, to the four-hundred-strong orchestra at the King’s Theatre down in the Haymarket where ‘Dr. Haydn presided at the fortepiano’.

To which we should return. Here’s the F major slow movement of Haydn’s LONDON Sonata in C major– just like an improvisation.






1’40


8’45+12’50=21’35

MUSIC 13

BIS CD994

Ronald Brautigam

T5

In: opening

Fade at 1’






1’


8’45+13’50=22’35

Ronald Brautigam on BIS, with a modern copy of a 1795 Walter: A version of the first movement’s diddle-diddle-dee creeping into a delicate tissue of strummed arpeggios and tiny wafts of song. Most of the matter of this movement is the harmony, the modulation. It was Haydn’s skill in such things that made him so admired. The Morning Chronicle’s review of Arianna said ‘the modulation is so deep and scientific, so varied and agitating – that the company was thrown into extasies’. Deep, scientific modulation – that’s what they liked, so that Dr. Burney’s welcoming poem could state:

At length great HAYDN’S new and varied strains

Of habit and indiff’rence broke the chains;

Rous’d to attention the long torpid sense,

With all that pleasing wonder could dispense.

Now, with a tune or a rhythmic motive, the player gets a clue about how to shape the phrase. Deep scientific modulations are harder to plumb, and many players, especially on the modern piano, fall into the trap of rhythmic literalism. Doesn’t really do Haydn much justice.






1’15


10+13’50=23’50

MUSIC 14

Teldec 8.35794 COMPLETE

Rudolf Buchbinder

CD3, T7

In: start

Fade: 1’40






1’40


10+15’30=25’30

Rudolf Buchbinder on Teldec. His complete Haydn Sonatas set won the Grand Prix du Disque back in the 70s, but it’s too literal for me.

Now Haydn brings in those scales again, tweaked a different way this time. Here’s Evgeni Koroliov simply enjoying the legato of a modern piano – except where it’s actually marked staccato – just as Haydn might have done. After all, that’s why these London piano sonatas are often more lyrical than the ones he wrote for more brittle Viennese pianos. Wait for the surprise note after the cadence in C major!






30”


10’30+15’30=26

MUSIC 15

Profil PH04060

Evgeni Koroliov

T9.

In: 1’37

Fade: 3’34 






2’


10’30+17’30=28

Evgeni Koroliov on Profil. 

Andreas Staier treats that speeding-up twiddle on the seventh very freely, letting his hands get out of sync in the way Mozart recommended, and adding some rather Baroquey ornaments.






10”


10’40+17’30=28’10

MUSIC 16

DeutscheHarmoniaMundi

BMG 82876 67376 2

Staier

CD1 T7

In: 1’44

Out: 2’27






45”


10’40+18’15=28’55

But more of an Andante robusto than Haydn’s prescribed Adagio.

Here’s Malcolm Bilson wielding his lifetime’s experience of the piece, putting in a tiny wistful cadenza to bring the tune back. Listen out for Haydn turning that unexpected C# into a martial tan-tan-ta-ra.






15”


10’55+18’15=29’10

MUSIC 17

Claves CD502501

Malcolm Bilson

T2

In: 2’27

Out: 3’36






1’10


10’55+19’25=30’20

A very sharp C sharp, and emphasized by that tannnn-tatatan tan taa. Bilson is the only player to use a system of tuning that explains why that note is harmonised by just a single bass note, rather than a full chord.

Keyboard instruments have to make compromises in their tuning, basically because the same bit of ebony has to do duty for both G sharp and A flat – which are NOT necessarily the same note – ask any violinist. And so we have to find a system of evening out discrepancies, that we call a Temperament. The one we use at present, Equal Temperament, just smoodges everything out evenly in a nice democratic way – interestingly enough, it didn’t come into general use until after 1848 – and it means that all tonalities are equally out of tune. But we use some tonalities more than others – we might like to favour C major and not worry so much about D sharp minor.

This is an area of study that’s advancing as I speak. Elizabeth Norman Mackay’s book ‘Schubert and the Dark Keys’ will be out in time to make a good Christmas present.

And these questions were very much part of London intellectual life in the 1790s. Thomas Young, a precocious linguist, translator of the Rosetta Stone, and copious contributor to mathematical theory – Young’s Modulus is still what stops bridges blowing over – devised the ultimate Temperament that made all keys possible, but all keys different – building on the work of other Enlightenment theorists like Valotti. Now, Haydn was interested in science – they say it was a peep through William Herschel’s telescope that gave him the idea for ‘The heavens are telling’. And it can’t be just a coincidence that Haydn’s London piano music becomes ever bolder in its modulation.

The Finale of the present Sonata is a case in point. That good ol’ white-note key of C major keeps threatening to disappear into a forest of sharps. But Haydn’s only teasing.






1’55


12’50+19’25=32’15

MUSIC 18

DG4748202

LangLang

T5

In: start

Out: 32” (prompt)






32”


12’50+20=32’50

Lang Lang. I think he falls into the trap of wanting to explain Haydn’s jokes, rather than just telling them. One of the jokes is that the opening seems as if it’s going to be a self-contained short phrase – sing – rather like the Capriccio he’d written in the same key a few years before – sing. But then Haydn tacks on a completely different phrase, almost literally wrong-footing us – sing. But if you spell it out, it’s not funny.

This is where Dejan Lazic’s excellent performance falls down for me. You’ll hear him relax the end of the third bar, which is almost the equivalent of saying Bo-Boom! Speed doesn’t make up for it.






45”


13’35+20=33’35

MUSIC 19

Channel Classics CCS SA 19703

Dejan Lazic

T3

In: start

Out: fade at 20”






20”


13’35+20’20=33’55

Jeno Jando comes into his own in this Finale.

MUSIC 20




10”


13’45+20’20=34’05

NAXOS 8.550657

Jeno Jando (Budapest 1992)

T6

In: start

Out: 1’11 (prompt)






1’11


13’45+21’30=35’15

Jeno Jando on Naxos. This is his best movement though – I’m rather amused at myself reading my notes on his performance – ON-THE-NOTE TRILL, I’ve typed in shocked block capitals. Tch tch!

It’s Walter Olbertz’s best movement too. He’s got a complete set of Haydn Sonatas reissued on the Edel label – East German radio recordings from back in the 60s.






20”


14’05+21’30=35’35

MUSIC 21

EDEL 0002182CCC

Walter Olbertz

CD9 T5

In: start

Fade to 49”






1’32


14’05+23’05=37’10

Walter Olbertz. He’s often a bit literal, but that suits the humour there.

Let’s review who we’ve been listening to. Some good, sound performances that nonetheless don’t quite emerge from the pack – Koroliov, Ranki, Jando, for instance, and Brautigam on an early piano. Two really good performances slightly marred – Lazic spelling out his jokes, Staier with his too-brisk slow movement. Some great virtuosos slightly missing the point – Hamelin, Lang Lang, Pletnev – and I haven’t played you Richter, because you wouldn’t expect him to play Haydn very convincingly, and he doesn’t, so why play him at less than his scorching best?






35”


14’40+23’05=37’45

There is one player who’s determined to stand out from the pack, cost what it may. I’m about to become controversial, and I know there’s nothing I can say that will change the minds of very many people about – Glenn Gould. Yes, it was he to whom I referred earlier, about not doing either of the repeats in the first movement. In the Finale he has to, because Haydn wrote them out. And of course, Gould could claim that had Haydn really wanted the repeats in the first movement, he could have written them out too, however long it might have taken him.

Let’s hear a bit of Gould’s performance. It will please many, and those who don’t like it will at least have the chance to hear some of these lovely ideas again 

[– at least, the ones that make it past Gould’s ego.]

The target market is clearly defined. Sony BMG have created the Glenn Gould Jubilee Edition, in, quote, ‘their original LP design’. Which means that the CD is mainly solid black, with a tiny round label in the middle.

“Now, how can I be different? I could play with an exaggerated staccato and no rubato at all. And I could sing along. But lots of people do that. I know. I’ll play the arpeggios right-hand first! No-one’s ever done that before.”






1’05


15’45+23’05=38’50

MUSIC 22

SonyBMG

886971

Glenn Gould

CD2 T1

In: start

Fade: 1’11






1’11


15’45+24’15=40

[If he’s going to play those thirds like that, it’s a pity he hasn’t got Hamelin’s fingers.]

The fact that there’s method in Gould’s madness makes him no less maddening. That inverted arpeggio idea comes from a particular way of interpreting Haydn’s notation at the beginning of the slow movement. Instead of an ordinary arpeggio across both hands, he puts his wavy line in front of the bass chord only, and writes out the right hand arpeggio as little grace notes. Perhaps he really did mean us to play the right hand first, to draw attention to how important, chords and modulation are to be in this movement. But did he mean the left hand to be quite so noticeably late? Oh, and never mind about those legato slurs – everyone does them.






35”


16’10+24’15=40’35

MUSIC 23

SonyBMG

886971

Glenn Gould

CD2 T2

In: start

Fade at 38”






38”


16’10+24’55=41’05

Brendel is interesting in himself, so he doesn’t need to strive for effect. 






5”


16’15+24’55=41’10

MUSIC 24

Alfred Brendel 1982

CD3 T7

In: 48”

Out: 1’25 (prompt)






40”


16’15+25’35=41’50

Brendel, singing along.

Andreas Staier’s Finale reveals that his Walter hasn’t got enough notes at the top. Very authentic, of course – lots of 18th century music-lovers would have gazed longingly at notes their piano could never play: but perhaps a shame to record the frustration.

So I’m left with Andras Schiff on a new piano, and Malcolm Bilson on an old one, complete with interesting tuning. No Budget recommendation, I’m afraid. If you particularly dislike one type of piano, there’s your answer already, but let’s carry on right to the end.






25”


16’40+25’35=42’15

MUSIC 25

TELDEC 0630171412

Andras Schiff

CD2 T7

In:start

Out: 1’23 (prompt)






1’23


16’40+27=43’40

Andras Schiff making his octave grace notes sound like laughter. A good mid-price double CD collection from Teldec, all your favourite Haydn piano pieces except the F minor variations.

But my final choice is for Malcolm Bilson. His ornaments alone are worth the Full Price. They pick up Haydn’s ideas and run with them in the manner of his own time, and in perfect stylistic congruity – the very opposite of inventing an effect. And he saves his best surprise till the end.







25”

17’05+27=44’05

MUSIC 26

Claves CD502501

Malcolm Bilson

T3

In: Start

Out: end





2’27



17’05+29’30=46’30

