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Joseph Haydn 1752-1s09
Piano Sonata in E-flat major Hob. XVI: 49

Es-Dur - en mi bémol majeur

I. Allegro 427

Il Adagio e cantabile 8:45

[IL. Finale. Tempo di Minuet 4:43

Wolfgang Amadeus Mozart 17561701

Piano Sonata No. 10 in C majorK 330 (300h)

C-Dur - en uf majeur

I. Allegro moderato 5:17

Il Andante cantabile 6:57

(6] IIL. Allegretto 355

Fantasia (Prelude) and Fugue for Piano

in C majorK 394 (383a)

C-Dur - en ut majeur

I. Adagio - Andante - Piut adagio - Tempo I 6:15

Il Fuga. Andante maestoso 3:02
Total Time 43:34
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The Haydn Sonata in E-flat major, “No. 3,” which Mr. Gould plays for us here,
is the work bearing the Collected Editions number 49 but, according to
Grove’s Dictionary, is also labeled Opus 66 in some editions. The brief
description above should amply indicate the miserable condition in which the
catalog of Haydn’s works has existed until the recent publication of Anthony
von Hoboken’s thematic index of instrumental music which bears the lovely
title Joseph Haydn - Thematisch-bibliographisches Werkverzeichnis, pub-
lished by Schott.

The sonata was composed in the years 1789-90, was published in 1791,
and is said to have been written for Marianne von Genzinger. Marianne was
the wife of Peter L. von Genzinger, a successful physician, Prince Esterhazy’s
doctor for many years. She was an excellent pianist and vocalist and enter-
tained many of the musical elite of Vienna with Sunday musicales at her
home. Haydn visited the Genzinger home frequently and formed an attach-
ment to the family as a whole, though the star in this constellation was no
doubt always Marianne. She took a special interest in his compositions, sub-
mitted her own transcriptions and arrangements to him for approval, pre-
pared his favorite meals when he came to call and, when he was at Esterhdza,
carried on a lengthy correspondence with him.

Karl Geiringer submits that “among the personal documents that have
come down to us from Haydn, there is probably nothing more important than
his letters to Marianne. The master ordinarily found it difficult to get away
from the florid and stilted style of his time. When he wrote to Marianne, how-
ever, the words seemed to come from his very heart and they convey to the
reader the impression that he is actually hearing Haydn talk to his dear

friend” The letter from Haydn to Marianne of February 9, 1790, shows that
Haydn, however lucky he considered himself in his long-standing niche
with the Prince, was ready for a change, restless to be off and getting on
with larger musical adventures. He does not say so in so many words, but
complains of the poor food, says he has lost weight; his piano is “perverse
and disobedient, and irritated rather than soothed me” “I found everything
at home in confusion,” he adds; “for three days I did not know whether I
was Capellmeister or ‘Cappel-servant”

H. E. Jacob feels that Marianne was in fact “the person who drew the
aging Master Haydn to Vienna - whether or not he admitted this to him-
self” At any rate, and whatever the exact nature of their relationship, the
magnetic effect of her person served to arouse in Haydn a desire to extend
himself. He contrived to have a piano placed in her home, in reality a gift
from him but disguised in the manner of delivery. And when he sat down
to write a piano sonata for her it was with a fresh impetus and special
earnestness. Biographers Jacob and Geiringer both attributed the special
quality of this sonata to his relationship with Marianne, and it is doubtless
one of the finest, if not indeed, as Hermann Abert believed, the finest of
Haydn’s piano sonatas.

The first movement, Allegro, 3/4, is rich in thematic ideas and exhibits
an increased independence in the subsidiary subjects and in the coda. The
second movement, Adagio cantabile, 3/4, Haydn considered the climax of
the work and wrote to Madame Genzinger that “it has a deep significance
which I will analyze for you when opportunity offers”” The finale, Termpo di
menuetto, 3/4, is gay and energetic with a suitably masculine vigor.



The relationship between Haydn and Marianne remained an elevated
one. In September of 1790 Prince Nicholas died and Prince Anton, who suc-
ceeded him, released Haydn with a pension. A year later he was off to London
and the great adventure of his final period. Probably there never was the per-
sonal denouement Haydn had seemingly envisioned when he wrote
Marianne, while still in Esterhdzy livery, “This time also will pass away and
the day return when I shall again have the inexpressible pleasure of being
seated beside you at the pianoforte, hearing Mozart’s masterpieces, and kiss-
ing your hands from gratitude for so much pleasure”

Mozart’s Sonata in C major, K 330, was composed in Paris in the summer
of 1778. It was during this summer that Mozart's mother, who was traveling
with him, died. Most of the sonatas Mozart wrote after this time reveal a cer-
tain darkness, a constriction of emotions which no doubt stems from this
event.

Then, “as if to regain an innner freedom,” Alfred Einstein writes, “Mozart
wrote not only the charming variations on a children’s tune, mentioned above
(Ah, vous diraisje, Maman, K 265), but also the C major Sonata, K 330. There
is even a thematic connection between the theme of the variations and a par-
ticle of the second theme of the sonata. The sonata appears ‘lighter’ than the
preceding one, but it is just as much a masterpiece, in which every note
‘belongs’ - one of the most lovable works Mozart ever wrote. In it the shad-
ows of the Andante cantabile give place to an unclouded purity; a particular-
ly delightful feature is the way the second part of the Finale begins with a
simple little song”

The sonata is regular in form. Ernest Hutcheson describes it as “perfect
alike in construction, content, and symmetrical alternation of mood”

The first movement is an Allegro moderato, 2/4, the second Andante
cantabile, 3/4, the third Allegretto, 2/4.

After his mother died, Mozart was taken into protection by an old friend,
Baron von Grimm, a worldly German settled in Paris and an influential man
at court. He introduced Mozart to the various first families from which he was
able to pick up a piano student here and there. But Grimm soon despaired
of ever seeing Mozart established in Paris as a piano teacher. “He is too sin-
cere,” he wrote Mozart’s father ; “too little concerned with thesjneans by
which one may become successful. Here, to make your way, you must be
shrewd, enterprising, bold. I should prefer, from the point of view of making
his fortune, that he had half his talent and twice as much tact; then I should
not be troubled about him.” As for composition, the Paris musical world was
too absorbed in opera, particularly Gluck and Piccinni. “It is thus very difficult
for your son to succeed in the midst of this rivalry,” Grimm continues and
adds, with a note of German condescension; “You see, mon cher maitre, that
in a country where so many mediocre and inferior musicians have made for-
tunes I much fear that your son will not come off very well”

Almost the only cheerful note struck in Mozarts Paris period of 1778 was
a visit from London by Johann Christian Bach, the youngest son of J. S. Bach
and an old friend of a sort that would never have wished to see Mozart
become a Paris piano pedagogue.

The Fantasia and Fugue, K 394, is connected with the Bach family in a
much more meaningful way “I go every Sunday at twelve o’clock,” Mozart



wrote his father from Vienna, April 10, 1782, “to Baron van Swieten, where
nothing is played but Handel and Bach. I am collecting at the moment the
fugues of Bach - not only of Sebastian, but also of Emanuel and
Friedemann...”

Baron van Swieten, son of the Emperor’s personal physician and from
1777 Director of the Court Library, was a kind of dilettante, a professional
patron of musicians, particularly of composers. He held private concerts in
his house, organized a quartet and set up a remarkable personal library
including manuscript copies of The Well-Tempered Clavier, the organ trios,
certain organ preludes and fugues as well as printed copies of The Art of
the Fugue.

Van Swieten induced Mozart to make a thorough study of J. S. Bach.
Einstein writes: “For Mozart the encounter with these compositions resulted
in a revolution and a crisis in his creative activity” He made arrangements
for string trio of three fugues from The Well-Tempered Clavier and other
works by both J. S. and Wilhelm Friedemann Bach Einstein continues: “And
then began for Mozart ... a period of fugue-composition, the grandest
traces of which appear is the C minor Mass”

By the end of April Mozart had composed and sent to his sister the pres-
ent Fantasia which he calls a prelude in his letter accompanying it. “I send
you herewith a prelude and a three-part fugue. The reason why I did not
reply to your letter at once was that on account of the wearisome labour of
writing these small notes, I could not finish the composition sooner. And,
even so, it is awkardly done, for the prelude ought to come first and the

fugue to follow. But I composed the fugue first and wrote it down while
I was thinking out the prelude”

The Fantasia begins with a short Adagio, eight bars in all, followed by an
improvisational Andante of considerable length, ending on the dominant.
Ernest Hutcheson describes the finale as “a splendid fugue adorned with
strettos, augmentations, and abbreviated diminutions. Though the influence
of Bach is apparent, there is nothing imitative of his manner”
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