FOREWORD

The keybord music in Joseph Haydn’s
(1732—-1809) heritage is not so important in
comparison with his symphonies and quar-
tets. However, the composer’s contribution
to enrichment of the piano repertoire can
hardly be overestimated. The Haydn’s fa-
vorite keybord genre was sonata, to which
the composer addressed to for almost for-
ty years. Obviously, this genre fully met
Haydn’s aesthetic aspirations and his needs
as a composer: he wrote more than fifty
beautiful examples of a classicist sonata.
Alekseev notes: «Haydn’s sonatas fully
reflect the world of his inner images. Like
Haydn’s symphonies and quartets, his pia-
no compositions attract with their spiritual
integrity, optimism, and an inexhaustible
sense of humor»1.

But the Haydn’s keybord music is pre-
sented not with sonatas only. Among the
most interesting examples in the compos-
er’s legacy are numerous pieces, themes
with variations, German dances, etc. Most
of Haydn’s instrumental pieces refer to the
genres of everyday entertainment music.
Undoubtedly, they do not play such an im-
portant role in his work as sonatas, concer-
tos and variations cycles. Nevertheless, the
keybord compositions were for the compos-
er the sphere of perfecting the basic prin-
ciples of his work.

To this day, researchers are wondering
what compositions Haydn wrote especially
for piano, an instrument that gradually re-
placed its predecessors in performing prac-
tice. On this issue, the musicians’ opinions
differ. Zimin, the author of the study «The
History of Piano and Its Predecessors»,

1 Alekseev A. D. The History of
piano art. In three volumes. Vol. 1 and 2.
St. Petersburg: Lan, Planet of Music, 2020,
416 p. — P. 98.

INPEJUCJIOBUE

KnaBupHas Mysblka B Hacieguu Mo-
sepa Taigma (1732-1809) 3amumaeTr He
TaKkoe BasKHOe MEeCTO II0 CPABHEHUIO C CHUM-
bouumsamMu um KBapreramu. OmHaAKO BKJIAJT
KOMIIOBUTOPA B pas3BUTHE (POPTEIHaHHOTO
pemepryapa TPYAHO IepeoleHuTh. Jliobu-
MBIM KJIABHUPHBIM :KaHpoMm laiigHa Oblia
coHaTa, K KOTOPOII KOMIIOBUTOP o0paIaics
Ha MIPOTSAMKEHNU IIOUTU copoKa jet. OueBuI-
HO, 9TOT JKaHp MOJHOCTHIO OTBEUAJ SCTETH-
YeCKUM YCTPEeMJICHUSIM ¥ KOMIO3UTOPCKUM
norpebHocTAM TlalimHa: oH cosman Oojee
MATUAECATH IMIPEeKPacHBIX 00pPasIloB KJac-
CUIIUCTCKOII COHATBI. AJIeKCceeB OTMEYaerT:
«B conarax TIaiifHa IIOJIHO OTPA3UJICA MUP
00pas3oB, IpuCymuid KoMimoduTopy. Ilomo6-
HO cuM(MOHMAM UM KBapreram laiigHa, ero
(oprenuaHHbIe COUMHEHUSA MOAKYIIAIOT V-
IIeBHOM IIeJbHOCTHIO, ONTUMH3MOM, HEWC-
CAKAeMBIM YYBCTBOM IoMoOpa» !,

Ho He TOBKO coHaTaMu IIpeAcTaBJeHa
KJaBupHas MysbIKa ['aiinna. B uncie uaTe-
pecHeHIInxX o0pPasIloB B HACJETUU KOMIIO-
3UTOpPa — MHOTOYUCJIEHHBI€ IIbECHI, TEMBI
C BapualuAMU, HeMeIlKVe TaHIIBI W T. I.
BoabIIMHCTBO MHCTPYMEHTAJNBHBIX IIHEC
Tafimma orchlaaloT K sKaHpaMm OBITOBOM pas-
BJIeKATEeJIbHOU My3biKu. HecoMHEHHO, OHU
UTPAIOT He TAKYyIO BayKHYIO POJIb B €r0 TBOP-
yecTBe, KaK COHAThI, KOHIIEPTHI U Bapualiu-
OHHBIE ITUKJBI. TeM He MeHee, KJIABUPHbIE
COUMHEHUS OBLIM TeM ILIalJapMoOM, Te
KOMIIO3UTOP OTTAYMBAJ OCHOBHBIE ITPUHITU-
IIBI CBOETO TBOPUYECTBA.

Ilo ceilt menp mcciemoBaTeJan 3a4alOTCS
BOIIPOCOM, KaKme coumHeHuA ['aiigH mucan
WUMEeHHO IJs (opTenmaHo — HMHCTPYMEH-
Ta, KOTOPBIA IIOCTEIIEHHO «BBIXKUBAJI» U3
WCIIOJHUTEJIbCKON MPAKTHUKN CBOUX IIpe-
IIIeCTBEHHUKOB. IIo 9TOMYy IIOBOAY MHEHMS
MY3LIKAHTOB PacxogsaTcsa. ABTOp HMcCIemno-

1 AunexceeB A. [I. Ucrtopus ¢opremnu-
aHHOTO MCKYyccTBa. B Tpex uactax. Hactu 1
u 2. CIIo.: Jlaub, Ilmamera myseiku, 2020,
416 c. — C. 98.



writes that Haydn «devoted a relatively
small part of his works to piano»2. L.I. Roiz-
man notes that «only a very few early works
were intended by J. Haydn for clavichord
or harpsichord; the most of sonatas, varia-
tions, etc., were created by J. Haydn for
hammer piano, which after 1760 began to
displace more and more actively all other
types of keyboard and plucked instruments
from musical practice...». The researcher
adds: «In most cases, this is the real piano
music, conceived by the composer with a
view to piano sound effects unattainable on
other keyboard and plucked instruments»3.
It is not known for certain, except for some
cases, for which particular instrument
Haydn intended his sonatas, for almost all
lifetime editions were published with the
note «For harpsichord or piano» on the title

page.

Musicologists also disagree as to when
the composer turned himself from harp-
sichord to piano. In a number of studies,
1790 is designated as a milestone, after
which Haydn is supposed to have complete-
ly stopped turning to the harpsichord and
preferred the piano to it. In this case, it be-
comes important to establish the chronolo-
gy of Haydn’s keybord compositions. Wan-
da Landowska, a big fan and popularizer of
the Viennese master’s keybord work, when
choosing the instrument on which to play
this or that keybord piece by Haydn, first
of all proceeded «not just from the known
dates of their appearance, but rather from
the nature and specifics of their keybord
writing»*. The analysis of a music text and

2  Zimin P. N. The History of piano
and its predecessors. Moscow: Music, 1968,
27 p.-P.106.

3 Roizman L.I. J. Haydn’s Piano
Work // J. Haydn. Selected Sonatas. Issue
I. M .: Music, 1960, 127 p. - P. 5.

4 Landowska W. Haydn - the fire
himself; he knew how to awaken passion

Banua «Mcropusa QoprenuaHo M ero Ipen-
IIIECTBEHHNKOB» SMMUH muiier, uro I'aiigu
«IIOCBATUI  (OPTEIMaHO CPABHUTEJIBHO
HEeOOJIBIIIYI0 YacTh CBOMX COUMHEHH’I»2.
JI. 1. PoiisaMaH oTMeYaeT, UTO «JIUIIb OUYeHb
HeMHOTHe paHHUe COUNHeHn mpeaHasHayia-
aucs Y. TaiifHOM A1 KJIaBUKODP/IA MU KJIa-
BeCHUHA; ITOJABJIA0INEee 2Ke OOJIBIITUHCTBO CO-
HAT, Bapuamui 1 T. 1. CO3IaHO W. TaiigaoMm
IS MOJIOTOYKOBOTO (POPTEIMIMAHO, KOTOPOE
mocJiie 1760 roga mauajo Bce 0ojiee aKTUBHO
BBITECHSATH 13 MY3bIKAJIbHOM IPAKTUKU BCE
OCTAJIbHBIE BUJbI KJIABUIITHO-IIUIKOBLIX H-
CTPYMEHTOB...». McciegoBaTens 1o00aBasAeT:
«B OOJBIIIMHCTBE CJIy4YaeB 5TO HACTOAIIAA
dopTrenuanHasg My3bIKa, 3aAyMaHHAsd KOM-
IIO3UTOPOM B pacueTe Ha 3BYKOBBIe d(d(ek-
TBI (DOPTENNAHO, HeJOCTUKUMbIE Ha IPYTUX
KJIABUIIMHO-IIUIKOBBEIX  MHCTPYMEHTaX»S.
JomoAINHHO HeN3BECTHO, 3a UCKJIIOUeHUEeM
OTHEeJbHEIX CJIyYaeB, HA KaKOM KOHKPETHO
uHCcTpyMeHTe I'aliiH npeaIrosarajl NCIIoJIHe-
HUe CBOUX COHAT — IIOUTHU BCE MPUKU3HEH-
Hble M3IaHuA NYOJIMKOBAJUCH C IIOMETKOI
«Jlya KiaaBecuHa UaU nuaHodoOpTe» HA THU-
TYJIBHOM JIACTE.

My3bsIKOBeABI TAKKE HE CXOAATCA BO MHe-
HUYW OTHOCUTEJBHO TOT0, KOIJa KOMIIO3U-
TOP IIepelres OT KJaBecuHa K (opTemmaHo.
B psape ucciemoBanuit pyb6exHBIM 00603HA-
vyeH 1790 rox, mocye kotoporo I'aiimu AKO-
OBI BOBCe IepecTaJ o0paliaTbca K KIaBecu-
HY U Opeamnoves emy Goprenuamno. B rakom
ciayJyae BayKHBIM CTAHOBUTCS YCTAHOBJEHIE
XPOHOJIOTUY TaIHOBCKUX KJIABUPHBLIX CO-
ynHeHni. BoJblllad NOKJOHHUIIA W IIOIY-
JSPU3aTOP KJIaBUPHOTO TBOPUECTBA BEHCKO-
ro macrepa Bamma JlammoBcka mpu BbIOOpe
MHCTPYMEHTa, Ha KOTOPOM KCIOJIHAETCA TO
WU WHOe KJaBUPHOe IIpomsBeneHue I'aiig-
HAa, B IIEPBYIO OUepeb UCXOAUIIA «He IPOCTO
13 U3BECTHLIX AT UX COUMHEHHUA, a cKopee
13 XapaKTepa U CIenu(@UKN UX KJIaBUPHOTO

2  3uwmnu II. H. Ucropusa ¢opremnua-
HO U ero IIpealnecTBeHHUKOB. M.: Mys3nIKa,
1968, 27 c. — C. 106.

3 Poiizman JI. 1. @opTenmaHHOE TBOP-
vyectBo W. Taiigna//V. Taiinn. Mz6panHble
comatel. Beim. I. M.: Myssika, 1960, 127 c.
— C. 5.



the specifics of the remarks contained in it
have not the last place in the question of
choosing an instrument. Designations such
as «crescendo», «diminuendo» directly re-
fer to a later relative of the harpsichord,
since only on it such subtle nuances are pos-
sible.

In general, Haydn’s legacy (apart from
his quartets and symphonies) did not take
a worthy place in the studies of foreign and
domestic researchers. In a conversation
with P. Casals, which has the demonstra-
tive title «Many do not understand Haydn
— the understanding of his depth has just
appeared», the Spanish musician, think-
ing of the Viennese classic’s work, notes:
«Many do not understand Haydn. He has
everything built thoroughly, but his mu-
sic is full of constant charming invention.
His immense heritage is full of innovations
and surprises. Now and then we encoun-
ter unforeseen twists and turns of musi-
cal thought in works by the maestro from
Rohrau. I dare say that he is able to sur-
prise more than Beethoven: with the latter,
sometimes you can foresee what will happen
next, with Haydn never. He slips away, he
has something new ready, and he constantly
presents us with unexpected surprises»?.

Indeed, it is difficult to find a composer
whose music is sparkling, charming and
touching at the same time: «Perhaps, there
wasn’t any composer who had a more har-
monious worldview than the one that Haydn
used to have: innocence and goodwill, sin-
cerity and contentment with the world as it
is, naive faith and cheerfulness, fanned, in
addition, with a robust countryside laugh-
ter, not devoid of guile, of course. Melan-

// How to perform Haydn. Compilation,
foreword by Merkulov. M .: Classic-XXI.
P. 22-26. - P. 25.

5 Casals P. Many do not understand
Haydn - the knowledge of his depth has
just appeared // How to perform Haydn.
Compilation, foreword by Merkulov. M .:
Classic-XXI. P. 20-22. - P. 20.

nucbma»*. He mociemmee mecTo B Bompoce
BBIOOpA MHCTPYMEHTA MMEeT aHaJN3 TeKCTa
¥ crnenuduKa ComepiKalinuxcsa B HeM pema-
pok. Obosuauenusa Tuna «crescendo», «di-
minuendo» HaIpAMYO OTCHLIAIOT K OoJiee
MO3MTHEMY DPOACTBEHHUKY KJaBeCHMHA, TaK
KaK TOJHKO HAa HeM BO3MOJKHA TOHKAA HIO-
aHCUPOBKA.

B menom wnacmenme Tatimpa (momMmmo
ero KBapTeToB U cuMQPOHUIT) He 3aHAJO J0-
CTOMHOTO MecTa B TPyJdaX 3apyOesKHBIX U
OTEeUeCTBEHHLIX HCCJIemzoBaTesieli. B Oecene
c II. Kazaibcom, nMeroIeil moxkasaTeJabHOe
HazBaHue «Muorue He moHmMaroT l'alimgHa
— MO3HaHNe ero rJIyOMHBI TOJbKO HauMHA-
eTCs», MCIAHCKHUI MY3LIKAHT, OCMBICJISS
TBOPUYECTBO BEHCKOT'O KJIACCHKA, OTMEUYAaeT:
«MHBorue He nouumatot I'afifHa. ¥ Hero Bce
IIOCTPOEHO OCHOBATEJIbHO, HO €ro MY3bIKa
IPEeUCHoJIHeHa IIOCTOSIHHON oOYapoBaTeb-
HOH BBIZYMKHU. ETro HEOO'BATHOE TBOPUECTBO
M300MJIyeT HOBIIIECTBAMU U HEOKUIaHHO-
ctamu. HempenBuaeHHbIe IIOBOPOTHI MY3bI-
KaJIbHOW MBICJIM TO U JEJI0 BCTPEUYaIoTCa Yy
MascTpo u3 Popay. Ocmesniocs ckas3aTh, UTO
OH cHoco0eH yIMBUTL 00Jibllle, ueM Berxo-
BeH: y IIOCJIeJHeT0 WHOM pa3 MOXKHO IIpen-
BUETh, UTO OyAeT gaJblie, y laiiguma — HuU-
Korzga. OH yCKOJIB3aeT, y Hero HaroToBe yoKe
YTO-TO HOBOE, U OH IIOCTOSAHHO IPEHIOJHOCUT
HaM HEOXKUJaHHBIE CIOPIIPU3BI» S,

JleficTBUTEIBHO, TPYAHO HAUTU KOM-
IO3UTOPA, MY3bIKa KOTOPOTO MCKPOMETHA,
00BOpPOKMTEIbHA U TpOraTejibHA OJHOBpPE-
meHHO: «Ilokamyii, 0ojee TapMOHUYHOTO
MUPOBO33PEHUA He 3HaAJ HU OAUH KOMIO-
3UTOP: MPOCTOAyIlIMe W OJaromyiive, Yu-
cTocepleure 1 MTOBOJBCTBO MUPOM TaKUM,
KaK OH eCThb, HaBHAas Bepa U KU3HePaag0CT-
HOCTh, OBesTHHAs BA0OABOK 3JOPOBBIM Jlepe-

4  JlampoBcka B. I'aiifm — cam OroHb;
OH 3HaJI, KaK Ipo0yauTh crpacts//Kak uc-
moaHATh [atigaa. CocTaBiieHne, BCT. CTAThs
Mepxyaosa. M.: Kinaccuxa-XXI. c. 22-26.
— C. 25.

5 Kasaabc II. MHOoTrre He MOHUMAIOT
Talimma — mosHaHWe ero raIyOMHBI TOJIBKO
naunHaetca//Kak mcnomuars laiigaa. Co-
craBjieHne, BCT. cTaTbda MepkxyJaoBa. M.:
Knaccuxa-XXI. c. 20-22. — C. 20.



cholic pages of Haydn’s music are just pass- BeHCKUM cMeXOM, He JUIIIeHHLIM, KOHEUHO,

ing episodes, light clouds in a clear sky»S. JyKascTBa. MeJaHXOJNUYeCKHe CTPAHUIIbI
My3eIKE ['afigHa — JIUIIL IPexXonAIue SIIn-
30/51, JIETKHE 00JIaKa Ha siCHOM Hebe» .

Evgeniya Ilyanova Eeszenusa Unvanosa

6 Cit. by Asafiev B.V. Harmony of 6 ITur. mo AcapneB B. B. I'apmonnu-

Haydn’s worldview // How to perform HocTh MmupoBosspenus Iaiimna//Kax wuc-

Haydn. Compilation, foreword by moamars 'aiigua. CocTaBiaeHue, BCT. CTAThSA

Merkulov. M .: Classic-XXI. P. 18-20. —  MepxkyaoBa. M.: Kinaccuxa-XXI. c. 18-20.
P.19. —c. 19.
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