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Preface

Concerto for Trumpet and Orchestra in E> major

Composed: 1796 in Vienna

First performance: see text

Original publisher: Afa-Verlag, Berlin 1931, the work was not published
during Haydn’s lifetime

Instrumentation: 2 Flutes, 2 Oboes, 2 Bassoons — 2 Horns, 2 Trumpets —
Timpani — Trumpet solo — Strings

Duration: ca. 15 minutes

Haydn’s Trumpet Concerto must have caused some considerable astonishment at its premiere;
the solo instrument confronted the audience with an entirely new soundscape never pre-
viously imagined. Such a phenomenon was due partly to Haydn’s composition, but also to
an innovation in instrumental construction. In the 1790s the Viennese trumpeter Anton
Weidinger — after more than 20 years’ experiment — introduced a trumpet that because of
its technology as a keyed instrument afforded completely new ways of playing. Previously it
had only been possible to perform the natural tone series on the trumpet; now, thanks to
Weidinger’s technological improvements the complete chromatic scale was available to the
player. The new E flat trumpet did, however, have one deficiency: the dullness of the sound
quality. This drawback would only be remedied with the introduction of the valve trumpet in
1813. But with this further innovation, the significance of Weidinger’s achievement would
also be eclipsed.

Haydn, in his Trumpet Concerto, did, however, erect a lasting musical monument to Wei-
dinger’s achievements. Haydn had returned in 1796 from his extraordinarily successful
second trip to England only a few months before Weidinger approached him with his new
instrument and the request for a first composition to exploit its musical potential. The new
technology and the compositional challenges associated with it seem to have awakened
Haydn’s interest. Thus he started work to create a solo concerto that would exploit to the full
the musical possibilities of the keyed trumpet: cantabile elements could now determine its
musical course instead of the three-note calls especially familiar in the trumpet repertory until
then. In his concerto Haydn now naturally incorporates previously impossible parts of the
scale in the low register of the instrument, and there seem to be no limits to the instrument’s
flexibility in chromatic passages.

The new technical achievements are apparent at the beginning of the Allegro. Following the
orchestral introduction the solo trumpet (b37ff) introduces a diatonic scale passage placed
very low in its register, the realization of which would previously have been unrealistic. The
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first movement of the concerto - in sonata form ~ progresses monothematically, at first with
typical trumpet fanfare motifs, but followed by a contrasting cantabile passage. The devel-
opment — in C minor — impresses not least because of its fast semiquaver runs culminating
in a high D flat (b110) followed almost immediately by a descent to the lowest note of the
movement B flat (b117), such an extreme of register being hitherto unplayable. The extend-
ed leaps in the reprise outline the available tonal space before renewed semiquaver figuration
exploits the new-found technical ease afforded by the instrument. The descending chromatic
course leads to the cadenza and the brief closing coda.

The second movement begins with a cantabile melody whose opening is reminiscent of the
Emperor’s Hymn composed only a few months before. The Andante is shaped as a three-part
lied form, the middle section of which would have impressed its first audience especially
because of its modulation to C flat major; until this time, such a key would have been com-
pletely out of range for brass players.

In the final movement Haydn effectively displays the assets of the new instrument in a
favourable light, not least thanks to the successively brilliant runs each surpassing the other.
However, a recollection of the original signaling function of the trumpet is not overlooked
with the fanfare-like sounds of the Allegro allowing those origins to be recognized within the
rondo-structure.

Despite its maturity the work belatedly received its premiere four years after its composition,
on 28 March 1800 as part of a benefit concert by the trumpeter Weidinger. Even after its
premiere the work failed to establish itself in the concerto repertory. More than a century had
to pass before the work met with a sustained success and could finally join the most popular
of Haydn’s works.

Sandra Borzikowski
Translation: Margit McCorkle



Preface

Concerto for Cello and Orchestra in D major

Composed: 1783 in Esterhaza

First performance: unknown

Original publisher: André, Offenbach, 1806
Instrumentation: 2 Oboes - 2 Horns — Cello solo - Strings
Duration: ca. 24 minutes

‘Is Haydn’s cello concerto authentic?’! This question preoccupied musicology into the 1950s.
Yet doubts concerning authenticity were evinced not only for the Cello Concerto in D major.
Originally Haydn was supposed to have composed nine cello concertos altogether. In the end
only two of these works could withstand an authenticity test. The two works composed ca. 20
years apart are probably music for the court at Esterhiza. In Prince Nicholas I Haydn had
found an employer who — in the context of his lavish holding of court — not only promoted
the music at court, but was himself also a passionate baryton player. The innumerable baryton
trios commissioned by the prince, together with Haydn’s baryton concertos, some of them
now lost, are witness to this passion.

Haydn presumably wrote his first verifiable cello concerto, in C major, between 1762 and
1765, though its existence remained doubtful until 1961, for up to then merely a theme incip-
it in Haydn’s autograph ‘Sketch’ catalogue supplied a clue to this composition. Only with the
discovery of the parts in that year could the doubts be put to rest. Similarly problematical was
the source situation regarding the Cello Concerto in D major originating in 1783. For a long
time only the first edition from Johann André was available; following it were editions
coloured by Romantic influences that sometimes distorted the composer’s intention consider-
ably. With the discovery of the autograph score in 1953 this concerto could finally be verified
as an authentic Haydn composition. Besides Haydn, Anton Kraft was also considered up
to this time a potential author of the Cello Concerto in D major. He had been employed
from 1778 as the first cellist in the orchestra of Prince Eszterhdzy. Later responsibilities in the
service of Count Lobkowitz took him to Vienna where he was regarded as unsurpassed on his
instrument. Even if in the meantime his authorship has been conclusively ruled out, it may
be taken from this that at least some of Kraft’s virtuosity is reflected in Haydn’s composition.
The extraordinarily high technical demands presuppose at least a master on the instrument.
Double stops, playing in octaves and a thorough exploitation of the higher registers are
characteristic of Haydn’s solo concerto, just as are the lyrical elements marking virtually the
entire composition.

! Volkmann, Hans: ‘Ist Haydns Cellokonzert echt?’, in: Die Musik XXIV (1932), 427-430.
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In the first movement the cantabile dominates in such a way that it even intervenes to a cer-
tain extent in the formal structure. The borders between the two themes normally structured
in opposition appear in the Allegro moderato to be — if not abolished — then at least blurred,
though. Despite the independent melodic materials, the similarities are evident as regards the
layout of solo instrument and orchestra. After the orchestra first introduces the two themes
(bb. 1-6), the first theme is now heard in the solo cello (b. 29). This, however, does not come
unrestrictedly to the fore as the leading part. Here, the melody is also taken up again by the
first violins played, however, a third lower. The violin likewise supports the soloist at the
entry of the second theme (b. 50), this time, though, a sixth above the cello. In these passages
at least the movement is more governed by the principle of integration than by soloistic
prominence. Nonetheless, with extended virtuosic runs the soloist is given ever more space to
stand out from the rather reduced orchestra sound.

The second and third movements of the concerto show analogous structures. The Adagio
together with the closing Allegro with their rondo form encourage an interplay between con-
certante passages and those standing in a more equalized relationship of orchestra and soloist.
Cello and first violin together introduce the rondo theme each time: the episodes, on the
other hand, are entirely determined by the playing of the solo instrument. The contrast
becomes especially evident and significant, however, in the lively final movement. In addition,
this movement captivates by an effective middle section evading the minor, at whose end the
soloist can once more give evidence of his competence with the most demanding octave pas-
sages.

Sandra Borzikowski
Translation: Margit McCorkle
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