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Sir Roger Norrington’s Dr Haydn’s London Academy is based on a typical 

programme from the composer’s last years in London.  It is a wonderful chance for 

members to share a unique musical evening with  Royal Northern Sinfonia and guests at  

Sage Gateshead on 18th November, 2021.  Introduced by Sir Roger in his own special 

way, the programme is: 

Symphony No.103 ‘Drumroll’, movements 1 & 2 (17 mins) 

Set of 3 English Canzonettas (15 mins) 

String Quartet Op.76 No.5 (19 mins) 

Symphony No.103 ‘Drumroll’, movements 3 & 4 (10 mins) 

March for the Prince of Wales (5 mins) 

Set of English Canzonettas (14 mins) 

Symphony No.101 ‘The Clock’ (29 mins) 
 

Susan Gritton soprano 

Steven Devine fortepiano 

Royal Northern Sinfonia  

Sir Roger Norrington conductor 

 

Further details from the Box Office – sagegateshead.com/ 0191 443 4661 



                                                                                       

As far as Haydn’s importance to the planners of this year’s BBC Promenade Concerts 

season is concerned, it seems nothing is new. Indeed the 2021 programme follows a 

sadly predictable pathway, in which ‘the more things change, the more they stay the 

same’. 

 

This year, the minimalist choice of Haydn symphonies was clearly influenced by 

familiarity with the name of the Welsh village (Llareggub) where Dylan 

Thomas’s Under Milk Wood was based.  It is fortunate however that because of a 

necessary change of programme Symphony 103 was played on August 2nd with the  

BBC Philharmonic under the direction  of Ben Germon. 

  

 
 

This was an excellent performance - powerful and straightforward. Above all, the 

complete work was played, including the seventeen bars near the Coda of the Finale 

which were missing when the work was first published in Austria-Hungary and are 

absent from nearly every subsequent publication.  This important passage is to be found 

in the Autograph MS however and the reduced version of the coda is only a supplement 

to it.  It is in Salomon’s  hand, not Haydn’s; could it be that Salomon, leader of Haydn’s 

orchestra in London, was uncomfortable with a passage of music that roved into the 

extraordinary key of C flat? 

 

The single Haydn composition vouchsafed to Promenade concert audiences this year is 

String Quartet Op. 64 No. 5 ‘The Lark’, to be played twice on August 16th by the 

Marmen Quartet.  It is interesting that the companion work in these concerts is a string 

quartet by Robert Simpson, composer and important expert on the music of Carl 

Nielsen.   Haydn lovers will find it interesting that he said: “anyone who likes Haydn is 

certain to like Nielsen”.  Robert Simpson certainly respected Haydn; he was a founder 

member of the Haydn Society of Great Britain.  He composed Variations and Finale on 

a Theme of Haydn and showed a sensitive appreciation when in his Fourth Symphony 

he took a motif from Haydn’s Symphony No.76 and incorporated it into the Trio 

section of the Scherzo. He explained that he chose this theme “because of its 

innocence” 



                                                                                       

A BRIEF HISTORY OF HAYDN SYMPHONIES 

  
Over the next few Newsletters we shall include an analysis of Haydn’s Symphonies, 

prepared originally by Tony Cane to introduce the works in a series of broadcasts by 

the Australian Broadcasting Commission where they were presented in recordings 

conducted by Ernst Märzendorfer.  They were from 49 LPs transferred to digital sound 

by recording engineer Claus Byrith.  A review of these transfers to CD is to be found 

in Haydn Society of Great Britain Journal No. 32 dated 2013. In his script Tony Cane 

acknowledges material by Karl Geiringer, author of Haydn—A Creative Life in Music 

(1947/1964).  

  

 

THE SYMPHONIES OF JOSEPH HAYDN (1732-1809)  

   

Haydn symphony chronology:  

Mid-1750s: As music master to the family of Baron Carl Joseph Fürnberg in Vienna, 

Haydn spent summer months at the baron’s country property, Weinzierl, upstream on 

the Danube, near Melk, where he was encouraged to compose for groups of local 

musicians—two violinists and a cellist plus himself on viola.  This was the inspiration 

for his first string quartets.  

  

From at least 1757 (possibly as early as 1756), Haydn was employed, on Fürnberg’s 

recommendation, by Count Ferdinand Maximilian Franz Morzin as music director at 

his country estate at Lukavec near Plzeň (Pilsen) in Bohemia. For Morzin, he 

composed his first symphonies, numbering at least 11, probably as many as 19.  

  

Late 1760 or early 1761:  Forced to economise and disband his orchestra, Morzin 

recommended Haydn to Prince Paul Anton Esterházy of Eisenstadt, south-east of 

Vienna in the Austrian Burgenland, neighbouring Hungary.  

  

1 May 1761: Haydn formally contracted to the Esterházy princes, initially as deputy 

Kapellmeister to Gregor Werner, whom he succeeded in 1766 on the latter’s death.  

Though released from formal court duties after the death of Prince Nicolaus (“the 

Magnificent”) Esterházy in 1790, Haydn effectively continued informally in Esterházy 

service for the rest of his life.  

  

Henceforth, all Haydn’s symphonies up to No 81 (of about 1783-84) were composed 

for the Esterházys.   

  

Thereafter:  

Symphonies 82-87 (Paris symphonies) commissioned by the Concert de la Loge 

Olympique, Paris (1785-86).  The internal chronology of the six Paris symphonies is 

not known, but it could have been the order in which Haydn (unsuccessfully!) asked 

that they be published, viz:  87, 85, 83, 84, 86, 82.    

 



                                                                                       

Symphonies 88 and 89: composed for publication (about 1787), taken to Paris in 

1788 and sold there on Haydn’s behalf by Johann Tost, a former violinist in the 

Esterházy orchestra   

  

Symphonies 90-92: commissioned by Parisian Count Claude François Marie d’Ogny, 

who had been instrumental in commissioning the Paris Symphonies (1788-89)  

  

Symphonies 93-104 (London symphonies) and Sinfonia concertante: commissioned 

by German-born impresario and violinist Johann Peter Salomon (1790-95); first 

performed in the Hanover Square Rooms (nos 93-101, Sinfonia concertante) and 

King’s Theatre, Haymarket (nos 102-104) Chronological order of performance:   

96, 95, 93, Concertante, 98, 94, 97, 99, 101, 100, 102, 103, 104.  

 

 Note on numbering:  

The standard numbering of Haydn’s “104” symphonies is the result of an enormous 

undertaking in 1907 by Eusebius Mandyczewski, archivist of the Society of the 

Friends of Music (Gesellschaft der Musikfreunde) in Vienna, to establish a chronology 

for the first collected edition of the symphonies published by Breitkopf & Härtel.  It 

has long been known that there are errors in Mandyczewski’s chronology, given the 

limited sources available for his research.  Nevertheless, his listing in general was 

considered sufficiently reliable, and enjoyed wide enough public acceptance, to be 

adopted in toto for the more modern bible of Haydn scholarship, the authoritative, 

comprehensive Haydn catalogue compiled by Anthony van Hoboken (Hob.I:1-104).    

  

  

Note on dating:  

The often uncertain dates of the early and middle-period Haydn symphonies are 

indicated according to up-to-date modern scholarship from the annotations of James 

Webster (1993-2000) for the Oiseau-Lyre projected complete recording conducted by 

Christopher Hogwood (Vols 1-10, up to Symphony No 75) and from the worklist (by 

Webster and Georg Feder) in The New Grove 2nd ed. (2001).  

  

Omitted from Mandyczewski’s listing are two symphonies identified subsequently and 

usually known as Symphony “A” and Symphony “B”; these are included in 

Hoboken’s catalogue of the symphonies (Hob.I:107 and 108), as is the Sinfonia 

concertante (Hob.I:105). However, Symphony “A” is attributed to Georg Christoph 

Wagenseil (1717-77) and is listed in the thematic catalogue of that composer’s 

instrumental works compiled by Helga Scholz-Michelitsch.  

  

In the manuscript parts by a contemporary Viennese copyist which is in the Fürnberg 

Collection, Budapest National Library, H C Robbins Landon noted that there were 

corrections in Haydn’s hand and although the horn parts are missing, this was perhaps 

enough to persuade him to edit the first publication as a symphony in 1955 and it is to 

be found in the complete series of symphonies by Universal Editon A. G. Wien where 

it is entitlesd: ‘Sinfonia A, Hoboken I/107’  The work was first published in Paris in 

1768 unbeknownst to Haydn without the wind parts, as his String Quartet Op 1 No 5. 



                                                                                       

  Symphony “A” in B flat, Hob.I:107 (?1757-61)   

Allegro  

Andante  

Allegro molto  

 

Composed in operatic sinfonia form for strings plus oboes and horns.  The fast outer 

movements enclose a delicate and stately dance-like slow movement, for strings alone, 

which never rises above the level of piano.  The symphony is assumed to date from 

the Morzin period, 1757-61.  

 

Symphony “B” in B flat, Hob.I:108 (c 1757-61)  

Allegro molto  

Menuetto e Trio (Allegretto)  

Andante  

Finale (Presto)  

  

Probably pre-Esterházy.  Scored for the standard Morzin forces (above) plus one 

bassoon, which makes an unexpected solo appearance in the Trio of the Minuet but 

otherwise doubles the bass line.  Although Morzin had bassoons available, no other 

Morzin symphony calls for them.  Nevertheless, and although this work can be dated 

no more precisely than pre-1764, its relatively old-fashioned, or traditional, style 

appears to place it more in the Morzin period than the early Esterházy period, 

notwithstanding the fact that it includes a Minuet and trio as the second movement.  

  

 

NEW RELEASE 
 

 

 



                                                                                       

HAYDN: Symphonies: No 44 in E minor ‘Trauer’; No 45 in F sharp minor ‘Farewell’; 

No 46 in B major; No 47 in G major; No 48 in C major ‘Maria Theresia’; No 49 in F 

minor ‘La Passione’   

English Chamber Orchestra 

Daniel Barenboim   

Eloquence DG 484 0136 (2CDs recorded between 1975 & 1978)   

 

Haydn was seriously ill in 1770-1. The malady, described as “a raging fever”, occurred 

towards the end of the span 1766-1772 often described as the composer’s Stürm und 

Drang period which was in fact “only part of a wider expression of musical turbulence at 

this time”.1 And between 1771 and 1772 he produced four of the symphonies offered here 

– Nos 44 to 47 - in rare and very rare, keys like E minor (44), F sharp minor (45) and B 

major (46). Apart from 48 (1769), they are scored for strings and pairs of oboes and horns 

with a bassoon to reinforce the bass line.  All six are of significant stature.   

 These performances show that, with one exception, Daniel Barenboim as conductor 

hadn’t yet acquired the myriad skills and versatility necessary for the rôle. For much of 

the time he sounds uncomfortable. Select 44 and in the first movement notice the unusual 

tempo marking Allegro con brio. Barenboim settles for crotchet=126 which fits the bill 

but the speed is rigidly held with no flexibility to point out the varied changes of mood.  

Switch to Thomas Fey (Hänssler Classic) who, despite a pulse 3 points higher, 

illuminates the score with what eludes Barenboim. Move on to the slow movement of 47, 

Un poco adagio cantabile and the earnest, chugging gait accentuates inertia. Why is the 

Menuet in B major of 46, marked Allegretto, so heavy and lugubrious, the Trio in 

B minor/D major too loud to suggest distance?  Go back to 45 and listen to a mono 

recording from 1956 of a searing performance conducted by Benjamin Britten (Decca).2     

 

Barenboim’s moment arrives when we consider 48; a work whose atmospheric pomp 

points to a royal occasion – probably Empress Maria Theresa’s visit to a festival at Kitsee 

in 1770. Trumpets being unavailable, Haydn substituted two horns in C alto playing at the 

same pitch as trumpets in C. But why had he omitted timpani, the traditional adjunct to 

brass? Since he had included them for eight other symphonies using C alto horns, it is 

thought that the part had been destroyed in a fire at Eszterháza  in 1779 but acrimony has 

arisen over whether timpani should be used at all. Barenboim does and rightly so. 

Robbins Landon, whose first authentic edition of the score published by Universal in the 

1960s, had one of the ten versions of the part found in the Esterházy archive, along with a 

part for trumpets (included in the orchestra after 1773) to replace horns if necessary. 

Barenboim uses both, trumpets to sharpen emphasis at his discretion; and within seconds 

of the opening chord, you know that a finer experience awaits. Scholar Peter Johnson 

once said: “To do justice to a great composer’s work, the performer needs a strong 

independent musical voice able to meet the interpretative challenges the composer 

offers.” Barenboim’s voice now carries authority.  Time beater has become conductor.   

           Nalen Anthoni    

                                                                                                                                                                                                                                                               
1 Oxford Composer Companions HAYDN ed. by David Wyn Jones   
2 From a boxed set of 27 discs called “Britten the Performer” available from Amazon and eBay   



                                                                                       

HISTORIC RECORDING PIONEERS 

 

EUGEN JOCHUM 
 

 
 

Eugen Jochum (1902–1987) was described as being known for his interpretations of 

the music of Anton Bruckner, Carl Orff, and Johannes Brahms, but this ignores his 

skill as a conductor of Haydn and Mozart.  In 1983 he said: “Today, everyone thinks 

of me as a specialist in Bruckner's symphonies. But I began with the music of Bach, 

Mozart and Beethoven and it is to their music that I still feel closest." Certainly his 

later recordings of music by those composers and of Haydn show his understanding of 

them.   

  

Jochum studied conducting with Siegmund von Hausegger and in 1926, made his 

conducting début with the Munich Philharmonic Orchestra and Bruckner was featured.  

Musical directorships followed: from 1932: Berlin Radio Orchestra, 1934: Hamburg 

State Opera Throughout the Nazi era, Hamburg remained, as Jochum put it, 

‘reasonably liberal’ and he kept his post despite not joining the Nazi party. In 1949 his 

long-term direction of the Bavarian Radio Orchestra began.  In addition, he was guest 

conductor of the Concertgebouw Orchestra, Amsterdam.  He was with the Bamberg 

Symphony from, 1969-1973 and directed several London orchestras becoming 

Conductor Laureate of the LSO in 1975, He was also principal conductor of 

the Bamberg Symphony from 1969-1973. He later worked regularly with 

the Staatskapelle Dresden, recording some Haydn Symphonies with them.  

  

Jochum’s association with Haydn came relatively late and concentrated mainly on the 

London symphonies. The four he recorded for Philips - Nos. 93, 94, 95, 98 - are of 

excellent recorded quality and stylish in performance although No.98 does not quite 

have the elegance of his superb earlier DGG version with the Berlin Philharmonic: a 

superb reading in which harpsichord is used as continuo as well as for the famous 

keyboard solo in the finale.  Few other conductors do this. The coupling is a dashing 

No. 88 - swift in speed except for the suitably moderate Minuet.  An early LP with the 

https://en.wikipedia.org/wiki/Anton_Bruckner
https://en.wikipedia.org/wiki/Carl_Orff
https://en.wikipedia.org/wiki/Johannes_Brahms
https://en.wikipedia.org/wiki/Siegmund_von_Hausegger
https://en.wikipedia.org/wiki/Munich_Philharmonic_Orchestra
https://en.wikipedia.org/wiki/Hamburg_State_Opera
https://en.wikipedia.org/wiki/Hamburg_State_Opera
https://en.wikipedia.org/wiki/Nazism
https://en.wikipedia.org/wiki/Bamberg_Symphony
https://en.wikipedia.org/wiki/Staatskapelle_Dresden


                                                                                       

Bavarian Radio Symphony Orchestra coupled 91 and 103. No. 91 is a delight with 

subtle delicacy in the charming Finale. No.103 is a little wayward here and there and 

interestingly, there seem to be no clarinets.  An early publication of the score omitted 

them so there is some justification for their omission.  

  

An important Jochum-Haydn connection was in his performances of the London 

Symphonies at the Royal Festival Hall in London with the London Philharmonic 

Orchestra - an object lesson in how to perform Haydn ‘authentically’ using a modern 

orchestra.  There were bright Allegros, sensitive Andantes and broad Minuets that 

moved firmly forward - the only real reservation being the slackening of tempo for the 

cello solo in Symphony 95.   Nos. 100 and 101 are preserved on a BBC CD in 

excellent sound.  At this time, all twelve symphonies were also recorded by DGG but 

the sound quality does not always do justice to the performances. They are very ‘front-

of-the-orchestra' with remote brass and drums. In the finale of the Surprise Symphony, 

there is an interesting exception because the timpanist plays his forceful sixteen-note 

solo with such vigour that Jochum’s comment that ‘this is the real surprise in the 

Surprise Symphony’ is fully justified. In fact, there are similar brief moments in 97 

(iii), 100 (ii) and (iv), 102 (i) and 103 (i) but otherwise timpani often merge into the 

pleasant but general orchestral sound.  

  

The Philips group of symphonies sounds good and the best of the LPO set are 93, 97, 

99, 102.  The BBC broadcast CD of 100 and 101 is excellent. This leaves the plain 

sounding LPO 96, 103, 104 as the only stereo choices for those works but the mono 91 

and 104 is well worth hearing. The finest performance in Jochum’s recorded repertoire 

is his Berlin 98.                                          

                                                                                                              Antony Hodgson    

  

 

MEMBERS’ AREA 
 

One of our members writes,  

  

Regarding your and Antony Hodgson’s recent reviews in Newsletter 2 of both CDs, 

could I possibly comment on the packaging and sound quality? The packaging on both 

releases is poor and as for the Haydn 2032 unacceptable.  There is no information on 

the spine, and no track listing on the back and you have to search inside to find any 

details of the tracks!   Then we come to the recordings.   The BIS disc has good 

balance except the cello, which is a bit too distanced and spoils it for me.   Give me 

the Auryn string quartet on Tacet, brilliantly played and recorded. As for Antonini on 

Alpha the sound lacks midrange. Actually it is a mess, as is the whole set, in varying 

degrees. Quite frankly the whole Antonini series offers a new low standard in modern 

recordings to date.   I shan't be collecting any more of them I'm sad to say.  Sorry for 

the rant, but as a keen audiophile with state-of-the-art equipment, I find many modern 

recordings lacking.                                                                                           

            C.C. F-H   


