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Haydn’s forzato ( fz) is not necessarily as prominent as a typical 
Beethoven sforzando, but an accent that is variable in strength according 
to context. It is commonly used to indicate the point towards which 
a phrase grows, as in 77/1/iv bar 3 etc. In his last works Haydn used 
the symbol s  for an accent and it is not always clear in what way it 
differs from his usual fz. László Somfai calls it marcatissimo and points 
out that it is not to be confused with the up-bow sign. It may imply 
a bowing: for example, in 77/1/ii bar 1 an up-bow and bar 2 a down-
bow.48 A similar case is in 103/i bar 2, where it seems to correspond to 
Haydn’s frequent use of fz to indicate that bar 1 is an upbeat to bar 2 
(emphasized also by the diminished seventh appoggiatura on the first 
beat of bar 2). It may thus be sometimes an equivalent to fz (compare 
103/ii Violin I bars 2 and 20). On the other hand, in 77/1/ii bar 2 it 
is an accent (in forte), whereas the fz in bar 4 is more an expressive 
leaning on the note (in piano). It seems that Haydn did intend it to have 
a special meaning since he used both s  and fz; players may develop an 
instinct for this as they work on these quartets.

In Op.42 and Op.77 Haydn uses the indication mezza voce, which 
was a feature of the previous quartets of the 1790s. Earlier than that he 
had used it in conjunction with the very unusual texture of Op.20/1/
iii, where it is probably intended to counteract any encouragement to 
inappropriate nuances by the term affettuoso in the movement’s title, 
and this reduction of expressive nuance is the most likely meaning 
throughout the quartets (see for example 77/1/i bar 109ff). In 77/1/i bar 
1 it is part of the exquisitely delicate playfulness of this movement’s use 
of the march topic. In 77/2/iii bar 1 it goes with the subtly humorous 
(dead-pan) character (see above under Genre, Style and Character), and 
suggests that this melody be played on the G string. The direction sotto 
voce in theatrical terms normally means an aside. Heinrich Christoph 
Koch (1802) gives a very specific definition: ‘This expression is used only 
in parts for violin-family instruments and is characterized by playing 
with the bow not as usual near the bridge, but over the fingerboard, 
whereby the sound of the instrument is very noticeably different and 
acquires a certain huskiness’. In 77/2/i bar 37 it seems to imply an 
intensified version of mezza voce, though mezza voce is the term Haydn 
uses in the reprise (bar 146). Here as elsewhere Haydn is not consistent; 
his notation often seems to reflect his feeling for an idea at the moment 
of writing it down, which in itself is a useful hint for performers.
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