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In April of 1761, Franz Joseph Haydn 
became head of the music establish-
ment of Paul Anton Esterházy who 
was himself a military officer, ambas-
sador, and wealthiest of princes of the 
Hapsburg Empire.  According to the 
14-point contract of employment that 
he signed, Haydn was, among other 
requirements,

“under permanent obligation to com-
pose such pieces of music as his Se-
rene Princely Highness may command 
... to appear daily in the antichamber 
before and after midday, and inquire 
whether a high princely order for a 
musical performance has been given ... 
to arrange matters should there arise 
between the musicians any quarrels, 
disputes, or complaints ... to take care-
ful charge of all the music and musical 
instruments....”

For as rigid and onerous as this con-
tract might seem, the job description 
was standard for the time, and Haydn’s 
service under the Esterházy princes 
was both productive and happy.  In 
his later years, he would recount to his 
confidant and first biographer, Georg 
August Griesinger, that

“My Prince was satisfied with all my 
works; I received approval.  As head of 
an orchestra I could try things out, ob-
serve what creates a good effect and 
what weakens it, and thus revise, make 
additions or cuts, take risks.  I was cut 
off from the world, nobody in my vicin-
ity could upset my self-confidence or 
annoy me, and so I had no choice but 
to become original.”

Both of the symphonies on this 
program exemplify the experimental 
approach and originality that Haydn 
described.  Symphony Nº 6 is the first 
of a trilogy of symphonies that were 
the first he composed for Paul Anton 
and that bear the titles “Le matin,” “Le 
midi,” and “Le soir” (Morning, Noon, 
and Evening).  “Le matin,” Nº 6, takes 
its name from the six-measure slow 
introduction whose music evokes a 

sunrise.  There is otherwise no pro-
grammatic content to the symphony, 
which, as Haydn’s entree to the Ester-
házy court, is instead distinguished 
by its continuously varied concertante 
scoring: every instrument plays a solo 
at one point or another—and some-
times several times.  Movement by 
movement, the soloists are as follows: 
 
1st movement: flute and oboes at the 
beginning of the exposition, develop-
ment, and (with a pre-emptive solo for 
the horns) recapitulation

2nd movement: violin in the A-section, 
and violin and cello in the B-section 
(the reprised A-section features all of 
the strings)

3rd movement: flute and then oboes in 
the minuet; bassoon and violone, and 
later viola, too, in the trio

4th movement: flute, violin, and cello, 
most prominently, but with playful 
interjections by the oboes, bassoons, 
and (very boisterously in the recapitu-
lation) horns.

Beethoven’s Piano Concerto Nº 2 is 
actually the earliest of his five piano 
concertos; its revisions and eventual 
date of publication (1801) thus belie its 
origins and stylistic cast from the late 
1780s.  It is likely the least known of his 
concertos because of its conservatism, 
but it was this piece that Beethoven 
played for his first public concert in 
Vienna, at the Burgtheater in 1795.  To 
listeners familiar with Mozart’s pia-
no concertos, Beethoven’s concerto 
will seem a hybrid of Mozart’s poise 
and clarity of form and Beethoven’s 
moody, willful rhetoric.  Thus, the 
opening movement introduces its 
main dotted-note ideas in balanced 
and neatly contrasted four-measure 
phrases, but sails off into distant keys 
of D-flat major and B-flat minor, and 
juxtaposes fortissimo and pianissimo 
dynamics.  The complete movement 
is an adaptation of sonata form to the 
concerto that Mozart used frequently 
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in which there are two expositions, 
one for the orchestra and one for the 
piano.  In this formal plan, the devel-
opment, in addition to featuring rapid 
modulation and thematic fragmen-
tation, also creates an instability of 
scoring in which soloist and orchestra 
seem to compete.  The recapitula-
tion, by contrast, features soloist and 
orchestra sharing material in what 
is—in terms of thematic content, key, 
and scoring—a restoration of coop-
eration and order.  One further detail 
bears highlighting: Beethoven wrote a 
cadenza for this movement long after 
writing the concerto, and its fugal 
opening, a technique typical of his late 
works, sounds a music-stylistic world 
away from the rest of the concerto.
Hymn-like and set in the tranquil sub-
dominant key of E-flat major, the slow 
movement retains the dotted-note 
motif of the previous movement, but 
otherwise works the singing-piano idi-
om that Mozart perfected in which the 
keyboard offers abundantly but grace-
fully embellished variants of the main 
melodies first heard in the orchestra. 

The third movement, an exuberant and 
sportive rondo form, has the romping 
syncopation and muscular virtuosity 
that is typical of Beethoven’s later pia-
no concertos.  The short-long, short-
long pattern of the refrain theme is 
unmistakable, so that its return in the 
tonic key after the intervening epi-
sodes is all the more satisfying.  Just 
before its final appearance, Beethoven 
plays upon our expectation of its re-
turn by bringing it back in the distant 
key of G major before turning it back 
to B-flat major for the conclusion of 
the piece.  Nice trick! 

In 1772, working ever fruitfully, but 
now for Paul Anton’s younger broth-
er and successor Nicolaus Esterházy, 
Haydn produced his Symphony Nº 
45, known as the “Farewell Sympho-
ny.”  The story of this nickname comes 
from the annual routine of Nicolaus, 
who built himself a splendid summer 
palace, called Esterháza, and took his 

court there each summer.  This meant 
that the court musicians, excepting 
Haydn, endured a separation from 
their families, who remained behind in 
the prince’s native town of Eisenstadt.  
According to Griesinger,

“the prince determined one year, 
against his usual custom, to extend his 
stay in Esterháza for several weeks.  
The ardent married men, thrown into 
utter consternation, turned to Haydn 
and asked him to help.  Haydn hit upon 
the idea of writing a symphony in 
which, one after the other, the instru-
ments fall silent.  At the first opportu-
nity, this symphony was performed in 
the prince’s presence.  Each of the mu-
sicians was instructed that, as soon as 
his part had come to an end, he should 
extinguish his light, pack up his music, 
and leave with his instrument under his 
arm.  The prince and the audience at 
once understood the point of this pan-
tomime; the next day came the order 
for the departure from Esterháza.”

This much accounts for the system-
atic attenuation of the ensemble 
throughout the concluding Adagio of 
the finale.  The rest of the piece is no 
less striking because of its remarkable 
style and mood.  That mood reflects 
the German literary movement of the 
second half of the eighteenth century, 
particularly the 1770s, known as the 
Sturm und Drang (storm and stress).  
Whether the violence of Friedrich 
Maximilian Klinger’s play, from whose 
title the movement takes its name, 
the demonic gloom from the end of 
Christoph Gluck’s ballet Don Juan, 
or the nightmarish scenes depicted 
in Henri Fuseli’s paintings, the Sturm 
und Drang movement featured stark 
depictions of darkness and terror.  The 
parallels in instrumental music from 
around the 1770s lie in a predilection 
for minor keys, strong dynamic con-
trasts, poignant silences, and force-
ful articulations, all of which appear 
prominently in Haydn’s Symphony Nº 
45.  The key of the work, F-sharp mi-
nor, is itself striking and incongruous: 
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Haydn’s is the only symphony in all of 
the 18th century that is written in that 
key.
There is no introduction to this sym-
phony, and the rhetoric of intense, 
dark drama pervades the piece from 
the first measures in the form of a 
plummeting staccato arpeggio over a 
restless, syncopated accompaniment 
and driving bass line.  Over the course 
of the first movement, tremolo strings 
and forzando attacks underscore 
the drama.  The minuet-like second 
movement in A major offers a seeming 
calm, but the mood is ruffled by the in-
sistent Scotch snap motif and the mel-
ancholy chromaticism toward the end 
of each half of its vast rounded binary 
form.  Haydn cast the third movement, 
a minuet and trio, in the key of F-sharp 
major, but a smoldering dark quality 
comes through in the forte D-natural 
stabs (a borrowing from the parallel 
minor key) in the bass.  That gesture 

is echoed in the bass accompaniment 
of the trio, and the unsettled quality of 
the whole movement is confirmed by 
its ending, in which the violins eerily 
trail off into silence.  A tumultuous 
sonata form in the tonic key of F-sharp 
minor comprises the first part of the 
finale, and in what sounds like a coda 
to the action, Haydn pauses on the un-
resolved dominant chord to introduce 
the Adagio in A major, a disjunction 
that will eventually work out to the key 
of F-sharp major in the midst of the 
disappearing players.
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