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I begin with a short list of the things that 
are not as they seem, but that eventually 
lead us to a better understanding of the 
pieces on the program.  “Der Philosoph” 
is not Haydn’s nickname for his Symphony 
Nº 22, and neither is “La Passione” for his 
Symphony Nº 49, but there is valuable 
source history in the former and perfor-
mance history in the latter.  And Sinfonia 
Concertante uses Italian words to describe 
a genre that was actually Parisian, and 
that in Mozart’s hands was more concer-
to than symphony.  Mozart’s use of the 
designation nonetheless illuminates the 
how, when, and where of his compositional 
inspiration during the late 1770s. 
 
Both of Haydn’s symphonies belong to his 
first decade as Kapellmeister to the mu-
sic-loving Hungarian prince, Nikolaus Es-
terházy, and both illustrate the composer’s 
experimental approach toward ordering of 
different movements, toward organization 
of his ideas within different kinds of binary 
form, and toward instrumental color.  Both 
symphonies feature a four-movement 
plan that begins with an expansive slow 
movement followed by a relatively brief 
fast movement in sonata form.  Beginning 
in this way, Haydn is said to have followed 
the pattern of the Baroque-era sonata da 
chiesa (church sonata), but the compari-
son doesn’t quite hold. He instead appears 
to have been experimenting with a differ-
ent and vaster kind of slow introduction 
in comparison with his later symphonies 
(e.g., Nº 88, Nº 92, Nº 104, not to mention 
examples by other composers: Mozart Nº 
39, Beethoven Nº 7, Brahms Nº 1). 

The fast second movements of both sym-
phonies illustrate a phase in the develop-
ment of the sonata form in which it com-
prised, not the interplay of two principal 
and contrasting themes, but rather a single 
main theme that plays out among a num-
ber of subsidiary ideas across an extended 
binary form.  Indeed, every movement of 
the two symphonies is a binary form; that 
is, two sections, each of which can be re-
peated.  But there are three different kinds 

of binary form to be found here: simple 
binary, rounded binary, and sonata form.  
The simple binary form is the oldest of the 
three, and the minuets and trios are cast in 
that form, as are most dance movements 
of eighteenth-century music.  The rounded 
binary form, like the simple binary features 
thematic contrast between the first and 
second sections, but has the added fea-
ture of a reprise of first-section themes in 
the second section.  That reprise coincides 
with the return of the main key, and this 
coordinated thematic-tonal plan illustrates 
a step on the way to the sonata form, 
distinguished by its developmental expan-
sion of the second section.  The opening 
movements to the two symphonies furnish 
good examples of rounded binary form, 
but note how Haydn—ever imaginative and 
experimental—varies the reprised mate-
rial to create the startling experience of 
thwarted expectations.

His Symphony Nº 22 features the unique 
scoring for two English horns and two 
French horns, plus strings, so that its 
sound is unlike that of any other sympho-
ny.  The opening movement begins with 
a call and response between the English 
and French horns against a background 
of softly stepping strings, a dialog of calm 
and sober wisdom that listeners typically 
associate with the nickname of “Philoso-
pher.”  The peculiar sound of English and 
French horns recedes into the background 
during the second movement—a quick and 
energetic sonata form—but re-emerges in 
the minuet and trio as the feature that dis-
tinguishes the trio (prominent wind instru-
ments) from the minuet (winds integrated 
with strings).  The finale evokes the hunt 
both in rhythm, a galloping 6/8 meter, and 
in that instrumental color, with the English 
horns connoting a rustic, outdoors setting, 
and the calling French horns evoking the 
specific actions of the chase.

And what of the nicknames?  “Passione” 
comes, not from any heated emotion or 
dark tragedy implied by the Sturm und 
Drang style, but from a performance 

during Passion Week indicated in an early 
copy of Symphony Nº 49.  But another 
inscription on an earlier manuscript copy 
of this symphony affords us a further clue 
about the piece’s early use:

     “Nel suo antusiasmo [sic] il Quakuo 
[recte Quacchero] di bel’humore.  Questa 
Sinfonia serve di Compagna a quella del 
Philosopho Inglese dell’ istesso autore 
[The good-humored Quaker in his enthu-
siasm.  This symphony is a companion 
to that of the English Philosopher by the 
same author].”

Historical context demystifies the mean-
ing here: The Quaker, or the Young Indian 
Girl and The English Philosopher were 
two plays performed in Vienna during the 
1760s and ‘70s.  Both were sentimental 
but lively comedies similar in tone to early 
operas buffa.  Haydn’s Symphony Nº 49 
thus takes its inspiration from a comic 
play, and it is possible that his Symphony 
Nº 22, “Der Philosoph,” is based on The 
English Philosopher, another comedy that 
played in Vienna at this time.  Without 
this context, past listeners have interpret-
ed heavier, more serious themes in these 
two symphonies on the basis of their 
nicknames.  But we know better: Haydn’s 
symphonies could sometimes be used in 
conjunction with current and popular com-
ic plays.

A sinfonia concertante refers to a 
multi-movement piece for orchestra in 
which there are prominent solos (concer-
tante translates as “concerting,” and the 
phrase “concerted effort” gets at the prop-
er sense of this word in a musical context).  
The genre originated in Paris and was 
then taken up by composers in Mannheim 
because both cities were leading venues in 
the early history of public orchestral con-
certs.  Orchestras were originally adjuncts 
to opera performances, but the outstanding 
quality of Parisian and Mannheim en-
sembles led not only to public concerts 
that featured the ensembles themselves, 
but also to compositions that included 

showy solos for the leading members of 
the group.  Most of the examples of this 
genre are distinct from what we recognize 
as the concerto (a multi-movement work 
for soloist and orchestra) because of their 
lighter style and less prominent solos than 
those of the concerto.

Mozart’s Sinfonia Concertante is probably 
the best, if not the only known example of 
the genre for most listeners, but it is at the 
same time such a peculiar example that it 
hardly fits the norm.  It is not only a large 
and ambitious composition, but its solo 
parts also stand out as fully concerto-wor-
thy in their prominence and virtuosity.  His 
contribution to the genre is therefore a 
double concerto in all but name.  He was 
nonetheless writing with Parisian and 
Mannheim practice in mind because he 
had recently toured in both cities.

The opening Allegro Maestoso follows the 
plan of many Classic-era concertos: it is a 
sonata form that has two expositions, one 
for the orchestra and other for the soloists.  
The second movement, in its vastness 
and profound lyricism (more and more 
embellished as the movement progresses), 
best demonstrates the stylistic distance 
between this piece and most other sin-
fonias concertante.  The final movement, 
infectiously upbeat and tuneful, is a rondo 
form; that is, the main material is heard as 
refrains that separate moodier and more 
developmental episodes.  The soloists 
dominate those episodes but beware 
that there are variations in the division of 
labor—tutti vs. soloists; refrains vs. epi-
sodes—that maintain the form but avoid 
all predictability. 
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