Symphony number 45 in F# minor (the “Farewell symphony”)

Between 1761 and 1790 Haydn was employed by the enormously wealthy
Esterhazy family who had two palaces on the borders of Austria and
Hungary. The court orchestra was similar to that of many baroque
orchestras - two oboes, a bassoon, a string ensemble and a harpsichord.
But it also included a pair of horns - instruments that became a regular
part of the orchestra thereafter.

It was this orchestra that accompanied operas in the palace theatre and
played symphonies twice a week. Haydn's symphony number 45 in F#
minor was first performed in the summer prince Nikolaus Esterhazy and
his household lived in their Hungarian palace where wives of his musicians
where not allowed to stay. The usual date for the prince's return to his
Austrian palace and the reunion of his instrumentalists and their wives
had long past. The orchestra asked Haydn to speak to the prince, but
instead Haydn wrote a symphony that ended quite unusually, with a slow
movement designed fo allow the musicians to leave in ones and twos until
only two violinists were left. When they finished playing they too blew out
their candles and left. The prince took the hint and ordered immediate
preparations fro a return to Austria.

The importance of the Farewell symphony lies in the way that Haydn uses
the formal structure of the symphony to express an astonishing tange of
moods. At one extreme is the Sturm und Drang (storm and stress) style -
its restless syncopations, stabbing accents, tortuous chromaticism, harsh
discords and dramatic silences foreshadow the music of Beethoven, 30
years later. At the other extreme is a serene radiance and classical poise.
The last movement of the Farewell symphony contains both styles. The
presto is stormy, but the violent mood is restrained by its form. The
major -mode serenity at the start of the Adagio is later tinged with
minor-mode sadness and one of the strangest endings in symphonic music.

Haydn's use of wind instruments is quite different from Bach's and shows
how orchestration changed during the 18 ™ century. Where Bach uses
wind instruments to provide melodic lines within his contrapuntal
textures, in this symphony Haydn uses them to add colour or weight to
the string parts. In fact a performance of the presto on strings alone
would make perfect sense.



The oboes are used in two ways: they reinforce the violins in loud
passages and provide sustained notes that bind the texture (eg bars 20 -
24) or give a reedy edge to discords (eg start of bars 25,27 and 29).
Although printed on a separate stave in some scores the bassoon simply
doubles the cello/bass part throughout the presto.

Natural horns, like natural trumpets, could play only a limited number of
notes. But by requiring the use of different crooks for the town horns
Haydn is able to use a wider number of pitches that would otherwise have
been possible. The horns’ most important job is fo provide harmonic glue
for contrapuntal passages such as bars 20-24 of the finale, where the
second horn doubles the first oboe pedal note an octave below, while the
first horn provides harmonic filling. When all five wind instruments play
together they can provide harmonic progressions. It is significant that in
the late 18™ century the German word Harmonie meant both harmony and
a band of wind instruments. It makes the distinction between Bach's
contrapuntal orchestral techniques and Haydn's more homophonic
approach to the wind section abundantly clear.

The division of the violin section into four groups in the Adagio is very
unusual. It is allowed Haydn to end the symphony with just two muted
violins. Unusually Haydn to gives melodic material to all wind instruments
just before they leave.

These passages point to the way wind instruments gained their
independence from the strings un classical music. Even the double bass is
given an extensive solo in bars 55-67. With the departure of the double
bass Haydn is left with a four-part string band, then a trio. Meanwhile
the first and second violins put their mutes on ready for the consordino
duet that fades into silence. Soloist textures of this sort were becoming
common in romantic orchestral music, but they are extremely rare in 18 ™-
century symphonies.



