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Programme 
 

FRANZ JOSEPH HAYDN (1732-1809) 
Sinfonia from Armida, Hob.Ia:14 (1783) c. 5‟  
 

Symphony No. 87 (85) in A, Hob.I:87 (1785) c. 15‟  
I. Vivace 

III. Menuet 
 

INTERVAL c. 15‟ 
 

GEORGE FREDRIC HÄNDEL (1685-1759) 
Water Music, HWV 348-350 (1717?) c. 50‟ 

(A complete list of movements may be found on page 5.) 

No. 1: Overture 
No. 2: Adagio e staccato 
No. 3: [ Allegro ] 
No. 4: Andante 
No. 5: Allegro 
No. 6: Air 
No. 7: Minuet 
No. 8: Bourrée 
No. 9: Hornpipe 

No. 10: [ no indication ] 
No. 11: [ Allegro ] 
No. 12: [ Alla Hornpipe ] 
No. 13: [ Menuet ] 
No. 16: Lentemente 
No. 17: [ Bourée ] 
No. 20: [ Country Dance I ] 
No. 21: [ Country Dance II ] 
No. 22: Menuet (Coro) 
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In Short: HAYDN 
Born: 31 March 1732, Rohrau, Austria 

Died: 31 May 1809, Vienna, Austria 

Work composed: Overture: Esterháza, 1783; 
Symphony: Esterháza, 1785 

World premiere: Overture: Esterháza: 26 
February 1784; Symphony: Esterháza, 1785-7 

Instrumentation:  
1 Flute, 2 Oboes, 2 Bassoons, 2 Horns, Strings 

Programme Notes 
 

aydn and Händel both experienced 
the power of the European public. 
Even though these two composers‟ 

popularity grew in two separate musical eras, 
some seventy years apart, each left his indelible 
mark and dramatically changed the life course 
of many future composers: Haydn‟s astute 
business skills allowed him to profit three-
times-over from one set of compositions, 
while Händel‟s public fame arose from the 
many operas which he composed throughout 
his first decades in London. These two men 
broke the mold in a world where the 
composer‟s main source of income was 
dependent on courtly patronage and servant-
like obedience. 
 

HAYDN AS COURT COMPOSER 
The majority of Haydn‟s compositional output 
was destined for court performance at 
Esterháza, the home of Prince Nikolas “The 
Magnificent” Esterházy. Upon his appointment 
as vice-Kapellmeister in 1761 by Prince Paul 
Anton, Prince Nikolas‟ elder brother, Haydn 
was responsible for, according to his 1 May 
1761 contract 
 

All other [non choral] circumstances where any 
sort of music is to be made, everything pertaining 
to the music, in general and in particular, is the 
responsibility of [the] vice-Kapellmeister. [….] 
Whenever His Princely Highness commands, the 
vice-Kapellmeister is obligated to compose such 
works of music as His Highness may demand; 
further not to communicate [such] new 
compositions to anyone, still less allow them to be 

copied [for others], but to reserve them entirely 
and exclusively for His Highness; most of all to 
compose nothing for any other person without 
prior knowledge and gracious consent. 

 

Though the second portion of the contract 
seems excessive, it guaranteed the Prince 
exclusive rights to Haydn‟s compositions—a 
similar idea utilized under Section 101 of the 
U.S. Copyright Act. Considering the large 
sums needed to maintain a court orchestra and 
the investment into the musicians‟ room and 
board, the Princes‟ request is not as stringent 
as one might think: if Haydn requested, as he 
surely did for the „Paris‟ Symphonies of 1785-
1786, the Prince was likely to grant permission 
for extra-Court commissions and publication.  
 In March 1766 Haydn was appointed 
“Kapellmeister” which increased his 
responsibilities further—now including large 

scale secular and sacred vocal works. It was 
also during this time that Haydn, and a portion 
of the Esterházy court, began to travel with 
Prince Nikolas to his new palace: Esterháza. 
 

H 
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COURTLY ARTISTIC PATRONAGE 
From 1766 to 1790, the artistic activity at 
Esterháza steadily increased: The court Opera 
House and a Music House, which included a 
rehearsal room and modest apartments for the 
musicians, were completed, and a marionette 
theatre was opened in 1773. During the mid-
1770s, theatrical productions were also a part 
of the artistic landscape. Between 1780 and 
1790, Esterháza was home to 67 opera 
premieres and a total of 1038 operatic 
performances. Opera singers were engaged 
from Italy for short terms, and the opera 
orchestra of a maximum of twenty-four 
performers included many well-known 
virtuosos of the day. 
 The premiere of Haydn‟s opera Armida 
took place on 26 February 1784 with Haydn 
himself conducting. From 1784 to 1788, the 
opera received fifty-four performances at the 
Esterházy court and Haydn himself regarded it 
as his finest opera. The relatively minimal 
scoring for the Sinfonia which we will be 
performing tonight, is authentication for the 
small twenty-four member orchestra which 
Haydn had at his disposal. Even with this small 
ensemble, Haydn is able to capture in his 
Sinfonia the “heroic drama” in the opera‟s 
following three acts: 
 

Armida, an Italian dramma eroico loosely based 
on an epic poem by Torquato Tasso, is set at the 
time of the Crusades. Its theme is the superior call 
of duty over the seductive voice of love. The person 
at the center of this dilemma is the crusading 
knight Rinaldo, who is loved by the sorceress 
Armida. Although it appears that love will 
triumph, Rinaldo succeeds in tearing himself away 
and Armida’s vexation turns to hatred. The opera 

ends with the participants pondering their fate 
against a background of martial music. 

 

THE WORLD-FAMOUS HAYDN 
Two years later, in 1785, Haydn began 
composing a set of six symphonies 
commissioned by Count d‟Ogny for 
performance by the Parisian Concert de la Loge 
Olympique (“Orchestra of the Masonic Lodge”) 
and the Concert spirituel in 1785-6. James 
Webster writes: “To be sure, certain works 
not composed for the court—for example, the 
„Paris‟ Symphonies—were still performed, or 
at any rate tried out, [at court] before being 
sent out into the world….” Even though it was 
not intended for court performance, it can be 
assumed that Prince Nikolas enjoyed hearing, 
and approving of, the premier performances of 
his Kapellmeister‟s works; after all, his name 
and patronage would be associated with Haydn 
for centuries to come.  
 Even before Haydn‟s 1785 commission, 
the Concert spirituel performed an impressive 
amount of Haydn works for its concerts, 
growing from just three percent in 1777 to a 
high of ninety percent in 1788. Haydn‟s music 
was by no means unknown to Parisian 
audiences before this time; from the mid-
1760s his works were published somewhat 
sporadically in Paris. Some accounts place the 
first Haydn symphony performance by the 
Concert spirituel as early as 1773.  
 Haydn‟s popularity among Parisian concert 
goers steadily increase between 1777 and 
1790; due in large part to the directorship of 
Joseph Le Gros who emphasized Germanic 
symphony composers among those from 
France and Italy. An advertisement for the sale 
of the Paris edition of the symphonies from 



4 | LE GRANDE BANDE & CHORUS • FALL 2013 

January 1788 demonstrates the popularity and 
ardor for Haydn‟s symphonies: 
 

These symphonies, of the most beautiful character 
and astonishing construction, cannot be sought out 
with the greatest eagerness by those who have the 
good fortune to hear them, and even by those who 
do not know them. The name Haydn vouches for 
their extraordinary merit. 
 

THE MASTER SYMPHONIST 
Haydn‟s symphonic compositional style—and 
that of the German school—became so linked 
to the genre, at least by Parisian audiences, 
that no one could attempt to reach Haydn‟s 
stature. A review of a September 1785 concert 
featuring the works of Luigi Cherubini (1760-
1842) reads as follows:  
 

The Concert…featured several pieces by a new 
Italian composer, M. Cherubini, namely, a 
symphony and three arias. The symphony ought to 
confirm our opinion that this genre is not one in 
which Italian masters distinguish themselves. The 
arias seemed to have a greater merit;…. 
 

Even a symphony by Karl Joseph Toëschi 
(1731-88), a fellow member of the German 
school, could not compare to the genius that 
was Haydn: 
 

It had a beautiful effect; one does not perhaps find 
there the same brilliant gestures of M. Hayden, 
but it has, like all the works of this grand master, 
a vigorous harmony, and a sturdy manner which 
also has merit.  

 

Haydn‟s Symphony No. 87 lives up to this high 
esteem: it is filled with touching melodies, 
dramatic gestures, and most importantly, 
demonstrates Haydn‟s command of harmonic 
language and the symphonic genre.  
 

HÄNDEL AND THE HANOVERIANS 
Mr. Hendel, as he was known to Londoners, 
had a very close relationship with the 
Hanoverian Kings. He was greatly respected by 
the Hanoverians as an excellent harpsichordist, 
but also as an accomplished composer. Having 
just closed his sixth opera after twenty-seven 
consecutive performance in Venice in late 
1709, Händel arrived in Hanover in June 
1710, appointed to the newly revitalized 
Kapellmeister position, which had been empty 
since August 1689.  
 Händel remained in this position until June 
1713, between which time he made two 
extended trips to London premiering two new 
operas. A political disagreement likely caused 
his employment with the Hanoverian court to 
end in June 1713. However, he was assured 
that he would be able to enter the service of 
Queen Anne and continue to serve when the 
Elector of Hanover, the future George I, 
became King. Approximately a year after this 
appointment, the Queen died. The arrival of 
the new King was marked by the performance 
of Händel‟s Te Deum (HWV 280) in the Chapel 
Royal at St. James‟ Palace on 26 September 
1714.  



FALL 2013 • HÄNDEL’S WATER MUSIC| 5 

In Short: HÄNDEL 
Born: 23 February 1685, Halle, Germany 

Died: 14 April 1759, London, England 

Work composed: England, no date known 

World premiere: 17 July 1717, River Thames, 
London 

Instrumentation:  
1 Flute, 2 Oboes, 1 Bassoon, 2 Horns, 2 Trumpets, 
Strings, (Continuo) 

 
List of Movements 

1. Overture 12. [ Alla Hornpipe ] 
2. Adagio e staccato 13. [ Menuet ] 
3. [ Allegro ] 14. [ Rigaudon I ] 
4. Andante 15. [ Rigaudon II ] 
5. Allegro 16. Lentemente 
6. Air 17. [ Bourée ] 
7. Minuet 18. Menuet 
8. Bourrée 19. [ Menuet ] 
9. Hornpipe 20. [ Country Dance I ] 
10. [ no indication ] 21. [ Country Dance II ] 
11. [ Allegro ] 22. Menuet (Coro) 

 

Händel‟s time between 1714 and 1717 was 
spent composing and revising Italian cantatas, 
keyboard music, and composing a setting of 
Barthold Heinrich Brockes‟ Passion oratorio 
(Brockes-Passion, HWV 48). However, the most 
notable work from this period is the set of 
orchestral suites known today as Water Music. 
 

A KING’S JOURNEY 
On 17 July 1717 King George I traveled on the 
River Thames from Whitehall Palace towards 
Chelsea. It was reported in The Daily Courante 
on 19 July thus: 
 

On Wednesday Evening, at about 8, The King 
took Water at Whitehall in an open Barge…. 
And went up the River [Thames] towards 
Chelsea. Many other Barges with Persons of 
Quality attended, and so great a Number of 
Boats, that the whole River in a manner was 
cover’d[;] a City Company’s Barge was 
employ’d for the Musick, wherein were 50 
Instruments of all sorts, who play’d all the Way 
from Lambeth (…as far as Chelsea) the finest 
Symphonies, compos’d express for this Occasion, 
by Mr Hendel; which his Majesty liked so well, 
that he caus’d it to be plaid over three times in 
going and returning.  

 

While a journey like this may seem excessive 
today, these were quite frequent occurrences 
during the eighteenth century:Three journeys 
are documented to have been accompanied 
with music (13 July and 13 August 1715 and 6 
June 1716) and countless others where no 
music is reported performed. 
 
 
 
 
 

PRESERVATION AND RESTORATION 
Scholarship is a difficult prospect for Water 
Music because no extant autograph manuscript 
exists in either Händel‟s hand or from the time 
surrounding its “premier” performance (1716-
1717). Around 1950, one manuscript score, 
kept in Cambridge, England lead scholars to 
the conclusion of the “three suite” theory, 
which divides the entire work into three 
distinct suites: one in F major/d minor (HWV 
348), one in D Major (HWV 349), and one in 
G major/g minor (HWV 350).  
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 Current scholarship still cannot pinpoint 
an exact compositional date for the movements 
which are included in what we know today as 
the Water Music Suites. It can be surmised, 
however, that at least some of the movements 
had been previously composed and, with some 
newly composed movements, were assembled 
into the set of movements performed in July 
1717. This fact is made clear in the differing 
instrumentation between the movements—
flute, oboes, bassoon, and strings indicate an 
indoor performance while the addition of brass 
indicates an outdoor performance. 
 The edition which is used for tonight‟s 
performance includes the use of a source found 
by its editor in 2004. His explanation of the 
important discovery is quoted in full: 
 

Th[e] order of movements [used in this edition] 
is confirmed by a discovery of major importance 
made by the president editor in October 2004, 
which brought to light the earliest extant 
complete manuscript score, in the archive of the 
Royal Society of Musicians in London: this is 
now the primary source for the work. The details 
of the paper and the handwriting of the two 

copyists make it certain that it was copied before 
the end of 1718. Detailed collation of the 
sources reveals that there must have been an 
even earlier manuscript copy now lost, which 
although it had many errors (and so is unlikely 
to have been an autograph), shows how the 
Water Music was committed to paper in an 
archive score. 
 

This information, beyond its performance 
related significance, is included to reinforce 
and clarify the differing order of movements 
which heretofore has been influenced by the 
“three suite” theory. The order of movements 
which follows the layout of the 2004 
discovery, and the one which will be used for 
tonight‟s performance, is as follows: Nos. 1-10 
are from the “suite” in F Major/d minor while 
Nos. 11-22 alternate between the “suites” in D 
Major and G Major/minor. 
 The publication of this 2007 edition 
marked a major step on the path of recreating a 
historically accurate and informed performance 
of this beloved piece. It is my hope that this 
information may help to bring you closer to 
reliving that July evening almost 300 years ago.
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The Musicians of 

LE GRANDE BANDE & CHORUS 
 

Violins Flute 

Mark Wamma† Euo Cho 
Katharina Janzen   
Cherie Levin Oboe 
Nick Ulen* Becca Ihnen* 
Mary Kjell Normandin Anthony Afful* 
John Danforth  
 Bassoon 
Viola Katie Landreville* 
Beth Thoms* Kyle Bright 
Dempsey Schroeder  
Hannah Walters Horn  
Elisabeth Krane Will Doebler*  
 Sarah Cornell 
Cello 

Kate Sonsteby* Trumpet 
Khale Fellner Nick Mason* 
Sharon Rodgers Dan Leifermann 
Carla DeWit  
 Continuo 
Bass Kacie Foster 
Michael Eastwood*  
Ian McNally † concert master, * principal 

 
 
Still a new-comer to classical music‟s stage, LE GRANDE BANDE & CHORUS had its premiere 
performance on a 21 April 2013 joint program with solo organ performances by our Music & Artistic 
Director. The thirty-two member orchestra, and its chorus, consists of mainly undergraduate students 
from local colleges and universities. LGBC is committed to bringing great music to great people and 
providing the undergraduate student with an opportunity for collaboration which is not often found at 
the undergraduate level. The group, an IRS recognized 501(c)(3) charitable organization, prides itself 
on innovative and creative programing, partnering lesser-known compositions with concert hall 
masterpieces.  
 

Find us on Facebook and Twitter: @legrndbndchrs 


