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Bryan Proksch 

Recomposing H-A-Y-D-N: The French 
Revival of Haydn in 1909*

In 1909, the centenary year of Joseph Haydn's death, Jules 
Acorcheville commissioned a number of French composers to 
write short "hommages" for solo piano dedicated to Haydn for 
publication in his journal, "La Revue musicale de la S.I.M." Each of 
the contributors wrote a short work based on a "soggetto cavato" 
whereby H-A-Y-D-N was rendered as B-A-D-D-G1. While 
some of these pieces achieved a degree of popularity, the very fact 
that they were composed at all hints at a reversal in the reception 
of Haydn's music away from the Romantic dismissal of his works 
towards a more favorable opinion. This shift coincided with the 
dawn of a new century and the rise of Modernist aesthetics2 . As 
will be argued below, ecorcheville's interests in music history 
generally and in promoting French music and musicological re-
search in particular combined to lead him to invite France's lead-
ing composers to write works in Haydn's memory. His expe-
riences in Vienna at the 1909 Haydn Zentenarfeier, a gathering of 
the International Musical Society ostensibly celebrating the cen-
tennial of Haydn's death, influenced him to take advantage of a 

• This essay is an expanded version of papers delivered to the annual meetings of 
the Haydn Society of North America (Cambridge, Mass., May 2009) and at the In-
ternational Symposium "Haydn: Celebrating His Times and His Legacy" (York 
University, August 2009). I am grateful to the McNeese State University Founda-
tion, whose endowed professorship program provided financial support for these 
presentations. 

1 While H was rendered as its traditional B natura!, notes for the other letters were 
calculated by recycling die letters beyond G beginning with the note A. For more 
detail on the resultant compositions see Peter Revers, Die Hommage-
Kompositionen der Societe Internationale de Musique (S.I.M.) zur Haydn-
Zentenarfeier 1909 (Hahn, Widor, d'Indy, Dukas, Ravel, Debussy), in: Aspekte der 
Haydn-Rezeption. Beiträge der gleichnamigen Tagung vom 20. bis 22. November 
2009 in Salzburg, ed. Joachim Brügge and Ulrich Leisinger (klang-reden 6), Frei-
burg 2011, pp. 157-174. 

2 On Haydn's importance to Modernist aesthetics compared to Romantic thought 
see James Webster, Rosen's Modernist Haydn, in: Variations on the Canon. Essays 
on Music from Bach to Boulez in Honor of Charles Rosen on His Eightieth Birth-
day, ed. Robert Curry, David Gable and Robert L. Marshall (Eastman Studies in Mu-
sic 58), Rochester, N.Y., 2008, pp. 283-290. 
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celebratory year to further his larger goal of promoting French 
scholarship and composition. 

Conveniently enough, a number of those composers Ecorcheville 
commissioned also had favorable views towards Haydn's music, 
using it towards ends of their own. Of these, Paul Dukas, Gabriel 
Faure, Camille Saint-Saens, and Vincent d'Indy were the most out-
spoken supporters of Haydn's music3. They each took a close in-
terest in it for differing reasons, an indication of Haydn's broad 
range of uses and appeal within France among the rising Neoclas-
sical movement, the educational establishment via public perfor-
mances, and (ironically) among composers with outspoken na-
tionalist views who wished to differentiate their music from that 
of their German counterparts. In total, these suggest that the initial 
impetus behind the "Haydn Revival" that gathered momentum as 
the 20th century progressed was rooted in practical matters more 
so than a detached "canonic" appreciation of the composer4. In 
the short-term, Ecorcheville's 1909 commission made a public 
statement on the course of 20th-century French intellectual and 
musical life. That it also publically acknowledged the importance 
of Haydn in France was a byproduct rooted more in the coinci-
dences of the calendar year than anything in Haydn's actual mu-
sic. Over the long term the commissions assisted Ecorcheville and 
the participating composers by legitimizing their musical aesthet-
ics, with the revival of Haydn's music standing as a subsidiary 
consequence. 

Each of these composer-intellectuals, acting for reasons of their 
own seif-interest, played a crucial role in the revival of Haydn's 
reputation in France at the turn of the century, more so than the 
numerous "critics" of the Parisian press. They were shaping a mu-
sical atmosphere rooted in contemporary compositional practice 
that related closely to late 18th-century music. This does not deny 
that other influential writers in France (not to mention German 

3 As d'Indy's views on Haydn have already been detailed (Bryan Proksch, Vincent 
d'Indy as Harbinger of the Haydn Revival, in: Journal of Musicological Research 28 
(2009), pp. 162-188) he will not be addressed in detail here. 

4 Webster (Rosen's Modernist Haydn, p. 284) dates the scholarly revival of Haydn 
to the 1950s and the work of H.C. Robbins Landon. As far as I can determine, the 
first claim of a general resurgence of interest in Haydn's music was made by 
Rosemary Hughes (The Rediscovery of Haydn, in: The Musical Times 100 (1959), 
pp. 258f.), who latched on to Donald Francis Tovey's (Haydn the Inaccessible, in: 
Id., Essays in Music Analysis, vol. 1: Symphonies, Oxford etc. 1935, pp. 138-176) 
writings on Haydn, stating that earlier efforts were stillborn because of World War I. 
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criticisms that made their way to France) took a less enthusiastic 
stance towards Haydn's music both before and after 1909, but die 
growing usefulness for invoking Haydn's name in a positive way 
shows a distinct turning point in his reception. A general curiosity 
for music history, a staunch rooting in nationalism, and a turn 
away from Romanticism among these French composers set a 
precedent for further and more detailed explorations of Haydn's 
music at the beginning of the 20th century that would later be-
come the full-fledged "Haydn Revival" observed throughout Eu-
rope in die 1920s and 1930s. 

THE SEEDS OF HAYDN'S REVIVAL IN FRANCE 

The rapid decline in Haydn's reputation in the years following his 
death in 1809, particularly among composers and critics in Ger-
many, is well-knowd. Although popular with the public, and de-
spite a healthy representation on concert programs, Haydn's music 
received a consistently cool reception in the writings of Adolf 
Bernhard Marx, Robert Schumann, Eduard Hanslick, and Richard 
Wagner, among others. Marx famously characterized the feel of 
Haydn's music as "childlike," and even went so far as to label 
Haydn's "ambiguous" approach to tone painting as a "naive and 
awkward foreshadowing of what was to become known and ac-
tualized [by Ludwig van Beethoven] as the true meaning of in-
strumental music."6 Schumann's frank assessment of Haydn - that 

5 For a general overview of Haydn's reception in Germany and Austria see James 
Garratt, Haydn and Posterity. The Long Nineteenth Century, in: The Cambridge 
Companion to Haydn, ed. Caryl Clark, Cambridge 2005, pp. 226-238. Garratt ad-
dresses Adolf Bernhard Marx, Eduard Hanslick, and Robert Schumann specifically 
on pages 230ff. On Haydn's popularity early in the 19' century see Thomas Tolley, 
Painting the Cannon's Roar. Music, the Visual Arts and the Rise of an Attentive 
Public in the Age of Haydn, c. 1750 to c. 1810, Aldershot 2001. See also David 
Wyn Jones etc., Reception, in: Haydn. Oxford Composer Companions, ed. David 
Wyn Jones, Oxford 2002, pp. 323-339; Leon Botstein, The Demise of Philosophi-
cal Listening. Haydn in the 19' Century, in: Haydn and His World, ed. Elaine R. 
Sisman, Princeton 1997, pp. 255-285; Id., The Consequences of Presumed Inno-
cence. The Nineteenth-Century Reception of Joseph Haydn, in: Haydn Studies, ed. 
W. Dean Sutcliffe, Cambridge 1998, pp. 1-34; Matthew Head, Music With "No 
Past?" Archaeologies of Joseph Haydn and "The Creation", in: 19" Century Music 
23 (2000), pp. 191-217; Jens Peter Larsen, Joseph Haydn - eine Herausforderung 
an uns, in: Joseph Haydn. Bericht über den Internationalen Joseph Haydn 
Kongress / Proceedings of the International Joseph Haydn Congress Wien, 
Hofburg, 5.-12. September 1982, ed. Eva Badura-Skoda, Munich 1986, pp. 9-20. 

6 Adolf Bernhard Marx, Etwas über die Symphonie und Beethovens Leistungen in 
diesem Fache, in: Berliner allgemeine musikalische Zeitung 1 (1824), pp. 165-168, 
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"it is impossible to learn anything new from him. He is like a fa-
miliar friend [...] whom all greet with pleasure [...] but who has 
ceased to arouse any particular interest" — similarly paints a picture 
of the reception of Haydn's music at this time that continues to 
color our view of Haydn'. As late as January 1923 Heinrich 
Schenker could state without hesitation that "there is almost no lit-
erature on Haydn [...] lt is as if this mountain of truth towering 
upwards to the stars has disappeared [...] For the most part, 
Haydn's name and circumstances only come up when someone 
chatters on at length about Mozart and Beethoven."' 

The one agenda held in common by the most outspoken 19th-
century critics of Haydn (Marx, Schumann, Hanslick, and Wagner) 
was a desire to promote new music, or at least music newer than 
Haydn's. Marx argued for the primacy of Beethoven, Schumann 
for a young generation of post-Beethoven composers, Hanslick for 
Brahms, and Wagner, of course, for himself. Haydn's popularity 
among audiences, a perception of consistent favoritism towards 
the programming of his music in concert, and the stated beliefs of 
these writers that his music was simplistic or naive, made him an 
easy target. 

Less clearly understood is Haydn's position among non-Germans. 
Camille Saint-Saens, writing in the 1890s, noted that "the only ex-
amples of Joseph Haydn's immense work that the present genera-
tion knows are two or three symphonies, rarely and perfunctorily 
performed. This is the same as saying that we do not know him at 
all."9 We might generalize from this that French performances in-
cluded only a small number of different compositions by Haydn, 
which were played in a manner that was more mechanical than 

173-176, 181-184, here p. 168, translation by Wayne M. Senner, in: The Cricial 
Reception of Beethoven's Compositions by His German Contemporaries, vol. 1, 
ed. Robin Wallace, Lincoln 1999, PP. 63, 92. 
7 Robert Schumann, Gesammelte Schriften über Musik und Musiker, vol. 3, ed. 
Heinrich Simon, Leipzig 1888, p. 78, translation by Paul Rosenfeld, in: Schumann, 
On Music and Musicians, Berkley 1946, p. 94. 
8 Heinrich Schenker, Haydn: Sonate Es-Dur [Hob. XVI:52], in: Der Tonwille 3 
(1922), pp. 3-21, here p. 20; translation by Robert Snarrenberg, in: Der Tonwille. 
Pamphlets in Witness of the Immutable Laws of Music, vol. 1, ed. William Drabkin, 
Oxford 2004, p. 115 (emphasis original). Further see Bryan Proksch, "Forward to 
Haydn!" Schenker's Politics and the German Revival of Haydn, in: Journal of the 
American Musicological Society 64 (2011), pp. 319-348. 

9 Camille Saint-Saens, Joseph Haydn et les "Sept Paroles", in: gcole Buissonniäre. 
Notes et Souvenirs, Paris 1913, pp. 189-197, here p. 190; translation by Edwin Gile 
Rich, in: Saint-Saens, Musical Memories, Boston 1919, pp. 109-120, here p. 110. 
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musical. That is, late 19th-century French critics and composers 
likely cared for Haydn as little as the Germans, though they had 
fewer reasons overtly to attack Haydn's music. 

Belle 2poque France, perhaps more than any other place in Eu-
rope, was fertile territory for a resuscitation of Haydn's reputation. 
Aesthetically, many French composers were drawn towards "per-
fection" and formalism in music, with all the connections to 
Viennese Classicism implied by these ideas10. While Germans and 
Austrians clung to Beethoven, French formalism and the nascent 
Neoclassical movement predisposed them favorably towards the 
presumed aesthetics of the Classical era as represented by Haydn 
and Wolfgang Amadeus Mozart". Maurice Ravel perhaps put it 
best while visiting Vienna in 1920: 

Unfortunately I was unable to hear an opera by Mozart [while I was 
in Vienna]. Mozart! To us, adherents of the younger modern 
school, he is the greatest musician, the musician par excellence, 
our god! The elder generation swears by Beethoven and Wagner. 
Our artistic creed is Mozart.12

Ravel was not alone in this view: a number of French composers 
at the time were either avowed Neoclassicists (such as Saint-
Saens), had strong reactionary tendencies (d'Indy for instance), or 
argued that their music was rooted in the practices of past centu-
ries (Faure for example). 

While French Neoclassicism did not in itself lead to a direct revival 
of earlier repertoires, a number of scholars and scholar-composers 
were simultaneously testing the waters of music history in an at-
tempt to define France's musical heritage as distinct from that of 
the rest of Europe generally, and Germany in particular. D'Indy's 

1° Carlo Caballero, Faure and French Musical Aesthetics, Cambridge etc. 2001, 
pp. 71 and 296, n. 79. 

11 On Neoclassicism and its meanings in the early 20th century see Jane Fulcher, 
The Composer as Intellectual. Music and Ideology in France, 1914-1940, Oxford 
etc. 2005; Scott Messing, Polemic as History. The Case of Neoclassicism, in: The 
Journal of Musicology 9 (1991), pp. 481-497. 

12 "Leider war es mir nicht vergönnt, eine Oper von Mozart zu hören. Mozart! Das 
ist für uns, die Anhänger der jüngeren modernen Schule, der größte Musiker, der 
Musiker überhaupt, unser Gott! Die älteren schwören auf Beethoven und Wagner. 
Unser Kunstbekenntnis ist Mozart." Maurice Ravel, Wiener Eindrücke eines franzö-
sischen Künstlers, in: Neue freie Presse, 29 October 1920, p. 6; translation in: Arbie 
Orenstein (ed.), A Ravel Reader, New York 1989, pp. 419f. Ravel continues by 
saying that he intends to "trace Mozart's footsteps" on the trip home by visiting 
Salzburg. 
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association with the modern-day premier of Claudio Monteverdi's 
"Orfeo" and the music of the Renaissance, Ravel and Debussy's 
later composition of hommages to Jean-Philippe Rameau, and 
widespread interest in the music of Baroque France all contributed 
to increased awareness and acceptance of pre-19th-century music13. 
As argued by Jane Fulcher, even the ideological strife between die 
followers of Cesar Franck and Camille Saint-Saens was overshad-
owed by the characterization of the two as "modern classics" at 
the heart of a collective French cu1ture14. The notion of a modern 
classic required by its very nature the presence of an earlier group 
of classics, which increasingly included Haydn as a cited model. 

With the coming of the First World War and in its wake, the 
French musical world strove to exclude the music of German and 
Austrian composers'. Wagner they dispatched with ease, but ex-
ceptions were made for earlier, less outspoken composers. An ar-
gument for Beethoven's Flemish ancestry allowed his music to 
remain in the concert hall, for instance. Haydn, at first included in 
the general ban, was a "safe" enough composer for d'Indy to de-
fend his Third Symphony (1918) by calling it a "symphony by 
Haydn"16. In an ironic twist, Haydn's links with the Ancien Re-
gime, the fodder of Germanic critics, opened the door to his ac-
ceptance in a France fearful of die rising power of the Prussian 
state'. Haydn stood as the icon of an era in which France domi-
nated Europe culturally, socially, and militarily. 

The specific circumstances of Haydn's biography marked him as a 
composer whose canonic status rested primarily on his reputation 
among non-Germans. He composed a set of symphonies for con-
sumption in Paris on commission from the Concert de la Loge 
Olympique, while many of his most respected and most frequent-
ly performed works were composed for his two extended trips to 

13 There is some parallel evidence that concert organizers in France also took an 
interest in programming historic works beginning in the 1890s as well (see Jann 
Pasler, Composing the Citizen. Music as Public Utility in Third Republic France, 
Berkeley 2009, p. 352). 
14 Fulcher, The Composer as Intellectual, p. 29. 

" Ibid. 

16 Ibid., p. 50. The Concerts-Rouge continued to play Haydn, Mozart, and Beethoven 
throughout (see Christophe Prochasson and Anne Rasmussen, Au nom de la patrie. 
Les intellectuels et la premiere guerre mondiale (1910-1919), Paris 1996, p. 178). 
On d'Indy's Third Symphony see Proksch, Vincent d'Indy as Harbinger, p. 183. 

Jess Tyre, Music in Paris during the Franco-Prussian War and the Commune, in: 
The Journal of Musicology 22 (2005), pp. 173-202, here p. 183, n. 27. 
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London. In addition, the false rumor of Haydn's death in 1804 in-
spired Luigi Cherubini to write his "Chant sur la mort d'Haydn" - 
an overt appreciation of Haydn by France's premier living com-
poset". Even more importantly, Haydn admitted publically that 
he achieved more fame in England than he ever did in Vienna. lt 
is notable that all of die early biographies, some of which were 
well-read in French translation, referred to Haydn's fame in Paris 
and the honors bestowed upon him by Parisians. These included 
the honor guard posted at Haydn's door by Napoleon upon his 
occupation of Vienna in 1809 and a medal struck by Nicolas-Marie 
Gatteaux commemorating the success of the first Parisian perfor-
mance of "The Creation". 

Each of the biographical and anecdotal connections between Haydn 
and France resonated with latter-day French composers as they 
sought ways in which to differentiate themselves from the Ger-
manic musical tradition while still borrowing from that heritage19. 
This, in tandem with the negative attitudes towards his music held 
by influential German writers, laid the foundation upon which the 
renewal of interest in Haydn's music in France would rest. 

HAYDN AS A MEANS TO A SCHOLARLY END 

Jules Ecorcheville, an influential young French musicologist and 
editor of the "Bulletin frafflis de la S.I.M.", saw in Haydn's 1909 
anniversary a chance to bring both of his research interests - Ba-
roque and pre-Classical music - as well as French musicology as a 
field to a wider European audience'. His own interest in Haydn 
seems to have been cursory, as he never wrote specifically on the 
composer; rather Haydn's anniversary offered him an opportunity 
to revive a genre from Baroque France (the "tombeau") and to 
bring together die major composers of his day in a unified com-

18 A summary of Haydn's reception in le-century Paris can be found in Marc 
Vignal, Paris, in: Haydn. Oxford Composer Companions, pp. 266f. 
19 The awareness of the French (in particular Saint-Sadns and d'Indy) for Haydn's 
early biographies (Griesinger, Dies, Carpani, and Stendhal) is attested to by the 
frequent references made to anecdotes found in their writings. One brief notice on 
the Stendhal / Carpani plagiarism scandal even made it into the French press: Paul 
Edmond, Stendhal plagiaire - Carpani, in: L'intermediaire 59/1219 (January 
1909), p. 671. 
20 On corcheville's academic training as a musicologist see Charles B. Paul, 
Rameau, d'Indy, and French Nationalism, in: The Musical Quarterly 58 (1972), 
pp. 46-56, here pp. 55f. 
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positional effort. lt was £corcheville more than anyone eise who 
influenced events in 1909, through his decision to commission 
the H-A-Y-D-N works, his participation at the Haydn Zentenar-
feier conference in Vienna, and his use of the "Bulletin frafflis" to 
promote French research on Haydn in the years following the an-
niversary. His association with the Viennese celebration and die 
excursion that the French delegation took to Eisenstadt would, in 
the ensuing decades, influence a number of French musicologists 
to research Haydn's life and works in greater detail. 

In using the Vienna celebrations to increase the visibility of French 
scholarship and music in the larger world of musicology, Ecor-
cheville was quite successful in both die short- and long-term. The 
congress brought him into close personal contact with prominent 
personalities such as Gustav Mahler, Felix Weingartner, and Jo-
hann Strauss. The conference's ostensible focus on Haydn is more 
apparent in retrospect. A number of German musicologists present 
for the meeting, including Hermann Abert, Guido Adler, Hugo 
Botstiber, Otto Erich Deutsch, and Eusebius Mandyczewski, would 
go on to become influential Haydn scholars in their own right in 
the ensuing decades, yet none of diese scholars wrote their most 
influential essays on Haydn until the 1920s, The conference's 
opening remarks by Guido Adler, while lengthy and wholly de-
voted to Haydn, offer little in the way of new insights into his mu-
sic; in fact they read like a biographical sketch designed to re-
acquaint listeners with a forgotten composer21. 

Although modern commentators have argued that die conference 
in Vienna had little to do with Haydn beyond the 1909 date', 
Ecorcheville saw things differently. Impressed by die overall scope 
and quality of die Viennese conference, he commented favorably 
on die Haydn-related activities in two separate reports (published 
in the "Bulletin franais de la S.I.M." and "Le Figaro"). There was 
little in the way of scholarly research on Haydn at the conference, 
but the numerous performances of Haydn's music in many differ-
ent genres were all "presented in a generally good way."23 He 

21 The complete opening remarks are recorded in die conference's proceedings: 
Guido Adler (ed.), Kongreß der Internationalen Musikgesellschaft, Wien, 25-29 
Mai 1909, Vienna 1909, pp. 39-45. 
22 Garratt, Haydn and Posterity, pp. 237f. 
23 Jules Acorcheville, Le congres de Vienne, in: Bulletin franvais de la S.I.M. 5 (1909), 
pp. 755-762, here p. 758: "Tout d'abord des auditions musicales, dont Haydn fit 
naturellement presque tous les frais. Tous les genres nous furent presentes, et de 
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lamented that the French did not celebrate their own great historical 
composers with similar gusto, a remark that hints at a larger goal 
for his own H-A-Y-D-N commissions. He complained that the 
continual focus on Haydn at the Viennese concerts detracted from 
what could have been an opportunity for a broader examination of 
influential composers from earlier in die 18th century. He felt die lack 
of performances of compositions by Giovanni Battista Sammartini, 
Carl Philipp Emanuel Bach and Johann Stamitz, not coincidentally 
his specific research interests, was unwarranted given the attention 
paid to these composers at the scholarly proceedings24. 

The French attendees made an excursion to Eisenstadt to see 
Haydn's long-time residence first-hand, and die trip made a lasting 
impression on many of them. Vincent d'Indy, Charles-Theodore 
Malherbe (editor of Hector Berlioz's works and the librarian for 
the Opera), and scholars Pierre Aubry and Lionel de La Laurencie, 
as well as 2corchevil1e, his wife, and others visited the Esterhäzy 
estate and Haydn's former residence25. Wanda Landowska, who 
also attended die Vienna festivities and had just published a book 
making frequent reference to Haydn, likely also participated in the 
trip26. Figure 1 reproduces the photographs published by Ecor-
cheville from Eisenstadt, including one of d'Indy in a conversation 
and another of the delegates near the Leopoldinentempel in die 
Esterhäzy Schlosspark. 

While in Eisenstadt, the pilgrims were treated to a concert in the 
Haydnsaal and viewed a number of Haydn manuscripts and por-
traits. They also examined musical instruments in the Esterhäzy 
collection, including the prince's famed baryton. Ecorcheville 
commented on the gracious reception given to the French schol-
ars by die town and especially die prince's archivist, Läjos Mereny, 

fort bonne favon." Id., Fetes de Haydn ä Vienne, in: Le Figaro, 31 May 1909: 
"Tandis que les centenaires de Lulli et de Rameau ont, en France, passe inapervus, 
le moindre anniversaire devient au delä du Rhin pretexte ä festivites musicales." 
24 •• Le congres de Vienne, p. 758. 
25 Unfortunately no record of the specific visitors to Eisenstadt survives, those listed 
here are mentioned specifically as making die trip (ibid.). A complete list of con-
ference attendees appears in Adler, Kongreß, pp. 24-33. Adler lists 15 French at-
tendees, but only twelve individuals are pictured in Eisenstadt. 
26 Wanda Landowska, Musique Ancienne, Paris 1909. On Landowska's connec-
tions with Ecorcheville's circle, see Harry Haskell, The Early Music Revival. A His-
tory, Mineola, N.Y., 1996, pp. 49ff. Adler (Kongreß, pp. 24-33) lists four women 
from France in attendance at die conference in Vienna (Landowska, H. Baron, 
Ecorcheville's wife Mathilde-Madeleine nee Ogier, and Cecile Croekaert), making 
her presence in Eisenstadt plausible given die three women appearing in Figure 1. 
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who gave them a tour of the estate. In his report, Acorcheville 
noted that the Esterhäzy performance spaces remained largely un-
changed from Haydn's turne. Impressed, he noted that they were 
decorated in both a French taste and an Italian style, creating an 
"atmosphere that is part German and part Oriental"27. 

The visit, combined with die festivities in Vienna, made a strong 
impression on many of the French delegates. Organologist Lucien 
Greilsamer would, shortly following the trip, write an article on 
die prince's baryton for Ecorcheville's journal. Greilsamer's essay, 
one of die earliest scholarly examinations of this peculiar instru-
ment, was of fundamental importance to later Haydn research'. 
By 1932, the next Haydn commemoration year, Lionel de La Lau-
rencie would similarly enter die field of Haydn scholarship with 
an article on die dissemination of Haydn's works in late 18th-
century Paris29. Finally the orchestrator of all of diese events, Acor-
cheville himself, brought die H-A-Y-D-N commissions to press, 
printed an extended essay on Haydn's life and the genius of his 
works in die "Bulletin frarwais", and promoted the conference it-
self in his two reports30. French scholars who were not participants 
at the conference followed suit. Theodore de Wyzewa, for in-
stance, published a lengthy article on the development of Haydn's 
style in 1909. In it he addressed Haydn's "Sturm und Drang" sym-
phonies, connecting them to parallel events in literature such as 
Johann Wolfgang Goethe's "Die Leiden des jungen Werther"31. 

In giving Haydn's music a fresh look, die French contingent to die 
Viennese conference was setting a precedent for the future of 
Haydn reception and scholarship radier than relying on a German 
viewpoint. That they were examining Haydn specifically was a 

27 Acorcheville, Le congräs de Vienne, p. 760: "Qu'il [Mereny] y aurait ä dire sur la 
plastique interieure de Kismarton sur cet ameublement oü le gout frafflis et le 
style italien se rencontrent dans une atmosphäre mi-allemande, mi-orientale!" 

28 Lucien Greilsamer, Le baryton du prince Esterhazy, in: Bulletin franvais de la 
S.I.M. 6 (1910), pp. 45-56. 

29 Lionel de La Laurencie, L'apparition des Oeuvres d'Haydn ä Paris, in: Revue de 
musicologie 13 (1932), pp. 191-205, here pp. 191ff. La Laurencie was personally 
close to Ecorcheville, and later wrote an obituary-biography of him: Le tombeau 
de Jules 2corchevil1e, Paris 1916. 

30 Alexandre de Bertha, Joseph Haydn, in: Bulletin franvais de la S.I.M. 5 (1909), 
pp. 439-442; Ecorcheville, Le congräs de Vienne; Id., Fetes de Haydn ä Vienne. 

31 Theodore de Wyzewa, A propos du centenaire de la mort de Joseph Haydn, in: 
Revue des deux mondes 79/5 (1909), pp. 935-946. See also the paper of Wolfgang 
Fuhrmann in the present volume, especially pp. 349-353. 
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