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Abstracts 
 
WEDNESDAY 
9:00-noon: Haydn and Beethoven Intersections (HSNA/NBR)  
 
Erica Buurman, “Haydn, Beethoven, and the Viennese Fine Artists’ 

Pension Society” 
 

Although neither Haydn nor Beethoven was a prolific composer of music 
for social dancing, it is well known that both composers contributed 
dances for the Viennese Fine Artists’ Pension Society (Pensions-
gesellschaft bildender Künstler) in the 1790s. The society held an annual 
charity masked ball in the imperial ballrooms on the Sunday before St. 
Catherine’s Day (25 November) every year between 1792 and 1870, and in 
the early years it was customary for new minuets and German dances to 
be donated by a local composer. Haydn composed the Minuets Hob. IX: 11 
and German Dances Hob. IX:12 for the inaugural ball shortly after 
returning from his first highly successful visit to London, and Beethoven 
composed his dances WoO 7 and WoO 8 for the 1795 ball at the age of only 
24.  
 

The unpublished archives of the Fine Artists’ Pension Society (Stadt- und 
Landesarchiv, Vienna) contain numerous details of the composers’ 
involvement with the annual balls, including payment receipts, 
promotional posters and ticket lists. While the archive material relating to 
Haydn’s contribution in 1792 has received ample attention, notably from 
H. C. Robbins Landon and Günter Thomas, many other details of the 
music at these balls have yet to be explored. These details reveal a number 
of hitherto unknown aspects of both Haydn’s and Beethoven’s 
involvement with the society. Beethoven’s association with the society, for 
instance, continued as late as 1818, when his 1795 dances were revived and 
he was allocated six free tickets for that year’s ball. And at the 1868 ball, 
Haydn’s minuets of 1792 (still in the society’s possessions) were revived, 
with the dance performed by a group of ladies and gentlemen 
accompanied by an orchestra directed by Carl Michael Ziehrer (one of 
Vienna’s foremost waltz composers). Closer consideration of the range of 
composers who contributed music to the society (who in the 1790s also 
included Beethoven’s own brother Carl as well as Wilhelm von Lichnovsky, 
brother of the famous music patrons Karl and Moritz) furthermore yields 
important insights into relationships and networks between Vienna’s 
music and art worlds at the turn of the Nineteenth Century. Information 
from the society’s archives will here be presented in order to gain a clearer 
picture of Haydn’s and Beethoven’s involvement with the Fine Artists’ 
Pension Society both in the 1790s and in subsequent decades. 
 
 
 



James MacKay, “Beethoven’s Haydnesque Heritage: Echoes of Haydn’s 
Opus 17 and 20 String Quartets in Beethoven’s Opus 18” 

 

Though Beethoven famously claimed that he had learned nothing from 
Haydn, his early essays in the string quartet often suggest otherwise. 
Granted, Beethoven’s indebtedness to Haydn is less overt than his oft-
cited modeling of Mozart: his string quartets resemble Haydn’s in more 
subtle ways. Beethoven borrows tonal, textural, and characteristic 
ideas/procedures from various Haydn works: not directly modeling on 
him, but using a Haydnesque idea as a jumping-off point, which he then 
develops in his distinctive manner.  
 

This study will examine matched pairs of quartet movements in 
Beethoven’s Opus 18 (published in 1801, as his first period neared its 
conclusion) and Haydn’s Opus 17 and 20 (published in 1771 and 1772, 
during his Sturm und Drang period). Many of the movements that share 
the same key resemble each other in other ways. The opening of 
Beethoven’s String Quartet in C minor, opus 18, no. 4, features a florid 
violin line over a pulsating eighth note cello part, much like Haydn’s Opus 
17, no. 4 in the same key. The same quartet’s second movement, a sonata-
form fugato in C major, texturally echoes both the first movement 
invention and the fugal finale of Haydn’s Opus 20, no. 2. Beethoven’s Opus 
18, no. 3 in D major, first movement, has an anomalous expositional tonal 
plan that closely mimics Haydn’s Opus 17, no. 6. Moreover, its finale, 
though in a different meter from its model, shares many features with the 
Haydn’s Opus 17, no. 6, Finale (emphasis of parallel thirds, use of melodic 
inversion, and a folk-like coloration). 
 

To conclude, these similarities suggest that though Beethoven avoided 
modeling overtly on Haydn in his Opus 18 quartets, he nonetheless 
explored a lot of the same musical territory in these quartets that Haydn 
had done in Opus 17 and 20. Deliberately or subconsciously, Beethoven 
betrayed himself as “Student of Haydn” in pursuing similar compositional 
strategies as his teacher in his Opus 18 quartets, and by finding similar 
musical solutions. Beethoven’s musical indebtedness to Haydn is thus 
greater than is usually acknowledged, could fruitfully be explored in other 
genres wherein both composers excelled as well.  
 
 
James Palmer, “End Games: Beethoven’s and Haydn’s Play with End-

ings in their Op. 33 No. 2s” 
 

Both Beethoven’s Bagatelle Op. 33 No. 2 and Haydn’s String Quartet Op. 
33 No. 2 demonstrate playfulness far beyond the typical confines of 
eighteenth-century galant conventions. Although many scholars have 
addressed the conclusions to these works (Wheelock 1992, Levy 1995, 
Goeth 2013, Klorman 2013, Palmer 2015), no research has demonstrated 
how Beethoven’s practical joke is both indebted to, and distinct from 
Haydn’s famous gag. This paper demonstrates how Beethoven’s “end 



game” is indebted to Haydn, but takes on a unique flavor in the hands of 
the budding romantic. 
 

In these two endings, both composers play practical jokes on their listeners 
who cannot know when the piece will end. In Haydn’s well-known string 
quartet, a series of pauses alternately create heightened anticipation for 
both the continuation of the entertainingly hackneyed rondo refrain and 
the quartet’s conclusion. By contrast, the unclear downbeat in the opening 
measure of Beethoven’s bagatelle begins a pervasive narrative of intraopus 
conflict and the concluding “ensemble” spat between the two hands comes 
from a simple motivic problem—a tempest in a teapot. 
Both of these passages are excessive: they project a sense of redundancy 
and vacuity through the successive repetition of musical material that 
appears to have “gone on for too long” (Huron 2004, Sisman 1990, Palmer 
2015). Haydn’s excessive passage lacks conspicuous intra-opus cues to 
suggest the manner or extent of the surprising and excessive conclusion 
yet to come, while Beethoven’s excessive passage introduces elements of 
increasing conflict and, eventually, absurdity into the unfolding narrative. 
Both of these excessive passages create humorous effects by using the 
silence after the end as a punch line and I describe how these composers’ 
different approaches to “excess” are emblematic of their individual 
rhetorical and discursive strategies. 
 
 
Jason Yust, “Hypermeter, Form, and Closure in the Development of 

Beethoven’s Style” 
 

This paper proposes a new perspective on musical closure that recognizes 
the syntactic role of metric and hypermetric placement, focusing on the 
ends of sonata-form expositions and recapitulations. Considered in this 
light, a distinct picture of the evolution of Haydn and Beethoven’s 
approaches to sonata form emerges that helps explain the growth in the 
importance of codas. I propose a method of classifying structural functions 
of codas that distinguishes the adjunct coda (a rare phenomenon) from 
two other possible functions: integrated third parts with tonal-formal 
coordination, and with tonal-formal disjunction. 
 

Beethoven’s use of hypermeter in early works reflect two distinct styles, 
one indebted to Haydn (evident in such works as Opp. 1 and 5), another 
indebted to Mozart’s piano and violin sonatas (evident in the piano 
sonatas). The more tenacious hypermeter of the Mozartean style requires 
different methods of closure because of the need to coordinate tonal 
closure with hypermeter. This style invites the possibility of avoiding full 
closure, and increasingly bold experiments with this effect are evident in 
the first movements of Opp. 30/2, 59/2, 69, 70/2, and 96, and finales of 
Opp. 31/3, 54, and 67. Avoidance of closure intimately relates to 
Beethoven’s middle-period aesthetic of continuous development 
discussed by Carl Dahlhaus, Scott Burnham, and Janet Schmalfeldt.  



The use of codas is closely related to these attitudes towards closure and 
continuity. The term “coda” misleadingly implies functional exteriority, 
however, a notion prominently criticized by Joseph Kerman, Charles 
Rosen, and Robert Hopkins, but nonetheless perpetuated in the concepts 
of “framing” or “parageneric” function in recent theories of form authored 
by William Caplin and James Hepokoski and Warren Darcy. Of three basic 
types of coda, the adjunct type is rather unusual (an example is the finale 
of Beethoven’s op. 95). Beethoven’s famously long codas (in first 
movements of Opp. 53, 55, 59/1, and 81a, and finales of Opp. 57 and 93) 
are usually integrated codas, which act more as third parts in a larger 
structure. In the disjunctive coda formal and tonal structure disagree, with 
formal processes implying an integrated coda while tonal processes imply 
an extension of the recapitulation. The disjunctive coda is a clear 
inheritance from Haydn featured in early works (such as first movements 
of Opp. 7 and 9/2), and critical to later works that push the boundaries of 
sonata style with respect to closure and continuity. 
 
2:00-5:00: Haydn's Aesthetics (HSNA)     
 
Katherine Walker, “The ‘Grand Architect’: Gerard’s Theory of Genius 

and Haydn’s Aesthetics of Process” 
 

On 14 February 1785 Leopold Mozart wrote to his daughter in Vienna: 
“On Saturday evening Herr Joseph Haydn and the two Barons Tindi came 
to see us and the new quartets were performed. ... Haydn said to me: 
‘Before God and as an honest man, I tell you that your son is the greatest 
composer known to me either in person or by name. He has taste and, 
beyond that, the most profound knowledge of composition’.” This paper 
revisits Haydn’s much-cited reference to Mozart’s taste and knowledge in 
the context of the German Geniezeit. Spearheaded by the German 
reception of Edward Young’s Conjectures on Original Composition, the 
movement—exemplified in the writings of Hamann, Herder, and Bürger—
promoted a quasi-primitivist system of aesthetic value in which the 
immediate, emotional charge of a work of genius (ideally) cut across 
cultural and socioeconomic divides to speak from and to the Volk. As 
Thomas Baumann has argued, Haydn’s writings and music point to an 
alternative theory of genius, that of Alexander Gerard. Gerard’s theory of 
genius conflicts with the populist movement of the Young-driven 
Geniezeit, whose exponents subordinated creative process to an emphasis 
on unconscious, unmediated inspiration. Gerard’s emphasis on process 
defines alternative terms of value, transcending the cultish allegiance to 
the “idea” to explore how such ideas were treated in support of the Gestalt 
creation—the coherence of which depended, in large part, on the taste and 
knowledge of the composer. Crucial to Gerard’s system is the role of 
process in aesthetic education. Haydn enlisted Mozart’s music, and his 
own, in a cultural project that sought to elevate the public through active 
engagement with unfolding processes in the music.  



Alexandra Amati-Camperi, “Haydn’s L’anima del filosofo, ossia Orfeo 
ed Euridice and contemporary political (mis)appropriation” 

 

The mystery surrounding Haydn’s opera L’anima del filosofo, composed 
in 1791 for London, but premiered only in 1951, is due both to real events, 
but also to misconceptions and (willful) misinterpretation inscribed onto 
it in the 20th century. There exists a vastly-unstudied trove of 
(mis)information revealing how a mostly clear picture has been obscured 
by our contemporaries, and allowing for an analysis of the political reasons 
for this manipulation. I first discuss the circumstances of the commission 
and the London power struggles that caused the eleventh-hour cancel-
lation, which was followed by the long-lived belief that the opera was left 
unfinished, fueled in turn by the authorized 1806 Breitkopf publication of 
some excerpts (no libretto was ever printed). In fact both an autograph 
score and the complete copy Haydn took home to Vienna with him survive.  
 

The central focus of the paper is what 20th-century performers, directors, 
and scholars, have wanted to map onto the opera, based exclusively on 
controversial interpretations of what is and isn’t there. In particular, I seek 
to explore the motivations that led the 1951 team that staged the opera, as 
well as some biographers (particularly Robbins Landon and Wirth), to 
alter the story by manufacturing a suicidal Euridice, even though nothing 
in the text supports that reading, and by cunningly spreading that fiction 
as a fact. I further follow the life of those arbitrary and at times extravagant 
(but, I suggest, not innocent) alterations through later reviews, articles, 
and other evidence. I also briefly contextualize these “choices” against the 
background of a few operatic renditions of the Orpheus myth. The picture 
that emerges is one of deliberate manipulation on the part of some 
scholars with a particular mid-20th-century agenda, of a text that had no 
advocates to defend it from unwarranted appropriation.  
 
 
Tekla Babyak, “The Flawed Cosmos in Kant’s Astronomy and Haydn’s 

Creation” 
 

Many previous studies of Haydn’s Creation (Caryl Clark, Nicholas 
Temperley, James Webster) have analyzed the darkness-to-light trajectory 
in “Die Vorstellung des Chaos.” Yet scholars have not examined how this 
attainment of order is immediately undermined in the subsequent aria, 
“Nun schwanden vor dem heiligen Strahle.”  The text of this aria celebrates 
the defeat of infernal disorder, but the music employs numerous deceptive 
cadences and asymmetrical phrase structures.  The musical discourse thus 
seems to revert to a state of chaos.   
 

Examining the possible reasons for this return to chaos, I turn to 
Immanuel Kant’s 1755 treatise on astronomy, Universal Natural History 
and Theory of the Heavens.  It is likely that Haydn, who was friends with 
the astronomer William Herschel, was interested in and knowledgeable 
about the main astronomical theories of his time.  Indeed, scholars such 



as Donald Francis Tovey and Laurence Kramer have situated “Die 
Vorstellung des Chaos” within the context of Kant’s idea that the universe 
originated as an array of scattered particles.  However, scholars have 
overlooked Kant’s central thesis.  Kant argues that God endowed solar 
bodies with the freedom to determine their own orbits and positions.  As 
evidence for this claim, he points out the numerous flaws in the design of 
the universe, such as asymmetrical orbit patterns and uneven distribution 
of solar matter.  For Kant, these flaws indicate that God allowed the solar 
system to develop along its own imperfect lines.   
 

My paper argues that “Nun schwanden vor dem heiligen Strahle” should 
be heard in the context of this Kantian idea.  Mirroring Kant’s view of a 
flawed cosmos, this aria employs irregular phrasing and unstable 
harmonies to depict the imperfections of the physical universe.  It is 
instructive to compare this aria with numbers such as “Die Himmel 
erzählen die Ehre Gottes,” which portrays God’s metaphysical domain of 
Heaven.  This choral number is rhythmically and tonally stable; its 
consonant harmonies and strong cadences project an image of Heaven as 
a perfect and harmonious realm.  I conclude that Haydn’s Creation, 
operating within a Kantian framework, establishes a dichotomy between 
the flawed physical universe and the perfection of God’s incorporeal 
dwelling.   
 
 
Eloise Boisjoli, “Affective Strategies of Sensibility in the Slow Move-

ments of Haydn’s String Quartets” 
 

Many moments in the slow movements of Haydn’s string quartets are 
intensely expressive, but do not correspond to any style, type, or genre in 
our current music topic catalog. While these moments engage with the 
18th-century aesthetic of sensibility (see November 2015, Sutcliffe 2013, 
and Webster 2010 for recent discussions), how they signify sensibility 
requires continued research. These string quartet slow movements share 
characteristics with both empfindsamer Stil (Head 2014, Kramer 2006, 
Ratner 1980), and sentimental arias (Castelvecchi 2013, Waldoff 1998, 
Goehring 1997, Hunter 1997), but Haydn does more than simply import 
these two style types as a reference to prefabricated representations of 
sensibility. Instead of approaching sensibility in Haydn’s string quartets 
as a musical topic, I take an alternative approach of recognizing the affects 
of sensibility as a flexible constellation of expressive figurae (Rumph 
2012), gestures (Hatten 2004), and other elements. 
 

Engaging with affects rather than topics enables two important analytical 
outcomes. The first is that different movements become interpretable 
through the same cultural context of sensibility. The second is that 
different combinations of musical parameters can all work towards the 
same affect, following Haydn’s claim that “[o]nce I had seized upon an 
idea, my whole endeavor was to develop and sustain it” (Gotwals 1963). 



Danuta Mirka’s addition of affects to modern topic theory (2014), suggests 
a more refined approach to listening “for the sentiment,” to paraphrase 
Samuel Johnson (in Mullen 1988).  
 

Nearly a quarter of the slow movements from Haydn’s string quartets 
share a particular constellation of strategies of affective expression, 
grouped together by the same theme type (see Webster 1981): the major 
mode, a hymn-like texture, and primarily step-wise, legato melodies in 
triple meter. I show two ways Haydn uses this theme type to create an 
affect of sensibility, at the same time altering and developing different 
musical parameters, to nuance the expression in each movement. The slow 
movement of op. 76/4 is prototypical of the hymn-like theme type, with 
four equal voices, whereas op. 33/2 begins as a duet, a textural difference 
that I suggest emphasizes the moral sentiments in the first example, and 
romantic sentiments in the second. 
 
 
 
7:30-9:00: Haydn and Sonata Theory (HSNA) 
  
Steven Mathews, “Haydn and the Type 2 Sonata: Development, 

Correspondence, and Tonal Return” 
 

Excellent analysis of Haydn's music that incorporates Hepokoski and 
Darcy's Sonata Theory (2006) has focused primarily on the number of 
thematic zones, formal functions, cadences, and caesuras within the 
exposition rotation and less so in the latter parts of the form (Ludwig 2012; 
Inman 2014). A core tenet of Sonata Theory, however, is its call for the 
analyst to compare subsequent thematic rotations to ultimately classify a 
sonata type (Morrow 2013; MacKay 2014). While this is relevant to all 
sonata types, the only genre that regularly avoids the seminal long-range 
expectation (i.e., the double return) is the Type 2 sonata. Instead of a 
standard recapitulation, these works often feature a subtle regaining of 
tonal correspondence with the initial rotation's thematic zones, which 
often bypasses the Primary Zone completely, and thus presents a 
harmonic balancing in the Secondary Zone that effectively closes the entire 
sonata. The act of reclaiming correspondence following the Type 2 
development has been influenced by the Scarlattian "crux" (Kirkpatrick 
1953) and, recently, as a "resetting of the formal compass," or RFC (Aziz 
2015).  
 

In this presentation, I examine two specific areas of three select 
movements that Hepokoski and Darcy (2006) have labeled as Type 2 
sonatas (the slow movements of Symphonies No. 9, 14, and 24): how 
Haydn enters into musical development (i.e., falling “off track” in 
correspondence terms) and how he regains correspondence with the 
exposition rotation. As Burstein (2011) has shown, Haydn's early 
development sections frequently move to the tonic key—sometimes in 



double return fashion—rather quickly, which creates a dissonance (or 
deformation) with Hepokoski and Darcy's Type 2 paradigm. My analyses 
focus on the motivic, rhythmic, and harmonic factors that contribute to 
formal excursion and crux, and consider the stability of early double 
returns that proceed to strong cadences in the submediant.       
 
 
Yoel Greenberg, “‘Altered Recapitulations’ in Early Haydn and his 

Contemporaries, and their Implications for Understanding the 
Role of the Double Return” 

 

Haydn’s recapitulatory procedures are frequently referred to as 
outstanding for their imaginative and flexible applications of sonata 
practice. Recompositions, reorderings and interpolations in Haydn’s 
recapitulations can be so radical that they challenge the clarity of the 
underlying rotational structure, at times to such an extent that the very 
nature existence of a rotational logic may be questioned. Here, I scrutinize 
two frequently stated beliefs about altered recapitulations: that they are 
unique to Haydn, and persistent in his works (e.g. Hepokoski & Darcy 
2006, 234), and that they are more typical of late Haydn than of early 
Haydn (e.g. Haimo 1988 & Webster, 2001). I focus on Haydn’s altered 
recapitulations in works from the 1750s and the 1760s. I demonstrate that 
altered and unaltered recapitulations are as frequently found in Haydn’s 
early works as his late ones, although they are perhaps less radically 
altered. Likewise, I will show how Haydn’s practice was by no means 
unique to him, running parallel to the use of similar procedures in 
keyboard sonatas from the same period by C.P.E. Bach, Wilhelm 
Friedemann Bach and others. One commonly encountered alteration is 
the recomposition of material following a brief double return, a practice 
likened by Hepokoski and Darcy to synecdoche, with the literal but short 
double return standing for the recapturing of the entire first theme 
(Hepokoski & Darcy, p. 233). This, like the terms “altered,” “reordered” or 
“recomposed” recapitulations assume that the double return in itself 
indicates a recapitulatory rotation. Yet recent studies challenge such 
assumptions (Neuwirth 2013; Greenberg, 2012; and to some extent Hoyt 
1996). In light of the widespread use of such techniques in early Haydn 
and his contemporaries, I argue that the double return did not necessarily 
carry rotational implications in this period (although they were to emerge 
shortly after). Instead, it appeared as a local marker of the tonic, 
sometimes as an interim tonality on the way from the “sharp side” to the 
“flat side” during the second half of an extended binary form, after which 
developmental procedures could be resumed. 
 
  



THURSDAY 
 
9:00-noon: New Directions in Haydn Scholarship (HSNA)  
 
 
Ulrich Wilker, “The 1963 Edition of Haydn’s Last Three Symphonies 

gets a Critical Report”  
 

On the 18th of December 1795, Beethoven played his First Piano Concerto 
in Vienna during a Musikalische Akademie which was organized by 
Haydn. In the same concert, three of Haydn’s latest London Symphonies 
were performed in Vienna for the first time. It was maybe for this occasion 
that Haydn revised some of his London scores, for example those of the 
Symphony in D major Hob. I:101 and of the Symphony in B flat major 
Hob. I:102. In case of Hob. I:102, everyone is familiar with the revised 
Vienna version – but few know that there is also an earlier London version 
of this work. One reason for this is that the variants of the London version 
were not included in the 1963 edition of the last three London Symphonies 
(Hob. I: 102, 103 and 104) in Joseph Haydn Werke, the first volume of 
symphonies published by the Joseph Haydn-Institut, Cologne. At that 
time it was common practice to publish score volumes and their 
corresponding critical reports separately. But in this case it took 50 years 
until work on the critical report even started. With the score having been 
published decades ago, the corresponding critical report will take into 
account today’s changed requirements of critical editions, for example by 
proving the relationship of sources through filiation or by documenting 
earlier versions of a work. Besides, newly discovered sources (including a 
manuscript by Haydn) offer the possibility of answering questions that 
could not be answered at the time when the score volume was published. 
Starting from that example given, this paper tries to give an insight into 
the work on Joseph Haydn Werke since 1955 and address the different 
problems and chances of long-term editorial projects. 
 
 
 
David Schildkret, “The English Libretto of The Creation Reexamined” 
 

In his 1983 essay “New light on the libretto of The Creation,” Nicholas 
Temperley demonstrated that much—perhaps even most—of the English 
text that Gottfried van Swieten placed in the first edition of The Creation 
by Joseph Haydn comes from the now-lost original English libretto. He 
argues that, rather than demonstrating van Swieten’s imperfect command 
of English, most of the infelicities in the English text originate with the 
source. He therefore advocates treating the first-edition English libretto as 
authentic and authoritative. 
 



Setting out with that intention, we immediately encounter difficulties. For 
example, the score treats "eagle" as one syllable and "stately" as three 
syllables. There are some errors and mistranslations that render the 
English all but incomprehensible. The most significant problems occur in 
the choral movements, where the English is set only to the soprano part. 
When the other voices sing at different times, it is difficult to tell how the 
words should fit, and repeated phrases create additional challenges. 
 

The problem is apparent from the first entrance of the chorus. They sing, 
"And the spirit of God moved upon the face of the waters."  This line has 
fifteen syllables in English, but the corresponding German text has only 
fourteen. The first edition provides an alternate rhythm for the soprano 
line that accommodates the additional English syllable, but it does not 
show how the other parts should be adjusted. The chorus that ends Day 
Five, "The Lord is great," has even more complex problems. If we wish to 
honor Haydn’s clear intention that The Creation be sung in English for 
English-speaking audiences, the first-edition text requires adjustments 
and decisions to make it workable. 
 

The word books from the first London performances provide insight into 
the lost original and can provide a means for resolving some of these 
issues. A final text, which can never be fully authentic, will incorporate 
material from the first edition, the word books, and a few original lines. 
With the benefit of a full chorus and orchestra willing to attempt the work 
in a new guise, it was possible to create a new edition of The Creation that 
adheres closely to the first-edition libretto while at the same time 
correcting errors and addressing its more obvious faults. This paper 
summarizes and explains the textual adjustments in my edition and 
illustrates those changes with recorded excerpts from the Arizona State 
University performance of April 2015. 
 
 
James P. Cassaro, “Haydn in Latrobe: Providing Context to Manu-

scripts Held at St. Vincent College" 
 

In 1846, Boniface Wimmer, a German monk, founded the first Benedictine 
monastery in the United States, Saint Vincent Archabbey, in Latrobe, 
Pennsylvania, forty miles southeast of Pittsburgh. In addition to the 
spiritual and educational advancements he brought to the area, one of 
Wimmer’s most important duties was to enhance the musical culture of 
the area, not only for the enjoyment of the monks, but also for the religious 
services they offered, and for instructing the local townspeople. As such, 
Wimmer made several trips back to Saint Michael Abbey in Metten, 
Bavaria, where he had taken his solemn vows on 29 December 1833, to 
acquire materials to bring back to the Archabbey for this purpose.  
 

While it is not known exactly how copyist manuscripts of Michael and 
Joseph Haydn, along with those of their contemporaries, came into 
Wimmer’s possession—Michael Haydn did have lifelong strong ties to the 



Benedictine monks at the Abbey of St. Peter, Salzburg—they are today 
housed in the Latimer Family Library at St. Vincent College. Most of the 
Haydn manuscripts were copied for Giovanni Battista Gussetti, a Viennese 
entrepreneur and friend of Mozart and Michael Haydn. In addition, the 
collection holds the largest number of manuscripts outside of Europe of 
Johann Matthias Kracher (1752–1827), a student of Michael Haydn. These 
manuscripts and editions are virtually unknown to scholars, and have only 
recently begun to be cataloged for RISM. Indeed, the manuscripts held at 
St. Vincent are not identified nor were examined in the compilation of 
Charles H. Sherman and T. Donley Thomas’s 1993 thematic catalog of 
Michael Haydn’s works.  
 

Expanding on the work of previous scholars of Michael Haydn and the 
Archabbey, in particular the Ph.D. dissertations of Dwight Blazin (2004) 
and Fred Moleck (1970), this paper presentation outlines an evaluation of 
the collection, the breadth of its holdings, the process of cataloging it for 
RISM, and its potential for collaborative digital projects. In addition, 
copyist hands in the various manuscripts are worked out, and a stemma of 
manuscript dissemination is proposed. 
 
 
Caryl Clark and Sarah Day-O'Connell, “CHE update: an overview and 

progress report on the Cambridge Haydn Encyclopedia project” 
 

The simplistic depiction of Haydn either as a forerunner to later, greater 
composers or as a one-dimensional, jocular Papa Haydn is “finally and 
mercifully” a thing of the past (Hunter and Will, 2012). In the last decade, 
fresh interpretations of the composer’s life and music have flooded the 
space vacated by convention. The two-hundred year anniversary of the 
composer’s death in 2009 saw an explosion of books, articles, conferences 
and essay collections that re-evaluated Haydn’s life and music from 
diverse perspectives including politics, gender, aesthetics, religion, and 
psychology, with performers of Haydn’s music also producing 
transformative recordings—all within the context of paradigm-shifting 
developments in the ways information is organized and queried in 
musicology and the humanities more broadly. It is not possible to neatly 
characterize or delineate a new direction in Haydn scholarship, for there 
are many, and they are complicated, serious, and broad—making it all the 
more important to take stock of current knowledge and perceptions of 
Haydn in a new encyclopedic volume. In this joint presentation, the co-
editors of the Cambridge Haydn Encyclopedia (CHE) offer an overview 
and progress report of this ongoing project. 
 

Summarized in the presentation are the eight areas under investigation in 
approximately 100 alphabetically-arranged entries. These overarching 
thematic areas include: Biography/Identity; Ideas; Institutions; Musical 
Materials; People/Networks; Performance; Places/Environments; and 
Reception. Interspersed throughout the volume are seven critical essays 
that draw connections between the entries within a given thematic  



cluster.” While entries make original contributions, their primary function 
is to summarize current understanding of a particular topic or subject area 
by drawing on past scholarship and to provide a particular narrative 
framework, all richly elucidated by musical discussion. Bringing together 
approximately sixty contributors from many different countries, this 
200,000-word volume strives to be global in conception, dimension and 
outreach, demonstrating the breadth, depth, dynamism and complexity of 
our field. This co-presentation offers a status report on a resource that 
promises to offer a clear sense of both current and future directions for the 
field of Haydn studies, while also conveying the vision, creativity, and 
curiosity that drives contemporary Haydn scholarship throughout the 
world. An interactive Q&A session at the conclusion of the presentation 
will provide audience members an opportunity to enrich the contents of 
this collaborative project.   
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