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ABSTRACT
WILLIAM ROBIN: Pleyel’'s Hymns Across the Atlantic:
Migration, Travel, and American Psalmody Reforntha Early Nineteenth Century
(Under the director of Philip Vandermeer)

In the decades following the American Revolutiogeaeration of New England
intellectuals and musicians attempted to reform Aca@ hymnody from its lively,
William Billings-derived native style to a more dedrate, Old World solemnity. This
“Ancient Music” movement proposed to return Ameniggalmody to its European
origins, but its participants also imported recgsttmposed tunes, including two hymns
by Ignace Pleyel. This thesis discusses how tRésel hymns—one brought to the
United States via the emigration of the Carr faroflypublishers from England, and the
other through the European travels of Boston rexced®seph Stevens Buckminster—
intersected with psalmody reform at the turn ofriireeteenth century. In tracing the
dissemination of Pleyel’s hymns, | show how tralasdic developments in Britain and

the United States fundamentally altered the dioectif American hymnody.
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Introduction

In 1809, a patron under the pseudonym Philo-Harousnrote to th&oston Mirror
describing a recent experience in the concert Hallited to a performance by a newly
formed musical society, Philo-Harmonicus accepteih' musical indifference,
expecting to hear the old routine of ‘WashingtaWarch,” ‘Hail Columbia,” and
‘Yankee Doodle’ played over for the nine hundrealtid tenth time®
He was met, however, with surprise: the concetuged not that dreadful,
overplayed American music but “the compositionslafdn, Pleyel, Handel, Arne and
others from the first masters in Europe.” Philoaidanicus basked in the “intricate
scientific music” of a Haydn symphony as well asalanusic of “good taste.” But a
concert of music of this caliber was an unforturrardy:
Alas! The great body of our Americamusicianersseem to possess an intuitive
antipathy against foreign compositions and perfosyend are enraptured to hear
the productions of old Billings and others of egualoriety, sung forte,
fortissimo from beginning to end; while one of Riéy most delicate andantes
tend only to make them yawn disapprobafion.
Numerous variations on this messagefaced across New England in the first decade of
the nineteenth century. Irate writers railed aglaimomegrown American music in favor

of a superior alternative: that of “scientificatpmposed” music, already proven in

European concert venues and churches. One napaeticular, Pleyel, appeared over

! Philo-Harmonicus, “For the Boston Mirrof3oston Mirror, 14 January 1809.
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and over in American newspapers, hymnal prefacespablished music. The
composer’s given name—Ignace—never seemed to b&eaay placing him in the canon
of greats only referred to by last name.

Pleyel’'s music played a major and thus far und&nawledged role in the United
States at the turn of the nineteenth century. Tyuoris in particular participated in major
shifts in American sacred music:

1. Pleyel's Hymn, also known as German Hymn, an aearent of a theme from
the composer’s 1788 String Quartet in G major (béorth referred to as Pleyel’'s

First)

2. Hymn 2, or Pleyel's Ps. 2, based on the 1786 Symigh©oncertante in E-flat

major (henceforth referred to as Pleyel's Secohd).

In the decades following the American Revolutiotreased access to European
compositions encouraged musicians and clergy tomepsalmody. Though the
imported hymns were often relatively new, thesemagrs chose to call them “Ancient
Music,” positing the change in repertoire as ageovery necessary for reasserting the
relationship between sacred music and devotiore &ivertisement called these hymn
tunes—written by Pleyel, Handel, Arne, and otherareient melodies which have been
long exiled from most of our temples of worship.”

This thesis traces the newness of Pleyel’s “atitiaelodies, their transatlantic

transfer to America, and the ways in which thegisécted with changes in hymnody in

% In her bibliographic study of Pleyel’s music, RBanton assigns the String Quartet the cataloguebeu
B. 349 and the Symphonie Concertante B. 111. $laeBRenton,Jgnace Pleyel: A Thematic Catalogue of
his CompositiongNew York: Pendragon Press, 1977).

* Quoted in Richard Crawford, “Ancient Music’ aniget Europeanizing of American Psalmody, 1800—
1810,” inA Celebration of American Music: Words and Musitionor of H. Wiley Hitchcogledited by
Richard Crawford, R. Allen Lott, and Carol J. Of6 Arbor: University of Michigan Press, 1990), 234



Baltimore, Philadelphia, and New England. Eacls @h individual story. Pleyel's First
arrived with the Carr family, one of London’s m@séstigious music publishers, who
emigrated to Baltimore and Philadelphia and opekredrica’s first chain of music
stores in the 1790s. Pleyel’'s Second entereddherapublic via transatlantic travel,
brought to Boston in 1807 with the pastor Josepvets Buckminster when he returned
from an extended sabbatical in Europe. The Carported a variety of European
compositions, both secular and sacred, to the Uitates; Pleyel's First initially
interacted with Episcopalian sacred music befordifiig its way to Boston and the
burgeoning “Ancient Music” movement of the Congriegaal church. The later arrival
of Pleyel’'s Second guaranteed its immediate inttddao into hymnody reform led by
clergy like Buckminster, and this movement helpadrgntee the wide dissemination of
both hymn tunes. Today, Pleyel's hymns endurEhea Sacred Harps two of only
thirteennon-American tunes in the quintessentially Soutlstiape-note tunebook.
Exploring how Pleyel's music reached the Unitealt&t dovetails with recent
attempts to view the history of American music tigb a transatlantic lens. In a 2011
colloquy in theJournal of the American Musicological Societgveral scholars
considered possibilities for pushing the boundasfe&merican music beyond its
traditional borders and investigating what Georgédivis called
A global perspective—not so much a comparativedéoedrawing methodology,
but an integrative one that implicitly recognizke permanence of permeability,
the transience of borders, anthastizajgmestizo] that draws its power from
dialogue with an American trope of mobility.

More recently, Glenda Goodman has connected thily stiuearly American sacred music

with the interdisciplinary field of Atlantic histgras pioneered by historians such as

® George E. Lewis, “Americanist Musicology and Norieadoise,” Journal of the American Musicological
Society64, no. 3 (2011): 692.



David Armitage. As a result of participating ir2@13 Society for American Music panel
organized by Goodman, | have focused my analysifefel in America through
Armitage’s methodology, viewing the migration oét@arr family and the travel of
Buckminster in the context of broader movementsiwithe Atlantic basin. | draw upon
Armitage’s “cis-Atlantic’ model, one that “studigarticular places as unique locations
within an Atlantic world and seeks to define thaiqueness as the result of the
interaction between local particularity and a widetb of connections (and
comparisons)? | trace the transatlantic and local significatiai Pleyel’s First and
Second, examining their role in Europe, how theégched America, and the various roles
they played following their arrival.

In studying hymnody in the context of Europe arelnlew United States, |
contend that the actions and perspectives of apavicipants in the Atlantic world
shaped “Ancient Music” reform. American clergy andsicians transformed European
music as well as European rhetoric to their owrseddawing not only on the music of
Pleyel, but also on the good taste for which thepaser’'s name stood, in order to shape
a new path for native psalmody. The effect ofrtt@ement was immediate and long-
lasting: the “Ancient Music” participants foundedyanizations like the Boston Handel
and Haydn Society and Philharmonic Society; shapeeell Mason’s 1830s “Better
Music” agenda; and helped launch American musitstitutions still in existence today.

Through examining the period from approximately@7®1810, | shed light on
an overlooked era in American hymnody: the traosibetween the age of Billings and

that of Mason. Previous scholars have focusedopne@thntly on native composers (like

® David Armitage, “Three Concepts of Atlantic Histgrin The British Atlantic World, 1500-180@édited
by David Armitage and Michael J. Braddick (Basinggt Pasgrave Macmillan, 2002), 23.



Billings and Mason) and thus neglected the rolas tlon-natives like the Carrs as well as
intellectuals like Buckminster played in forgingnew direction for sacred music in the
United States. By examining thinkers such as Bucktar, as well as his contemporaries
Samuel Cooper Thacher and John Pickering (see &@hgptl uncover the personal
motivations of specific participants in “Ancient Bia” reform, a movement whose
rhetoric was framed in authoritative anonymifynd by focusing on two individual
hymns, | offer a perspective on how specific repegtintersected with broader agendas
of reform.

In this thesis, | follow the impact of Pleyel’s hgsichronologically. Chapter 1
begins with the origins of Pleyel's First in Londand the emigration of the Carr family
to Baltimore and Philadelphia, examining how ther€aommercial enterprise
intersected with developments in American hymno@hapter 2 explores the American
dissemination of Pleyel’s First; its interactiorntvBoston’s burgeoning reform
movement; and its role in several non-worship casteChapter 3 delves into the
intellectual origins of the “Ancient Music” moventemvestigates how transatlantic
travel influenced the compilation of reform hymnbite® TheSalem Collection of
Classical Sacred Musicland details Buckminster’s trip to Europe andrble as
reverend of Boston’s Brattle Street Church. Chapt®llows Pleyel's Second from
Europe to America, examines its role within the hah. XXX Psalm and Hymn Tunes
for Public Worshipand scrutinizes the transatlantic rhetoric obmef and its reception
in Boston.

By the time of Philo-Harmonicus’s indictment of Arean “musicianers,” native

music was well on its way to being eclipsed by pesn compositions. The delicate



andantes of Pleyel spread quickly from Paris todamto the United States, playing a
much more important role in America than they didheir countries of origin. By 1820,
there was nothing surprising about hearing a comméehe “intricate, scientific” music of
foreign composers: the once iconoclastic perspediwhilo-Harmonicus had become
the norm. In closely tracing how these delicatdaares wove their way through the
early history of American music, | show how a getien of musicians and clergy

replaced those yawns of disapprobation with knovgimges.



Chapter |

The Origins of Pleyel’'s First and the Carr Family n America

Before the Europeanizing of psalmody in Americacairse, came the Americanizing of
psalmody in America. In the 1720s, Harvard-edutatergy introduced “Regular
Singing” reform in the Puritan church, an attengpteplace the Old Way of singing—in
which pastors or precentors “lined out” tunes f@ tongregation to imitate—with
hymnals that included notated music. Itinerantisiass formed singing schools to
educate laypeople in reading music, with the gbalareasing the proficiency of
congregational worship singing.

Prior to 1760, most of the music published for géhe singing schools and
churches came from Britain; the 1761 publicatiodarhes Lyon’&Jrania, the first
tunebook compiled by an American composer, mark&tifatowards native hymnody.
In the 1770s, composers like William Billings anddkew Law issued collections of
their own compositions, further popularizing natsaered music and tying it to the spirit
of the Revolution. Richard Crawford has charteglgloportion of American and
European sacred music published in the United Steteveen 1760 and 1810n the

1780s, American and European compositions wereoappately equal in publication

" See Crawford, “Ancient Music.” For an extensigiscussion of statistics in the core repertory of
American hymnody, see also Crawford, dthe Core Repertory of Early American Psalm@éadison:
A-R Editions, 1984).



numbers, but by the 1790s, American tunes outwdigh&opean ones by a ratio of two
to one.

The denigration of native hymnody started to depetothe decade in which its
local production was most prominent: the 1790sawd@ord’s examination of hymnal
prefaces shows that the Americanization of sacresictwent mostly unmentioned
through the 1770s and 1780s. But beginning in 1@8hposers like Samuel Holyoke
and Oliver Holden began apologizing for the quadityheir music, on account of their
untrained status as American composers. Holyokaeg his 179Harmonia
Americanawith a self-effacing confession:

Advantages for studying the principles of harmogainl, in this country, so

limited, it cannot be expected that a compositibthis nature can stand the test

of criticism®
Holyoke and others omitted fuging tunes and operiticized them in their prefaces;
American composers had started to recognize tiféarehces with Europe and adopted
what Crawford calls a “rhetorical etiquette” foroeising them. With the exception of
Billings, who unapologetically defended his untedrstyle well into the 1790s,
American musicians guided psalmody from a “fredipgen, heterogeneous practice into
a self-conscious, increasingly homogenous catetjory.

These discussions among composers resonated wilarsievelopments in the
Protestant church. New England clergy felt thatgimging school, led by music teachers

rather than pastors, fostered an environment thadwaged a form of sacred music

8 Crawford,American Studies and American Musicology: A Pofntiew and a Case in PoifiNew York:
Institute for Studies in American Music, 1975), 1@rawford points out that many of these apologetic
hymnals were issued by the Boston publisher Tha8naadrews, concluding that they comprised a kind
of “house policy” for the firm.

°Ibid., 31.



shaped by secular virtuosity instead of solemn wiprsThough the schools were
established to foster educated congregationalrggnghey led to the formation of church
choirs, which often had more authority over musicgsin service than the ministers
themselves. Choirs met outside of religious ses/&nd trained to perform more
complicated music, like the fuging tunes of Billngnd Jeremiah Ingalls. Crawford
writes of a musical culture characterized by “nagsig congregations, aggressively
outspoken choir members, and a sprightliness afatiperformance that fostered
competitiveness, virtuosity, and pride among ‘timgars.”® The authority of the
singing master encroached on that of the clergy th@ nature of the singing school
itself—an institution outside of the church, in wiiyoung men and women could meet,
unsupervised—acquired an air of immorality.

The centuries-old tension present in sacred muetigden artistry and religion
also played itself out in reference to the Ameriezss of hymnody. Clergy felt that the
native composer himself, and the style of his musis epitomized by the fuging tune—
was responsible for rampant secularism. Americasicriuad drifted off-track in recent
decades; only in seeking out the “Ancient Music’Eairope, with its proven track record,
could psalmody be righted. In reigning in Americamposition, European-minded
compilers of hymnals believed they were redirecthgrch music back towards the
devotional sphere.

As these perspectives shifted, European music beaareasingly available in

America courtesy of a new wave of publishing firfostered by the migration of

10 crawford, “Ancient Music,” 232.

" For a more detailed description of the moralisuisin the singing school, see John Be&liglic
Worship, Private Faitt{Athens: University of Georgia Press, 1997), 51-53



musicians from Britain in the 1790s. Thus whatrted as “Ancient Music” was often
not so ancient, after all: American publishers @éagingly introduced the newest music
possible, whether sacred or secular, in order topate in a market not bound by
European copyright protection. This dressing-upef music as “ancient” is one of the
areas in which the publication and marketing ofRteyel hymns intersected with the
emergence of hymn reform. The Carr family fitoithis economic frame, as they
introduced Pleyel’s First to America not so muclaasork of “Ancient Music” reform—
the family lived in Philadelphia and Baltimore,ie& not directly connected to the
Boston-based movement—than as a business movehyhine was part of the same
practice that let them publish published dozensesé European compositions in such
serials adMusic Journal for the Piano ForteFrom the Carrs’ perspective, Pleyel was not
only an esteemed European composer, but also srselisand a cheap one: as Stephen
Siek has shown, new copyright laws in the Uniteatt€dt made it more expensive to print

native compositions than to import European mifsic.

Pleyel's First in Europe

The story of Pleyel’s First begins with the comp&sset of six string quartets dedicated
to the Prince of Wales, published in 1788 in Pand London (B. 346-351). The fourth
guartet, in G major (B. 349), comprises three maemis) including an Andante set of
variations*> By 1790, publishers had issued the Andante #sralsalone work in a

version for harpsichord or pianoforte, knownPdsyel's German Hymn with Variations

12 5ee Stephen Siek, “Widening the Scope: Early AsaerMusical Taste as Seen through a Political-
Economic Lens” (paper presented at the annual ngeefithe Society for American Music, Little Rock,
March 2013).

13 For the publication record of B. 349, see Beni®8§-45.
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The first texted arrangements of the theme of thdakte were publhed in 1790, and

is not clear whethahe theme had the title “German Hymn” before oeraitt received it:

text.
1
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Figure 1: Ignace Pleyel String Quartet in Gmajor (London: Merton Music, 2010,
Andante, mm. 1-21.

In hisHymn Tune IndexNicholas Terperley lists two potential origins for the texi
hymn, both publisheth London in 1790The Sacred Pocket Companion for the Ger!
Flute, Flageolet, Violin or Oboe, containing the shéavorite hymn tun (Button &
Whittaker), andSelect Hymns for Voicand HarpsichordJ. Carr)** | could only
examineSelect Hymnsand thusdid not determine which hymnal appeared first.

likely that TheSacred Pocket Compani drew uporSelect Hymnssince it calls itself a

14 See Nicholagemperley,The Hymn Tune Index: A Census of En-Language Hymn Tunes in Print
Sources from 1535 to 1820xford: Oxford University Press, 1998Further discussianof the
chronology of both Pleyel hymns will draw upon tidine version of Temperley’s resoul
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adaptation of “the most favorite hymn tunes” fautdl solo or duo Select Hymr,
published by Joseph Carr’s firm, sets Pleyel's tiangohn Cenick’s 7.7.7.7 te
“Children of the heav'nly king,” a poem that appeagain wittthe tune in seve
subsequent reprints, all of whiwere published in the United States.

The hymnal itself is rudimentary, without a prefaceeven individual titles (th
hymns are simply numbered). Carr sets each tunvtovoices, divided betweerass
and treble staves. Pleyel’s First concludes thertal, and the pitch content of the t
voices is identical to the quartet’s violin 1 argl@ lines, with some rhythmi
discrepancies (Carr eliminates the |-up turning gestures of the quartet, nng the
rhythms simplex. Though Benjamin Carr, Joseph’s son, was theposer of the family
it is likely that Josepldapte the tune himself; Joseph, a trained engraver, wristewn
arrangements as well as organ voluntaries (Benjdegan publishinhis own music ir

1790).

16
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Ye are truv’liug home to God,

Figure 2: Pleyel, “Hymn XV,” in Select Hymns for the Voice andarpsichord
(London: J. Carr, 1790), 1¢€
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The next hymnals containing Pleyel’s First thatudied were both printed in
London in 1791: Samuel ArnoldBhe Psalms of David for the Use of Parish Churches
and Hugh Bond’'§ he Psalms of David in MetréArnold’s adaptation introduces a pick-
up note to Pleyel’'s theme in order to set an 88&xt, a feature common to many
versions of the hymn. The three-voice settinguiest a melody and bass that are
essentially identical to Pleyel's quartet, andriiddle voice mostly resembles the
guartet’s second violin part, though its final deaepeats the first phrase. Its text,
Joseph Addison’s “The spacious firmament on higipfears in seven subsequent
reprints before 1820, all again in America.

In contrast, Bond’s Pleyel hymn, titled “Communidgmn,” sets the 7.7.7.7 text
“Glory be to God on high” and does not include pinekup. It is also notated on a
keyboardstaff and includes just melody and bass lines figlration, which mostly
resembles the quartet with minor deviations. Hx¢ teceived 25 reprints before 1820,
but it is not a significant version for the Unit8thtes, where only four of those printings
were published. What is particularly interestimgat Arnold and Bond'’s two versions is
that the composers may have based them on Pleyajisal music. Both adhere closer
to the quartet in their use of anticipatory eightites—for example, m. 7 and 11 of
Figure 3, below—and furthermore, Arnold introdueegoice present in Pleyel but not in

Carr.

13



Figure 3: Pleyel, “The Spacious Firmament,” inSamuel Arnold, The Psalms o
David for the Use of Parish Church: (London: John Stockdale and George
Goulding, 1791), 204.

| examined two other n-American versions of Pleyel’s First, neither of ahn
were particularly important to its dissemina in the United StatesWilliam Tattersall’s
1794Improved Psalmodytilizes the text “Warmth and life each nkful heart” in a
threevoice setting without a pickup. “Celebrated Gerriymn,” a standalon
broadsidepublished in 1800, derives its notes and text fRBond’s edition

With the exception of Carr'Select Hymnseach of these early hymnals featt
British reform rhetoric Clergy and intellectuals debated hymn refin Englanc
decades before the issue crossed the AtlaThe dominancef singing school an
parish choirs thawvould later spt American “Ancient Music” reforntook place ir
England in the earlgighteenth century. y the 1720s, some bishops began restric
the role of choirs in order &hift singing back to the congregatialbeit witf limited
success. Towrthat had churchewith organs fosteredongregational singing, but ru

country parishes kepo the choir and singit-school model through the 1760s. 1

14



emerging Evangelical movement took up the battéeresy country psalmody, and attacks
against its rural harmony and fuging tunes incrédasmugh the 1760s and 1770s. In the
final decades of the century, Evangelical clergglishhed reform collections with
simpler, homophonic tunes designed to reignite cagegional singing in the
countryside®

Arnold, Bond, and Tattersall all trumpeted the laage of reform and featured
homophonic tunes by composers like Webbe, Crott,@moke. Arnold included an
incendiary preface, declaring that recent hymrfalgh imitations and fugues, have been
so incorrect and deficient, both in melody and hamym that some among them scarce
deserve the name of musit.”His own hymnal attempted to remedy this defedriter
to “assist the country choirs in their cultivatiohthis species of music”; the collection
preserved “many excellent pieces of old and forengisic, which were sinking speedily
to oblivion.”” Arnold clearly referenced the conflict betweewrcand country
hymnody, offering “assistance” to country choitée also emphasized the antiquity of
the tunes, a historical fallacy in the case ofttiree-year-old Pleyel hymn, but an aspect
of the reform that acted as a main trope in the caa “Ancient Music” movement.

Bond railed against country-parish psalmody, spelf drawing attention to the
failures of the singing style in promoting worshide wrote that the country choirs sing

in the worst manner, a most wretched set of Psalne3 in three or four parts, so

complex, so difficult, and so void of all true Hawny, that it is altogether
impossible for any of the Congregation to take patth them, who therefore sit

15 For a more detailed examination of the Englisbmefmovement, see Nicholas Temperl€lye Music of
the English Parish ChurcfCambridge: Cambridge University Press, 1979).

16 Samuel ArnoldThe Psalms of David for the Use of Parish Churdtesdon: John Stockdale and
George Goulding, 1791).

7 bid.
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absorbed in silent Admiration, or total Inattenti@nthout considering
themselves as in any degree concerned in whatrg gorwards*®

He attested that sacred music was “originally idezhto be a part of Divine Worship”
and that the entire congregation should play aweeind equal role in singing. Bond
thus supplied “the plainest and easiest of our ranstent and popular Melodies” to serve
the whole congregation as both familiar and sinpliearn*® Significantly, Bond also
guoted from Dr. John Brown, a Newcastle vicar, \@ppeared in the prefaces of several

American reform hymnal®

The Carr Family Arrives With Pleyel’s First

Unlike Pleyel’'s Second, which arrived in Americaverious arrangements before it
appeared as a texted hymn, Pleyel’s First seem® matve reached the United States in
any other form before its 1799 publication as a hyRita Benton lists no early
American publications of the string quartets or atandalone versions of the Andante).
The American debut of Pleyel’s First, in John Cegacred Harmony; Part the Secqond
includes the same text as the 1B¥lect Hymnand may correspond to it musically (I
was not able to obtain if}. The connection between the two hymnals is the farily:

Select Hymnwvas published by Joseph Carr’s London firm, &adred Harmonyy

18 Hugh Bond;The Psalms of David in Met(€ondon: Preston & Son, 1791).

" Ibid.

2 Reformers frequently drew upon Brown’s 17B8sertation on the Rise, Union and Power...of Poetry
and Music The prefaces of th®alem CollectiomndLXXX Psalm and Hymn Tunbsth quote Brown (see

Chapters 3 and 4).

2 According toThe Hymn Tune Indek is in A major, not G, and is set for three co@mpanied voices.
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Carr’'s new business in Baltimore, in consortiumhwits son Benjamin’s Philadelphia
store and James Hewitt’'s New York company.

From their arrival in America, members of the Family were prominent
promoters and sellers of Pleyel's music. Stephek Bas documented the family’s
emigration to the United States and examined tesatlantic roots of its American
enterprisé? At the end of the eighteenth century, London becbme increasingly
competitive for musicians, with limited demand amdly seasonal employment for most
performers. As many as 250,000 people emigrated Britain to the United States from
the end of the Revolutionary War to 1815, as dseasl economic depression devastated
the nation. Alongside new demand for instrumentbsrausical instruction in post-
Revolutionary America, recently established theatecities like Philadelphia also
guaranteed work for musicians and composers. Wawonerican agencies publicized
new job opportunities in London, drawing immigradissatisfied with an economy
tarnished by bankruptcies and high food costsvenéh@rd spiral intensified by the
Anglo-French war begun in 1793. Siek has showhAlexander Reinagle, one of the
earliest emigrants, may have been recruited byobtteese American promote?s.

Since the 1670s, the Carr family printed musitondon, and was an early
partner with the Playford family, one of Englant&sst-known music publishing firms.

In the 1790s, Joseph Carr, an engraver and orgarastin business with his son
Benjamin, active as a keyboardist, opera singel,camposer. Benjamin worked with

the Academy of Ancient Music, and his first opdrhilander and Silviapremiered in

% see Siek, “Musical Taste in Post-Revolutionary AineAs Seen Through Carr’s ‘Musical Journal for
the Piano Forte™ (PhD diss., University of Cincatip 1991).

2 bid., 42.
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1792 at Sadler’'s Wells. Though no documentatidaildewhy the Carrs decided to
liquidate their century-old business and emigrat@rnerica, Siek speculates that a
confluence of several circumstances might haveiptated the move. Benjamin’s
career as a musician may have been a factor: thdehey was disbanded in 1792, and he
may have thought that the United States offerecemark for a freelancer. As London
slid into economic depression, businesses includingic printing became increasingly
unstable, and Joseph probably thought that thedoomlonies provided a better
opportunity for the family.

Benjamin made the initial voyage alone and arriveBhiladelphia in 1793.
Philadelphia was an ideal place for a composee/dreee musician, and publisher.
Donald Krummel has shown that only nine music-pmopfirms existed in the United
States before 1800, and only three remained imbasiby 1800; there was ample room
for a new company to enter the marketPhiladelphia stood as the capital of the republic
and the home of the New Theatre, which featureadpeé as music director. It is not
clear whether the Carrs knew Reinagle before emmgya-the families became closer
later)—but Benjamin certainly recognized the oppuoities available in the new
establishment. He first advertised as “B. Carr &"Gn Philadelphia newspapers in July
1793. Until the next year, Benjamin was on his pprmting from engraved plates of
English music that he brought with him.

Joseph and Thomas Carr settled in Baltimore in 1724k cites the yellow fever
that swept through Philadelphia in late 1793, al$ agethat city’s costly housing, as

reasons why the rest of the family did not movBénmjamin’s new home. Baltimore had

%4 See Donald W. Krummel, “Philadelphia Music Engrevand Publishing: 1800-1820” (PhD diss.,
University of Michigan, 1958), 79-80.
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a satellite company of the New Theatre as welbagsgel Catholic and Episcopalian
communities: both brothers and their father seagdrganists in these churches. Joseph
established a store in the city. In the same y@&amjamin advertised a third branch in
New York, which opened in early 1795 (it was runJaynes Hewitt, who actually played
under Pleyel in London). Benjamin commuted betwdew York’s Old American
Company and Philadelphia’s New Theater. In 17@7tbpped working for both
companies due to their budget and personnel autiss@ld the New York shop to Hewitt.
By 1800, Benjamin withdrew from Philadelphia publigy entirely and moved to
Baltimore, possibly due to competition from a varief new publishers in the city
(including G. Willig, which printed the first verm of the theme from Pleyel’s Second in
the United States, in the vocal setting “The Vidddoly Day”; Willig acquired the Carrs’

Baltimore business in 1822).

The Carrs and Pleyel “Advance” American Music
From Benjamin’s earliest advertisements, “B. Cai€é&.” invoked the name Pleyel. In a
December 1793 issue Dunlap & Claypoole’s Daily AdvertiseCarr promoted a “large
collection” of European music that included:
Overtures and concertos in parts, flute and viglimtets, quartets, trios, duets
and solos, the compositions of Pleyel, KozeluchydfidNicholai, &c &c together
with new operas, vocal and divine music for thenpiforte, pocket companions,

operas, &c. for the flute and guitar.

He went on to outline several collections of musiported for amateurs, including:

% sjek, “Musical Taste,” 98.
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No. 1 to 45, of Blands collection of harpsichordsieyeach number containing
10 pages of sonatas from Pleyel, Haydn, Hoffmeigte®

Significantly, Pleyel’s name came before all oth@rsluding Handel and Haydn. Carr
probably did not yet know what was popular in theted States, but assumed (or had
become aware) that Pleyel was a name associatedanica with esteemed, European
composition.

Benjamin’s interest in Pleyel remained consisterdugh the family’s publishing
career. Siek has closely examined how the fanalyigpated in American musical
taste-making in theiMusical Journal for the Piano Fortéhe largest serial publication of
music of its time, issued from 1800 to 1804. Fitsbeginning, thé&lusical Journal
advertised “Men of Genius” and claimed that “buteha remark would be impertinent, as
the names of Haydn, Pleyel, Bocchereini &c spealtHemselves® The Carrs’ journal
formulated its marketing in this rhetoric of genibst the family also favored European
composers because of issues of copyright. Cosgresducedederal copyright
statutes in 1790, but they did not include anygution for overseas publications. Music
printers could freely publish European works but taseek new music, since anything
popular was immediately reprinted by multiple firarsd thus lost its vallu@.

Siek has totaled the numbers of works publishekinoyvn European composers,
and Pleyel far exceeded Haydn and Boccherini inesgmtation in th&lusical Journal
Of the eight composers that Siek lists in a tablé&s—Bach, Boccherini, Cimarosa,

Clementi, Corelli, Haydn, Mozart, and Pleyel—haed §ame number of instrumental

2 |bid.
27 bid., 183.

2 Sjek, “Widening the Scope,” 8-9.
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works in theJournalas the other seven composers combined (10 inastakll as one
vocal work)?® Siek also shows, however, that this kind of ‘ealted” European music
was still a minority within the journal. Less thane eighth of the pages in thisical
Journalrepresented esteemed European composers liketttads®iek lists, and most of
the Journal consisted of works by composers of less demandugjc like Stephen
Storace, Michael Kelly, and John Braham. Thoughlturnal promoted the more
“advanced” music of Pleyel and Haydn, if the wookshose composers were already
available in the United States, the Carrs haditesmntive to print them; they constantly
sought out obscure music not yet accessible in A@én the hope that it could quickly
become popular.

To what degree were the Carrs advocating a Eurepwatied agenda consistent
with “Ancient Music” hymnody reform? Certainly thiketoric, if not the musical
content, of thévusical Journaland the family’s other publications resembled tifahe
reform movement. Thklusical Journalattempted to appeal to “those who are desirous
to forward the advancement of music in this couht®nly 20% of its content consisted
of American works, and after subtracting composgiby Benjamin Carr himself, the
amount of native music in the serial was negligile

Comments made by Benjamin later in his life mdkarchis dissatisfaction with
native music and hymnody. In an 1821 letter tanJ®arker, the editor of the Boston
music magazin@he EuterpiadCarr wrote that:

| do not approve of musical works being editedhnyse who are not professors of
the art—Therefore, | have been speaking disintélefic] it seems as if the

2 gjek, “Musical Taste,” 246.

%0 Siek, “Widening the Scope,” 6.
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whole mass of sacred music in this country is cotteahito Clerks of Churches,

while the works of those who have made music ayssidcorned by Clergy—

Trustees-choirs & congregations & every organdoftans under the weight of

piles of books replete withtdteadful harmony/ithe production of these self taught

Handels When | kept store upon being asked foreslaetusic | would hand

down books of Dr. Arnold & other church Masters @¥hl had brought from

England which the enquirer would throw down witbglist & ask Adgate,

Billings & other names | did not then even kndw.

He asked Parker to author an article on the subjetiaddress his woes. Carr did not
mention a problem with the liturgical charactenative music; nor did he state that the
“self taught Handels” had tarnished the religiowgezience of American sacred music
(at so late a date as 1821, nearly a decade aftep&an music had reasserted its control
over American hymnody, it seems that Carr himselfinave been behind the times).
Carr was not concerned with religious sentiment With professionalism. For Carr—
unlike reformers like Joseph Stevens Buckminstee-tiprovement of sacred music
seemed to focus on making the music better andagtesing work for trained musicians,
not crafting a worship experience closer to God.

Carr certainly contributed to the developmenthid experience. He served as
musical director of St. Augustine’s Roman Cath@wrch from 1800 until his death in
1831 and composed liturgical music for the Ameri€atholic and Episcopal traditions.
Joseph and Thomas were active musicians in Balés@Id Saint Paul’s Parish.
American Episcopal and Catholic churches had orbgagsning in the mid-eighteenth
century, and thus did not have the same issudgedsdngregationalists in terms of the
dominance of the fuging tune. Carr’s collectiaoke the 1805Masses, Vespers, and

Litanies...for the Use of Catholic Churches in thated State consisted of more ornate

music than dissenter hymnals and featured a vaofesgt-pieces, chants, psalms, and

31 Quoted in Carroll James Lehmann, “Benjamin Cars: €bntribution to Early American Solo Vocal
Literature” (DMA diss., University of lowa, 1975)66-167. Carr’s letter is dated 4 October 1821.
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through-composed works for organ and chorus. Btiié United States, immigrant
musicians also composed simpler works than whatwhiete in Europe. John Cuthbert
points out that the American music of Carr’s cajlea Raynor Taylor—an organist at the
St. Peter’s Episcopal Church in Philadelphia—was @mplex than his European
sacred compositions:

Gone is the ornate, polyphonic, rhythmically complnd sequence-laden style

of the English cathedral school. In its place wd §hort, simple, strophic, and

basically homophonic pieces in straightforward hinys 2
The simpler music was tailored to the technica¢l®f the local singers, one of the
motivations for Carr’s attempts at musical advaneein

The British rhetoric of reform did not apply to t@arr hymnals, despite it being
quickly adapted to Pleyel’s First in England, aswgh above. The 1803 collection
Sacred Harmonywhich theHymn Tune Indeattributes to Carr since it shares plates
with the 1809Masses, Vespers, and Litaniegd not include a preface though it does
feature primarily European music. Carr’'s 1805eaxdibn contained a lengthy preface
that outlines some of its compiler’s ideas aboutefican music but in a Catholic
context, a different set of parameters from thadatant agenda of “Ancient Music.”
Carr wrote that

Should they [the “sheets” of the collection] be thenble means of improving the

choirs in general, by addifgarmonyto theirmelody the author will not think his

labour ill bestowed?®

Caurr later added that

32 John A. Cuthbert, “Raynor Taylor and Anglo-Ameriddusical Life” (PhD diss., West Virginia
University, 1980), 369.

% Benjamin CarrMasses, Vespers, Litanies, Hymns, Psalms, AntheMstéis. . . . For the use of the
Catholic churches, in the United States of Ame(igaltimore: J. Carr, 1805).
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Should he [the organist] employ a little industmytiis way, he will in the end be

rewarded by hearing a flow of harmony round hinstéad of that dull,

disagreeable, horrid monotony of all singing thesaone, alike disgusting to the

hearers, and disgraceful to those who indulge illeg vulgar, and childish a

method®*
Carr addressed here the issue of musical traimmgng Catholic choir singers: the
organist has a responsibility to teach the chogitg more than simply the melody. This
may have been more of an issue in Catholic andcBpadian choirs than Puritan ones,
since the former emphasized liturgical chant. &@ely, with the fuging tunes that
dominated Congregational churches, reformers eng@theliminating polyphony, not
monophony.

Recommending other collections of sacred musicigldl in London, Carr
wrote that “the continent of Europe must be ablsupply numberless publications of
this kind of genuine merit” and named Handel, PlirB¢ow, and Arnold as valuable
composers of English-texted hymns. He describleel study of choral music, now in its
infancy in this country” and gave advice to orgéfsr assisting in training the chdf.
The actual content of the collection was dividedadly between American and non-
American vocal works, but the American music caesi®ntirely of compositions by
Carr and Taylor. Carr asserted his interest inravipg devotional music, but there is no
mention of the function of the music itself as diwaal; introducing European music and
reforming “horrid monotony” appears to be a musioat a religious, decision.

Though Carr occupied himself with improving Amamcmusic, he did not

demonstrate the same fervor for reform of his Ceggtional contemporaries in Boston.

Comfortable arranging Pleyel’s First for Catholiorghip, playing organ for the

3 bid.

* bid.
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Episcopalian and Catholic churches, and publiskewlar music for the masses, Carr
was a businessman and musician first and forenRistyel's First went on to be one of
the many “Ancient Melodies” of New England reforbut when it arrived in America, it

was a commercially-minded product indistinct frdm Musical Journal for the Piano

Forte or any other secular publication.
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Chapter Il

Pleyel’s First in America

Pleyel’s First made its first American appearamcéahn Cole’s 1798acred Harmony;
Part the SecondCole emigrated from England with his family geanine, served as an
organist and choirmaster at St. Paul’'s Episcopair€hin Baltimore, and ran a music
store in the city from 1822 to 1839. Joseph Cahlished both parts of ColeSacred
Harmony | could not examine the hymnal, but accordingmeerican Sacred Music
Imprints, neither part contains a prefateNineteen of the twenty tunes of Part ||
originated outside of America, suggesting an affimith the Carrs’ interest in “musical
advancement” (an advertisement for Part | inclutlesnote that “Care has been taken in
this collection, to select the most approved argy éanes, both ancient and modert{").
According to theHymn Tune IndexCole’s printing of Pleyel’s First shares the
same title and text — “German Hymn” and “Childrénhe heav’'nly king” — as the
earliest, 1790 Carr publication 8elect Hymnslt is in G major rather than A major,
though, and set for three voices without keybodtrds hard to say to what degree

Benjamin Carr might have been involved in the ageament of the hymn, but certainly

% gSee Allen Perdue Britton, Irving Lowens, and Rich@rawford American Sacred Music Imprints,
1698-1810: A BibliographyWorcester: American Antiquarian Socieh90), 231-32.

%" \bid., 231.



Cole acquired the tune from Joseph or Benjamd either reworked it with the
permission or asked one of them to adapt it inve setting

Fortunately, had access thenext printed version of Pleyel’'s First in Ameri
one of the most important publications in termghef hymn’s disseminatiorts
appearance in the first edition Bartholomew BrownBenjamin Holt, and Nahui
Mitchell’s 1802Columbian and European Harmony: or Bridgewater €clion of
Sacred Music TheBridgewater Collectiormarks the hymn'’s earliest founice
appearance and alds first setting to the poem “So ‘es the lovely blooming flow,” a
key text for exploring the American disseminatidriPteyel’s First. Though its authc
Anne Steele, was Englist§o fades has no precedent in the European tradition o
tune, and Brown’s hymnal is tlearliestmusical setting of this text. It bears the t
“Condolence, or Pleyel's Hymn” and cites H. 228eference to Jeremy Belknay
Sacred Poetrythe 1798 editionf which adds that the text is “on the death of #dct>®
TheBridgewater Collectiorwas the first hymnal to tilize the name “Pleyel’'s Hymn.
which appears id6 subsequetprintings before 1820, mostly associated with“*So

fades” text.

3 Jeremy BelknapSacred ®etry: Consisting of Psalms and Hymns, AdaptedhiésBan Devotion, ir
Public and PrivatgBoston: Thomas and Andrews, 1797), :
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Figure 4: Pleyel, “Condolence, or Pleyel's Hymn,”n Bartholomew Brown,
Columbian and European Harmony: or, Bridgewater Qettion of Sacred Music
(Boston: Isaiah Thomas, Ebenezer T. Andrews and Johwest, 1802), 24.

Brown’s setting includes the 8.8.8.8 pickup ands@oses the key to B-flat
major. Its melody and bass are almost identicéhéocoriginal Pleyel quartet.
Significantly, though, Brown’s added alto line red®es the viola of Pleyel’'s original,
suggesting that the hymnal’'s compilers may hauagmetd to some version of the
untexted music. Given the compilers’ active rdarausicians and hymn reformers (see
Chapter 4), it is likely that they obtained Plegajuartet or one of the arrangements of its
Andante.

“So fades” is noteworthy because it exists excleigivn the American tradition of
Pleyel's First, perhaps demonstrating that in $ligin of hymnody, transatlanticism was
a one-way street. Eighty-four printings of Plegd¥irst utilized “So fades” before 1820,
making it by far the most popular text in the ttash, and possibly assigning a specific
devotional or poetic function (or connotation) e tmusic as well, with the original
associations to the death of a child (this may plagle in why David Vinton chose the
hymn tune to accompany Masonic funeral processggespelow).

The next printing of Pleyel’s First that | examintges back to the Carr family.
Sacred Harmony: a Selection of Airs, duos, trios &as published in Philadelphia in
1803 by Carr & Schetky, Benjamin’s firm at the tifne partnership with George
Schetky). Thédymn Tune Inderotes that it shares plates with Carr’'s 18#sses,
Vespers, Litaniesuggesting that Benjamin probably compiled th@3l8ymnal as well.

The Sacred Harmonyersion utilizes the same “Children of the heaykihg” text as the
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previous Carr printings, but in a throi-composed setting for chorus and keybo
probably designed for tHepiscopal or Catholic church. It incluc an introductory
instrumental hymn, a texted chorus, anciations for keyboard, duet, and solo, follow

by a return of the chorus and an instrumental «

Figure 5: Pleyel, “Hymn,” in Sacred Harmony: a Selection of Airs, duos, trios.
(Philadelphia: Carr & Schetky, 1804)

| studied nine other hymnals ctaining Pleyel’s First compiled before 1810, whe
appears in.XXX Psalm and Hymn Tur, which is where the story of Pleyel’'s Sec«
begins (see Chapter 4). Each shows some asptet Ainerican dissemination of t

tune, though none requirdstaileddiscussion. The diagram in Appendix 1 outlines
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main features of each of these eleven iterationBeohymn, showing their relationship to
the American streams of Pleyel’s First.

Unlike Pleyel’'s Second, which almost exclusivelyptoys a single text, Pleyel's
First has been adapted to a variety of poems, ththabulk of the pre-1820 versions
underlie the tune with “So fades.” Another impaottgext in the early tradition is
“Children of the heav'nly king” because it is cotexrl directly to the tune’s transfer
from London to Baltimore and appeared in the vagiGarr-affiliated publications of
Pleyel's First. Only seven prints, however, adtuatilized this text, and all but one
relate to the Carr family. None appeared after318d while “Children of the heav'nly
king” is important in charting the disseminationtioé tune, it did not seem to survive
past the Carrs’ own publication history with theniry,

Versions of the text “Angels roll the stone awagtempany twelve iterations of
Pleyel's First in American hymnals between 1805 &820. This text tradition launched
with The Salem Collection of Classical Sacred Musackimportant New England
“Ancient Music” hymnal (see Chapter 3), and reappean four other Boston hymnals
compiled before 1813 by reformers like Gottlieb @Gmaer and Solomon Warriner. The
remaining seven printings employ the variant “Asgelll the rock away” and appeared
in quick succession, between 1815 and 1820, wéteitteption of an 1806 appearance in
The Sacred Minstrel The tune-books of this 1815-1820 set were diliphed in Utica,
New York. Thomas Hastings, a collaborator with letMvason in leading the “Better
Music” movement of the 1830s, compiled four of site This demonstrates not only the

spread of the reform movement from the Boston eregpstate New York, but also the
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transition to the next generation of reformersy®lis First acts as a lens through which
to track these chronological and geographical m@rem

The other principal text variants of Pleyel's Emsmained mostly in Europe:
“Glory be to God on high,” which makes twenty-sppaarances total but only four in
the United States; and “Hark! The herald angelg,$ipresent in eight European hymnals
and only one American one. The main issue in pgia text with the Pleyel tune was
7.7.7.7 versus 8.8.8.8: hymnal compilers chose dnair not to add a pick-up to the
original quartet music. The tradition before 1828s fairly balanced between these two
options: theHymn Tune Indeksts 113 iterations of 7.7.7.7 texts and 137 .8{&8

hymns, a dominance secured by the ubiquity of ‘&@le$.”

Pleyel's First as “Ancient Music”

It remains difficult to parse out how the Carr &ale-compiled appearances of Pleyel's
First tie into broader issues of hymn reform, ahdnges in musical taste within the
American Episcopal and Catholic churches are beyloadcope of this thesis. The Carr
family concerned itself with the betterment of nousi the United States, a goal it
achieved by introducing a new wave of European asitipns (this included, of course,
an important commercial component). Certainly Calparticipant in Baltimore’s
Cecilian Society (which performélthe MessialandThe Creatioras early as 1803)
shared similar aims. It is not clear to what deghese musicians interacted with
Boston-area reforms, besides the important fattttieaNew England movement took up

and championed the music they published.
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Every one of the Boston hymnals | examined comaiftleyel’s First was part of
the “Ancient Music” movement and sported a reforimahed preface. Crawford cites the
1802Bridgewater Collectionthe second American appearance of Pleyel’s FEisstne
of the earliest reform hymnal3. It received twenty-six reprints, most under itie t
Templi Carmina: Songs of the Temple, or, Bridgemw@wlection of Sacred Musigthe
final edition of the hymnal was published in 183&s compilers — Brown, his brother-
in-law Nahum Mitchell, and Benjamin Holt — all paipated in the Europeanizing of
American music (Brown and Mitchell were original migers of the Boston Handel and
Haydn Society, and helped create Brattle Street Collectiansee Chapter 4). The
Bridgewater Collectiorcontains 30 American tunes compared to 106 nonisare
ones. lIts preface referred musicians interestedmmposing to the 1794assachusetts
Compiler, an important early theoretical treatise (see @hapand 4). The compilers
did not mention the fuging tune, but they laid the aims of the reformers in their
concluding lines:

A great proportion of it is the production of theegtest Masters, both modern and

ancient, in Europe; and has the sanction of gensebnd approbation. None

will object, that the Music is too dull and antidea; for, after passing through all
the grades of improvement, men will at last comadmire the old slow church

Music, and will consider the use 6fd HundredandWindsor as evidence of a

correct tasté®

The compilers of the 18(2ssex Harmomy-another early appearance of Pleyel’s
First—wrote of an “attempt to improve the stylenafisic in this country,” and the

hymnal included “a selection from the best authangient and modern” (it contains 77

non-American tunes and eight American ones). Buhl805Salem Collectiorand the

39 see Crawford, “Ancient Music,” 240.

“0 Britton, Lowens, and Crawfordymerican Sacred Music Imprint301.
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1807Middlesex Collectior- the later of which identified itself as “AncielRsalmody
Revived” — contained Pleyel’'s Hymn. Nathaniel au&l documented the shifts in
American psalmody in his 18%3hurch Music in Americeand identified the Salem and
Middlesex societies as the first agents in therrefmovement:

The Salem and Middlesex societies were put in ¢pperabout the same time

[1806]. New England books and shelves were ramsh@nd every piece and

parcel of old music-books was brought forward atrtmeetings?
Of the other pre-1810 hymnals | examin&te First Church Collection of Sacred
Musick(1806),The Sacred Minstr€lLl806), andrhe Massachusetts Collection of Sacred
Harmony(1807) all contain prefaces articulated in thegleage of reform. The
compilers ofThe First Church Collectiomrote that “the psalmodists of the elder
continent are vastly superior to those of Ameridayt actually took a somewhat even-
handed approach: “Instead therefore of ridiculimg productions of our age and country,
and indiscriminately condemning to oblivion theiment effort of the American
composer, let us, while we reject his worth, comdhkis best*> The breakdown of the
tunes supports this balanced perspectreerican Sacred Music Imprintdentifies 50
American compositions and 76 non-American ones Massachusetts Collectipn
compiled by composer Elias Mann, called for “thdydanprovement of taste in sacred
music” via the promotion of “correctness, simplciand sentiment.” Mann noted that

his hymnal contains no “wild fugues, and rapid andfused movements, which have so

1 Nathaniel D. GouldChurch Music in AmericéNew York: AMS Press, 1972), 69. In Chapter &jll
deal with the Salem society and the specifics aici@nt Music” in greater detail.

“2 Britton, Lowens, and Crawfordymerican Sacred Music Imprint$97.
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long been the disgrace of congregational psalmaly,the contempt of the judicious and
tasteful amateur?®

The Bridgewater Collectiorixed Pleyel’s First in the canon of New England
reform and helped guarantee its numerous printvegspast 1820. In introducing vast
guantities European music to the United StatesjaB@n and his family allowed for it to
spread to new and unanticipated contexts. Cisiatlam here represents not only the
interaction between a single American city anat@snterpart across the ocean, but also
the effect of the migration of a commercial entesg@from London on an entire network
of American musical communities — the three Camgiin New York, Baltimore, and
Philadelphia; the Episcopal and Catholic churcheshich the family participated; and
the New England reformers who adopted Pleyel's agan antidote to native traditions.
To conclude, | will briefly touch upon a few othatriguing contexts for the hymn and

show how its transatlanticism spread beyond thédaafrProtestant sacred music.

Beyond Reform: Pleyel’s First in Other Contexts
A variety of post-revolutionary newspapers attestetthe prominence of Pleyel’s First in
American life outside the church. The hymn appgamenultiple descriptions of the
celebrations of national holidays. Following a anajommemoration like Independence
Day, newspapers printed summaries of the eventsdblk place at local celebrations,
including lists of all the toasts made and the mttsat followed them.

Pleyel's Hymn appeared in twelve of these desomgtbetween 1808 and 1820

in Essex, Boston, Newburyport, Salem, and New Ha&ir of the events celebrated the

“3bid., 449-50.
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anniversary of Independence Day, but other commaitiomis included the 1809
presidential inauguration of James Madison, an I&ldbration of George Washington’s
birthday, and the 192anniversary of the landing of the first settlerd\iew England.
Several of the toasts were in memory of George Wgiim and the heroes of the
American Revolution, and it is possible that Pl&syEirst had associations with honoring
veterans of war who had passed away (this migbheads with “So fades,” though the
newspapers do not mention specific texts).

One particularly interesting example emerges iept&nber 1812 anniversary
celebration of the Salem Light Infantry Companymooemorating the very recent deaths
of a particularly volatile political situation:

Gen. Lee’s 1st ave garrison at Baltimore — lessf@te than that at Detroit, they

surrendered to Madisonian savages, who murderegrig@ners in cold blood.

German Hym*
This referred to the Baltimore riots of July 18ifitiated by a Federalist protest against
the war led by newspaper editor Alexander C. Hangeeneral Lee, a friend of Hanson,
attempted to protect the outspoken editor fronntiod. The general and Hanson'’s
federalists first surrendered to the police, bettlried to escape jail; in the attempt, the
pro-war mob tortured and killed them (the mentiéetroit is a bitter reference to the
peaceful surrender of the American forces to thadBrin August 1812). If Pleyel's
First represented the heroes of the Revolutiorreéripus contexts, here it
commemorated the victims of later, internal padititurmoil, equating the bravery of Lee

and Hanson with that of Washington and the revoharies.

““Military,” The Repertory & General Advertisé¥2 September 1812.
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Another use of Pleyel’s First was within the Amananasonic movement. Pleyel
himself, like many of his European musical conterapes, was a member of a masonic
lodge: “Zum goldenen Hirschen,” founded by the beotof his German employer, Count
Erdoddy. In 1816, David Vinton, an American masasdd in the South, compiled the
Masonic Minstrela collection of “songs, duets, glees, canonsiadsuand canzonets” for
the use of the fraterniyy. Intriguingly, the Dedham-based H. Mann. & Co. irmportant
music publisher in the New England reform movemepnitted the collection. Pleyel's
First appeared in thidinstrel as a “Dirge,To be sung at the grave of a deceased
Brother.” Vinton set the hymn to a text he wrote hims$el1813, “Solemn, strikes the
fun-ral chime.*® A three-voice, 7.7.7.7 setting in G major, thesinus straightforward,
with no significant discrepancies from other 7.7 .iferations of the tune. Following the
music, Vinton printed all seven verses of the testich also includes a note that
specifies the hymn’s role in the funeral procession

Note: The first two verses may be sung on enteghegrave yard, (while moving
in procession,) and the third and last, duringctvemonies at the grate.

Perhaps Vinton knew of the hymn’s association whhdeath of a child in its “So fades”
setting, or perhaps he banked on the tune’s ssataswell-known hymn by a composer
associated with European masonry. The collecidoh more than 12,000 copies, and the
tradition that Vinton attempted to establish in ii@strel evidently found favor within
American masonry. A 1915 publicationBdilder Magazinea journal for students of

masonry, includes an article titled “Solemn Strikes Funeral Chime” which opened:

“5 See David VintonThe Masonick MinstrglDedham: H. Mann & Co., 1816).
*® bid., 326-27.

47 \bid., 327.
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How many tender memories these old familiar wordske in the mind of a
Mason. Often in the open lodge—alas, all too ofieside the open grave—he
has heard them march with slow, majestic stepdartbasure of the Pleyel
Hymn. Never were words and melody more fitly blethdand they induce a
mood pensive indeed, but not plaintive, rich irhpatwithout being poignant—a
mood of sweet sadness caught at that point wheteps short of bitter, piercing
grief.’®
The author went on to describe the origins ofNfiestrel, comparing Pleyel’s First to the
90" psalm, “that mighty funeral hymn of the human r&teHe vividly described the
sorrows of death before transforming the discussitman affirmation of faith in God
and masonry; Pleyel’s First functioned as a cordiran of the values of the brotherhood,
asserting a community of masons in their funeréth@angs. The writer concluded with
four of the verses of Vinton's text, preceded lyraclamation of belief:
Masonry rests its hope upon the ultimate Realitg, first truth and the last, and it
is therefore that its singer sees, amidst thedktatg shadows of this twilight
world, an august, incomprehensible destihy.
Pleyel's First acquired a myriad of associationsnTits origin as a string quartet
dedicated to the Prince of Wales to its role irha@&ntury masonic funerals. The middle
part of that story is the most interesting: howtilnge emigrated from England to
America and transformed in meaning from the Camilfato the “Ancient Music”
movement. In introducing a wide variety of Eurap@ausic as part of an ambitious
commercial enterprise, Benjamin Carr and his fashigiped not only the direction of

American music but also the reform of native hymnoth Chapters 3 and 4, | will trace

the intellectuals origins of the reform movemerd &ow another transatlantic

*8«3plemn Strikes the Funeral Chim&uilder Magazine: A Journal for the Masonic Studénno. 3
(1915): 62.

49 bid., 63.

0 bid., 64.
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phenomenon—that of travel—helped bring Pleyel’'sdfddo Boston and launch a new

wave of “Ancient Psalmody” practices.
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Chapter III:

The Intellectual and Transatlantic Roots of “Anciert Music”

In 1809, Joseph Stevens Buckminster, the prodigioeacher of Boston’s Brattle Street
Church, called the young thinkers of New Englandntoas. In an address to
Cambridge’s Phi Beta Kappa Society titled “The Densgand Duties of Men of Letters,”
Buckminster bemoaned America’s current state dficall affairs: “Our poets and
historians, our critics and orators, the men in mtmosterity are to stand in awe, and by
whom they are to be instructed, are yet to app@@ng us.” But in this room of
Harvard-educated scholars, a budding collectioNe® England Federalists,
Buckminster saw promise: “You, my young friendg destined to witness the dawn of
our Augustan age, and to contribute to its glary.”

Buckminster’s speech—reprinted in BostoNlenthly Anthologythe house
journal of this intellectual movement—resonatedtf@ new generation of men-of-
letters. Scholar George Ticknor heard in them 4bend of a trumpet” that would rescue
Bostonians “from the enthrallment and degradatiopanty politics and party passions.”

Edward Everett, who would go on to serve as Gowerh®assachusetts and Secretary

*1 Excerpts from Buckminster’s speech are printelhénmemoirs compiled by his sister; see Eliza
Buckminster LeeMemoirs of Rev. Joseph Buckminster, D. D., andso$dn, Rev. Joseph Stevens
Buckminste(Boston: W.M. Crosby & H.P. Nichols, 1849), 388.



of State, witnessed the first moment in which redt‘the power of Mr. Buckminster’s
influence.®?

The power of that influence resonated in the wofldmerican hymnody. Less
than a year after his lecture, Buckminster gathtyeal musicians and members of his
congregation to compileXXX Psalm and Hymn Tuneke collection of European music
responsible for disseminating Pleyel’'s Second thnaihe United States. This chapter
explores the roots of the “Ancient Music” movemeartd how Buckminster and his
Boston cohort transformed native hymnody.

Two years before giving his speech, Buckminstertrekeled through Europe,
visiting Holland, Belgium, Switzerland, London, aRdris. Transatlantic experiences
opened the eyes and ears of young New Englandtliterho felt a new, almost dizzying
sense of inadequacy for their prized Boston inbiftuader context of the Atlantic world.
In his study of Federalist writers, Marshall Fadetias written of this period that

By this time [1823], this theme of disaffection Ha@tcome a familiar refrain.

European and domestic travel, personal crisestighgag careers, and family

differences had yielded a widespread awareness@gthese young Boston

intellectuals that the world of New England Fedsralwas far from perfect. Its
career options were too narrow, its institutionsen@verblown, its provincial
biases were restrictive, and its conceits wereilhded. As men of letters they
were embarrassed by the resulting mediocrity ot@os cultural institutions. As
sons of Federalist activists, they were embarralsgete resulting myopic
partisanship of their fathers’ politics.

Upon their return, figures like Buckminster—as wadl Ticknor, John Pickering, and

Samuel Thacher—sought to improve the culturaldifélew England based on what they

witnessed in Europe. Though an anti-American metwad developed in hymnals

through the 1790s, it was an attitude shaped piiyiay musicians. Beginning in 1805,

*2 Responses printed in Marshall Fole€aming to Terms with Democracy: Federalist Intelieds and
the Shaping of an American Cultui@harlottesville: University Press of Virginia, @D, 71.
53 i

Ibid., 59.
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with the publication of the reform hymndltie Salem Collection of Classical Sacred
MusickandThe Middlesex Collection of Church Musacademics and clergy with recent
experiences abroad took up this cause with nevoferVracing these transatlantic

experiences from 1805 to 1810 reveals the intellairigins of “Ancient Music.”

“Ancient Music” and Boston'’s Elite

Chapters 1 and 2 explored one of the ways in wiielcommercial products associated
with “Ancient Music” reached the United States: imenigrant Carr family, and other
music publishing firms, were spurred to bring Ewwap music by financial reasons as
well as in an attempt to raise the musical calddekmerican psalmody. In Boston,
native-born amateur musicians also looked to Euesp@n ideal source of music and
thought. This literate elite grew up in a Fedatdliadition that had diminished in
political force but maintained a hold on the learcalture of New England. Foletta
describes the close links between these Europeadetiicontemporaries, whom he calls
“Federalist sons of privilege”: they met frequerfily wide-ranging scholarly discussions
at Buckminster’'s home or the clubhouse of the Alatipp Society, and published
together in thévlonthly Anthologyand its successor, tiorth American Review/

The sons of privilege broke with their fathereselph Stevens Buckminster, for
example, rejected his father’s doctrinal Calvinsna became a Unitarian preacher.
Many of these figures travelled to Europe to withigseign culture firsthand, and their
experiences reshaped their perspectives on theiehd-oletta cites the case of George

Ticknor, a friend of Buckminster whose encounteith \EEuropean universities in the

> bid., 47.
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1810s shook his faith in American exceptionalisttudying in Gottingen, Ticknor felt
newly ashamed of the great Harvard library, calltreg“closetful of books” in
comparison; he saw a “mortifying distance” betw#denscholarship of America and
Europe>®
When Buckminster himself travelled to Europe in 8@e was struck by the
pettiness of his home country:
| only wish | could let my friends in political Bfin America know how
mortifying, how disgusting, how low, how infamowagpear the animosities and
wicked calumnies, with which our American papessfdled. | am called every
day to blush for the state of society among us,ateinpt, but in vain, to say
something in our defence. There is nothing | haeee at heart than to impress
upon the minds of my countrymen the grievous injuhych we suffer in Europe
from the complexion of our newspapers, and thedtitytof our party spirit, the
infamy of our political disputes. Of what advargag our boasted freedom if it is
only consistent with such a state of animosity@s exists in New England®
The sharpness of this anti-American invective stidpe institutions that Buckminster
formed upon his return; Buckminster and his friemdsmopolitan educations created an
inferiority complex about American cultural lifeatspilled over into the world of sacred
music.
Crawford bases his examination of the “Ancient Mumovement on Nathaniel
D. Gould’s 1853hurch Music in Americahe most detailed description of the shifts in
hymnody at the turn of the nineteenth century. IGacalled the Billings era a “dark age”
for devotional music, comparing the inappropriassnef the fuging tunes to the

tumultuous era of the Council of Trent: “ministarsd churches who ought to have had a

voice, if not the direction, in this part of publorship, suffered it to be wrested from

5 bid., 52.

*% Lee,Memoirs of Rev. Joseph Buckmins&#9.
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them, and to be managed and executed generallyosg twvho apparently had no higher
object in view than to please, astonish, and arfit/fséle identified Andrew Law, Oliver
Holden, Samuel Holyoke, Jacob Kimball, and othermasicians who helped shift the
style of native hymnody.

But what of those involved who were not composensrofessional musicians?
Gould wrote specifically of the “decided and ef#ict exertions” in the towns of Salem
and Middlesex, led by reverends Samuel WorceseDamiel Chaplin respectively.
The comment that followed is particularly interagtigiven the climate of the time:

Clergymen and other professional men taking avagart, made the

associations appear rather formidable; and no wahdé the whole movement

was denounced as aristocratic, by those who hadopity managed the public
singing; and as most of the members, when they ¢tagather, were found to be
of a political party called Federalists, their niegé were pronounced by many as

a political combination®
Whether or not the “Ancient Music” movement waglitgart of a Federalist political
conspiracy, its participants grew out of the dlitiglture of the Federalist party in New
England.

In Chapter 1, | briefly outlined the emergencanfapologetic attitude in the
1790s among hymnal compilers, who began publicbudmenting their insufficiencies as
American psalmodists. But in the first decadehefineteenth century, the musicians
were augmented by the group of public intellectualsrcles like those of Buckminster,

who felt a new fervor for reform that ran parailth broader interests in reshaping the

culture of New England within and beyond the walfishe church.

57 Gould,Church Music in Amerigas9.

%8 |bid., 69.
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Crawford notes the importance of the “collectivel @anonymous authorship” of
the SalemCollectionandMiddlesex Collectiona communal voice that granted a sense of
ancient authority to the tunebooKsBut an examination of contemporary memoirs and
correspondence not only reveals the authors reggerisr compiling theSalem
Collection but also grants insight into their motivationydued the rhetoric-laden

preface of the hymnal itself.

Travel and the Salem Collection of Classical Sacred Musick
Gould mentioned Reverend Samuel Worcester, whahegbat Salem’s Tabernacle
Church from 1803 to 1821. A biography of Worcestaitten by the minister’s son,
attests to an interest in music: Worcester’s farsdlgg sacred music recreationally at
home, and he apparently led a singing school amater at New Ipswich Academy in
the 1790¢° Unfortunately, the memoir offers no insight itorcester’s involvement in
sacred music in Salem itself, and does not meitieSalem Collection

The biography and correspondence of another figctige in the area help
enlighten aspects of Salem music reform. Johnelileg (1777-1846), a linguist and one
of the founders of the American Academy of Arts &uiknces, played music
recreationally and, according to a eulogy by DaAmgbleton White, “became so well

versed in the science of music, that in laterHéetook much pleasure in explaining its

%9 Crawford,America’s Musical Life: A HistoryNew York: W.W. Norton & Company, 2001), 133.

9 See Samuel Melanchthon Worcestére Life and Labors of Rev. Samuel Worcester, [BBston:
Crocker and Brewster, 1852), 210.
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principles to his young friend$* He studied at Harvard several years before
Buckminster; lived in Portugal and England from 878 1801; traveled through Paris,
Brussels, and Amsterdam; and returned to Salertinéoremainder of his life, where he
practiced law and philology. In Lisbon, Pickeriaigjoyed Italian opera, attended
orchestra concerts, and played flute in amateumblea music. Pickering’s daughter
wrote in a biography that “in this school of praethe acquired the correct taste and
cultivation which were at the time impossible todixained in his own country® Upon
his return, Pickering attempted to apply that tasté cultivation to Salem’s church
music.

An 1806 exchange between Pickering and his fathreothy, who served as
Secretary of State under George Washington andsJ&ladison, reveals John’s
involvement in theSalem Collection Timothy wrote to John having read a recent issue
of theBoston Repositorthat printed two articles about church music, ohehich was
the preface to th8alem Collectioi* He bemoaned the “light and paltry compositions”
of native sacred music to his son:

My disgust has been so great, | have wished foexipailsion of psalmody, unless

an entire change of music can be effected. Maaysypeast | have thought that

the only means of rendering church music genepdigsing and useful would be
to practice plain, solemn compositidtis.

He objected to the organ playing at his son’s duremarking that sacred music should

be unaccompanied, since the organ virtuosity inptsr“the sense of the sacred hymn”;

®1 Daniel Appleton WhiteEulogy on John Pickering, LL. @Cambridge: Metcalf and Company, 1847),
30.

62 Mary Orne Pickering. ife of John PickeringBoston: John Wilson and Son, 1887), 152.

%3 bid., 226. Timothy Pickering refers here to #feDecember 1805 issue of tBeston Repository

5 \bid., 226-227.

45



this is a notable distinction between the olderegation of conservative
Congregationalists and their sdhsTimothy pointed out that John had joined his
church’s choir and wished that his son would inti@@l his ideas in Salem, in the hope of
hearing “some rational music” in the future.

In his startling response, Pickering announcedgddther that he himself wrote
the preface to thBalem Collectionthe only direct admission of authorship | haverfo
for one of these “anonymous” hymnals. He continued

We are endeavoring to extirpate the vile compiteginow in vogue here, and to

correct the taste in music; and this Collectiothesfirst step in our plan. | send

you one of them...that you might introduce it to tlidice of some gentlemen
whose influence might be of service to those vesedving men, the publishers;

at the same time that their countenance of thikwaght, | should hope, have a

tendency to promote a just musical t25te.

Among the documentation of the “Ancient Music” mowent, this is a smoking gun.
Previous scholars have not investigated Pickerirg&sin hymnody reform or attempted
to identify the specific participants who shapedtfent Music.” The linguist’s active
statement—making crystal clear his intention tdaeg native hymnody with a more
cultivated European alternative—reveals the pelsmoévations behind a supposedly
anonymous movement. And like those of BuckmindR@kering’s musical tastes were
shaped by his extended visit abroad, a cis-Atlaatample of the local, Salem result of
interaction between Europe and the United States.

These discoveries are important contributions weustanding the context of the

“Ancient Music” movement, but thBalem Collectiomlid not contain Pleyel’s Second,

though it printed Pleyel’s First and numerous oteeropean hymns. Pleyel's Second

% bid., 227.

% bid., 227-28.
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reached America and spread throughout the reforeement in the 1810s through the
work of Joseph Stevens Buckminster, responsibléhmwide dissemination of the tune

via his collection.XXX Psalm and Hymn Tunes

Buckminster, Travel, and the Brattle Street Church
The Brattle Street Church, one of Boston’s mosstlious Congregational meeting
houses, had a long tradition of music since ital@shment in 1698; its founder, Thomas
Brattle, had bequeathed it New England’s first argal713, though its congregants
actually refused it, &ypical move for dissenting churches of the tithen the 1720s,
Brattle Street became one of Boston’s first chusdiehost a singing school, and when it
finally accepted an organ in 1790, purchased frogl&nd, it was Boston’s first
Congregational Church to acquire one. Its orgahiahs Gram, was an important figure
in transatlantic reform. A Dutch émigré, Gram cdegpAmerica’s first major music
treatise with Samuel Holyoke and Oliver Holden: ifi®5Massachusetts Compiler of
Theoretical and Practical Elements of Sacred Vddasic

Gram died in 1804, a year before the twenty-yddBaickminster became pastor
of the Brattle Street Church. The prodigious sba New Hampshire minister,
Buckminster studied theology and literature at tedy organized literary periodicals as
a member of the Anthology Club, and helped intred@German Biblical textual criticism
to the United States. He was also invested inerfusim an early age: Buckminster’s
father had held his own congregation’s choir resalarat his home, and Joseph Stevens

learned flute, violin, cello, and organ.

%7 See Barbara Owefthe Organs and Music of King’s Chapel Boston: 17993 (Boston: King’s Chapel,
1993).
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At age 19, before he took the Brattle Street pmsjtBuckminster broke with his
father’s strict Calvinism and became a Unitari&keptical of the Calvinist elevation of
tradition into dogma, the younger Buckminster badebthat religious truth lay in a
scholarly examination of the Bible. In 1809, hewoced Harvard to publish Johann
Jakob Griesbach’s New Testament, the first critgchfion of the Greek New Testament
in the United States. Though textual criticism wesdl known in Europe, it had not yet
reached this country, and Buckminster became thgstof controversy when journals
like The Panoplistaittacked his approach to religious studies. 12&00 review of
Charles Thomson’s translation of the SeptuagintkiBunster asserted the idea that
textual criticism was important to all Christiarssaamethod for discovering the true
foundations of fait® Buckminster had encountered these concepts dhisnearlier
travel in Europe, a period that also influenceddgasspective on hymnody in New
England upon his return.

Buckminster suffered from epilepsy, and in May 1-8@6little over a year after
his appointment to the Brattle Street Church—heakdd on an extended sabbatical
abroad to rest and recover from his illness. Buoktar traveled through Holland,
Belgium, Switzerland, London, and Paris and acguardébrary of almost three thousand
volumes. This library would become an important padNew England cultural life,

sought out by cognoscenti across the East Coast@htents included several musical

% Buckminster wrote that “Nothing can more satigfaity illustrate the extreme folly of a bigoted
adherence to the Received text and version of ¢hipt8res, and of that horror of alteration whiashbeen
of late so industriously propagated among us, tharstudy of the Septuagint.” Joseph Stevens
Buckminster, “Thomson’s SeptuaginiMonthly Anthology and Boston Revi@w1809): 193. See also
Michael J. Lee, “American Revelations: Biblicalénpretation and America, Circa 1700-1860" (PhD .diss
University of Notre Dame, 2009), 275.
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treatises, including Fux'6radus ad Parnassumi® Buckminster's voyage brought new
insights into European cultural life and his stwdiyextual criticism; he met with
numerous well-known European writers and clergy avgbrbed ideas that would
influence his later work in Boston. Chapter 4 we#lamine a meeting that Buckminster
had in Paris with Helen Maria Williams, which mag tesponsible for the dissemination
of Pleyel's Second in America.

Accompanying Buckminster on his voyage was a dosed, Samuel Cooper
Thacher, who became the reverend of Boston’s NavttSohurch in 1811. Both
Thacher and Buckminster frequently contributechsAnthology Society’ $1onthly
Review which published several articles on hymnody dyris brief existence (1803-
1811). Thelournal of the Proceedings of the Anthology Sodetgiled that the society
assigned Thacher to review t8alem Collectioin November 1806, and accepted his
review in March 1807; the journal published thécketin its issue of 1 April 1807
This timeframe corresponded with Thacher and Bunkter’'s extended stay in Paris and
London (they visited Paris in fall and winter 189&d traveled to London in February
1807, returning to Boston in September of that yBackminster met with Helen Maria
Williams in January 1807). That Thacher reviewseiSalem Collectionvhile abroad is
particularly fascinating: he gained (and offeradights into the benefits of the

Europeanizing of American psalmody while actualgveling through Europe.

% The contents of Buckminster's library are paryiditted in an auction catalog compiled after the
minister’s death; se€atalogue of the Library of the late Rev. J.S. Buickter(Boston: John Eliot, 1812)
"9 SeeJournal of the Proceedings of the Anthology SodiBoston: The Boston Athenaeum, 1910), 104
and 109.
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Thacher asserted in the opening of his reviewithat‘the duty of good men to
be watchful over each other for the general edificd and declared his “unqualified
approbation” of the collection’s Pickering-authomeface:

We wish that psalmody was more generally a sulojeattention with Christians,

especially with those whom nature has given a fastide delights of harmony,

and a voice to aid in its performante.
He critiqued glees and songs for their inabilitydtevate the mind, and to inspire a taste
for the science,” calling them “mere tinsel” ofttle value.”® Thacher cited the same
passage by Dr. Miller that ti&alem Collectionand later BuckminsterBrattle Street
Collection also quoted (see Chapter 4 for a more detailalysis of the American
appropriation of Miller). The objective of psalmoshould be devotional praise, and the
current state of sacred music restricted the ppation of the congregation due to the
“ballad-like and indecorous compositions of manyaigant modern composers,” whom
he hoped to banish from worsHip.

Notably, Thacher specified repertoire. He madetypical comment that “The
noble ancient melodies might be recalled from extel restored to their just rights and
privileges,” but went on to remark that the “quankd complicated melodies” of Pleyel,
Haydn and Costellow also should not be excludetihis is the only acknowledgement |
have found of the fact that much of the “Ancient9uxl was not actually ancient. It is

significant that Thacher here cited three compogetsappear in Thomas Costellow’s

hymnalSunday’s Amusemerne which | propose that Buckminster brought baithk

"L«Art 21. The Salem Collection of Classical Musickonthly Anthology (1807): 213.

2 \bid., 214.
bid., 215.

" Ibid.
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him from Europe (see Chapter 4). Thacher, howalso, offered critique of thBalem
Collection he pointed out that 27 of its tunes were incdlydtarmonized, and some
“have been cruelly mangled by almost every Ameriwamposer.” Thacher’s
willingness to attest to the deficiencies in thieme collection points to a current

engagement with European hymnals, one that he @y &ctively sought while abroad.

Unfortunately, there is no further documentatio b&cher’s role in the hymn
reform movement in Boston. But Buckminster acielok up the cause that his friend
had outlined in thélonthly Review Upon the pair’s return in fall 1807, Buckminster
launched several projects, including a new editibhymn texts that expanded the classic
Tate & Brady psalm collection (it included Helen figaWilliams’s poem “While Thee |
Seek, Protecting Power,” the text for Pleyel's $eljo By September 1808, he had
founded the “Brattle Street Social Singing SocléfyBuckminster had a chamber organ
at his house, and the Brattle Street choir pradtinel performed concerts théfeln
January 1810, he met with several congregantsauadl inusicians to plan the
publication of a hymnal with texts and music, aaet that year the Boston firm

Manning & Loring publishedl XXX Psalm and Hymn Tunes for Public Worskie

S bid.

8 An invitation reads: “Boston, 29 Sep 1808. Sire Thembers of the Brattle-Street Social Singing
Society, will meet at Mr. Coffins of Bennet St oriday Evening [...]. Your attendance is particularly
requested. Tho. Burley Sec’ry.” According to theuath records, Thomas Burley was a member of the
Brattle Streetongregation; Coffins was not listed. See The Xéatd ChurchRecords of the Church in
Brattle Square BostofBoston: The Benevolent Fraternity of Churche€)2)9

" See LeeMemoirs of Rev. Joseph Buckmins205.
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second-ever American hymnal to contain both Pleyélst and Pleyel's Second, and the

one responsible for the widespread disseminatiagheofater tuné®

8 The first collection to contain both Pleyel hynwass the 180&€olumbian Sacred Harmonist
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Chapter IV

Pleyel's Second and the Transatlanti@rattle Street Collection

The story of Pleyel’s Second begins nearly a quaegatury before the publication of
LXXX Psalm and Hymn Tunes for Public Worglignceforth referred to by its more
commonly-known title, th&rattle Street Collection According to Benton, Pleyel’s
Symphonie Concertante in E-flat 111, the work from which the hymn derives,
premiered in 1786 in Paris. First published in&,48/ 1790 the piece was available in
London in keyboard arrangement and known as theoeer’s “celebrated
Concertante.” The Andante of the work, a set of variations, pasticularly popular,
and was published throughout Europe in varioushgegments. In 1794, Philadelphia
firm G. Willig issued “A Village Holy Day,” a texgtsong arrangement of the Andante
theme and its first documented American appearance.

Thomas Costellow, a London organist and composarstormed the theme of
Pleyel's Andante into a hymn tune in his 1801 aiteh Sunday’s Amusemefreprinted
in 1805 with revisions and additions). Subtitl&dSelection of Sacred Music as Sung at
Bedford Chapel, Selected from Handel, Haydn, Playel Dr. Boyce,'Sunday’s
Amusemenprinted hymn settings of relatively new music @side tunes by Costellow
himself, in arrangements for voice and pianofodsighed for home use. Costellow set
Pleyel's music to a text by British poet Helen MaWilliams, “While Thee | Seek,

Protecting Power.”

9 For the full publication record, see Benton, 11-17



Figure 6: Pleyel, “Hymn 4,” mm. 1-5, in Thomas CostellowSunday’'s Amusemel
(London: J. Longman, 180", 14.

Pleyel's Second appeai next in 1808, in the Boston hymnéhe Columbiar
Sacred Harmonisttompiled by Oliver Shaw, Amos bee, and Elias Mann. It remair,
essentially, an American tune: of {77 reprints between 1808 and 1820, only se
appear outside the United Sta®® The Columbian Sacred Harmonisasa composer-
compiledreform hymnal in the tradition (The Bridgewater CollectionShaw’s settin:

of Pleyel's Second includéke marking “H'. 284" and the title “Devotion.” This refe

8 Foreign reprints, all published in England: Willidussell Psalms Hymns and Anthems for
Foundling Chape(London:Luke Hansard & Sons, 1809); T. CurDivine Amusemerftondon: J. Balls
1810 and 1812); J. Wardl&,Collection of Psalm and Hymn Tu (London: C. Chester, 1810); Ral
GuestHymns & PsalmgLondon: Goulding & Co., 181€¢and two editions ofhe Bealies of Mozart
Handel, Pleyel, Haydn, Beethoven, and other ceteldraomposer(London: Samuel Leigh, 182
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to Belknap’sSacred Poetryin which Williams’s text appears by 1804 with
“Devotion” heading®® The addition of these references pstowards the compilers n
only utilizing Costellow’s hymne—from which they must have acquirtite tune, sinc
no other British hgnnal prints it until after 18(—but also an American compilation
hymn texts. The musical setting is almost idehtaithat of Costellovbut with the

important distinction of dividing the kboard arrangement into three voic

-
- —

..
SEmeces

B

Figure 7: Pleyel, “Devotion” mm. 1-4, in Oliver Shaw, Amos Albee, and Elia
Mann, The Columbian Sacred Harmoni (Dedham: H. Mann, 1808).
The Columbian Sacred Harmor also includedPleyel’s First, the earliest appearanci
both hymns in the same publicati

How did the compilers cThe Columbian Sacred Harmonditain Costellow’s
hymnal? It is certainly possible that Boston mssiops imported popular Briti

collections likeSunday’s Amuseme. It is also likely that, as | will show belothat the

81 See BelknapSacred Poetry: Consisting of Psalms and Hymns, fedbgp Christian Devotion, in Publ
and Private(Boston: Thomas &ndrews and D. West, 1804), 2
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acquisition of the hymnal was the result of tralasdic travel. Elias Mann went on to
help compile thé@rattle Street Collectionn 1807, Buckminster met with Helen Maria
Williams while traveling abroad and likely obtain€dstellow’s hymnal from her.
Before working with Mann on thBrattle Street CollectionrBuckminster may have
sharedSunday’s Amusemewith Mann, who incorporated its tunes into the 880
Columbian Sacred Harmonist

The appearance of Pleyel's Second e Columbian Sacred Harmonist
however, is a dead end: the American traditiorhefltymn draws almost exclusively
upon a later source. None of the American reptims | have examined derive from the
1808 hymnaf? In their dotted-note bassline and harmony (sé@eall other
iterations of Pleyel’s Second trace back to itsegpance as “Hymn 2”7 in tHérattle
Street Collection Their titles attest to a common origin: 21 shthe“Hymn 2” title, 13
transform it into Pleyel’'s Ps. 2, and 11 even asstim name of the hymn’s source,

Brattle Streef?

The Brattle Street Collectiofs Origins and its Culminating Hymns

TheBrattle Street Collectiomas one of the many projects launched by Buckrminst
the years following his return to the United Statefall 1807, and his travelsdirectly
influenced its creation. While in Paris, Buckmarstnet Williams, an encounter he

documented in a January 1807 letter:

82| examined 13 American reprints: ten derive frémBrattle Street Collectiorone derives from
Costellow; and two are new arrangements, not gléssed on either source.

8 Other titles include Vienna (2), Bengal (2), Spfield (4), Evening Hymn (1), Retirement (8), Satbba
(4), Whitsunday Hymn (1), Bremen (1). Only two athgmnals share the “Devotion” title, which probabl
comes from Jeremy BelknapSacred Poetry: Consisting of Psalm Hymns Adaptechtastian Devotion
the first American hymnal publication of Williamgext.
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| have had the pleasure of passing an eveningkiaeten Maria Williams. She
has a literary coterie every Sunday evening. Smew rather advanced in years,
and certainly homely, but a very interesting wonfan.
Though earlier scholars have asserted that Buckemiasquired a manuscript copy of
Pleyel's Second from Williams, | would suggest @zt that Williams provided him with
Costellow’s hymnaf® The expansion of Tate & Brady’s psalm collectibat
Buckminster worked on immediately following hisuet to the StatesHymns for
Public Worship Part I—included Williams’s “While Thee | Seek, ProtectiRgwer.®°
Additionally, severabf the hymns of th8rattle Street Collectiomdapted tunes printed
exclusively in Costellow'Sunday’s Amusememnd the correspondence between the
two hymnals suggests that tBeattle compilers drew upon Costellow as a key sodfce.
One of the Library of Congress’s two copies of Bnattle Street Collection
contains a handwritten note from its authi®rshis printincludes revealing marginalia
and corrections throughout the hymnal and appednave been owned by the church’s

clerk, Peter O. Thacher. The note reads:

At a meeting of the standing committee of the chuncBrattle Square, January
14, 1810, voted that Mr. Bryant P. Tilden, Mr. Bextomew Brown, and Mr.

8 |ee,Memoirs ofRev. Joseph Buckminst@8s.

8 An 1885 article in th&nitarian Reviewnentions that General H.K. Oliver proposed thatkBuinster
brought the hymn to America, but that the articl'shor found the text in the Belknap collectioready
as 1795 (the author here may be mistaken; no aditd Belknap that | have examined contain Willians
text before the 1804 printing of the collectiorgee “A Story of Some French Liberal Protestantsé
Unitarian Review23 (1885): 217-29. In BMlassachusetts Historical Societgsay of 1914, Dr. De
Normandie writes that Buckminster brought a manpscopy of the hymn to the states after visiting
Williams, and that this was its first appearancé@inerica. See Massachusetts Historical Society,
Proceeding€7 (1913-1914): 230-31.

8 SeeHymns for Public Worship Part II: For the Use o&tfEhurch in Brattle Stre¢Boston: Andrews
and Cummings, 1808), 27.

8 The compilers must have drawn on Costellow’s 1@&¥sion of the collection, since tiBrattle Street
Collectionprints hymns that do not appear in the earlierl1&dition.

8 The second, intriguingly, is held within the calien of the famous judge Oliver Wendell Holmes.

57



Ebenezer Withington be a committee with the adaioe assistance of the Rev.

Mr. Buckminster to have a small selection of sacresic to be used in the

publick worship of the society and to cause theestorbe published and

distributed in the several pews. At a meetinghef¢hurch in Brattle Square

January 14, 1810 voted that the society approvlkecdbove vote, and that Elias

Mann be added to the said committee. Attest, Fétacher, clerk?

Two of these figures—Brown and Mann, discussedhagfer 2 in conjunction with

other reform hymnals—were active hymnal compilésown, a lawyer, worked with
Nahum Mitchell on editions ofhe Bridgewater Collectiofor twenty years, and Mann
was a composer and printer as well as a membéedilassachusetts Musical Society, a
predecessor to the Boston Handel and Haydn Socielgen, a tea-merchant, was
involved in music throughout the Boston area; heeskas treasurer of the Boston
chapter of the St. Cecilia Society in 1805, andabee vice president of the Philharmonic
Society in 1820. Withington started his careea amitarian clergyman but left the
church due to ill health and became a businessh&was also an original trustee of the
Handel and Haydn Society in 1815.

Another professional musician (and congressmamuhNaMitchell, was almost
certainly involved in the creation of the hymnalhough the collection’s note does not
mention him, an 1853 obituary of Mitchell includég information

About the year 1810, Mr. Mitchell, in conjunctiontiwthe Rev. Mr. Buckminster,

compiled a small volume of church music, bearirgytttie of theBrattle Street

Collection The tune “Brattle Street” was here first introdd for sacred

purposegé the melody being adapted by Mr. Buckminand harmonized by Mr.

Mitchell.

Not only did he participate in the collection’s goitation, but Mitchell may have been

responsible for resetting Pleyel’s Second (of ceuttse obituary writer was clearly

89 XXX Psalm and Hymn Tunes for Public Worgpston: Manning & Loring, 1810).

L., “Hon. Nahum Mitchell,” in C.M. Cady, edThe Musical Review and Choral Advocaté1853): 150.
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unaware of the Costellow and Shaw precedents éotuihie). It is significant that in the
1850s, Pleyel's Second had enough ubiquity to aanention, without its original
composer’'s name attached, in a prominent obituary.

Only one of the eighty tunes of tBeattle Street Collectiooriginated in the
United States; of the hymnals discussed so fa tite most heavily European. The tunes
are mostly simple and homophonic, by composersiditic Handel, Arne, Arnold,
Tansur, and Costellow himself. Buckminster andchisipilers included Pleyel’s First, in
a three-voice setting titled “German Hymn” to th&.7.7. text “God of mercy, God of
love.” The setting of Pleyel's Second resemblesathe printed iThe Columbian
Sacred Harmonistut with several important distinctions. Thoubgh tenor melody
remains the same@rattle raises the top part by an octave, alters mantsaofates, and
makes it more rhythmically activeBrattle gives the bass-line the same dotted rhythms as
the other two voices, making the hymn homorhythfimc&Shaw, this may have been a
printing error, or an indication for the keyboarthle compilers alters the bass in the first
two beats of m. 2 and the final two beats of nrdbifa B-flat to an A. All of these
changes appear in the subsequent printings ofytma tthat | examined, demonstrating
that theBrattle Street CollectiomotThe Columbian Sacred Harmonistood as the

primary disseminator of Pleyel's Second.
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Figure 8: Pleyel, “Hymn 2 mm. 1-7, inLXXX Psalm and Hymn Tunes for Publi
Worship (Boston: Manning & Loring, 1810), 48

Pleyel's Secondppear at the end of thBrattle Street Collectionas “Hymn 2”
in a sequence of four numbered hymns. The conspieplaitedthis unusual conclusic
in the opening paragraph of tBrattle preface:

The four Hymn Tunes at the close of the book, arergas a specimen of a m¢
graceful style bpsalmody than that to which we have been accustormnc
these, with a very few others, which the intellig€hoirster will easily discove
are suitable rather to extraordinary occasionsjvthe Choir have had previo
time to prepare themselves, n to the habitual use of the whole congrega®

L «pdvertisement,” inLXXX Psalm and Hymn Tunes for Public Wors
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All four hymns derive from Costellow'Sunday’s Amusemeriymn 1 is Costellow’s
own “When rising from the bed of death”; Hymn Zieyel’'s Second; Hymn 3 is
Handel's “The spacious firmament on high,” and Hyis William Mason’s “Lord of
all pow’r and might.”

The more “graceful style” alludes to the hymns’ &pean origins and stateliness,
but also to their relative difficulty in comparisenth the other tunes in the collection.
Though still mostly homophonic, all four are sliyhimore ornate than the earlier hymns,
with more complicated rhythms. The preface suggestt Brattle’s Singing Society, not
its congregation, performed these four tunes:rdiaed choir would thus demonstrate
the most refined form dhenew “Ancient Music” idiom for the rest of the chagoers.
Dynamic markings as well as performance indicatithes"“sotto voce” are printed only
in these final four hymns, supportitite idea that they were meant for a rehearsed
ensemble. Thacher’s handwritten notes also indadmarking for a “Duet” within
Hymn 1, suggesting a performance setfihg.

The compilers here attempted to strike a balantedss the disparaged, secular
virtuosity of the native fuging tune and the praditcy required for these particular
European hymns, still beyond the skill level of tumgregation itself. They suggested
that such musical proficiency was a goal for wqupbrs to aspire to while still
maintaining the scientific and religious idealdfuéir movement. Singing societies and
choirs could exist in such contexts, but understi@ervision of the clergy rather than that
of the itinerant singing master (the Brattle chogt in Buckminster's home). Pleyel's
Second and the “more graceful” hymns served a pmegleg purpose; the compilers

wrote of their wishes that

92 XXX Psalm and Hymn Tunes for Public WorsHip,
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the principal melodies in it [the hymnal] may sdznfamiliar to the whole
congregation; and that religious musick may receiveouragement “again to
enter into the recreation of domestick leisure, @#nud contribute to revive the
sentiments of primitive religioft

Transatlantic Rhetoric and Cis-Atlantic Reception
The preface of thBrattle Street Collectioparticipated wholly in this revival, indulging
in the rhetoric of “Ancient Music” reform:
“Singing masters,” (here as well as in Englandhtity attached to compositions
in many parts, and those chiefly composed by ulfiskihen, abounding in ill-
constructeduguesand false harmony, are apt to treat with contehmpsimple,
but elegant melodies used in parish churcfiés.”
This anti-nativist invective actually came from@mative: Dr. Edward Miller, an
English organist and composer at Doncaster in Yédknost half of theBrattle preface
was excerpted from the 1790 edition of MillePsalms of Davithymnal, printed first in
London and widely disseminated. At the time, Milliirected his words against the
English fuging tune, as part of an ongoing Britisimflict between town and country
psalmody: issues of class not necessarily presehtierican devotion.
For theBrattle compilers, Miller represented European high steawland
scientific musical thought, and his twenty-year atgument adapted easily to their
goals?® TheBrattle Street Collectiomwas not the first to utilize Miller's oratory; it805,

the Salem Collectiomlso quoted from his preface (Thacher reprintedighssage in his

review of theSalem Collectionsee Chapter 3). But unlike tBalem CollectionBrattle

93 «pdvertisement” inLXXX Psalm and Hymn Tunes for Public Worship
* Ibid.
% Though Miller first publishedsalms of Davidn 1775, this note appeared first in the 1790 editf the

hymnal. See Edward Millef,he Psalms of David for the Use of Parish Churdhesndon: W. Miller,
1790).
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placed strong emphasis on the use of the orgaguotied Miller’s remarks that simpler,
non-fugal melodies “wheproperly performedby a large congregation, apdliciously
accompaniean the organ, their effect is perhaps as greaxaiting sublime emotions,
as we experience from more elaborate musitk.The preface concluded with a
guotation from Dr. John Brown, a passage that apgeared in Miller's®salms of
David:

In great towns where a good orgamskdlfully anddevoutlyemployed by a

sensible organist, the union of the instrument wWithvoices of a well-instructed

congregation, forms one of the grandest scenenaifacted piety that human

nature can afford’
The Salem Collectiomcluded Miller's remark but without the Italicen@hasizing the
organ, and left out the Brown quote (I have notnbaele to find exactly when Salem’s
Tabernacle Church acquired an organ, but it wag hkesy after the publication of the
Salem Collection®

Buckminster and his fellow compilers utilized Mifle words for their own
purposes: a judicious organ accompaniment for gregation that acquired one in 1790.
Newly-obtained organs meant emphasizing simply baired melodies, like Pleyel's
Second, over unaccompanied fuging tunes. Thisfivamation of European reform to

American soil, the transatlantic migration of askideas, remains one of the overlooked

aspects of the “Ancient Music” movement.

% «Advertisement” inLXXX Psalm and Hymn Tunes for Public Worship.
7 Ibid.

% Barbara Lambert writes that the First Church Sgai¢ Salem acquired an organ in 1798, as the first
Congregational Church in the town to acquire oramhert’s examination of organ-building in New
England goes up to 1803 and does not mention therfacle Church. See Barbara Lambert, “Eighteenth-
Century Organs and Organ Building in New Englaidyisic in Colonial Massachusetts, 1630-1680

edited by Barbara Lambert (Boston: Colonial Socwtilassachusetts, 1973), 655-714.
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The local response to these transatlantic ideaslisdlocumented in a newspaper
spat that emerged soon after Brattle publication, re-discovered by Crawford in 1984.
A December 1810 letter to Bostor€®lumbian Centinetited the Brattle Church’s
singing society as exhibiting “such specimens sfed@and judgment in their selection of
tunes and performance as are worthy of the undegakand hoped that other churches
would take on Brattle’s mission to improve psalmdtyIn response, a writer to tiNew
England Palladiumadmitted that he visited the Brattle Church relgeautd found the
tunes “not the most appropriate to the psalms gnthk” and the singing “slow and
dull.”*®* In early 1811, a writer under the pseudonym |ddaBeetlehead weighed in,
again in theColumbian Centinel In a grand parody of tHealladiumwriter, he too
defended the music of native hymnody, citedBhattle Street Collectioas a “little
pestiferous Pamphlet,” and declared that a cowaugin of his recently compiled a
tunebook without any previous knowledge of music:

‘Tis all a hum then, to talk about the mighty lalb®of European composers; and

tell how many have spent their whole lifetimestindying Musick scientifically,

and then, having but just arrived at the threslblthe science. Shame on such

ninny-hammers as HANDEL, CROFT, PURCEL, ARNE, ARNQL&c. My

cousin has outstript them alf
Beetlehead’s parodic hyperbole responded to Mdl&rhskillful men” and “ill-
constructed fugues and false harmony.” “Let ugpatite old tunes,” Beetlehead

declared, “place suitable leaders over each Sin§owety, and keep out every scientific

intruder.—We may then hope to have the true, ratiaand genuine Musick once more

% Quoted in Crawford, “The Beetlehead TestamentNénvsletter of the Institute for Studies in American
Music 13, no. 2 (1984): 10-12.

100 columbian Centinell9 December 1810.
101 crawford, “The Beetlehead Testament,” 10.

1021hid., 11.
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heard in our Churches® In co-opting the jargon of Miller and tiBrattle compilers,
Beetlehead poked holes in the language of sciem&form, while also mocking the
provincialism of nativists. The movement of ideasl music from Europe to the United
States had become entirely localized, a transatlanthangembedded within Boston

public discourse enough that it earned its ownresati

1% pid.
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Conclusion
The name Ignace Pleyel has lost the resonanceigdawo centuries ago in the United
States, when Philo-Harmonicus propagandized focdneposer’s delicate andantes. But
it still appears in unusual places, like the farakdpe-note tunebodkhe Sacred Harp
Since its earliest printing in 1844, the Southemebook—which conspicuously features
the “ill-constructed fugues and false harmony” ofnposers like Billings, Ingalls, and
others—has included both Pleyel’'s First and Plsy8kcond. Of the 554 tunes included
in the 1991 revision ofhe Sacred Harphirteen originated outside the United States;
the two Pleyel hymns mark the only appearancesnoinaBAmerican composer more than
once.

There is no great mystery to how Pleyel’'s nameadbitself in the archetypal
tunebook of Southern music. In 1812, William latdnd William Smith printed Pleyel's
First inThe Easy Instructoras part of the Europeanizing process that tHeestshape-
note tunebook underwent in the first twenty yedrissdife.!°* Two years latefThe Easy
Instructoradded Pleyel's Second, as “Pleyel’'s Ps. 2.” Tghotlhe 1820s, the hymns
wove their way through shape-note collections Wgeth’'s Repository of Sacred Music
thePittsburgh Selection of Psalm Tunasd theNew-Brunswick Collection of Sacred

Music

1941 its initial 1802 publicationThe Easy Instructocontained five tunes of European origin and 100 of
American origin; by 1812, the proportion had shifte 30 American works and 75 European ones. See
Irving Lowens and Allen Britton, The Easy Instructof1798-1831): A History and Bibliography of the
First Shape Note Tune Book]burnal of Research in Music Educatitr{1953): 30-55.



As the shape-note tradition migrated South and Wsekedding the European
aspects of later editions ®he Easy Instructan favor of folk hymns, fuging tunes, and
rustic, Billings-inspired harmony—Pleyel's musicdbgremained. In 1844, the two
hymns appeared in the first editionTdfe Sacred Harpwvhere they remain today, in a
confusing form: Pleyel’'s First is incorrectly tiléPleyel’s Hymn (Second),” and
Pleyel's Second bears the name “Pleyel’s Hymn (Fird he tunes have become entirely
detached from their origins and early significanegth the “first” and “second”
appearing to refer to their page numbers in theaht¢tinebook.

Pleyel's hymns have popped up in various intrigwsircumstances since their
adaptation as contrafacta. Benjamin Carr discavBteyel’'s Second several years after
its first American publication and transformednita the elaborate set-piece for chorus
and organ, “Hymn for Whitsunday,” in his 1820 cotien The Chorister During the
American Civil War, the First Rhode Island Cavadapted Pleyel’s First into a battle
hymn, proclaiming “Break each false Confederatgued instead of “Softly fades the
blooming flower.”

That two tunes by a relatively obscure Austrian poser have endured in
American hymnals well into the twentieth centuryeals unexplored aspects of the
history of early American psalmody. The narratWeacred music in the United States
typically emphasizes the Revolutionary-era, Yankganody of Billings before jumping
several decades forward to the story of Lowell Mieand the “Better Music” movement:
the expected result of a historiography that fosuseAmerican composers. But

American music, as Irving Lowens and Richard Crad/teave shown, is as much about
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music performed by Americans as it is about musiomosed by Americar§®
Composers, intellectuals, and clergy played ctitickes in the “Ancient Music”
movement, and a cis-Atlantic approach to understgnigow New England,
Philadelphia, and Baltimore co-opted European masctrhetoric helps fill in an
important gap in the history of American music.

In Chapters 1 and 2, cis-Atlanticism acted as mé&work to understand the
movements of the Carr family and Pleyel’'s FirsonfirLondon to Philadelphia and
Baltimore, and how emigration affected those Iguaaticularities within a wider web of
transatlantic connections. Chapter 3 documetiitedeuropean travels of a young
generation of intellectuals including Samuel Thachiehn Pickering, and Joseph Stevens
Buckminster and how those experiences shapedrdfeirm of American hymnody upon
returning to New England. In Chapter 4, thoseriguapplied their transatlantic
perspectives to transatlantic music, bringing Rlsy®econd to America and
disseminating it through “Ancient Music” hymnalsBoston and beyond.

Pleyel's hymns allow insight into the transatlamtature of turn-of-the-century
psalmody, demonstrating how commercial enterptikeghe Carr family as well as
intellectual and religious endeavors like BelemandBrattle Streetollections changed
the direction of native sacred music. The refooutsined by figures like Thacher,
Pickering, and Buckminster had long-lasting ranaificns; the rhetoric they adopted
fueled the creation of institutions like the Bostdandel and Haydn Society and

Philharmonic Society.

195 see Irving LowensMusic in America and American Mugisew York: Institute for Studies in
American Music, 1978). In the introductionAmerica’s Musical Life: A HistoryCrawford writes that he
takes “performance rather than composition asrérgggpoint.” Crawford America’s Musical Lifgix.

68



Buckminster died tragically young, of epilepsy 1812, but befriended and
evidently influenced the young Lowell Mason in #ame year that he compiled the
Brattle Street CollectiorMason later married Buckminster’s cou$ii.The delicate
andantes of Pleyel help us fill in the gaps betweerCarrs, the Buckminsters, and the
Masons of American music and understand the origfinise role that Europe would play

in the next two centuries of the American musiealdscape.

196 According to Carol Pemberton, Mason met Buckmingteough Hannah Adams, a mutual friend. See
Carol A. Pembertori,owell Mason: His Life andVork (Ann Arbor: UMI Research Press, 1985), 9.
Pemberton also suggests that Mason met his wifigaflliGregory, through the Buckminster connection:
“They may have met through his friend, Joseph SteBuckminster, Abby’s cousin, while Lowell was in
Boston the winter of 1810-11. Itis also possthigt the Buckminsters and the Gregorys were Mason
family friends of long standing.” Ibid., 23.
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Appendix 1: List of examined appearances of Pleya’First in American hymnals, 1800-1810

Hymnal Publication | Publication | Title Text 7777| Voicing, | Other details

Date or Key

8888

Brown, 1802 Boston: Condolence “Softly 8888 4; B-flat
Bartholomew; Isaiah (first fades the major
Columbian Thomas, appearance blooming
and European Ebenezer T.| of this title) | flower”
Harmony; or, Andrews,
Bridgewater and John
Collection of West
Sacred Music
[attrib. Carr]; | 1803 Philadelphia; Hymn “Children | 7777 3; B-flat | -ldentical to 1805 Carlasses, Vespers,
Sacred Carr & of the major Litanies
Harmony; a Schetky heav'nly -Through-composed set-piece with keyboa
Selection of king”
Airs, duos,
trios &c.
Cole, Samuel| 1803 Baltimore: | Pleyel’s “Praiseo |7777|3;G -Includes 4 bar coda for keyboard
and John; St. Paul’'s German praise the major
Sacred Music; Parish Hymn name
Published for divine”
the Use of the
Cecilian
Society
Carr, 1805 Baltimore: | Hymn “Children | 7777 3; B-flat | -ldentical to 1803 Caracred Harmony
Benjamin; J. Carr of the major
Masses, heav’'nly
Vespers, king”

Litanies...




Hill, Uri; The | 1806 Boston: Pleyel's “Angels 7777| 3; G -Newly-introduced middle voice
Sacred Manning & | German roll the major

Minstrel Loring Hymn rock away”

The First 1806 Boston: Germany “Angels | 7777 3; G -Middle voice identical to Hill (both probably
Church Thomas & roll the major derive from unexamined 18(alem
Collection of Andrews stone Collection

Sacred away”

Musick

The 1807 Boston: Pleyel's “So fades” | 8888 4; B-flat | -Identical to 180Bridgewater Collection
Middlesex Manning & | Hymn major

Collection of Loring

Church

Music; or,

Ancient

Psalmody

Revived

Mann, Elias; | 1807 Boston: Condolence “So fades” | 8888 4; B-flat | -ldentical to 180Bridgewater Collection
The Manning & major

Massachusetts Loring

Collection of

Sacred

Harmony

Sanger, 1808 Dedham: H.| Condolence “So fades” | 8888 4; B-flat | -Identical to 180Bridgewater Collection
Zedekiah;The Mann or Pleyel's major

Meridian Hymn

Harmony

Gillet, 1809 Baltimore: | Pleyel’s “But O, 8888 | 4; B-flat | -Identical to 180Bridgewater Collection
Wheeler, and Henry S. German how major but with new text

Co.;The Keatinge Hymn peaceful is

Maryland the soul”

Selection of

71



Sacred Music

LXXX Psalm
and Hymn
Tunes for
Public
Worship[the
Brattle Street
Collectior]

1810

Boston:
Manning &
Loring

German
Hymn

“God of
mercy, god
of love”

777

3;G
major
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