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ABSTRACT

This study examines the sheet music of Eliza Ridgely, a member of Balitmore
society born in 1803 and mistress of Hampton Mansion from 1829 until 1867. An
accomplished amateur musician, her music reflects her skill in singing and playing the
harp and the piano. Beyond that, the sheet music is evidence of a network of publishers,
teachers, and performers both amateur and professional. Studying the sheet music for
publication information, retailers’ marks, or the method of creating manuscript copies
offers insight into the publishing business, the relationship between music teachers and
their pupils, concert life, and the social events in which music played a vital role. Eliza
Ridgely is a woman well-documented through contemporary accounts and family papers,
but her sheet music adds depth to an understanding of her life and serves as an example

for the questions that any personal collection of music can address.
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Introduction

In August of 1848, Eliza Ridgely sat at her piano to perform Italian songs for her
dinner guests. In the Music Room of Hampton Mansion, surrounded by tall bookcases,
family portraits, and fine furniture, the instrtuments still took center stage. Eliza did not
use her harp that evening, but instead played the grand piano equally familiar to her. The
harp, though unused and unstrung, stood glittering with gilt classical ornaments and
classical friezes around the pillar, proof of Eliza's extensive and expensive musical
training. Sitting at the piano, Eliza may have selected Italian songs recently purchased in
Paris while traveling with her family. Now at home in Baltimore, the European sheet
music was one way among many for Eliza to share her cosmopolitan tastes.'

On the music rack of the piano, the sheet music matched the elegance of its
surroundings. Individual music pieces were bound together into a large book with green
marbleized covers and red leather spine and corners. On the front cover, a red
rectangular label bore gilt cabled ornament around the edges and gilt lettering in the
middle: “MRS. JOHN RIDGELY.” The shear bulk of the book proved notable, standing
over thirteen inches tall, over ten inches wide and over two and a half inches thick. The
pages inside, trimmed to a uniform size, had stained yellow edges. Each page contained
music adapted from French and Italian operas: some harp music for harp and piano duets;
much vocal music with piano accompaniment. Almost every piece of music in the book

was published and sold individually by a Parisian music publisher; the only exception is a

'Elizabeth Wirt Goldsborough, a guest that evening, described this event in a letter to her
sister, August 26, 1848. William Wirt Papers, Maryland Historical Society, MS 1011.
Transcribed by Gregory Weidman.
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six-page piece written out by hand on pre-printed staff paper. On the inside front cover,
Eliza wrote a list of contents by hand, numbering each piece in the order in which it is
bound rather than numbering the single pages. Standing on a bookshelf, this volume
would remain anonymous, as it lacks any lettering on the spine to indicate the contents or
the owner. Standing on a music stand, however, its bulk would imply a depth of musical
skill necessary to execute the range of music within its covers, and the gilt-printed label
would glitter with the name of the woman who possessed that skill, Mrs. John (Eliza)
Ridgely.?

Eliza Ridgely had several such bound books of sheet music, compilation volumes
of pieces printed and sold individually and then bound together. Although that was a
common practice in the nineteenth century, Eliza Ridgely’s music collection is notable
for its size, over 400 pieces, and for its preservation through two centuries in the home of
her married life, Hampton Mansion. In addition to bound volumes of published pieces,
some volumes contain dozens of hand-copied pieces, some books are lessons for voice,
harp, or piano, and many pieces remain unbound. Most of the music was published in
Paris, Boston, New York, Philadelphia, or Baltimore; however, even pieces published in
a distant city frequently bear the stamp of a local Baltimore music retailer. The pieces
include piano solos, harp and piano duets, and many arrangements for singers of popular
songs, operatic excerpts, and songs for two, three, or four singers. They date from nearly
the entire span of Eliza Ridgely’s lifetime, from her school years in the 1810s to the end
of her life in 1867.

As a collection of sheet music that represents the musical interests and

*Collection of Hampton National Historic Site, National Park Service, cataloged as
HAMP 2259. All subsequent collection numbers will be stated parenthetically in the
text. Catalog numbers were assigned to bound books rather than the separate musical
pieces within, therefore many different pieces of music may have the same HAMP
number.
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achievements of a well-documented house and family, the music at Hampton Mansion
holds many promising possibilities for analysis. For a music historian, it is a rich cache
of nineteenth-century compositional style, especially for early parlor music and for the
many examples of condensing opera scores into manageable arrangements for a single
piano and singer. Many of the pedagogical works and exercises bear pencilled markings
and directions that could be analyzed for teaching methods. As the collection spans the
nineteenth century and continues into the twentieth (thanks to later generations of the
family), a technological study of the sheet music could document the development of
American music publishing from copper-plate printing to lithographic covers to
photographic processes. A broad cultural study of nineteenth-century music could
determine whether Eliza Ridgely was a leader of, a follower of, or indifferent to, musical
fashion.

This study is interested in material culture and consumer relations and presents
Eliza Ridgely’s music as a case study for interpreting sheet music in a broad social
context of amateur musicians, the social network of music teachers, peers, and events that
shaped musical choices, and the music industry that supported that network. What music
did Eliza play at different points in her life? How did the publishers advertise themselves
and their available wares? How did individual people, such as her music teacher or her
school friends, shape Eliza’s taste? How does the sheet music reflect the role music
played in upper class Baltimore society?

A personal collection of sheet music represents a series of choices over time that
other one-time purchases do not; 400 pieces acquired over half a century tell a different
story than a few sets of chairs purchased in the same period. Just as a library’s contents
inform us about the reader, a collection of music both raises and answers questions about

the musician. By collecting individual pieces together in bound volumes and related
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loose sheets, mass-printed pages take on the distinct identity of their owner. In this case,
Eliza Ridgely is an owner easily accessed through documents, contemporary accounts,
and artifacts, but the music collection still has the ability to contribute to a fuller
understanding of her life. Thus, the study at hand tells two stories: the story of Eliza
Ridgely, a woman for whom music was a life-long interest; and the story of a collection
of sheet music that, even if no other sources existed, would still speak to the life,

education and social experience of its owner.

Who played the music: “The fascinating Miss Eliza Ridgely”

For most twenty-first-century students of early American society, Eliza
Eichelberger Ridgely is best known as the “Lady With a Harp,” the title given to her
portrait by Thomas Sully (figure 1). Commissioned in 1818 when Eliza was fifteen years
old, the portrait is a full-length depiction of Eliza standing next to a harp with a tuning
fork in one hand and the other hand plucking the strings. She is fashionably yet simply
dressed, with a healthy rosy glow to her cheeks. Her pose with the harp indicates a
familiarity and ease with the instrument, an instrument that only educated and refined
young women would be trained to play. Though the portrait is alternatively praised and
criticized for its propagandistic qualities, Wendy Cooper notes that in the early nineteenth
century, “having one’s portrait painted with a harp presented the ultimate image of a

293

young woman of taste and accomplishment.

*Wendy A. Cooper, Classical Taste in America 1800-1840 (New York: Abbeville Press
Publishers and The Baltimore Museum of Art, 1993), 264. See also Robert Wilson
Torchia, “Eliza Ridgely and the Ideal of American Womanhood, 1787-1820,” Maryland
Historical Society 90 (Winter 1995): 404-423.
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Eliza Ridgely also comes to life in a story that belongs to Hampton Mansion, the
home of her married life. When the Marquis de Lafayette visited Baltimore in 1824, his
presence inspired a whirlwind of social events. Wildly popular with Baltimoreans, the
story claims that General Lafayette in turn was impressed with Eliza when she had the
opportunity to play the harp for him. Though no evidence of that musical performance
remains, the elderly French gentleman and his “amiable young friend” struck up a
correspondence that continued until Lafayette’s death in 1834.* The Sully portrait offers
a glimpse of what Lafayette himself saw: a young woman fashionably attired, confidently
skilied with her harp, at ease with her musical ability.

Clearly, music figures prominently in both the portrait and the meeting with
Lafayette, though neither the oil paint nor the oral history conveys the actual sounds that
Eliza created; the only tangible evidence of her musical skill and style rests with her sheet
music. The collection of sheet music currently housed at Hampton provides insight into
various periods of Eliza Ridgely’s life, including her school days in Philadelphia, the
education of her own daughter, and the addition of a daughter-in-law to the household.
Much of the music can be definitively linked to Eliza because of the bindings; several
individual pieces would be bound together in marbleized covers with a label on the front.
Many labels bear the gilt-stamped names ‘“Miss Ridgely,” “E. E. Ridgely,” and “Mrs. J.
Ridgely,” among others (figure 2). Some pieces that remain unbound have her name
pencilled on the first page (figure 3). Other books and individual sheets do not have such
an obvious provenance, but they still come from a specific time and place, and often from
people in Eliza’s social circles. The music confirms that the “Lady with a Harp™ also
played the piano, studied singing, and had people in her life that could play duets with

*James W. Foster, “Lafayette’s Letters to Eliza Ridgely of Hampton,” Maryland
Historical Magazine 52 (September 1957): 233-244.
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her. All together, the music itself informs our understanding of her education, her
performances, and her participation in a concert-going public.

Eliza was born in February of 1803, the daughter of Eliza Eichelberger and
Nicholas Greenberry Ridgely, a wealthy wine and grocery merchant. Her mother died
only three days after her birth, leaving Eliza the sole child and therefore the sole heir of
her father’s estate. Despite the loss of her mother, the Eichelberger family maintained
close ties with Nicholas Ridgely and the young Eliza. Eliza’s youngest aunt, Henrietta
Eichelberger, was only slightly older than she was, and the two girls were effectively
raised as sisters. One story claims that Eliza’s grandmother nursed both babies at once;’
what is more certain is that the girls attended the same boarding school, they shared some
of the same music books, and Eliza’s daughter mentioned “Aunt Henny’’ as a member of
the household decades later.

Two books of music highlight the close relationship between Eliza and Henrietta.
One is a modem binding of seven pieces for the harp: two have “Eliza E. Ridgely”
pencilled on them; one has “Eichelberger’ pencilled on it; one has both “H. W.
Eichelberger” and “Eliza E. Ridgely” on it (HAMP 4379). Though the binding is new,
the seven pieces probably had an earlier cover, as all of the pages have been trimmed to a
uniform size; in some cases, the trimming cut off a hand-written label which is more
likely to have happened when the pieces were new and actively used than when they
acquired the status of museum objects. The harp music suggests that Eliza and Henrietta
shared or exchanged music, or studied the same pieces as they both learned how to play
the harp. The other book is a volume of thirty-seven manuscript pieces bound in green

covers with the gilt label, “E. E. Ridgely & H. Eichelberger” (HAMP 2247, figure 4). All

’Beth Paterson Shipe, “Eliza Eichelberger Ridgely, the ‘Lady with a Harp’,” Maryland
Historical Magazine 77 (Fall 1982): 230.
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of the music is hand-written on pre-printed staff paper by more than one hand. Three
different batches of paper were used consecutively as pieces were written out; many
pieces begin on the back of the last page of the previous piece. Several pieces are copied
from songs published as late as 1825, which means that this collection of manuscripts
dates from the years when both Eliza Ridgely and Henrietta Eichelberger were single
young women in Baltimore. The joint ownership of both volumes of music could only
function if both young women frequently spent time together and shared similar interests.

Eliza attended Miss Lyman’s Academy in Philadelphia when she was thirteen
years old, accompanied by her aunt Henrietta. One quarter’s board and basic tuition in
reading, writing and arithmetic cost $45. Optional instruction in History, French,
singing, and drawing each cost $10 per quarter, while harp lessons and piano lessons
were each $18 per quarter. Other itemized expenses included “Use of Instruments,” harp
strings, and “Copying Polonaise.” The entire bill, not including incidental expenses such
as new shoes and a “Seat in Church,” totaled $142 for the quarter.® Miss Lyman offered
Eliza her first formal instruction in playing the piano and singing, which were common
studies for schoolgirls, and in playing the harp which was a more elite instrument,
expensive to acquire and maintain, and expensive to learn.

Miss Lyman's school was located at 98 South 4th Street, an easy walk from the
music stores at 24 South 4th Street (George Willig), 13 South 5th Street (George E.
Blake), or 11 South 4th Street (A. Bacon & Co.). Another book in a modern binding

matches Eliza’s school years in Philadelphia and suggests that the students went shopping

*The bill is for “Miss Eichelberger’s” tuition for the quarter ending July, 1817. Though
the bill is not specifically for Eliza Ridgely’s schooling, it was sent to Nicholas Ridgely
for payment which suggests that Eliza’s father paid for both girls’ education and likely
supported similar courses of study. Ridgely Family Papers, Maryland Historical Society,
MS 692.
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for new songs in their leisure time. Most are popular songs written for voice and piano
with titles like “The Blue ey’d Youth,” “Said a Smile to a Tear,” and “The Yorkshire
Beauty.” All of the music was published by 1818, Eliza’s final year in school, and of the
thirty-two pieces in the volume, twenty-three were published in Philadelphia, and five
published in Baltimore (HAMP 4378).

Eliza’s formal education ended in 1818. Her father prepared for her debut into
adult society by commissioning the Sully portrait while she was still in Philadelphia. In
the same year, her father also imported a new harp from London, a “new patent double
movement harp” made by Sebastian Erard, maker of harps and pianos.” As Erard had just
patented the double-action mechanism in 1816, this harp was one of the first of its kind to
appear in the United States.® The double-action mechanism allowed each string to be
adjusted in pitch either a half-step higher or lower by means of several pedals, a vital
element in playing pieces in every musical key. Unlike the harp used in the Sully
portrait, which may have been a studio prop, Eliza’s new Erard harp was lavishly
ormamented with gilt friezes and bold proportions. In a period when furniture frequently
featured harps and lyres as ornamental motifs, an actual working harp represented the
height of classically inspired fashion.

As a grown young woman in her father’s house, Eliza continued to pursue her
musical interests. Only one year after acquiring the Erard harp, Nicholas Ridgely paid

$600 for “An Elegant Harmonic Piano Forte,” another new top-of-the-line instrument on

"The bill itemizes the harp, a leather case, a set of Roman strings, silver strings, and a
packing case for a total of L122.18.0. After adding export duty, insurance, and shipping
charges, Nicholas Ridgely paid almost $600 to acquire the instrument. Ridgely Family
Papers, MS 692.

*Beth L. Miller, “The Ridgelys of Hampton: New Perspectives on Musical Life in Early-
Nineteenth-Century Baltimore,” Journal of Musicological Research 14 (1994): 45.
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which his daughter could display her talents.” By 1821, when she was eighteen years old,
receipts from the piano tuner and the music teacher bear the name “Miss Ridgely,”
referring to the person who most benefited from the tuned piano and the lessons, not the
person who probably paid the bill. Jacob Walter charged $3 every quarter for his tuning
services in 1822 and 1823. Though the receipts do not indicate how often in a given
quarter Walter would come, charges for $2 for “Tuning 2 month up to this Day” suggest
at least a monthly arrangement of one dollar per month."

Eliza also received singing lessons. Though she no longer attended school after
returning to her father’s home in Baltimore, her musical training continued under the
direction of Henri Noel Gilles, a French expatriate. Formerly an oboist for the Parisian
opera, Gilles arrived in the United States in 1815 and quickly developed a clientele of
high society music students. Eliza had vocal lessons about twice a week at one dollar per
lesson. In addition, Gilles provided Eliza with hand-written copies of music that were
probably not otherwise available. Gilles’ bills list a total of thirty-four pieces by name,
half of which match hand-written manuscripts in bound books of music, the remaining

half are too vague to match conclusively. Bills list charges for specific pieces of music at

"Receipt from James Stewart to Mr. Ridgely, Baltimore, January 18, 1819. Ridgely
Family Papers, MS 692. Pianos ranged in price from approximately $200, half the
annual salary of a city carpenter or cabinetmaker, to $600, the cost of a small house. See
Jack Larkin, The Reshaping of Everyday Life 1790-1840 (New York: Harper & Row
Publishers, 1988), 249.

YReceipts from Jacob Walter to Miss Ridgely dated January 16, May 9, and December 31
of 1822, and June of 1823. Unlike modern pianos which are built with steel frames and
are strong enough to sustain the tension of the strings (and therefore the tuning), earlier
pianos were entirely wood and needed more frequent attention to keep in tune. Monthly
tuning does suggest, however, that the piano was in regular use. Ridgely Family Papers,
MS 692.
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what appears to be twelve cents each page; prices listed are most often multiples of
twelve (36, 48, 60, 72, 96, etc.) and usually correspond to the length of the piece."

John Nenninger was another individual involved in Eliza’s continuing musical
education, most likely for harp instruction though possibly for piano. Henrietta
Eichelberger had begun studying the harp with Nenninger in 1817, while Eliza was still
in Philadelphia. In a letter to his daughter Nicholas Ridgely wrote, “Henrietta has
commenced her lessons with Nenninger and is very assiduous - I’m afraid she will
improve more than you.”'? By 1820 Eliza followed Henrietta’s example, receiving not
only “17 Lessons” from Nenninger, but also regular supplies of strings, specific pieces of
music, and “64 pages copied.”"

Eliza married John Ridgely of Hampton on January 8, 1828. Upon hearing the
news, the Marquis de Lafayette wrote his congratulations “that Miss Ridgely had
changed if not her name, at least her situation.”'* Despite their shared last name, no
common ancestry has been located. John Ridgely was the son of Charles Carnan Ridgely
(1760-1829), a former governor of Maryland. Though Charles Carnan Ridgely’s
property had been vast, it was divided among several children and grandchildren upon his
death; John Ridgely received Hampton Mansion and the surrounding 4000 acres, still a
sizable holding."* Eliza brought her father’s wealth to the marriage, though Nicholas

Bills from H. N. Gilles to Miss E. Ridgely on January 24, 1821, January 28, 1822, and
May 17, 1822. Ridgely Family Papers, MS 652.

2L etter dated Nov. 24, 1817. Quoted in Miller, 47.

PReceipt from Jn. Nenninger to Miss E. Ridgely dated March 27, 1821. Ridgely Family
Papers, MS 692.

“Letter dated March 30, 1828. Foster, “Lafayette’s Letters to Eliza Ridgely of Hampton,”
239.

“Lynne Dakin Hastings, 4 Guidebook to Hampton National Historic Site (Towson,

10

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Ridgely had carefully arranged Eliza’s inheritance in a trust that kept her in command of
her financial resources rather than relinquishing all control to her husband. Account
books from Eliza’s married life indicate that her wealth financed an elegant lifestyle on
the Ridgely estate, meticulously recorded in a way that would make her merchant father
proud.

Eliza and John Ridgely had five children, but only two survived to adulthood:
their daughter Eliza, known to the family as “Didy,” was born in 1828; their son Charles
was born in 1830. Both children left journals that document different periods of the
family’s life. Didy kept a diary briefly in 1841-2 when she first started attending
boarding school in Baltimore. Charles kept a journal during the family’s travel to Paris in
1847-8.

Didy’s writing reveals that both she and her brother were studying music with a
Mr. Petri in 1841, when she was thirteen and Charles eleven years old. Mr. Petri
probably taught the piano as Didy mentions that “notwithstanding my sore finger I
contrived to take my lesson very well.”'® Like her mother, Didy continued to study music
in addition to her school’s regular curriculum; Mrs. Julia G. Friese taught music lessons
while G. Piccioli specialized in teaching singing and Italian."

Didy offers only glimpses of other people in the household making music when
she describes New Year’s Eve, 1841: “I was down in time and in the middle of the day

Aunt Henny played for us and we danced and in the evening we got Mother to play for us

Maryland: Historic Hampton, Inc, 1986), 8-13.

'“Entry for November 15, 1841. “Didy Ridgely’s Diary 1841-42,” HAMP 3911,
Hampton National Historic Site.

"Receipts from Julia G. Friese dated February 7, 1845, and May 2,1845, and from G.
Piccioli dated March 4, 1845. Ridgely Family Papers, MS 692.

11
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and Aunt Henny danced with us and after that Mother sung for us and after prayers we
went to bed.”"® The phrase “we got Mother to play for us” seems to indicate that Eliza
playing for her family was a special occurrence rather than a regular event, and seems to
receive more emphasis than Aunt Henny’s (Henrietta Eichelberger’s) playing.

Several years later, Charles Ridgely’s journal sheds light on his mother’s
continuing musical interests. Charles’s account of his time in Paris is a very
straightforward listing of his daily activities, whether he played billiards, took German
lessons, or took a walk with his father. He describes frequent attendance at the opera,
naming twenty different operas seen over the course of fifteen weeks. An entry for
March 2, 1848 mentions that he “heard Bellini’s I Puritani for the 3rd time.”" The
popularity of Rossini, Donizetti, Bellini, and Verdi in the Parisian theaters parallels the
Paris-published sheet music that Eliza Ridgely acquired. One of the bound volumes of
music contains almost exclusively music published in Paris, arranged from current operas
by the same composers the Ridgelys heard in person (HAMP 2259). Most of the pieces
are arranged for voice and piano; in a world before recorded sound, sheet music and the
ability to play it would be the only way to re-visit memorable performances, especially
performances attended far away from the local theaters of Baltimore. A few pieces
arranged for harp appear as the first six entries in the volume, testifying to Eliza’s
continuing interest in her harp. The pieces are intended to be harp and piano duets, but
only the harp scores were included in the bound book.

A letter of 1848 offers a glimpse of life at Hampton upon the family’s return from

Europe. The mansion was filled with extended family members staying for the summer,

'®Entries for November 15 and December 31, 1841. “Didy Ridgely's Diary.”
YRidgely Family Papers, Maryland Historical Society, MS 1127.
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and occasionally hosted guests for a day of enjoying the gardens, the house, and the
company. Elizabeth Wirt Goldsborough was one such guest and described her visitin a

letter to her sister, even giving details of the after-dinner musical activities:

We had some music after dinner - [Mrs. Ridgely] singing some Italian
songs for me & I playing some of my best pieces for her. Her harp stood
there uncovered - She said she scarcely touches it. I begged her to string it
up again. She spoke with admiration of your harp-music! Her piano-forte
is an old instrument - and has seen its best days - although it is a grand
piano-forte. I presume that she will get a new instrument - now that her
daughter is grown. She means to take her into society next winter. She
urged us to stay to tea - after which we came away - quite in love with
Mrs. Ridgely & Hampton.*

This wonderfully chatty description paints a picture of Eliza’s harp in full view yet
unstrung, a grand piano past its prime, and a hostess and guest exchanging musical talents
for their mutual entertainment. The “Italian songs’ Eliza sang for her guest could be
some of her recent Parisian acquisitions or some more familiar tunes from her previous
years of singing lessons. The old grand piano was most likely the instrument Nicholas
Ridgely purchased for Eliza in 1819; the $600 piano was the top of the line when he first
bought it, but thirty years of use would certainly have worn on the instrument. Didy’s
imminent introduction into society seemed to be viewed as a fitting occasion for a new
piano, in order that she might make the best impression when her turn came to offer
musical entertainment for guests.

The fact that Eliza’s harp sat without strings may be a lingering sign of her recent
European travels, a task not yet attended to after her return home; the harp music from
Paris certainly shows that Eliza did not intend to give up the harp altogether. However,
the harp required a significant amount of maintenance. During the 1820s Eliza spent as

much money replacing strings and having repairs made on the harp as she did keeping the

»] etter from Elizabeth Wirt Goldsborough to her sister, August 26, 1848. William Wirt
Papers.
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piano in tune, and simply playing the instrument required tuning every string herself
before she plucked the first note. As popular as harps were in the first quarter of the
nineteenth century, and as symbolic as they were of classical tastes and educated
womanhood, they had fallen from favor by the middle of the century. John Hullah,
writing about domestic music in 1877, noted that both the harp and the guitar “seem on
their way to . . . the limbo of forgotten things.” Regarding the harp in particular, he

continued:

As a source of variety in domestic music its absence is to be regretted.
The elegance of its form too gratifies the eye almost as much as its
utterances do the ear. But its use attended with some drawbacks. Uniess
constantly watched - not easy unless it be constantly used - it is apt to fall
out of gear. Under the most favorable circumstances as to care, its strings
have a provoking habit of snapping just as they are wanted. Rarely is it
found available for use without tuning, and the number of its strings
sometimes makes this a tedious process.?'

Given the commitment necessary to maintain a harp, it is understandable that a woman
with responsibilities of caring for a family, seeing to a number of long-term and short-
term visitors, and managing a plantation household might fail to find the time to pursue
that particular instrument. Eliza’s purchase of harp music in Paris may have been more
wistful than practical.

Charles Ridgely married in 1851, after which the musical life of the Ridgely
household included Eliza’s daughter-in-law, Margaretta Howard Ridgely (1824-1904). A
bound book of flute music bears the name “Miss Howard” on the flyleaf and “Howard”
on the bottom of the first piece (HAMP 2252). It points to Margaretta’s own musical
training as a young woman, focusing on the flute, which was unusual for women in the

nineteenth century. Many people of the time argued that flutes, violins, and most other

*John Hullah, Music in the House (1877: reprint, New York: Garland Publishing, Inc.,
1978), 39-40.
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instruments distorted the face or posture too much to be appropriate or attractive for
women,; the piano or harp were virtually the only options for musical females to retain
their physical composure and show themselves to advantage.? However, Margaretta
Howard was a very petite woman and perhaps her diminutive stature, a potential
challenge in playing multi-note chords or octaves on the piano keyboard, led her to select
an instrument with a smaller scale.

Once Margaretta joined the family at Hampton, she may well have brought her
own musical tastes to the collection. Several pieces dating from the 1850s are songs with
piano accompaniment, some written for vocal trios or quartets such as “Mendelssohn’s
Four-Part Songs™ published in Boston in 1856 (HAMP 2245). Even a piece with “Mrs.
Ridgely” written on the cover cannot be conclusively attributed, as it could refer to either
Margaretta or Eliza. Eliza was certainly still acquiring music as late as 1862, when she
wrote “E.E. Ridgely” on her copy of “A Mother’s Prayer,” an elaborately printed song
that contains seven verses of a mother praying that her son remains safe in battle during
the War Between the States (HAMP 20001, figure 5). (Though the text is carefully non-
partisan, the song is dedicated to Mrs. Charles Howard of Baltimore who was known to
sympathize with the Confederacy.)

Eliza Ridgely died in December of 1867, only a few months after her husband.
Her musical legacy was preserved at Hampton through her harp, the constant presence of
a piano in the Music Room, her collection of sheet music, and Sully’s depiction of the
“Lady with a Harp.” One of her great-granddaughters left a testimony to Eliza’s memory
by posing for a photograph in the 1880s that mimics the Sully portrait; wearing a high-

2Judith Tick, “Passed Away is the Piano Girl: Changes in American Musical Life, 1870-
1900,” in Women Making Music: The Western Art Tradition, 1150-1950, edited by Jane
Bowers and Judith Tick (Urbana and Chicago: University of Illinois Press, 1986), 327.
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waisted dress, she stands in the Music Room with Eliza’s harp, dreamily plucking the

strings.?

Who produced the music: Nineteenth-Century Music Publishers

Revisiting one of the volumes from Eliza’s school years in Philadelphia, the
collection of popular songs that likely represents the leisure time and pocket money of
Eliza and her classmates, the pieces present a cross-section of contemporary music
publishing establishments in the city (HAMP 4378). As mentioned earlier, twenty-two of
the thirty-two pieces in the volume are Philadelphia publications: twelve by George
Willig; five by George E. Blake; three by A. Bacon; and one each by John Aitken and
Charles Taws. Perhaps Willig’s shop had a greater selection than the others did, which
would account for the heavy favoritism. Perhaps Eliza and her friends knew George
Willig personally as a music instructor in their school, and therefore patronized his shop;
many early publishers engaged in related activities, such as teaching music lessons or
making and repairing musical instruments.*

In the decade in which the pieces were published, most of these publishers could
be found in Philadelphia’s publishing and bookselling district, the neighborhood where
Second, Third, Fourth, and Fifth streets intersected Chestnut and Market streets: George
Willing worked at 12 S. 4th Street and later at 185 Market and 165 Market; A. Bacon
worked at 11 S. 4th Street; George E. Blake worked at 1 S. 3rd Street and later at 13 S.

®The photograph, ca. 1887, is reproduced in Hastings, 72.

#Richard J. Wolfe, Early American Engraving and Printing (Urbana: University of
Illinois Press, 1980), 69-70.

16

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Sth Street. John Aitken is the only publisher whose address of 76 N. 2nd Street does not
fall into the publishing corridor. According to Richard Wolfe, similar districts existed in
every major American city in the early nineteenth century. The concentration of
publishing firms allowed easier access for publishers to obtain paper, ink, and other
necessary supplies, and also allowed customers to focus their book- or music-buying
excursions. The close proximity of the various publishers no doubt contributed to
consistent production methods.?

The format of individual pieces is remarkably uniform throughout this period with
page one being a title page, music starting on page two. The publisher’s name and
address usually appears both on the title page and on the bottom of the first page of
music. If copyright information is included, it usually appears on the bottom of the first
page of music as well. A vast amount of early sheet music is only two pages of musical
notation, therefore one folded sheet of paper sufficed for a title page, two inside pages of
music, and a back page either left blank or used to advertise the publisher’s other
available titles. Longer pieces were most often constructed by nesting multiple folded
sheets together with no further binding. These loose, folded formats conformed to
bookbinding practices that stitch pages together through the folded seams, each group of
folded sheets forming a signature, and several signatures lined up forming the spine.
Sheet music was therefore published in such a way as to accommodate the practice of
individuals having their own collections bound together in a volume.

Publishers often advertised themselves as bookbinders along with their other
services; a trade advertisement of George E. Blake illustrates an elegant young woman

seated at an upright piano and includes the text “Pianos to Hire . . . Music Bound.”?® John

®Wolfe, Early American Music Engraving and Printing, 68.
%The trade advertisement dates from 1817 to 1824, when Blake was at 13 S. 5th Street in
Philadelphia. Illustrated in Cooper, Classical Taste in America 1800-1840 , 264.
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Cole, a Baltimore music publisher, charged Eliza Ridgely $5.50 for “Binding 3 Vols & 2
New pieces.” At another time, Eliza took her loose pieces to a bookbinding specialist,

who then put his label on the corner of the inside front cover: “N. HICKMAN / BOOK

BINDER / BALTIMORE” (HAMP 2294, figure 6). Later in the century, Henry
McCaffrey was not as modest as N. Hickman when placing his label inside a bound book
(HAMP 2287). Using eleven different typefaces, his label reads:

HENRY M’CAFFREY,
Music Publisher,
205 Baltimore St.
THE LARGEST
Assortment of Music
IN THE CITY
CAN BE FOUND AT THIS ESTAB-
LISHMENT.
Particular attention paid to the ar-
ranging and Binding of Music.
Music Folios at all prices.
MUSIC PUBLISHED
AND RECEIVED DAILY.
Dealers, Booksellers, Seminaries,
&c., supplied on the most
reasonable terms.

Music publishers took every opportunity to promote themselves and their wares,
usually listing their name and address as well as any copyright claims on the music itself.
In the first part of the nineteenth century, copyright laws existed only for persons living
and working in the United States. Foreign authors and composers received no protection,
and therefore were freely pirated; by 1820 a full 70 percent of all literature was pirated

from abroad, and an even greater percentage of printed sheet music.”® In contrast,

#'Undated receipt to Miss Ridgely, though the “Miss” confirms that it predates her
marriage in 1828. Ridgely Family Papers, MS 692.

#Russell Sanjek, American Popular Music and Its Business: The First Four Hundred
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publishers seemed to have respected the copyrights of native composers.” Before 1831,
original works were protected for fourteen years, renewable for another fourteen-year
period. After revisions enacted on February 3, 1831, copyright terms were extended to
twenty-eight years and again renewable for fourteen years.

Paging through the music in Eliza Ridgely’s collection, several publishers’ names
become familiar due to the number of pieces bearing their imprint: Oliver Ditson in
Boston; George Willig, Lee & Walker, and G(eorge).E. Blake in Philadelphia; Carr,
Cole, F.D. Benteen, and Miller & Beacham in Baltimore. They are not all contemporary
to one another; to the contrary, they span several decades of the publishing industry and
in some cases are direct descendants of each other. For example, the Baltimore firm of
Miller & Beacham advertised themselves as “Successors to F.D. Benteen” on their
publications in 1855 and 1856, but omitted the phrase on later publications once they
were established (HAMP 2287 and 20020). Likewise, the Beer & Schirmer company in
New York was successor to C. Breusing (HAMP 21022).

Music publishers made sure they received credit for their publications, but music
retailers also found a way to advertise themselves on the actual sheet music. Several
covers were stamped with the name of the store, often the address as well, with a rubber
stamp in brightly colored ink (figure 7). Henry McCaffrey stamped his name, “Music,”
and “Baltimore” within a lyre shape using purple ink that contrasted sharply with the
black and white of the rest of the cover (HAMP 17397). Another store used turquoise ink
as it stamped "Otto Sutro / Music & Pianos / W. Balto. St. 189. Baltimore." (HAMP

Years, vol. 2 (New York: Oxford University Press, 1988), 27.

®Richard Wolfe, an expert on American sheet music from 1787 to 1825, comments that
“So far as I have noticed, publishers of early American music sedulously observed the
restrictions against reprinting copyrighted music. I cannot recall a single violation of the
law by one of our publishers of this period.” Richard Wolfe, Early American Music
Engraving and Printing, 192.
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20070). C. Breusing in New York City included the phrase “Importer of Music” to
identify his specialty in his red-inked mark (HAMP 2253 and 2789). Miller & Beacham
of Baltimore chose to use an embossed seal rather than an inked stamp, a subtler visual
statement yet a stronger textural contrast (HAMP 20040). In every case the goal was the
same, to ensure that a customer would remember where he or she could acquire sheet
music, especially in the case of local distributors of distant publishers.

The French music publishing trade had slightly different norms. Centered in
Paris, each music publisher printed its name and address on each piece, and also marked
it with a black ink stamp that imitated a dramatic signature (figure 8). Bernard Latte
marked its pieces with a “Bernard” signature stamp, E. Troupenas marked its pieces with
an “E. Troupenas” signature stamp, and Maurice Schlessinger likewise used a “Maurice
Schlessinger” stamp (HAMP 2259). Throughout the French music in Eliza Ridgely’s
collection, there are very few examples of a piece of music bearing the stamp of a firm
other than its publisher, whereas most American stamps appear on pieces published by a
different company. This suggests either that Parisian publishers sold their wares directly
and did not distribute to other shops for retail, or that the signature stamps were intended
to re-iterate the identity of the publisher without any reference to the retailer.

Studying these various marks, both American and French, a network of trade
relations emerges. Eliza Ridgely’s copy of Rossini’s opera Otello illustrates one such
trail from France to New York to Baltimore (HAMP 2058, figure 9). Unlike the other
operatic arrangements in Eliza’s musical library, this volume contains a much more
complete score and was purchased as a single unit rather than collected piece by
individual piece. Each of the 235 pages is printed with "988" on the bottom, the
publisher’s method of ensuring that they used the correct engraved plates during the

printing process. The title page lists the publisher as Boieldieu, found in Paris on the Rue
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de Richelieu. A signature stamp of Maurice Schiessinger indicates that another company
had a hand in distributing the work. Schlessinger sent it to New York, to the store of J.J.
Rickers at 124 Broadway, whose circular stamp appears on the title page as well.
Directly over the Rickers stamp, however, is the rectangular stamp advertising, “Sold at/
Cole’s / Music Store / Baltimore.” By obscuring Ricker’s stamp with his own, Cole may
have been trying to conceal his lack of direct trade with France (figure 10). Once in
Baltimore, the Otello score received a personalized binding to match other music books
at Hampton: marbleized covers, red corners and spine, and a red label with the gilt-
lettered "MRS. J. RIDGELY."

Tracing Otello from both sides of the Atlantic may outline trade alliances, but it
does not reveal whether the score was one of a multiple shipment of Rossini’s opera sent
to New York and then to Baltimore, or if Eliza Ridgely submitted a special request at
Cole’s Music Store that set the train in motion. Perhaps special order and regular
shipment met halfway, if Cole knew that J.J. Rickers routinely stocked French
publications. Either way, sheet music suppliers recognized that they could not be
competitive without building partnerships among their colleagues.

The full piano-vocal score of Otello illustrates another aspect of the music
publishing trade, the business of opera transcriptions. Thomas Christensen notes that “By
the turn of the [nineteenth] century, few operas were henceforth produced without piano-
vocal scores in tow. . . . Save for some French publications, few publishers saw any need
to engrave large, expensive full scores.”® In analyzing the economics of publishing

opera scores, Hans Lenneberg estimates that when the publisher Schlessinger produced

*Thomas Christensen, “Public Music in Private Spaces: Piano-Vocal Scores and the
Domstication of Opera,” in Music and the Cultures of Print, edited by Kate van Orden
(New York: Garland Publishing, Inc., 2000), 77.
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both the full score and the piano-vocal transcription of Meyerbeer’s opera Les
Huguenots, Schlessinger would have lost over 1,000 francs from his investment.
Lennberg cautions, “Before we feel too sorry for Schlessinger, however, we must realize
that individual numbers taken from the vocal score and sold separately, using the same
plates, would cost him relatively little and that arrangements of all sorts were
customary.”®' Lenneberg’s point is well taken, considering that Otello is the only
example of a full piano-vocal score in Eliza Ridgely’s collection, compared with
published excerpts from at least twenty other operatic works.

A discussion of the music publishing trade ignores the source of a significant part
of Eliza Ridgely’s sheet music. Over a quarter of the pieces in her collection were
written by hand, probably copied from someone else’s published version of the piece
(figure 11). This was a common practice, especially in the first decades of the nineteenth
century when publishers’ stocks were limited in quantity and selections. Music teachers
from Europe could seldom expect to find their teaching music in a local Baltimore
establishment: therefore, teachers often offered copying services as well as instruction.
Even musicians who did not specialize in teaching used copying music as a means of
extra income; Mr. Gaetano Carusi, “Italian master of music,” advertised his arrival in
Baltimore in 1810 by announcing his availability to play music for balls, arrange music
for “any sort of Instrument,” and stated, “He also copies music, and tunes Forte Pianos.”**
Several pieces in Eliza Ridgely’s books match the bills submitted by Henry-Noel

Gilles for her music lessons. As mentioned previously, Gilles’ bills list a total of thirty-

3'Hans Lenneberg, “Music publishing and dissemination in the early nineteenth century:
Some vignettes.” Journal of Musicolgy 2 (Spring 1983): 178.

2Baltimore Evening Post, 12 Nov. 1810. Museum of Early Southern Decorative Arts
Research Files.
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four pieces by name, charging twelve cents per page for providing manuscript copies of
the music listed, approximately the same price as printed sheet music. The seventeen
pieces whose titles match Gilles’s bills are contained in only three of the bound books of
music, two of which contain exclusively manuscripts and represent the bulk of the Gilles
copies (HAMP 2248 and 20024). It seems reasonable to assume that the rest of the Gilles
pieces are bound in the same volumes.

Musicologist Beth Miller makes the interesting point that “the manuscript copies
in Eliza Ridgely’s books may be a direct reflection of the contents of Gilles’s own
library.”** Examining the two books that contain most of the pieces Gilles copied, the
music represents Gilles’s own history in the Parisian operatic world up to 1815 and his
personal music pursuits. The operatic excerpts are all from works premiered in Europe
prior to Gilles’s emigrating to America, such as Rossini’s 7ancredi from which Gilles
provided two pieces: one is a vocal solo, titled “Cavatina / Tu che accendi questo core”
on the manuscript itself but referred to by the more common name “Di tanti palpiti” on
Gilles’s bill of January 1821 (HAMP 2248); the other is a vocal trio titled “Terzetto entre
Amenaide Tancredi” on the score, but simply “Trio de Tancredi” on the bill of January
1822 (HAMP 20024).

Gilles also provided copies of his own compositions that either had not yet been
published or had been published elsewhere. One song of his, “Le Troubadour a la
Croisade™ writes the full credit for the composer as though it were directly copying a
printed French piece, describing Gilles as “1 er hautbois de I'Opera Buffa & de la
musique particuliere de S.M. I'Empereur & Roi,” the first oboist of the Opera Buffa and a
musician for His Majesty the Emperor and King (HAMP 2248). Another song, “Le

3Miller, 41.
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Rossignol” listed on the bill of January 1822, was composed by Pertosa (HAMP 2248),
but in November of 1825 Gilles published it as a set of variations titled “Le rossignol.
Musique de Pertosa”™ through J. Cole of Baltimore.*

A final source of the manuscript pieces in Eliza Ridgely’s collection may be Eliza
herself. One volume in particular appears to be the direct product of music lessons, a
combination of the teacher’s hand and the pupil’s first attempts at musical notation
(HAMP 20025). The volume no longer has covers, but remnants of a leather binding are
caught in the sewing that joins the six leaves of pre-printed staff paper. Most of the
pieces are only one page long, written on the right-hand pages. The first several pieces
are musically very simple, but written in a very sure hand which suggests the writing of
the music teacher. Pencilled fingerings throughout support the theory that this is a lesson
book, as well as the inclusion of “Vocal musick instructions” which uses seven pages in
the middle of the book to explain the basics of notation, meter, time, key signatures, and a
full page of intervals. After the “Vocal musick instructions,” every following piece in the
volume is written in a student’s handwriting: poorly organized, several passages crossed
out in error, sometimes cramped in an effort to fit the piece on a given page. However,
the student clearly improves with practice, as the manuscripts become increasingly
polished as the volume reaches its end. Whether the student hand belongs to Eliza
Ridgely cannot be conclusively proven, but it certainly reflects the type of musical
training she experienced.

When students learned to copy music, when teachers provided sheet music from
their own collections, and when music publishers participated in teaching and

performance, a clear definition between producer, consumer, and instructor did not exist,

*Richard J. Wolfe, Secular Music in America 1801-1825, vol. 1 (New York: New York
Public Library, 1964), 314.
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and perhaps was not a concern. Professional musicians relied on amateur students, and
customers who purchased sheet music employed the composers for their private
entertainments and concerts. Such a complex network of social and consumer
relationships leaves very little tangible evidence, since the product of that network is

perhaps the most transient of any effort: musical sound.

Who taught the music: Teachers and Tastemakers

Throughout the nineteenth century, music was viewed as “an indispensable talent
for a young lady.”* From private instructors, from published music textbooks, and from
school curricula, girls routinely received training in singing and piano playing. This
aspect of their education was not without debate; many questioned the propriety of
encouraging young women to perform and seek public approval. On the other side of the
argument were those who felt that music provided a necessary outlet for releasing
potentially disruptive emotions. These philosophical debates, however, did not diminish
the demand for musical education for girls.*

A notice in a Baltimore newspaper of 1809 introduced the most common means

of musical training for girls:

MR. Ls. LEBLANC,
Lately from Paris, and pupil of Steibelt, has the honor to inform the public

35T etter from Rosalie Stier Calvert to her family in Belgium, Nov. 5, 1806. Ed., Margaret
Law Calvert, Mistress of Riversdale: The Plantation Letters of Rosalie Stier Calvert,
1795-1821 (Baltimore: Johns Hopkins University Press, 1991), 150.

6Judith Tick, American Women Composers before 1870 (Ann Arbor, Mich.: UMI
Research Press, 1983), chapters 2-4.
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and his friends, that he intends to teach the Piano Forte, and the art of
Singing in the Italian style. He has the honor of teaching at Mrs.
Groombridge’s boarding school; and flatters himself that those parents
who shall confide in him the care of their children, shall be satisfied of
their progress. . . .*’

In this notice Mr. Leblanc advertised his continental training, a desirable combination of
Parisian taste and Italian technique; “Singing in the Italian style’ referred to a specific
method of singing that cultivated pure, natural vocal expression rather than the harsher
shouting style taught in the Paris conservatories.*® He announced his arrangement with
Mrs. Groombridge to provide instruction to her pupils, and doubtless added prestige to
Mrs. Groombridge’s school by lending his cosmopolitan air to her local establishment.
Though the notice used the gender-neutral term ‘“children,” readers understood that Mr.
Leblanc’s training intended to benefit girls, not boys.

For young schoolgirls, a music teacher provided the most direct link to the world
of professional music making. Too young to attend formal social events, girls would not
have encountered paid musicians at balls or parties, and it is unlikely they would have
attended the theater. Their music teacher, met either at home or their school, was often a
professional musician, composer or publisher who taught as an income supplement; for
example, Philadelphia publisher Benjamin Carr taught music at Madame Rivardi’s
Seminary for Young Ladies.”” As a member of the professional music community, a

music teacher offered students access to the latest songs, composers, and musical tastes.

S"The Whig, (Baltimore, Maryland) 18 October 1809. Museum of Early Southern
Decorative Arts Research Files.

¥patrick Barbier, Opera in Paris, 1800-1850: A Lively History (Portland, Oreg.:
Amadeus Press, 1995), 137.

*Mary Johnson, “Antoinette Brevost: A Schoolmistress in Early Pittsburgh,” Winterthur
Portfolio 15 (Summer 1980), 153.
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Eliza first began studying music when she attended Miss Lyman’s Academy.
Though his identity is unknown, Miss Lyman doubtless arranged for a local music
professional to provide regular instruction in harp, piano and voice, just as a dancing
master would provide instruction in graceful social dancing. The additional cost for harp,
piano and singing lessons ($46.00), exceeded the cost of board and basic tuition ($45.00).
Letters from Nicholas Ridgely to his daughter at school reflect this emphasis on music;
he mentioned it in every letter that survives, betraying an anxious desire that Eliza
attained the ability to “entertain us by good music.”*

The structure of musical education had changed very little by the time Eliza’s
daughter, Didy, started attending school. Like her mother, Didy enrolled in boarding
school at the age of thirteen, though Didy’s school was in Baltimore, not Philadelphia.
According to Didy’s diary of 1841, Mr. Petri provided piano lessons for both Didy and
her younger brother, Charles. Three sequential volumes of Czemy’s Etude de la Velocite
published in Philadelphia may well have been purchased for the children’s use for
technical exercises. Only the front cover remains of Volume 1, but Volume 2 is marked
throughout, including the pencilled instruction on the first piece, “Take care how you
hold your little finger.” (HAMP 19009) Another teaching book, Fifty Progressive
Lessons for the Piano Forte as Adopted by the Conservatoire of Naples & Paris, has
“Didy Ridgely 1845 pencilled on the cover, a sure sign that the book was acquired for
Didy’s school years, though the mint condition of the book suggests that the Czerny
received more use (HAMP 19011). An edition of Clementi Sonatinas reveals different
conventions for notating fingering; instead of numbering fingers one to five as is

common today, the thumb was marked *“+”” with one through four used for the other

“Letter dated November 24, 1817, quoted in Miller, 47.
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fingers (HAMP 20004, figure 12).

Sixteen-year-old Didy still received music lessons in addition to the scholastic
curriculum at Mrs. Winchester’s school. Julia G. Friese provided “one quarter instruction
in music” for $36, in addition to G. Piccioli’s instruction in singing and in Italian
language for $15 and $10 per quarter, respectively.*' The structure of Mrs. Winchester’s
billing system indicates that a pupil’s course of study could be very individualized. The
receipt for board and tuition at Mrs. Winchester’s encompasses basic instruction in
subjects like English, history, natural science, and geometry for $62.50 per quarter.
French was an additional $8, and “Use of Piano” was another service offered for $3.* On
a separate bill, Mrs. Winchester arranged payment for G. Piccioli’s singing and Italian
lessons. Mrs. Friese submitted her own bill with no mention of Mrs. Winchester’s
institution. All three instructors submitted quarterly bills, but their quarters started at
different times in the year. Mrs. Winchester had connections to whatever training her
pupils sought, but it required careful planning to schedule two outside instructors around
the regular classes, and it nearly doubled the cost of Didy’s education.

Certain teachers managed to become status symbols themselves, attracting a
clientele of young ladies from elite social circles. Henri Noel Gilles is one example.
Gilles, a French expatriate and former oboist at Napolean’s court, arrived in the United

States with his brother after Napolean’s 1815 fall from power. He participated in

“Receipts for Mrs. Winchester, Mrs. Friese, and G. Piccioli’s services are all in Ridgely
Family Papers, MS 692.

“Receipt from Maria Winchester addressed to John Ridgely of Hampton, dated April 14,
1845. The total cost for one quarter was $77.75, including textbooks: $2.75 for “Arnot’s
Elements of Physics™ and $1.50 for “Willard’s History of the United States.” The cost of

"

the previous quarter’s tuition was identical except for the textbooks: “Mattebriars Geo
cost only 62 1/2 cents, bringing the total bill to $74.12 1/2. Ridgely Family Papers, MS
692.
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concerts as early as 1816 in the Washington, DC area,” and by 1822 rated the title of
“professor of Music” in the Baltimore Directory.* His French background no doubt
appealed to the francophile Baltimoreans and he became the music instructor to a number
of daughters in the best families. Gilles codified his singing methods in his Complete
Vocal Instructor, published by subscription in 1828 and dedicated to the “Ladies of
Baltimore” (HAMP 2251, figure 13). Reading the list of subscribers gives a good
indication of his circle of pupils; local music dealers J. Cole and George Willig each
ordered twelve copies of the book, but most of the subscribers were private individuals,
mostly women from Baltimore or “Washington City” (figure 14).

Interestingly, Eliza Ridgely was not on the subscription list for Gilles’ book,
though she studied with him for years. At one dollar per lesson, plus the cost of hand-
copied sheet music Gilles provided, Eliza received voice lessons approximately twice a
week in 1821 and 1822 and at least occasionally through 1826.* Her absence from the
list of subscribers may simply be a matter of timing. In 1828, when The Complete Vocal
Instructor was published, she had recently been married to John Ridgely and was
probably no longer an active student.

By providing music lessons, Gilles not only earned extra income, but also made

A notice of 17 Jan. 1817 announces “CONCERT. MESSERS. GILLES, WHO have
performed lately in the city of Washington, have the honor to inform the citizens of
Alexandria that they intend to give a CONCERT, consisting of Vocal and Instrumental
Music in this town . . .”” Alexandria (Virginia) Herald, 17 Jan. 1817. Museum of Early
Southern Decorative Arts Research Files.

%C. Keenan, The Baltimore Directory, for 1822 & '23 (Baltimore: 1822. Research
Publications, Inc. Microfiche).

*One receipt from Gilles survives from 1826 that lists $16.00 paid for 16 lessons
between April 9 and June 30. Bills from John Nenninger also extend to 1826, but itemize
only charges for “sundry Music” or “stringing her Harp,” not lessons. Ridgely Family
Papers, MS 692.
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his name known as a musician to those most likely to hire musicians. In effect, his
teaching clientele doubled as an audience base for his concert career, just as other music
teachers-publishers had a ready-made customer base for their publications. Gilles took
the relationship further by organizing small student recitals at which both his pupils and
he himself would perform. Isabel Baron was a pupil in 1827, whose uncle, Robert
Gilmor, described attending one of the student events:

.. . I adjourned the meeting, and went to join my wife and niece [sabel at
Mr. Gilles, the teacher of my niece, who gave one of his usual concerts to
shew the improvement of his pupils. There was a large company of our
acquaintance invited, but many of those present were not of our circle,
though very respectable people, who came to see their daughters perform.
My niece and Margaret Harrison played a duet of Rossini’s, and
considering their youth performed extremely well and were much
applauded. Gilles performed (as an accompaniment to the players and
singers on the oboe, on which instrument he is perfect). Madame Gilles,
sang both solos and duets, very charmingly; the music Italian. Miss
Donaldson, whose voice is very fine, sang also in the best style of Italian
singing, as did Miss Chatard. There were a great many fine pieces sung
and played on the piano and guitar by his pupils, and Mr. Gilles acquired
great reputation among the auditors for his skill in teaching.*

This passage in Gilmor’s diary contains much information about Gilles’ role as a music
teacher. The student performers are all daughters; no sons are mentioned. Gilles’ pupils
extend beyond a single social circle, yet all are respectable. The concerts promoted
Gilles’ skill as a teacher, as well as his own musical ability on the oboe and his wife’s
talent as a singer.

The pupils’ performance of Italian songs and a “duet of Rossini’s” certainly
matches the music that Eliza studied under Gilles’ direction, and the music she continued

to collect well into her married life. Gilles was in a position to introduce an entire

4The Diary of Robert Gilmor,” Maryland Historical Magazine 17 (September and
December 1922): 249.

30

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



generation of upper-class young women to the popular music of the day, and his
emphasis on French and Italian opera over English ballads or popular songs doubtlessly
influenced many society girls towards a refined taste more in tune with aristocratic
gentility than with American republicanism. Richard L. Bushman uses the example of
sentimental fiction to discuss the conflict between aristocratic and democratic culture, but
the same ideas can be applied to music as well; foreign-language songs and operatic arias
reinforced choices that looked to Europe for style and taste rather than embracing the
democratic ideals of a new society.*’

Music teachers bridged the gap between public performance and private
entertainment and between professional skill and amateur accomplishment. Teaching
allowed access to elite social circles that would otherwise be closed. As performers, they
cultivated an audience for their own chosen musical forms by teaching young amateurs to
appreciate them. As publishers, they created a demand for pedagogical works at least, at

best a life-long market for new music.

Who listened to the music: High Society in Nineteenth-Century Baltimore

A cultivated group of amateur musicians proved invaluable to the early concert
life of Baltimore. John Nenninger, some-time music teacher for Eliza Ridgely, placed a

notice in a local newspaper in 1814 that illustrates this:

“Richard L. Bushman, The Refinement of America: Persons, Houses, Cities (New York:
Vintage Books, 1993), 289-290.
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Messrs. I. and B. Nenninger
Have the honor to inform the Ladies and Gentlemen of Baltimore, that
several Gentlemen, Amateurs, having kindly promised them their
assistance, they intend giving a

CONCERT

on Tuesday, the 15th of March, of Mr. Mallet’s Assembly Room. Tickets
of admission to be had at $1 each, at Mr. Carr’s Music Store, and at
Messrs. F. Lucas’s, E. J. Coale’s and P. Mauro’s Bookstores.*®

A full program followed, listing symphonies, overtures, concertos, and other works that
required a full orchestra of musicians. Without the participation of gentlemen amateurs,
who might otherwise be in the audience, this concert could not have succeeded. In
addition to the people necessary to fill the ranks of an orchestra, Nenninger counted on an
audience to make his efforts worthwhile.

Benefit concerts, private musical societies, traveling theatrical productions, and
domestic gatherings all provided frequent opportunities for Baltimoreans to listen to and
to appreciate musical entertainment. Robert Gilmor’s diary of 1826-7 mentions a wide
range of musical events. As a member of the Anacreontic Society (named in honor of an
ancient Greek writer of love poetry and drinking songs), Gilmor attended private concerts
every Tuesday evening for the 60 gentlemen members of that club; ladies were permitted
to attend only certain events. Gilmor frequently accompanied his wife to the concert
rooms of the Athenaeum, where they enjoyed a variety of performances from vocal
concerts to ballets to touring musicians such as “Willis the bugler from West Point,
play[ing] on his delightful bugle.” Willis also made an appearance the next day for the
Anacreontic Society.* Descriptions of private parties often included a mention of which

guests sang songs or performed on an instrument. Even religious services had more

“®(Baltimore) American & Commercial Daily Advertiser, 15 March 1814. Museum of
Early Southern Decorative Arts Research Files.

“ “The Diary of Robert Gilmor,” 251.
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appeal for Gilmor if the music promised to be particularly good; on Easter Sunday, while
traveling in New York City, he wrote that he accepted an invitation to attend Grace
Church with friends “it being also understood that there was to be fine music, particularly
from Madame Malabrun.”*

In the era before recorded sound, live performance was the only means of
experiencing music and hearing new songs and could provide the catalyst for individuals
seeking new sheet music for their personal collections. Publishers recognized this aural
method of musical dissemination, and often incorporated it into their production. Sheet
music often added a second line under the title of the song that listed the piece’s concert
pedigree, whether the name of the larger theatrical work or, more frequently, the name of
the individual musician associated with the piece. For example: “The Rose / Sung by Mr
Webster, with unbounded Applause, at the New Theatre Philadelphia’; “Sweet is the
Vale / A favourite DUETT as Sung by Mr. WOODHAM & Mrs. WIGNELL”; and
“Within a Mile of Edinbourgh / Introduced & Sung by Miss Broadhurst in the Musical
Farce called MY GRANDMOTHER.” (HAMP 4378, figures 15, 16)

Even a traditional ballad like “Comin thro' the rye’” described itself as “A. favorite
Scotch Ballad Sung by Mrs. Knight” (HAMP 2287). Mrs. Edward (Mary Ann) Knight,
already a veteran of London theater, debuted in New York in 1826. For over a year she
charmed audiences throughout the East Coast with a voice compared to “a plaintive
Scotch melody - simple and unostentatious, the touching beauty of whose tones,

however, cling to our memory, and will not pass away.”" Robert Gilmor recorded her

% Ibid., 325.

SINew York Mirror, 20 October 1827, quoted in Katherine K. Preston, Opera on the
Road: Traveling Opera Troupes in the United States, 1825-60 (Urbana and Chicago:
University of Illinois Press, 1993), 9.
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appearance in Baltimore on June 7, 1827, noting that “Mrs. Knight (formerly Miss
Povey) was in town and gave a concert this evening to which my family went. .. .”** In
this case, Mrs. Knight gained a reputation for a particular song that already existed, but
the publisher still used her popularity to market a new edition of the ballad.

Listing famous singers was not only a publisher’s marketing technique. On many
of the manuscript copies in Eliza Ridgely’s music collection, the copyist went to the
trouble of retaining the applicable performers’ affiliation. Two songs from the same
William Shield opera, Rossina, appear in one of the manuscript volumes, both crediting
the singers instead of the composer: Above the title “Whilst with village maid I stray”
the copyist noted “Sung by Mrs. Jones in Rosina, Sung by Mrs. Marshall / Sung by Mrs.
Danby’’; above the simple title “Song in the Rosina” the copyist noted, “Sung by Miss
Amold & Mr. Francis” (HAMP 20025). Either the manuscript copied singers’ names
from the published original of the songs, or the copier knew that, for Baltimore musical
circles, particular performers made these pieces famous.

In another pair of manuscript examples, “Ecco ridenti il Cielo / Barbier de
Seville” bears the subtitle “Cavatine Chante par M. Garcia dans I'Opera du Barbier de
Seville (song sung by M. Garcia in the opera The Barber of Seville),” and the vocal trio
“Zitti, zitti, piano, piano” bears the subtitle “Terzetto dal Barbiere di Seviglia / Chante
par Mr. M. Garcia (Trio of The Barber of Seville / Sung by Mr. M. Garcia)” (HAMP
2247). Manuel Garcia was a great tenor who first created the role of Count Almaviva in
Rossini’s /I Barbiere de Siviglia, premiered in Rome on February 20, 1816.” In both of
these pieces, the affiliation with the singer took precedence over an affiliation with the

composer. Perhaps Rossini was so famous for /I Barbiere di Siviglia that the copyist

52 «“The Diary of Robert Gilmor,” 343.
3Phaidon Book of the Opera (Oxford: Phaidon Press, 1979), 131.
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assumed everyone would credit the correct composer, but other excerpts copied from the
same opera listed Rossini’s name.

All of these sheet music renditions of theatrical or concert pieces were, to an
extent, souvenirs of the public performance in question. For those who saw Garcia in /7
Barbiere de Siviglia or heard Mrs. Knight sing “Comin thro’ the rye,” the sheet music
provided a memento of their own experience in the audience. For those who were not so
fortunate as to attend these events in person, the sheet music still allowed access to the
theater culture of the day. An individual could purchase the music, familiarize
him/herself with the lyrics, melody, and accompaniment, and know from the title that
“Comin thro’ the rye”” was a hit because of the star quality of Mrs. Knight.

The process of producing accessible versions of concert works served to break
down the barriers between public spectacle and private entertainment. By distilling huge
productions like operas into piano-vocal scores for parlors, vast numbers of amateur
musicians could experience at least a reasonable facsimile of the original work, just as a
black-and-white engraving offered a reasonable copy of an original painting. Specifically
discussing opera scores, Thomas Christensen writes, “The importance of the piano-vocal
score as the disseminator of musical literacy and ideology in the nineteenth century can
scarcely be overestimated. It became the primary means by which most amateur
musicians can to know, judge, and reproduce works they could experience - if they were
lucky - only one or two times in live performance.”* Eliza Ridgely was fortunate enough
to experience operatic works many times in live performance, but by performing excerpts
in the Music Room at Hampton Mansion she maintained familiarity with the works, and

very likely introduced those pieces to other people in her social circle.

*Christensen, 84.
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The social component of music is vital to understanding the importance music had
in the early nineteenth century, whether in a public concert hall, a private drawing room,
a church, or an informal outdoor gathering. Karen V. Hansen suggests that the historical
model of public versus private spheres be modified to include the social sphere, “the
range of behaviors that mediates public and private activities, linking households to
neighbors and individuals to institutions.” Whereas the public sphere operates through
laws and the private sphere operates through personal relationships, “the social operates
via informal rules and emotional and economic interdependence.”® Using this definition,
music belongs firmly in the social sphere. Anytime music was performed, it was directed
towards an audience and guided by etiquette and social expectation; even if the audience
and performer were the same individual, that music and the ability to play it stemmed
from social connections.

Music-related activities carried their own set of rules for proper behavior and
appropriate interaction. For example, young women were expected to behave demurely
and modestly, yet the student recitals of Gilles’ pupils provided an organized forum for
publicly displaying one’s talents. Similarly, amateur music-making played a large role in
the entertainment during tea parties and social visits, as described previously at Hampton

Mansion, and as described by Harriet Manigault, a Philadelphia diarist:

[Friday, December 22, 1815] We had a tea party here last night. . . . Mrs.
Stewart was here, & played on the piano. I was a little disappointed in the
performance, & thought that she did not play in good time . . . Miss Onis
playd & sang one of her fine Italian songs, & although she did it extremely
well, she did not excite much applause. Mrs. Middleton alleged a cold in
excuse for her not singing; Mrs. Daschkoff said she never could play in
company; the de Kantzows also plead colds, & we were reduced to

SSKaren V. Hansen, 4 Very Social Time: Crafting Community in Antebellum New
England (Berkeley: University of California Press, 1994), 8.
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making up a cotillion.*®
In Harriet Manigault’s account, social custom expected every lady to contribute to the
party’s entertainment, the performance of which would be critiqued as certainly as the
conversation or the dancing. A hostess might even rent a bound volume of music from a
local music store for her party; a newspaper advertisement placed by John Cole listed his
latest publications, and also mentioned, “Musical parties can now be accommodated with
the greatest variety of Songs, Duetts, &c., in bound volumes, which will be loaned for the
evening on accommodating terms.”*’

Music was not a strictly female activity, although men were rarely called upon to
perform. Harriet Manigault mentions three French brothers, “the Mr. Browns,” who
participated in the entertainment: at one “very pleasant little party . . . One of them sang a
duet with Miss Onis & would have sung very well had he been less frightened, for he
certainly has a fine voice;” at another “very pleasant little party . . . The three Mr. Browns
were there & sang some delightful duets accompanied by the guitar.”*® The Mr. Browns’
musical training and willingness to perform may be a difference in their French
upbringing, but a different entry describes Harriet’s promise to help Dr. Shippen learn a
new song called “The love letter.”” To an extent, then, music was an arena in which men
and women could share comparable skills and talents, perform for one another without
violating proper behavior, and even collaborate together on a joint performance.

Even public events fell under the rules of the social sphere when they included

musical activities. A Grand Oratorio took place in April and May of 1827 as a benefit

The Diary of Harriet Manigault (The Colonial Dames of America, 1976), 124-5.
S"Baltimore Patriot & Mercantile Advertiser, 1 January 1824.
8The Diary of Harriet Manigault, 6-7.

*Ibid., 45.
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concert, led by Messrs. Gilles, Meinecke and Nenninger with the aid of a chorus of
amateur singers.” Robert Gilmor wrote on May 1 that “the ladies went in the evening to
an oratorio at the Unitarian Church, got up by the ladies of the City for the benefit of the

¢! The program included a chorus

Greeks. Many of my family were performers (vocal).
from Mozart’s Idomeneo, one of the manuscript pieces that Gilles provided for Eliza
Ridgely (HAMP 20024). Considering that Gilles was one of the musical director of the
oratorio, Eliza was most likely one of the singers in the chorus. Gilmor’s diary confirms
that she was involved in the cause: “While writing in the Compting house, my niece Mrs.
Howard and the lovely Eliza Ridgely, as members of the ladies committee which is
engaged in raising funds to furnish supplies to the suffering Greeks, called on me for my
contribution.” The combination of charitable works and musical activity provided an
opportunity for the musically-trained ladies to use their skills in a way that would

otherwise be reserved for professional musicians. The social rules governing musical

activities allowed the ladies to have their moment in the artistic spotlight:

THE ORATORIO for the benefit of the Greeks was performed on
Tuesday evening to a fashionable and brilliant audience. The judgement
exhibited in the selection of the pieces, was fully supported in their
execution by the amateur performers. We have seldom seen as deep and
silent attention as was displayed during the execution of some of the
passages. The whole exhibition may be best described as eminently
tasteful, and the gratification is universal.®

Within Eliza Ridgely’s collection, many pieces required two or more performers.

While most of the songs could be conceivably accompanied on the piano by the singer,

“Baltimore American & Commercial Advertiser, 24 April 1827.
6! «“The Diary of Robert Gilmor,” 329.
2 Tbid., 339-40.

$Baltimore American & Commercial Advertiser, 3 May 1827.
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the piano duets, piano-harp duets, and songs for two, three or four voices required
multiple musicians. Eliza’s close relationship with Henrietta Eichelberger had a musical
component, and the two probably played together often. Her daughter, Didy, and
daughter-in-law, Margaretta, were both musically trained, but many pieces pre-date
Didy’s or Margaretta’s adulthood. One piece, on which “E.E. Ridgely / Naples™ is
written in the corner, calls for a full vocal quartet and a piano to perform Rossini’s “Mose
in Egitto” (HAMP 2294). The collection also contains at least three copies of a Donizetti
vocal quartet, “E Rimasto la Impietrato,” one of which has “Mrs. Ridgely” pencilled on
the cover (HAMP 17397, 20074, 21012); the publication dates to 1854, which means that
“Mrs. Ridgely” could refer to either Eliza or Margaretta, but the piece still testifies to
mixed ensembles of singers performing together.

Most pieces in Eliza Ridgely’s collection are complete, but some instrumental
duets were printed as two complimentary scores of which only half survive. For
example, the bound volume of Parisian music contains four duets for harp and piano, but
only the harp parts were bound in the book. The piano parts were logically kept separate
so that they could sit independently on the piano’s music rack, but the pianist with whom
Eliza played might also have kept them.

The possible exchange of instrumental parts brings up the social role of the
physical sheet music itself. Friends who may have distributed musical parts amongst
themselves would possess a tangible link to their fellow musicians, as no one person
could perform the piece without the help of the others. Sheet music was also an
appropriate gift between social peers, easily sent over long distances yet conveying
personal messages to the recipient.

According to a later memoir of the Ridgely family by James McHenry Howard,

Eliza Ridgely’s school friends included two Coleman sisters from Lancaster,
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Pennsylvania, whose family wealth came from the iron business. Soon after their debuts,
Eliza traveled to Washington, DC, with one of the Miss Colemans, where both young
ladies were warmly welcomed by Washington society. The memoir preserves a rhyme

that claims to refer to that season in Washington:

There came to Washington two maids divine,
The one in Iron rich, the other wine.

Which was the finer, it were hard to settle,
The girl of Spirit or the girl of Metal.*

The memoir, written many years after Eliza’s life and based largely on family memory, is
a tenuous piece of evidence. However, Eliza’s music provides a possible second source
for the friendship between her and the Colemans of Lancaster. In one of the bound
books, an eclectic collection of piano solos, songs for one, two, three, or four voices, and
both printed and hand-copied music, one of the manuscript pieces is a song titled “Mary,
Mary list awake” (HAMP 2294, figure 17). The song was published in Boston, New
York and Philadelphia as early as 1821, but this manuscript copy is dated “July 13, 1823
at the end of the piece, with “Lancaster” written next to the date (figure 18). Considering
the Howard account of Eliza’s friendship with the Miss Colemans, this song suggests that
exchanging music may have been a means of expressing affection between former school
friends. Not only could the song have brought to mind a shared musical memory, but the
handwriting of the manuscript could also have been a tangible reminder of a distant
friend.

Written only a few years earlier, the letters of Rosalie Stier Calvert support the
idea that sheet music was an appropriate gift to share with friends and family members.

Rosalie, whose marriage and growing family kept her in Maryland when her father and

% James McHenry Howard, "Account of the Ridgely Family," undated typescript in the
Hampton National Historic Site files.
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siblings moved back to their native Belgium, frequently exchanged letters and parcels
with her distant family. Upon learning that her niece, Louise, enjoyed music, Rosalie
promised to “send her several tunes they play here which will be new in Antwerp,” and
later confirmed that “I am sending her two airs.”® When Rosalie’s own daughter,
Caroline, began studying music, Rosalie and her sister acted as middlemen between their
respective daughters; Rosalie wrote to her sister, “Caroline is enchanted with her little
notebook of waltzes and asks you to be her spokesman to thank Louise.”® All of these
trans-Atlantic music exchanges can be explained by the simple fact that the Calverts in
Maryland and Rosalie’s family in Belgium had access to different works, and wanted to
share the novelty of new tunes. These exchanges had a deeper significance, though,
every time the recipient actively played or sang the pieces from a distant family member;
such a musical activity served to maintain the memory of the giver and reinforce
emotional bonds. The book of waltzes that Louise sent to Caroline, a cousin she had
never met in person, helped establish an affectionate connection between two young
women who would normally expect to share a close relationship, if circumstance had not
placed an ocean between them.

The social element of Eliza Ridgely's music may not be evident in the harmony,
tempi or lyrics, but it is evident in the physical sheet music itself. The means of
acquiring and exchanging sheet music relied on social relationships, whether between
teachers and pupils or between intimate friends. The system of seeking out and selecting
new music related to concert life, both in public assembly halls and in private parlors.
Music functioned in the social sphere according to rules of social interaction and

appropriate behavior, combining entertainment, a display of skill, and shared experiences.

ST etters dated Nov. 5, 1806, and Jan. 20, 1807. Calvert, 150, 157.

L etter dated Oct. 25, 1816. Ibid., 303.
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Coda

Standing today at Hampton Mansion, an elegant Federal-period mansion on the
outskirts of Baltimore, a visitor is likely to be impressed by the grandeur of the building,
the layout of the formal gardens, and the idea that all of the property visible from the top
cupola was once owned by the Ridgely family. Visually, the house looks much as it did
in Eliza Ridgely’s lifetime, but a visitor is more likely to hear the nearby rumble of the
highway than the creak of a horse-drawn carriage. The occasional interruptions of car
horns, airplanes, and maintenance machinery are more common than the sounds of farm
animals, young children in the nursery, or household servants tending to the mansion.
Certainly a ringing cell phone is more expected than a harp being played in the Music
Room. Though the house, furnishings, and artworks offer a visual portrait of life at
Hampton, very little remains to give a visitor the audio experience of Hampton’s history.

The sheet music that remains at Hampton offers a rare glimpse of at least some of
those lost sounds. Unlike today, when car radios, Walkmans, CD players and computers
allow instant access to music at any moment, the only music to be heard at Hampton in
its first century had to be performed in person. Music making was a conscious activity
and not to be taken for granted. Folk music, vernacular songs, and spirituals were almost
certainly sung and played by the workers and enslaved people on the estate, but these
were taught by example and leave no tangible record. In the Music Room of the
mansion, however, popular ballads, instrumental duets, and songs from Italian operas

created a different musical atmosphere that connected the performers and listeners to a
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wide world of public performances, elite education, and professional composers,
publishers, and musicians.

As a collection, Eliza Ridgely’s sheet music contains over 400 separate
documents that each preserve an independent piece of music, a specific means of
production, and an individual musicological story. The collection as a whole, however, is
much more than the sum of its parts. It grew organically, reacting to its owner’s
experiences, education, whims, goals, and memories. It offers a compelling - however
incomplete - perspective on the network of people, goods, and services that allowed the
collection to take the shape it did. It encompasses personal choices as well as popular
taste, allowing equal access to both. Finally, its existence highlights the fact that we can
never fully recreate the sights, scents, and sounds of the past, but we can remember that
music played an important part in the lives of those we study, lives that are much more

three-dimensional than the portraits and papers they leave behind.
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Figure 1. Thomas Sully, Lady With a Harp: Eliza Ridgely, 1818. Gift of
Maude Monell Vetleen. Photograph copyright 2001 Board of Trustees,
National Gallery of Art, Washington.
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Figure 2. Cover of bound volume of sheet music, HAMP 2259.
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.
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Figure 3. "Eliza Ridgely" pencilled on the title page of HAMP 20004.
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.

47

Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.



Figure 4. Cover of Bound volume labeled "E.E. Ridgely & H. Eichelberger."
HAMP 2247. Photograph by Allan Layman, courtesy of Hampton National
Historic Site,National Parks Service.
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Figure 5. Title page of "A Mother's Prayer," HAMP 20001. Note "E.E. Ridgely"

written in the upper right comer. Photograph by Allan Layman, courtesy of
Hampton National Historic Site, National Parks Service.
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Figure 6. Bookbinder's label, HAMP 2294. Photograph by Allan Layman,
courtesy of Hampton National Historic Site, National Parks Service.
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A. Henry McCaffrey, Baltimore.
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C. C. Breusing, New York. D. Miller & Beacham, Baltimore.

Figure 7. Music sellers' stamps. Photographs by Allan Layman, courtesy
of Hampton National Historic Site, National Parks Service.

Figure 8. French pub upenas, HAMP
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.
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Figure 11. Manuscript copy of "Languir d'Amore," HAMP 2248. Photograph
by Allan Layman, courtesy of Hampton National Historic Site, National
Parks Service.
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Figure 12. Fingerings written on Clementi Sonatina, HAMP 20004.
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.
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Figure 14. First page of subscribers' names for The Complete Vocal Instructor.
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.
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Figure 15. First page of "Sweet is the Vale," HAMP 4378. Photograph
by Allan Layman, courtesy of Hampton National Historic Site, National
Parks Service.
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Figure 16. First page of "Within a Mile of Edinbourgh," HAMP 4378.
Photograph by Allan Layman, courtesy of Hampton National Historic Site,
National Parks Service.
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Figure 17. First page of "Mary, Mary List Awake," HAMP 2294. Photograph
by Allan Layman, courtesy of Hampton National Historic Site, National Parks
Service.
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Figure 18. Detail of final page of "Mary, Mary List Awake," showing date
and city. Photograph by Allan Layman, courtesy of Hampton National
Historic Site, National Parks Service.
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APPENDIX B: ELIZA RIDGELY'S SHEET MUSIC
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This listing of sheet music includes individual pieces and the contents of bound
volumes than can reasonably be attributed to Eliza Ridgley’s lifetime. Itis nota
complete listing of all of the sheet music at Hampton Mansion, a collection that reaches
well into the twentieth century. In the case of the bound volumes, the contents are listed
in the order in which they appear.

Most of the information came from the sheet music itself; however, in some cases
secondary sources helped fill in missing data. That additional data appears bracketed in
either //slashes// or \\backslashes\\. Information in //slashes// comes from Richard J.
Wolfe, Secular Music in America 1801-1825. Information in \\backslashes\\ comes from
the Board of Music Trade of the United States of America, Complete Catalogue of Sheet
Music and Musical Works 1870.
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