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ABSTIUCT 

J. C. Pepüsch is remembered mainly because he arranged the 

music for "The Beggar's Opera. " He is often regarded as a 

pedantic nonentity. Both his successful theatre works and his 

large repertoire of instrumental music are forgotten, although 

much is of high quality. His love of early music, and his 

interest in Greek musical theory establish him as the first 

English musicologist, and his part in the creation of the 

"Academy of Ancient Music" shows that this enthusiasm took a 

practical as well as academic form. He exerted a significant 

influence on the two great musical histories which appeared in 

England in the eighteenth century. Unlike most of his 

contemporaries he devoted much thought to teaching methods, 

and exerted a considerable influence as a teacher. 

This thesis brings together the available information on 

Pepusch, and attempts a brief consideration of contemporary 

attitudes to music as epitomised by Burney, Hawkins and others. 

No apology is thought necessary for the amount of space devoted 

to this topic, as it is felt that the investigation gives greater 

insight into the original aspects of his work and the apparent 

lack of interest shown by his contemporaries. Chapters V-VIII 

attempt a critical, appraisal of his work, teaching and influence; 

and examine a representative sample of his composition - something 

which does not seem to have been done before. 

Apart from brief references in standard works, and in connection 

with "The Beggar's Opera, " it would seem that the only information 

available on Pepusch in English is the article by C. Y. Hughes... 

published thirty years ago in "Musical Quarterly, " and the thesis 

by H. W. Fred on the instrumental music. The latter concentrates 

on only one aspect of the composer's instrumental writing. 
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ABBREVIATIONS 

The following abbreviations are used to indicate the 

whereabouts of Pepusch' s music. 

British Museum. (B. M. ) 

Biblioteque Conservatoire Royale de Musique, Brussels 
(Brussels) 

Library of Congress. (L. C. ) 

Royal College of Music. (R. C. M. ) 

New York Public Library. (N. Y. P. L. ) 

Pedagogische Hocschule, Potsdam. (Potsdam) 

Universitats-Bibliotheck, Rostock. (Rostock) 

Mecklenburgische Lendesbibliothek, Schwerin. (Schwerin) 

St. Michael's College, Tenbury. (Tenbury) 

Universitetsbiblioteket, Uppsala. (Uppsala) 

Sachsische Landesbibliothek, Dresden. (Dresden) 

MUSICAL EXAMPLES 

My object has been to produce examples in the form which 

seemed most easily readable. I have, therefore, adhered to the 

following principles. Examples have been reproduced on as few 

staves as possible. When more than one part is written on a 

single stave, stems and rests have not been duplicated 

needlessly, but only when needed to clarify the movement of 

rhythmically independent parts. Time signatures, key signatures 

and notation have all been modernised, and note values halved 

when this appeared to lead to easier assimilation. Abbreviations 

for repeated notes have been avoided. Normal instrumental 

groupings of notes is employed in vocal parts, with slurs to 

indicate melismatic passages and the disposition of syllables. 
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The figuring from the original source has been retained, 

as this is not always complete. The two complete sonatas 

for recorder have been reproduced in a modern performing 

edition with a realisation of the continuo part, but in 

vol. II the othe± examples include only source material. 

REFERENCES 

My object has been to cite what appears to be the 

most convenient sources for material to which reference 

has been made. I have, therefore, referred to the modern 

Dover editions of the Burney and Hawkins Histories, rather 

than the first editions to which I have naturally had 

recourse. Similarly, the reader is directed to material 

which may be conveniently found in modern publications 

such as those by Tilmouth and Scholes, although original 

source references are normally included. 

The British Museum Library is now the British Library 

(reference Division), but the larger part of this typescript 

had been completed before that administrative change was 

accomplished, 
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INTRODUCTION 

My interest in Pepusch arose because I found myself 

fascinated by the sheer diversity of the man. Distinguished 

as theatre musician, musicologist, teacher and academic, he 

showed an unusual understanding of English society and 

musical style, and exercised a considerable influence on 

the development of music in this country. His subsequent 

neglect is both unfortunate and undeserved. I have attempted 

to realise three main objectives in the present work. 

1. To bring together the available information 

on Pepusch and his music. 

2. To examine his compositions, determining the 

scope and merit of his work in this field and 

including enough musical material for the 

reader to form some conclusions about his 

activities as a composer. (It should be 

borne in mind that little of this music is 

in print, and much not available in England. ) 

3. To determine the nature and extent of his 

influence on the subsequent development of 

music in England. 

Chapter I summarises the available information on the life 

of Pepusch. Chapter II gives an account of the "Academy of 

Ancient Music, " much useful information being found in the 

minute book of this body which has survived. Although Dr. 

Percy Scholes has already dealt with some aspects of this 

topic, it is covered fairly fully here, as the information 

not only affords a fascinating and at times amusing picture 

of the society, but useful data regarding the music which was 

performed. The Academy began a tradition which was to flourish 
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in the next century, and it is obvious that Pepusch was 

a real driving force in its creation and activities. He 

loved early music, concerned himself with Greek theory, but 

was able to compose successfully in contemporary style, and 

teach, using Corelli as his model. The oft-repeated 

suggestion that he was only interested in old music and 

was stiff and pedantic is simply not true. He was extremely 

clear-sighted, and one of a select band who appreciated the 

beauties of Renaissance music. How many of the others owed 

their appreciation to his influence? 

Chapters III and IV indulge in a consideration of 

contemporary attitudes to music as epitomised by Burney, 

Hawkins and others. In spite of the fact that these authors 

have already received considerable attention, no apology is 

thought necessary for the amount of space devoted to this 

topic. It enables us to appreciate more readily some of the 

reasons for the criticism he received, and also the full 

significance of some aspects of his work including musical 

research. The attitude of Burney is of special significance 

in respect of subsequent appraisals of Pepusch. The former 

always seems to have regarded him as an unmusical pedant of 

the worst type. 

Chapters V-VIII attempt a critical appraisal of his work 

and influence, and reveal that his music is far better than 

is generally supposed. That for the theatre is appealing and 

full of charm. Much of the instrumental music is of good 

quality - all competent, surprisingly little really boring. 

Although traditional in his structure, and stylistically 

typical of the age in which he lived, his work nevertheless 
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contains some interesting features, and is often quite 

imaginative. In both theatre and church music one may 

discern English style, and in this respect he seems to have 

exerted a noticeable influence on Handel. He had some 

distinguished pupils, devoted much thought to teaching 

methods, and was latterly regarded as the most distinguished 

academic musician in London. His "Treatise on Harmony, " 

published prematurely and anonymously by Lord Paisley was 

revised by him. It was useful at the time it was written and 

seems to have been virtually unique. Both Hawkins, and more 

indirectly Burney were indebted to him in compiling their 

histories, although the latter would have been most reluctant 

to admit the fact! These two works were the first of their 

kind in English and provided the prime sources for subsequent 

works of similar type. 

Pepusch has been remembered mainly for his involvement in 

"The Beggar's Opera. " This is ironical, since his part in the 

project was a relatively small one - that of arranger. Yet we 

shall see that his contribution was more significant than is 

generally realised, and that his association with the work 

demonstrates that he was extremely shrewd, both socially and 

musically. 

Apart from brief entries in standard works of reference, and 

in connection with "The Beggar's Opera, " it would seem that the 

only information on Pepusch in English is an article by C. W. 

Hughes, published thirty years ago in "Musical Quarterly, " and 

a thesis on his instrumental music by H. W. Fred. The former is 

merely an introduction intended to whet the appetite - in may 

case it proved most successful - and the latter deals with only 
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ozie aspect of his output. Fred adopts a most analytical 

approach, and while this is commendably thorough, it provides 

statistical information rather than giving a real idea of the 

music. It is, in any case, confined to a group of violin 

sonatas. Pepusch is mentioned briefly in various books on 

the history of music, but there seems to be no extended 

account of his activities. My justification for including so 

much musical material is that so little is available in print 

or indeed in England. The vast amount of material scattered 

in continental libraries can only be obtained by a slow and 

costly process. Much is available only on microfilm, and in 

separate parts. Many hours of copying is required before a 

realistic assessment can be attempted. 
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CHAPTER I. 

LIFE 

John Christopher Pepusch was born in Berlin in 1667, the 

son of a Lutheran minister. It appears that he had an early 

inclination to music, receiving lessons in theory from 

Gottlieb Klingenberg, the organist of the churches of St. 

James and St. John in Stettin; and organ lessons from Grosse. 

According to Hawkins, 1. this was probably Severus Grosse of 

Hildesheim, a bishoprick in the circle of Lower Saxony. 

Seemingly the lessons lasted for only one year, due perhaps 

to financial hardship. 

Having acquired an early reputation as a performer, young 

Pepusch was summoned to court to accompany a lady who was to 

sing before the Queen, and apparently on the strength of this 

successful performance, he was appointed to teach the Prince to 

play the harpsichord. Here there seems some confusion. 

Lydia Miller Middleton states: 

"At the age of fourteen, he played at court, 
accompanying a singer, and was soon after 
appointed the teacher of Prince Frederick 
William. That post he held for six years, 
pursuing his own studies in the meanwhile. " 2" 

There is no mention here of his sixteen year appointment 

"at the Court" which is referred to in "Grove's Dictionary, " 

and which he retained until he was thirty. 
3' 

Fred states that 

he was fourteen when he was appointed court organist to 

Frederick the Great, and also that he was fourteen when he 

accompanied the singer and was appointed to teach the Prince; 

and obviously there must remain some doubt about the exact 

circumstances of the appointment (s. ) It seems clear that 

the principal appointment was made at the age of fourteen, 
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and this no doubt included the teaching commitment specified. 

When he was thirty he left the country, apparently as a 

result of witnessing a remarkable incident to which Hawkins 

refers: 

"He continued at Berlin a Professor of Music, and 
in the service of the court, till about the 
thirtieth year of his age, when, being in the 
Royal Palace, he became an eye witness of a 
transaction which determined him to quit the 
country of his nativity. An officer in the 
service of his Prussian Majesty had at a levee 
made use of some expression which so exasperated 
the King, that he ordered the offender into 
immediate custody, and without a trial, or any 
other judicial proceedings, his head was struck 
off. Mr. Pepusch, who was present, conceived the 
life of every subject so precarious in a country 
where in the punishment of offences the forms of 
public justice were dispensed with, that he 
determined to abandon it, and put himself under 
the protection of a government founded on better 
principles. " if. 

On leaving, Pepusch spent one year in Holland, where he 

began to publish his compositions, and arrived in London in 

1700, aged thirty-three. 

His first London appointment was as a viola player at 

Drury Lane, "but having convinced the managers that he 

deserved a better place , he was advanced to the harpsichord, 

about 1700. " 5' 
To this statement by Burney, the "Dictionary 

of National ' Biography" adds: "with the privilege of fitting 

operas for the stage, and adding his own music. " An example 

of this sort of adaption is alluded to by Burney, who writes: 

"In 1707, he had acquired English sufficient to 
adapt Motteux's translation of the Italian opera 
'Thomyris' to airs of Scarlatti and Bononcini, 
and to new set the recitatives. " 6. 

Burney also mentions that in 1709-10 some of his works were 

advertised in the first edition of the 'Tatler' including flute 
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sonatas and cantatas. Some of his sonatas were published 

by Roger, and had obviously been composed before his arrival 

in England. Referring to the airs for two violins and the 

ground for harpsichord, violin and guitar, Fred speaks of 

them as "potboilers" for practice purposes, but Hawkins, 

perhaps surprisingly, refers to them without any derogatory 

remarks: 

"At the time when Pepusch came to settle in 
England, he found the practice of music in a 
very lour state; very few but professors being 
able to play in consort: with a view to the 
improvement of it he published twenty-four 
airs for two violins in all the varieties of 
measures that music is capable of: these seem to 
be but an introduction to Corelli's sonatas, 
which were then deemed much too hard to be put 
into the hands of learners. " 7. 

Pepusch was instrumental in founding the Academy of Ancient 

Music which had its early meetings at the "Crown and Anchor" 

in the Strand, and about which more will be said in due 

course. In this connection, Hawkins commented that Pepusch 

"saw with concern persons who made pretensions 
to great skill in the science treat with 
indifference and contempt the music of the 
preceding century, and being himself persuaded 
of its superior excellence, he laboured to 
retrieve and exhibit it to the public view. " 8. 

Fred points out that the programmes of the Academy were not 

always so learned nor so ancient as might be expected by the 

name of the association, 
9- 

and further details will follow. 

In 1712, Pepusch was engaged by the Duke of Chandos as 

organist and composer, and it has been stated that Handel 

succeeded him in 1718. The implication seems to have been 

that "usurped" would be a better word, and this has been used 

to explain the dislike which Pepusch is said to have had for 
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Handel. The idea that Handel succeeded Pepusch is however 

false, and this has been pointed out by William C. Smith, 

who wrote: 

"The suggestion that Handel succeeded Pepusch 
as the Duke's Kapellmeister in 1718 is... 
without convincing evidence, as Pepusch 
dedicated his six English Cantatas book II 
in 1720 to the Duke of Chandos, signing 
himself 'His Grace's most devoted and 
obedient servant, ' and a letter of Pepusch's 
dated from 'Canons, 3rd Jan. 1722' exists in 
the British Museum. (Eg. 2159. ) 10. 

The mode of address to which reference is made would 

certainly not be convincing in itself, but confirmation 

beyond reasonable doubt is provided by the fact that when 

the Duke requested an inventory of his music and instruments 

in 1720, Pepusch supervised and helped with the task. A Mr, 

Noland catalogued the music, producing a list which Pepusch 

examined and signed; while Pepusch catalogued the instruments 

himself. It seems clear from the above that Handel was 

regarded as composer in residence and not as musical director. 

Deutsch confirms this impression: 

"Pepusch, Master of the Music until 1732, drew 
a salary of £100 a year (first mentioned at 
Michaelmas 1719. ) Nothing is known about 
Handel' s fees. " 11. 

According to Burney, Pepusch composed anthems and services 

for the Duke's private chapel. Burney incorrectly states that 

he was appointed at Cannons after having been awarded his 

D. Mus. at Oxford in 1713, but this event occurred one year 

after his Cannons appointment. The award was made at the same 

time that Croft received his degree, and the exercise submitted 

by Pepusch was a setting of the "Ode on the Peace of Utrecht. " 12. 

Fred wrote: 

"In an unprecedented practice, Pepusch had his 
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exercise performed by paid musicians 
brought from the London theatres. Not 
only did these musicians perform his 
exercise, but he had them perform concerts 
in Oxford for his benefit. The entire 
practice was censured as contrary to 
academic procedure, and caused no little 
annoyance to the University authorities. "13. 

Clearly his well-developed commercial instinct received 

no credit at all: 

In 1711, Pepusch became musical director of Lincoln's Inn 

Fields Theatre, arranging and performing "Venus and Adonis" 

and "Myrtillo" in 1715; "Apollo and Daphne" and "The Death 

of Dido" in 1716; "The Union of the Three Sister Arts" in 

1723; and "The Squireof Alsatia" in 1726. These were 

followed by "The Beggar's Opera" in 1728, and "Polly" and 

"The Wedding" in 1729. He also arranged the music for 

"Perseus and Andromeda" of 1717 and "Dioclesian" of 174. 

Of the music to the latter, Mrs. Delany wrote: 

"....... Instead of Purcell's music which 
I expected, we had Papuch's (sic, ) 
and very humdrum it was; indeed I 
was never so tired with anything in 
ry life. "1lß. 

Burney tells us that the first two works in our list were 

composed for Drury Lane, and comments that although not very 

successful, they were performed more frequently than any of 

his other original dramatic compositions. He also states 

that the "Union of the Three Sister Arts, " alternatively 
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referred to as "Ode for St. Cecilia's Day" which had been 

set for the "concert in York Buildings" was published in 

1723.15. 

As we have already noted, Burney, relying no doubt on 

memory, is not always accurate. In his account of Pepusch 

we find the following: 

"And about the year 172L, Dr. Berkeley, Dean of 
Londonderry, afterwards Bishop of Cloyne, 
having formed a plan for erecting a college 
in one of the Summer Isles, or Bermudas, among 
the several persons of distinguished abilities 
whom he had engaged to accompany him thither, 
fixed on Dr. Pepusch. But having embarked 
with his associates for the intended settlement, 
the ship was wrecked, and the undertaking 
frustrated. 

Being returned to England after this 
accident, Dr. Pepusch married Margherita de 
L'Epine, who had quitted the stage, where she 
had acquired a fortune which was estimated at 
£10,000. " 16. 

As Pepusch had married de L'Epine in 1718, there is 

obviously some confusion. Hawkins also confused the date 

of Pepusch's marriage, and stated it in his history as 

1718,1722, and 1721.17. The situation is further 

complicated by the fact that Berkeley published his 

"Proposals for a College in Bermuda" in 1725, and according 

to "Historical Record" sailed in 1728 to Rhode Island'. 

According to Hughes, Berkeley arrived safely and landed in 

Newport. 18. Berkeley does not mention Pepusch in his 

letters, and neither does the "Historical Record" of 1728. 

Also relevant is the fact that "The Beggar's Opera" was 

performed in 1728, and that Pepusch worked on "Polly" in 

1729. One can but concur with Hughes, who concludes: 

"it seems likely, therefore that they were 
merely in London at the same time, and that 
Pepusch may have been approached, and may 
have been interested. " 

14 



H. W. Fred points out that the marriage date may not be 

related to the topic at all; and that, putting this aside, 

it is conceivable that they did embark, but in the face of 

the conflicting evidence, he concludes: 

"However, with conclusive historical evidence 
lacking, and circumstances obviously eliminating 
Pepusch from Berkeley's 1728 sailing, it would 
seem safe to assume that Pepusch never packed 
his seagoing bags for the picturesque adventure 
our early historians mention. " 19. 

It is appropriate here to devote some attention to the 

career of Margarita de 1'Epine, which was both lengthy and 

colourful. Hawkins furnishes some interesting information, 

and it is to him that we turn in the first instance. 20. He 

tells us that Francesca Margarita de 1'Epine was a native of 

Tuscany and performed in some of the earliest Italian operas 

to be given in England. Information regarding specific 

performances may be found in Grove sub "Epine. " She came to 

England with Greber, a German who had studied in Italy and who 

apparently enhanced his image by calling himself Signor 

Giacomo Greber. Plenty of references to her are found in 

letters and in the press, conveniently recorded by 

O. E. Deutsch and Michael Tilmouth. 21 ' Her early appearance 

in England makes her unique, and Hughes describes her as "a 

solitary forerunner of that great migration of Italian singers 

to England. " Her isolation may be gauged by the fact that in 

1692 the London papers identified her sufficiently as the 

"Italian Lady, (that is lately come over that is so famous 

for her singing. ") 229 She apparently made her debut at 

Drury Lane on 29th January, 170lß., singing Italian songs 

accompanied at the harpsichord by Greber. Her second 

appearance at Drury Lane, perhaps in the presence of her 
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future husband was not, it seems, an unqualified success. 

The disturbance was thought by some to be the work of the 

English singer Mrs. Tofts, since oranges were thrown by 

Anne Barwick, who was, or had been Mrs. Tofts's servant. 

The latter wrote a public denial; perhaps, Burney suggests, 

fearing the law of retaliation: 

"Sir, I was very much surprised when I was 
informed that Anne Barwick, who was lately my 
servant, had committed a rudeness last night 
at the playhouse, by throwing oranges, and 
hissing when Mrs. L'Epine the Italian 
gentlewoman sang. I hope no one can think 
it was in the least with my privity, as I can 
assure you it was not. I abhor such practices; 
and I hope you will cause her to be prosecuted, 
that she may be punished as she deserves. " 23. 

Fiske comments that she found Mrs. Tofts "an unscrupulous 

rival, " and suggests that "she was not sorry that her sister 

rather than she had to face Mrs. Tofts in "Rosamond. " We 

shall refer to this sister presently. He continues: ' 

"In 1712-13, she sang for Handel, notably in a 
revival of 'Rinaldo,. ' but this association 
collapsed when she became friendly with Pepusch, 
who regarded Handel with both dislike and 
jealousy. " 24. 

Whether this statement is based on definite evidence is 

not clear in the context, but the question of his 

relationship with Handel will be considered later. 

In 1706, Sir John Vanbrugh designed and erected the 

Haymarket Theatre, which opened with a pastorale, "The Loves 

of Ergasto, " set to music in the Italian style by Greber, and 

known also as "Greber's Pastorale. " It was claimed that this 

was the first London opera sung completely in Italian. 25. It 

apparently elicited little comment, and this casts doubt on 

the suggestion. Fiske makes the interesting suggestion that 
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de 1'Epine, and perhaps her sister were consulted by 

Vanbrugh and Congreve, as three other operas proposed were 

unavailable for various reasons. She probably suggested 

Greber's opera because of her association with him, which 

seems to have been extra-professional. As Italian singers 

do not seem to have materialised in sufficient numbers, it 

would appear likely that the work was sung in English. 

Several advertisements of performances by Margarita with 

Greber as accompanist at places such as York Buildings and 

Chelsea College Hall as well as theatres remind us that she 

indulged in concert performances as well as stage work. The 

partnership seems to have dissolved about 1704. Due to her 

association with Greber, the public bestowed on her the 

gracious appellation of "Greber's Peg. " Later she became 

involved with the Earl of Nottingham, which led a Mr. Rowe 

to produce the following imitation of an ode by Horace: 

"Did not base Greber's Peg inflame 
the sober Earl of Nottingham, 
of sober sire descended? 
That careless of his soul and fame, 
to playhouses he nightly came 
and left church undefended. " 26. 

The final allusion concerns the fact that the Earl had 

written against Whiston on the doctrine of the Trinity. 

There was also the following offering by Lord Halifax; 

referred to by Hawkins as a shrewd epigram: 

"On Orpheus and Signora Francesca Margarita 
Hail tuneful pair'. Say by what wondrous charms, 
One scap' d from hell, and one from Greber' s arms? 
When the soft Thracian touch'd the trembling strings, 
The winds were hush'd, and curl'd their airy wings; 
And when the tawny Tuscan raised her strain, 
Rook furls the sails, and dares it on the main. 
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Treatise unfinished in the office sleep., 
and Shovell yawns for orders on the deep. 
Thus equal charms and equal conquests claim., 
To him high woods and bending timber came,, 
To her shrub hedges and tall Nottingham. " 

Hawkins considered "tawny" to be "very characteristic of 

her. " She was apparently swarthy, and "in general so 

destitute of personal charms, that Dr. Pepusch, who later 

married her, seldom called her by arty other name than 

Hecate, which she answered to very readily. " That she was 

successful in financial terms may be seen not only from the 

reference made by Burney, which has already been quoted, to 

the effect that she made at least £10,000 -a very satisfactory 

fortune for a musician at that time - but also by referring to 

a memo written by Heidegger, probably from 1713, the payments 

being, in all probability, the fees due in the normal course 

of events. Deutsch suggests that these were paid in two 

instalments, or "terms. " 27. While it is not precisely 

clear how the amount was calculated, the amount, 8400, is 

considerable, and if we ignore arrears, and consider only the 

sum received in respect of the first and second "divisions" 

and the benefit, we find that she seems to be doing as well 

as the others: 

"Signora Margarita in the first division £80.0.0. 
In the second £25.0.0. 
Her benefit (15th April, 1713) £76.5.8. 
Remains due to her £218.14. x+. 

8400.0.0. 

Horner provides further confirmation of the fact that she 

was well paid. 
28- He tells us that 1'Epine and Tofts both 

received £7.10.0. per night, this apparently being in about 

1712-13, and that the minor singers received between 10/- and 

15/- per night. According to this account, Pepusch received 
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Z1.5-0., as did Saggioni, Dieuport and Haym, all of whom 

were listed as being either librettists or composers as well 

as violinists. Several entries confirm the part she played in 

Pepusch's theatrical ventures, and she performed in "Venus and 

Adonis" with Mrs. Barbier. It appears that this work received 

at least nineteen performances in 1715, although not all were 

complete as they seem to have occurred during the intervals of 

plays. At least seven performances of the same type took place 

in 1718, with the same two singers. Indeed, however many low 

opinions of Pepusch's music we hear, the press notices confirm 

that it was performed, and that this particular work seems to 

have run well. 

On 29th May, 1703, the "Daily Courante" carried an 

advertisement for "The Rival Queens" to take place on 1st June., 

at Little Lincoln's Inn Fields Theatre; in which Margarita de 

l'Epine "will sing four of her most celebrated Songs, it being 

positively the last time of her Singing on the Stage whilst she 

is staying in England. " However, she continued to sing on the 

stage until she married Pepusch in 1718, and it appears that even 

then she did not completely give up singing in public. According 

to the "Daily Courante" of 17th March, 1719, she sang at a 

benefit for "Mr. Vanbrugh" at Coignard's Great Room, and was on 

that occasion accompanied by her husband. To return, however, 

to "The Rival Queens" performance, it should be noted that 

according to the "Daily Courante" of 31st May, she was replaced 

by Maria Mai, Zarita Gall. i. "lately arrived from Italy, who has 

never yet sung in England, " and who was to sing music by 

Saggioni. L'Epine's performance was deferred to 8th June, for 

which occasion Greber composed the instrumental music. This is 
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no doubt the source of Burney's statement which reads: 

"This year, 1703, Signora MariaMargherita 
Gallia, sister of Marg. de 1'Epine, and 
scholar of Nicola Haym, first appeared at 
the theatre in Lincoln's-Inn-Fields, as 
a singer. " 

Mercer comments, in his edition of Burney's History: 

"The inclusion of the name Margherita is 
incorrect, Maria Gallia was the wife of 
Saggioni mentioned above. " 29. 

It should be noted that there was another singer in 

London at this time named Margarita Durastanti, who is 

also referred to as Margarita., and who was married to 

Casi ro Avelloni. 

The press also provides interesting scraps of information 

about Pepusoh himself. The "Daily Courante" of the 3rd. 

of April, 1701 makes the only reference I have discovered 

to Pepusch's brother. An advertisement for a performance 

at Lincoln's Inn Fields Theatre on the following day of 

"The Cautious Coxcomb" also refers to: 

"several new Entertainments of Musick 
perform'd in consorts by seven young 
men, (upon Hautboys, Flutes, and German 
Horns lately brought over by their 
master the famous Godfrede Pepusch, 
Musician in ordinary to his Majesty 
the King of Prussia. The Compositions 
being made intirely new for that 
purpose by his Brother, that Eminent 
Master, Mr. John Christopher Pepusch. "30. 
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Apparently there were repeat performances of the music 

on 18th April and 22nd. 

Occasionally, advertisements can give specific information 

on the dates of instrumental pieces, most of which cannot be 

dated with arty certainty and here it may be noted that the 

publication which contains six sonatas by Croft and a flute 

solo by Pepusch belongs to 1701,31' not 1710 as suggested 

in the British Museum catalogue. Small human touches and 

moments of humour occur. We find the following advertisement 

in the "Daily Courante" for 14th December, 1711: 

"J. C. Pepusch offers a reward for the recovery 
of a violin left in a Hackney coach between 
the-stage-door of the Haymarket Theatre and 
his house in Boswell-Court near Lincoln's Inn. " 

Unfortunately there seems no information to gratify our 

curiosity regarding its recovery! There also seem somewhat 

bizarre undertones to the entry which tells of the benefit 

of one William Douglas, "commonly called the Black Prince, " 

who undertook the performance of a new trumpet piece by 

Pepusch. 32. 

Some insight is given into Pepusch's theatrical career in 

the surviving material in the British M4useum. 33' 
It appears 

that Pepusch received eight guineas for the masque of 

"Apollo and Daphne, " which does not seem excessive in view 

of the fact that one of the other items was a periwig to be 

worn by "Mrs. Margarita, " which cost seven'. Also included 

is the hire of "a couple of hounds from Knightsbridge (2/-), " 

and an item of 2d. "for blood. " The account continues: 

"For painting Apollo's Chariot in gold. Four 
horses, a glory, a bench of rushes, a sea, 

Daphne turned into a tree ...... £7. " 
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Remarkably good value, one feels; certainly better than 

another bill for copying and paper on which Pepusch wrote 

"I have examined this bill and find nothing unjust in it. " 

Incorrect addition appears to make the total of £10.15.0, 

one shilling too much; Again we may assume that the periwig 

was worn by Margarita Durastanti, since the reference is to 

"Mrs. Margarita. " The bill concerns "Myrtillo, " and one 

would therefore expect it to date from about 1715 - three 

years before Pepusch's marriage. It is, of course possible 

that it referred to a later performance, but this seems 

unlikely in view of the fact that there is no evidence to 

suggest that Margarita 1'Epine undertook this sort of 

engagement after her marriage. 

Although he married into money, it would appear that this 

in no way blunted the worthy doctor's zeal. Burney commented: 

"These possessions however, did not incline 
the Dr. to relax his musical studies or 
pursuits. He had always been a diligent 
collector of ancient Music and musical tracts, 
and he was now able to gratify this passion 
without imprudence. " 31.. 

He obviously did so to good purpose. Their first home was 

at Boswell Court, Carey Street, but in 1730 they moved to 

Fetter Lane, where a large room was set aside for use as a 

library. His collection included two hundred items by Bull, 

and Latin treatises by Robert de Handl and others. * He 

also possessed the Fitzwilliam Virginal Book35 Burney tells us 

that he had a strong preference for the music of Bull: 

"It has been said that the late Dr. Pepusch 
preferred Bull's compositions to those of 
Couperin and Scarlatti, not only for harmony 
and contrivance, but air and modulation: an 
assertion that rather proves that the Dr. 's 
taste was bad, than Bull's music good. " 36. 
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He praises Bull, but comments that although difficult, 

there is nothing in his music to "excite rapture. " He 

continues: 

"They may be heard by a lover of music with as 
little emotion as the clapper of a mill or the 
rumbling of a postchaise. " 

Without knowing who made the original remark, one should 

not attach too 
. much importance to it in respect of Pepusch; but 

it is interesting as an indication of contemporary attitudes 

about which more will be said in due course. The interest 

which Pepusch showed in earlier music frequently brought him 

contempt and ridicule. In spite of this, and his comparatively 

low rating as a composer, his participation in the production 

of "The Beggar's Opera" shows that he was well in touch with 

the current situation and had a fair understanding of the 

English temperament. This work will be considered later, but 

in passing we may again note a comment by Burney with interest. 

"Soon after (1728) he was very judiciously chosen 
by Gay to help him select the tunes for The 
Beggar's Opera, for which he composed an original 
overture upon the subject of one of the tunes 
(I'm like a skiff), and furnished the wild, rude, 
and often vulgar melodies, with bases so excellent, 
that no sound contrapuntist will ever attempt to' 
alter them. " 37. 

We will observe with interest that the test was attempted 

before long! 

We now come to the curious matter of the "Short Treatise on 

Harmony" which appeared in 1730. It is thought that this 

anonymous work was published by Lord Paisley, Earl of Abercorn, 

and Pepusch is said to have been annoyed by the allegation that 

it represented his teaching. As the book could not be recalled, 

it seems that Pepusch adapted it, adding musical examples, and 

this second edition appeared in 1731. This work will be 

considered in more detail in chapter VII. 
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In 1737, Pepusch became organist of Charterhouse, on the 

recommendation of the Duchess of Leeds whom he had taught, 

and the family moved into quarters in the mansion. This 

move seems to have afforded a peaceful retreat, and he 

retained this post until his death. Burney tells us that 

he was: 

"visited and consulted as an oracle, not only 
by young music students, to Whom he was always 
kind and communicative, but by every master who 
modestly supposed that he still had something to 
learn. Here he greatly augmented his library, 
which consisted of musical curiosities, theoretical 
and practical, of all kinds. " 

He also adds in the form of a footnote: 

"In one of uj visits to this venerable master, 
very early in ixy life, he gave me a short lesson 
which made so deep an impression, that I long 
endeavoured to practice it. 'When I was a young 
man, ' said he, 'I determined never to go to bed 
at night, till I knew something that I did not 
know in the morning. "' 38. 

This produces a pleasing picture of a devoted scholar, 

and is more than usually convincing, since it comes from 

Burney, who did not like Pepusch and who criticises him 

severely in other contexts. Hawkins draws a restful picture 

of evenings of chat and chess with his friends, who at that 

time included John Immyns, John Travers, and Ephraim Keiner. 

In 1739, the Gresham Professorship in music became vacant, 

but although Pepusch was interested, he did not apply, as he 

was apparently advised that being married was a disqualification. 

In the sane year his son died, a boy "upon whose genius and 

disposition there was every reason to found the greatest 

expectations. " 39. 

1714 is the date generally accepted for the death of Mrs. 

Pepusch, but William Husk in his account disagreed. )+O' He 
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regarded 1746 as the correct date, basing this on an entry 

in the manuscript diary of Benjamin Cooke, then a pupil of 

Pepusch, who wrote: 

"Sunday, August 10th, 1746. I was at the Surrt' 
Chapel in the morning, but in the afternoon 
went to Vauxhall with the Dr., Mrs. Pepusch 
being dead. " 

Cooke does not state that the event was recent, but it 

does seem unlikely that he would have commented in this way 

if she had been dead for six years. 

After the death of his wife, he spent much time in the 

study of Greek Musical theory; producing a paper which was 

read to the Royal Society in 174.6, and published in 

"Philosophical Transactions" of that year. Soon afterwards, 

he was elected a Fellow. In 1751, a further paper was 

produced, illustrating the doctrines and prejudices of Isaac 

Vossius concerning the "rhythmus" of the ancients, and also an 

unpublished item - "A Short Account of the Twelve Modes of 

Composition, and their progression in every octave. " 41' 

Pepusch died on 20th July, 1752, aged eighty-five, and was 

buried in the Chapel of Charterhouse; a full choral service 

being performed at his funeral by the Gentlemen and Children 

of the Acadeiij and the Choristers of St. Paul's. 42, A 

memorial tablet was erected on the south wall of the chapel 

by the members of the Academy, which reads: 

"Near this place lye the remains/of John Christopher 
Pepusch/Dr. of Music of the University of Oxford/ 
He was born in Berlin/and resided in London, highly 
esteemed above fifty years/distinguished as a most 
learned master/and a patron of his profession/in 
the year 1737 he retired to the private employment/ 
of organist to this house where he departed this life, 
July 20th., 1752 aged 85 The ACADEMY OF ANTIENT MUSIC, 
established in 1710/of which he was one of the 

OF 'i Dom', 
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original founders/and to which he bequeathed 
a valuable collection of music/in grateful 
respect to his memory/caused this monument 
to be erected. /1767. " 43. 

Hawkins furnishes the following information regarding 

Pepusch's library and possessions. It appears that these 

were left to Keiner and Travers. The latter survived only 

a short time, and his part was auctioned in 1766. Keiner, 

having no relatives, apparently intended to leave some of his 

effects to Cooper, his copyist, but failed to make a will. 

His landlady took possession, but finally Cooper managed to 

get himself declared a creditor by a legal manoeuvre, and 

took possession of two cartloads of material. Some of this 

was sold privately, and some auctioned at Patterson's, on 

Essex Street on Saturday, 26th March, 1763. Included was an 

antiphonary said to have been found in a Spanish man-o-war at 

the Armada, and also the Fitzwilliam Virginal Book. Some of 

the material went to Hawkins himself, who found it of little 

interest. 44. 
The collection of music said to have been 

received by the Academy is not mentioned by either Burney or 

Hawkins, and this statement may be misleading. Fred wrote: 

"Whether the Pepusch collection in the possession 
of the Academy was the result of a bequest, or 
consisted of holdings acquired from Pepusch during 
his lifetime cannot be conclusively established. " 45. 

I can do no better than end this preliminary survey of 

Pepusch's life by quoting Hughes - one of the few people who 

seem to have taken much interest in him; and who shows 

appreciation of his influence, personality, and diverse 

activities: 

"If biographers were a little more curious about 
the mental processes of their subjects, if they 
were less blinded by the crude fact of success, 
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they might well find much to interest them in 
Pepusch, who investigated Greek musical theory 
with the fervour of a scholar of the Renaissance 
but who was a successful and practical theatre 
musician, who stood almost alone in his love of 
the old polyphony but based his musical theory 
on Corelli rather than Palestrina; who served as 
an intermediary between the sixteenth and the 
present century, admiring what we have learned 
to admire ." 46. 
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CHAPTER II. 

THE ACADEMY OF ANTIENT MUSIC 

Considerable confusion has arisen in respect of the 

Academy of Antient Music and for some time it was thought 

that two institutions existed, the second one being referred 

to as the "Academy of Vocal Music. " This situation seems to 

have arisen as a result of "An Account of the Academy of 

Antient Music" which Hawkins published in 1770, and which was 

reproduced by his daughter in her memoirs. Naturally enough 

this account was accepted as being accurate, certainly in 

respect of the foundation date; which is stated by Hawkins 

a. 1710. On the other hand, the original minute book of the 

"Academy of Vocal Music, " which was presented to the British 

Museum in 181f0 establishes that this body was formed in 

January, 1725. Scholes discusses the matter in his book on 

Hawkins, and points out that the account given by Hawkins 

"appears to be strangely defective" in some of its information. 

He continues: 

"If the reader cares to turn to any edition of 
Grove's Dictionary of Music from the 1st. 
(1879) to the 4th. 19400 he will find an 
article on this institution (by the Rev. 
Charles Mackeson) which is clearly based on 
the particulars supplied by Hawkins in his 
History and his pamphlet. The date of its 
foundation is given as 1710, and this date has 
been copied into all other books of reference 
which mention the Academy. But from Grove's 
2nd edition to the 4th the article 'Acadeny of 
Ancient Music' is closely followed by one 
headed 'Academy of Vocal Music' (by a sound 
antiquarian musicologist, the late F. G. Edwards) 

which clearly applies to the same body under 
its primitive name (the same persons being 

mentioned as founders), and this gives its 
date of foundation as 1725/6: this article is 
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based on the minute book of the said Academy 
from its foundation to 1731, which is now 
in the British Museum. " 1. 

It is hard to see why Scholes speaks of the same persons 

being mentioned as founders. Grove's Dictionary 2. 
cites the 

Earl of Abercorn, Henry Needler and Mulso as being among the 

founders of the Academy of Ancient Music, while the minute 

book of the Academy of Vocal Music does not show the Earl of 

Abercorn and Needler as subscribers until the sixth 

subscription, or Mulso until the seventh, (April, 1729. ) 

However, this apparent discrepancy does not seem important. 

Both institutions are said to have met at the Crown and 

Anchor in the Strand, both had the same objectives, and 

certainly the two bodies were said to have Pepusch, Greene 

and Gates in common. We must also bear ih mind that in 

spite of the existence of the Minute book, neither Hawkins 

nor anyone else appears to mention the existence of the 

so called "Academy of Vocal Music, " yet conversely there 

is a marked absence of any documentation regarding the 

activities of the "Academy of Ancient Music" mentioned by 

Hawkins. We may safely assume that Scholes is correct, and 

that two names existed for the same body. 

Reference to the Minute Book gives an interesting insight 

into the workings of the Academy: 
3. 

"Fryday Janr. Ye 5th. 1725. " 

Resolv'd: To meet every other Fryday (solemn days 
excepted) at the Crown Tavern against 
St. Clements Church in ye Strand. 

Resolv'd: That the doors be shut, and non admitted 
(for the present) but the members of 
the Academy. 

32 



Resolv'd: That any Gentleman of His Majesty's 
Chappel Royal, or of the Cathedrals 
be admitted of this Academy if they 
desire it, and no other person but 
such as profess musick and shall be 
approved by the majority. 

Resolv'd: To begin the performance at seven of 
the clock, and to end it at nine. 

Resolv'd: That every member hereafter admitted 
shall pay the last subscription, tho 
near the expiration of it. 

Resolv'd: That composers (by general consent) 
may be admitted, tho not vocal 
performers. 

Resolv'd: That a number of persons not exceeding 
seven be chosen to direct the 
performance in their turns. 

Resolv'd: If ever it be thought necessary to 
admit any more members, that ev'ry such 
person shall be proposed the night 
before he be elected. The election to 
be by Ballot, and a majority of two 
thirds at least of the members present 
is required for such admission. The time 
of the elections not to be till after 
eight, and before nine o'clock. 

Resolv' d: That' there be 18 tickets given for the 
Gallery every night. Two to each 
member as they stand in the list, to 
be delivered after the performance for 
the night ensuing. 

It was later resolved (April, 1738) that the seven 

managers should have the power to "make such laws for the 

Government of the Academy as they should think fit. " 

On 7th January , 1725, the first meeting was attended by 

Estwick, Baker, Husband, Carleton, Hughes, Chelsun, Freeman, 

King, Gates, Weely, Pepusch, "Green, " and Galliard; and they 

were supported by the boys of St. Paul's. They subscribed 

216 each, which in the account seems to have been incorrectly 

added up to £1.12.0. The following account is given for the 

expenses of the evening. Again we notice that the addition 
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appears incorrect. 

"A coach for ye children ............. 2/- 
Wine and bread ...................... 10/6 
For the use of ye room fire, & 

candles... 5/- 
The Drawer 

......................... . 
I/- 

18 - 

On 25th January, a half-guinea subscription was levied 

from fourteen members, Husband having departed, and the 

ranks having been swelled by the addition of Flintoft and 

Dr. Crofts. After this, similar subscriptions are levied 

at rather irregular intervals, but roughly on an annual basis, 

and membership increased. By the fifth subscription, (12.4.1728) 

there were twenty-five members, and by the 9th April, 1730 

(eighth subscription) there were about seventy-five. 

It is interesting to note that Steffani was elected 

President on 1st June, 1727, while the following, although 

in the realm of domestic trivia, also makes interesting reading; 

and give us some further insight into the progress and fortune 

of the Academy: 

26th May, 1731: "N. B. By any composition of the 
ancients is meant of such as lived before ye end 
of the sixteenth century. 
Note. That ye Managers ballot upon all Elections. 

1. That Dr. Pepusch, Mr. Gates, Mr. Galliard, 
Mr. Needler do examine the copiests bills 
and sign them in order for the Treasurer 
to pay them. 
N. B. The Balance remaining ye 27th May, 1731, 

was 12/-. 

2. That Mr. Galliard and Mr. Ne e dl er also make a 
catalogue of all ye music and put the library 
in order. 

3. That books be order'd one for the Treasurer 
one for the minutes and two for the library 
keeper. 

L. That Dr. Pepusch, Mr. Gates, Mr. Galliard, 
Capt. Bagnal & Mr. Needler do make a list of 
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music to be performed for ye next season. 

5. That the managers do each of them deliver a 
score of a piece of music to Dr. Pepusch by 
ye latter end of August next for his 
Examination. 

6. That Mr. Bishop be desired to write a 
Historical account for the academy, and 
that Dr. Pepusch and Mr. Galliard do 
supply him with materials. 

7. That Dr. Pepusch do consider a method of 
inserting names of such boys that distinguish 
themselves in their performances. 

8. That Mr. Galliard and Mr. Needler make a 
compleat list of all the members from the 
beginning with marks of distinction against 
them, as also a list of the managers with a 
mark against those who have left the Academy 
and those chosen in their room. Also a list 
of the present auditors. 

9. That Dr. Pepusch be desired to demand of 
Dr. Greene the six motets ye Bishop of Spiga 4 

sent the Academy. 

10. That a partition in ye library be locked up by 
ye secretary to keep all original papers and 
letters related to the Academy, and that some 
method be thought on to increase our 
correspondence abroad. 

11. That all resolutions past present and to come 
and also the expenses of the common night and 
the Grand night be entered in a book or books 
as rules go by. 

Later we read: 

1. To give notice of ye Academy that the Publick 
night will be ye 13th May. That every member 
may introduce two friends that night, but no 
tickets being to be delivered he must 
introduce them in person. 

2. That every member be in ye room at 6 o'clock. 

3. The Performance to begin at half an hour after 6 o'clock. 

ý. That ye Gallery be opened that night for any of 
the auditory members that shall chuse to be 
there. 

5. That a door be put up at the head of ye stairs 
and no body to be admitted but the members of 
ye Academy and those they are to introduce. 
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6. That Mr. Marshall and Mr. Beckingham be 
desired to attend at ye door with the 
lists of ye members names & to mark them 
& their friends as they come into ye room. 

It is stated that a library and orchestra were founded.. 

and that the gentlemen and boys of the Chapel Royal and St. 

Paul's performed vocal music. The programmes of the Acadenr 

apparently included Handel oratorios which obviously confirm 

the presence of an orchestra, ad hoc or otherwise; while the 

minutes confirm the existence of the library, and as we have 

seen, refer to the conveyance of the "Children" by coach. 

All this suggests that much of what Hawkins tells us is in 

fact correct. It is interesting to note that he refers to 

Henry Needler leading the orchestra for many years. 
5. 

In 1728, Greene is said to have left the Academy, and 

established a rival organisation at the Devil Tavern, Temple 

Bar; but we are told that this only lasted for a few years. 

In 1734, Gates withdrew, and the children of the Chapel Royal 

went with him. To remedy the lack of trebles, the Academy 

invited parents to send their children to be instructed by 

Pepusch and to participate in the performances. A subscription 

list was opened to finance the scheme, and this was supported 

by both Handel and Geminiani. The death of Pepusch in 1752 was 

a severe blow, but the Academy survived until 1792. Discussing 

the loss of Greene, Hawkins comments on the lack of animosity, 

and goes so far as to suggest that the event acted as a stimulus: 

"The secession of Dr. Greene and his 
dependants, was not such an injury to the 
Academy, as was feared it would prove: They 
left it, it is true, but they left it in 
peace; and the members of which it was 
composed, in consequence of the loss they 
had sustained., became emulous to excel each 
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other in their endeavours to promote its 
interests, and to disseminate the love of 
harmony throughout the kingdom. " 6. 

Hawkins also makes the interesting suggestion that the 

Academy was largely responsible for Handel's adoption of the 

oratorio form; a suggestion which is, in fact, extremely 

plausible: 

"In the interval between the secession of 
Dr. Greene, and Mr. Gates, viz. in the month 
of Feb. 1731-2, the Academy had given a signal 
proof of the advantages arising from its 
institution. The Oratorio of Esther, originally 
composed for the Duke of Chandos, was performed 
in character by the members of the Academy, and 
the children of the Chapel Royal; and the applause 
with which it was received, suggested to Mr. 
Handel, the thought of exhibiting that species 
of composition at Covent Garden Theatre; and to 
this event it may be said to be owing, that the 
public have not only been delighted with the 
hearing, but are now in possession of some of 
the most valuable works of that great master. " 7. 

Writing of the foundation of the choir school, Hawkins 

states that one season without treble voices convinced the 

members that they faced "increased expense or annihilation, " 

and goes on: 

"In this predicament they resolved upon an 
expedient that should not only make good the 
loss they had sustained, but convey a benefit 
to posterity..... Invitations to parents, and 
offers of such an education to their children, 
as would fit them as well for trades and 
businesses, as the profession of music, were 
given by advertisements in the public papers: 
these brought a great number of children, and 
such of them as were likely to be made capable 
of performing the soprano parts in vocal 
compositions, were retained. Dr. Pepusch 
generously undertook the care of their 
instruction for a stipend, the largest the 
Academy could afford, though greatly 
disproportionate to his merit, and succeeded 
so well in his endeavours to improve them, that 
some of the most eminent professors of the 
science owe their skill and reputations to his 
masterly method of tuition. " 8. 
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The subscription was of two guineas, and it was resolved 

to admit "auditors" or non-participants. This enabled them 

to meet their additional expenses, and to increase their 

collection, which Hawkins suggests was perhaps the most 

valuable in Europe. 

After the death of Pepusch, Hawkins tells us that some 

members thought it advisable to engage famous solo performers; 

to "derive assistance to it as a concert, from persons who 

might be apt to disregard it as an acadenW. " However this 

plan had to be abandoned, for as Hawkins explains, the 

increased demand for performers for public concerts made it 

impossible to hire such players at a price which the Academy 

could afford. Having stated the problem, Hawkins goes on to 

appeal for new membership: 

"The members of the Academy therefore find 
themselves reduced to the necessity of 
recurring to the principles of its first 
institution; and they desire, if possible, 
to perpetuate the existence of a society, 
calculated for the improvement of one of 
the noblest sciences, and the communication 
of rational and social delight; to which end 
they wish for the assistance of those, who 
profess to love and admire music, such as 
are susceptible of its power, such in short 
as are capable of distinguishing between the 
feeble efforts of simple melody, and the 
irresistible charms of elegant modulation 
and well studied harmony. 
The friends of this institution are sensible 
of the prejudices which its very name, 'The 
Academy of Antient Music; ' may excite; and 
that those persons, who think no music can 
be good which is not new, will hardly be 
induced to join the support of an 
establishment professedly intended for the 
study and practice of that which is old. " 9. 

This section is quoted at length to draw attention to the 

type of criticism to which the Academy was subjected, and this 

is epitomised in the following comment by John Arbuthnot: 
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"As for that indefatigable society, the 
Gropers into antique music, and the hummers 
out of madrigals, they swoon at the sight of 
any piece modern, particularly of your 
composition, excepting the performances of 
their venerable president, whose works bear 
such vast resemblance to the regular gravity 
of the antients, that when dressed up in 
cobwebs and powdered with dust, the 
Philharmonic spiders could dwell on them 
and in them to eternity. " 10. 

In this context, Roger North asks rhetorically "What 

profit is there in finding out ye forms of urnes and antique 

drinking Potts? " He goes on to answer his own question, 

saying that although not seeking to "amend" the "mode" of 

our own time the "weer knowledge rewards their paines and 

it'may be satisfies them that their ancestors were not 

ideots, who had no thing good amongst them. " 11. 

Our last reference reminds us that there were others at 

this time who saw virtue of research into the past, but the 

criticisms express something of the prejudice of the period 

in respect of early music. Although a generalisation, there 

is obviously a strong element of truth in the statement that 

up to about this time, the music of the present had been 

regarded as the best available - perhaps a very healthy state 

of affairs in some respects - and we find that growing 

reverence for work of the past is intensified in the following 

century, where a reawakening of interest is epitomised by the 

Mendelssohn revival of the St. Matthew Passion. Certainly 

Pepusch may be seen as one of the earliest musicians to take 

any interest in musicology, and even if he appears pedantic at 

times, we see not only devotion to a study of early theoretical 

work, but also a healthy and vital interest in securing the 

performance of half-forgotten masterpieces. 
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Hawkins then presents arguments to show the folly of 

the sort of prejudice he has outlined, pointing out that 

the Academy applied the word "antient" to compositions of 

the sixteenth century, not going back further than 

Palestrina. He waxes eloquent in respect of the collection 

of music possessed by the Academy, commenting that the 

"youngest person now living" might hope in vain to hear them 

all, " and gives the following information about the library: 

".... the general arrangement of these is into 
compositions for the church, the theatre, and 
the chamber; the first head includes masses, 
motets, anthems, hymns, and psalms; the second 
oratorios, masques, serenatas, overtures and 
concertos; the third, madrigals, trios, duetos, 
and cantatas; to the true and just performance 
whereof, the Academy have hitherto been, and 
with the assistance which they now solicit, 
trust they shall yet be equal. " 12. 

Hawkins later cites the following as examples of composers 

who received attention - Pälestrina, Tallis, Byrd, Carissimi, 

Colonna, Stradella, Purcell, Bassani, : Gasparini, Lotti, 

Steffani, Marcello, Bononcini, Pergolesi, Handel, and Perez. 

This list is interesting, as it confirms the impression that 

the Academy was by no means as antiquated as might be supposed. 

Nine of the composers! names are contemporaries, and with the 

exception of Palestrina and Talli s, the remainder are all 

found in the preceding century. In the cases of Gasparini 

and Bassani, where in each instance Hawkins might have been 

referring to one of at least two musicians, the alternatives 

lived at roughly the same time. 

"Esther" was repeated on 24th February, 1743, and on 22nd 

February, 1753; and other performances of works by Handel 

included the "Chandos" Te Deum, (23rd March, 1732), the 

"Feast of Alexander, " (18th January, 1739), "Saul, " 
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(21Fth April, 174.0), and the "Funeral Anthem for Queen 

Caroline, " (performed with Purcell's "King Arthur" on 4th 

March, 1741. ) 13. There were also at least three 

performances of "Messiah, " the second of which apparently 

consisted of extracts only. These occurred on 16th 

February, 174+, 30th April, 174.7, and 11th May, 1758.14. 

There is also an entry in the Earl of Egmont's Diary for 

16th February, 1734, in which he states that he attended a 

rehearsal at the "Crown Tavern" of the Utrecht !e Deum, and 

"other music to be performed at St. Paul's on 
Tuesday 

next. " 

Deutsch interprets this as being under the auspices of the 

Academy. 15. 

The interest in Handel dispels the idea that the Academy 

was interested solely in early music, or that Pepusch was 

biased unreasonably against Handel or his music. Following 

their practice of printing words of pieces which were 

regularly performed, they printed the text of Handel's 

"Acis and Galatea, " "Alexander's Feast, " "Esther, " "Israel 

in Egypt, " "L'Allegro, " and "Messiah. " In connection with 

"Israel, " we should note the following quotation from Deutsch: 

"Handel used the 'Funeral Anthem' of 1737 for 
'Israel in Egypt, ' adding 'Moses Song, Exodus, 
Chapter 15' between the 1st and 11th October, 
1738. The 'Academy' arranged the parts 
differently, and Handel did not object. " 16. 

We may also note with interest that the performances of 

the Academy were graced by some of the most distinguished 

performers and composers of the day. Hawkins alludes to the 

visit of "eminent foreigners, " many of the opera singers and 

masters of the various instruments. He tells us that Tosi 

sang there, Bononcini played cello solos with a lute 
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accompaniment by Eiaber, and that Geminiani frequently 

played his own music. 

Another useful aspect of its activity is illustrated by 

a rather sad story told by Hawkins, and concerning one 

Isaac Pierson, the son of a poor man who was master of the 

charity school in the Parish of St. Giles without Cripplegate, 

and who lived in the school house in Redcross St.. A music 

lover, he jumped at the chance of getting his son into the 

Academy when he was seven: 

"A very few months tuition of the Dr. enabled 
him to sing his part; and in less than a 
twelvemonth he had attained a great proficiency 
on the organ, though his fingers were so weak 
that he was incapable of making a true shake, 
and instead thereof was necessitated to make 
use of a tremulous motion of two keys at once, 

which he did so well, that the discord arising 
from it passed unnoticed. In the instruction 

of this child, the Dr. took uncommon pains, and 
showed great affection, making him the associate 
of his own son in his studies. He endeavoured 
to inculcate in him the true organ style, and 
succeeded so well, that his pupil, before he was 
full nine years of age, rejecting the use of set 
voluntaries, began upon his own stock, and played 
the full organ extempore, yet with the learning 
and judgement of an experienced master. The 

circumstances of his parents cooperation with his 
irresistible propensity, determined him to music 
as a profession; he was therefore taught the 
violin, and scion became able to execute the most 
difficult of Geminiani's concertos with great 
facility. With these attainments, singularly 
great for one of his years, and a temper of 
mood in every respect amiable, he gave his parents 
and friends the most promising assurances of his 
becoming a great musician; but his death defeated 
their hopes before he had attained the age of 
twelve years. " 17. 

This sad event gives us a good idea of the sort of training 

available to entrants, and the efforts Pepusch would make for 

a boy able to absorb his teaching. The Academy was able, 

therefore, to exercise a good influence on children with a 
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musical potential, just as the Cathedrals have done; and in 

the same way, the opportunity did not depend on wealthy 

parents. The event reminds us that Pepusch's own son, of 

whom he had high hopes, died before he was thirteen. 

In 1731 arose the unpleasant matter of the apparent theft 

by Bononcini of a Lotti madrigal. About this time, it was 

discovered that a madrigal to the words "In una siepe 

ombrosa, " which had been submitted to the Academy as a sample 

of his composition, was in fact a transcript of one by Lotti. 

This has led to certain misconceptions. That the theft caused 

concern at the time is seen if we refer again to Hawkins. 

"It was thought a very dishonest thing in him, 
to assume, and in terms so positive and express, 
the merits of a composition which he could not 
but know was the work of another. " 18. 

In this statement, it would seem that Hawkins gets to the 

heart of the matter. Borrowing at this time was, of course 

common practice, and appears to have caused little concern to 

either composer or audience; yet in this case there appears to 

have been considerable resentment. There are probably two 

reasons for this, the first being that the madrigal in question 

was not used for normal purposes, but presented as a sample of 

composition - obviously a vexy different case from the normal 

borrowing, which seems to have been generally done to save time. 

Secondly, people were naturally incensed by the fact that when 

taxed about it, Bononcini is supposed to have said that it was 

his own work and that Lotti had borrowed it from him! Even 

then, we may notice with interest that although the matter was 

investigated, it caused less of a scandal than is often implied. 

Lotti commented facetiously "At Venice and Vienna all is calm, " 
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and it appears that all remained fairly calm in England too! 

Although the affair apparently led to Bononcini's severence 

with the Malborough family, 19. it can hardly be true that he 

was forced to leave the country in disgrace. Findings were 

published one year after the discovery in 1732, after which 

at least two revivals of Bononcini's operas took place before 

his departure in 1733. 

P. H. Lang makes the interesting suggestion that Bononcini 

was innocent of the deception on the grounds that he was too 

good a composer to do such a thing, that the music was 

unsigned, and that Bononcini never claimed authorship. He 

suggests that pride explains this refusal to defend himself, 20. 

and that the confusion arose out of a misguided attempt by 

Greene to give Bononcini an advantage at Handel's expense. I 

personally find this implausible. If Bach and Handel were not 

above making use of borrowed material, there is no safety in 

the assumption that Bononcini was, and in the competitive 

professional life of London it is most unlikely that a 

composer would be too proud to argue if accused of 

professional fraud. The point remains uncertain, and in 

the context of the present account is probably not of great 

importance. We may be sure, however, that if the musical 

public was not greatly concerned, it must have ruffled the 

calm waters of the Academy. 

One of the active members of the Academy was John I=yns, 

(d. 1764). He was an attorney by profession who is said to 

have been guilty of some kind of indescretion which proved 

professionally damaging. He became an attorney's clerk, 

copyist to the Academy, and amanuensis to Dr. Pepusch. We 
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are told that in addition to his alto voice, he played 

flute, violin, gamba and harpsichord, and that at the age 

of forty, with the sole aid of Mace's "Musick's Monument, " 

he taught himself to play the lute so successfully that he 

was appointed lutenist to the Chapel Royal. It appears that 

he had little enthusiasm for contemporary music, but apart 

from this limitation, seems to have been versatile. He is 

of interest to us because he founded the Madrigal Society in 

1741. This is obviously a further example of Pepusch's 

influence, since the idea surely grew as a result of his 

participation in the activities of the Academy. It is 

pleasant to note that save for interruptions in time of war, 

the Madrigal Society has functioned regularly ever since its 

foundation. It is unnecessary to consider the activity of 

this society in any detail here, as this has been dealt with 

by Reginald Nettel. 21' 
Hawkins was a member, and gives us 

some interesting information about the society, 

It should be noted in passing 

that although Hawkins is sometimes referred to as a founder 

member this was not the case. Scholes points out that he 

applied for membership in 1752, and Reginald Nettel supplied 

the additional information that he was first proposed on 

15th June, 1748, apparently dropping out, and being proposed 

by Immyns for the second time on 27th September, 1752. 

The initial impetus must surely have come from the Academy, 

and it is therefore worth illustrating that the interest was 

genuine, and was directed to authentic madrigals. For example, 

on 2nd October, 17+5, madrigals by Byrd, Bennett, Bateson, 

Weelkes and Marenzio were performed, and if we compare this 
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with a programme of thirty-five years later, we find 

madrigals by Weelkes, Bennett, Kirby, Wilbye, Marenzio 

and Lufi. The society may, therefore not unreasonably be 

regarded as a living testimony to the taste and influence 

of Pepusch, and commenting on the consistency apparent in 

the programmes, Nettel wrote: 

"This programme was sung on 2Zfth January, 
1770, after Immyns had been dead six 
years, but it will be seen that neither 
in taste nor technical difficulty was 
there any falling off in the members' 
choice of song. A tradition, as is well 
known, can survive the passage of its 
founders, and in the case of the Madrigal 
Society the Immyns tradition has been so 
faithfully upheld that even to this day 
the madrigals shown in the early records 
of the society form the main attraction at 
their meetings. " 

The significance of this society in the context of the 

Academy is not lost on Hughes, who wrote: 

"The Society thus created flourished in the 
hostile eighteenth century, and survived in 
the equally hostile nineteenth century as 
the "oldest musical association in Europe. " 
It kept the madrigal alive during the dark 
period until basic changes in musical taste 
and the cumulative labors of scholars in the 
field led to a real revival of madrigal 
singing, based on a broader scholarship and 
a more sensitive historical appreciation than 
was possible in the eighteenth century .... But 
one must not forget that it was Dr. Pepusch 
who inspired ImnWns with the enthusiasm that 
sustained him in his labors and endeavours. " 22. 

He also points out that the Sale catalogue of Thomas 

Oliphant, who was President of the Madrigal Society for a time 

near the end of his life includes collections of madrigals by 

Gesualdo and Renati, and motets by Byrd and others which had 

been transcribed by Imrgns; and these show that Immyns, or 

perhaps Pepusch, had indeed got adventurous taste, and must 
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have copied and studied with enormous energy and dedication. 

The exact relationship between the Academy of Ancient 

Music and the "Concert of Ancient Music" or "King's Concerts" 

founded in 1766 seems not quite certain. Vincent Novello 

endorsed the minute book of the former as follows: 

"Original Documents relative to the first 
establishment of the 'Academy of Vocal Music, ' 
which afterwards became the celebrated 'King's 
Concerts of Ancient Music. ' Presented to the 
British Museum by Vincent Novello, 4. Craven 
Hill, Bayswater, 12th May, 1840.1' 

F. G. Edwards remarked that the statement needed 

confirmation. 
23. 

Whether the fact as stated is correct 

or not, it would seem that the two bodies had much in common, 

although the "King's Concerts" confined its attention to music 

over twenty years old. Obviously there was a considerable bias 

in favour of Handel, but music by Purcell, Corelli and Bach was 

also performed, and it could well be argued that it was 

stimulated and given initial momentum by the earlier society. 

At the end of Chapter I, we quoted the tribute made by 

Hughes to Pepusch, particular reference being made to his 

appreciation of early music. 
24.1 

conclude this chapter with 

a similar appreciation by H. W. Fred: 

"Pepusch, the musician-scholar deserves the 
recognition which was not conferred during his 
lifetime. Against the current of contemporary 
opinion Pepusch and his circle of friends of the 
Academy of Music pursued the study of and 
performed sixteenth century music while everyone 
else in England was charmed by the pathos of 
Italian opera. Most other men of his time failed 
to recognise the worth of Elizabethan composers and 
the beauty of the sixteenth century polyphony. We, 
who, with the benefit of historical perspective, 
are in agreement with Dr. Pepusch, owe him 
posthumous recognition for seeing what other men 
of his time failed to see. His study of ancient 
tracts on musical theory and the music of 
preceding periods qualifies him as a worthy 
pioneer of the scientific study of music - 
musicology. " 25. 
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CHAPTER III 

EIGHTEENTH CENTURY CRITICISM AND PEPUSCH 

As we have already gathered, Pepusch was not highly rated 

as a composer, and it seems to have been fashionable to sneer 

at his musical researches. Some of his research into early 

music certainly is tedious; but while making no attempt to 

whitewash him, it is well worth giving some consideration to 

the contemporary comments made, not only for the sake of the 

man himself but to gain further insight into the views which 

were prevalent at the time. Initially we can do no better 

than consider the opinions of our rival historians Burney and 

Hawkins. 

Let us consider Hawkins first. He refers to Pepusch's 

study of the "music of the ancients, " commenting that he had 

greater knowledge of the "ancient system" than perhaps any 

theorist since the time of Salinas, and states that at last 

Pepusch reached the conclusion: 

"that the science, instead of improving had for 
many years been degenerating, and that what is 
now known of it, either in principle or in 
practice, bears little proportion to that which 
is lost. Nevertheless, the persuasion wrought 
not so upon his mind, as to prevent him from 
the exercise of his inventive faculty, nor of 
directing his studies to that kind of composition 
which was best suited to gratify the public ear, 
as appears by the works published by him at 
different times. " 1. 

This raises a number of interesting points. The obvious 

question, assuming the report to be correct, is why, if 

Pepusch discounted contemporary music he continued to 

compose, and Hawkins, as we see, seems to anticipate this. 

One could of course, regard the last sentence as sarcasm on 

the writer's part, but both the historians seem to have taken 
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their accounts seriously, and in this context the popular 

eighteenth century technique seems to have been avoided. 

Another pertinent question is how long did Pepusch continue 

to compose? 1711 is the last date indicated in the 

bibliography of musical works published by J. Walsh for the 

publication of instrumental music, while his activities for 

the theatre seem to have extended from about 1715-29. Fred 

therefore concludes: 

"Assuming that he continued composing anthems 
and the like for Chandos until he left his 

employ in 1732, we can probably establish 
this as the time after which he composed 
little or not at all. " 2. 

Grove's Dictionary states that he was studying the ancient 

Greek writers even while at the Prussian Court, which seems 

rather surprising - one would expect him to be busy enough 

at that stage with contemporary practice; but also states 

that he consulted Abraham de Moivre about 1707. We are also 

reminded that the Academy was founded in 1725. It is clear 

then that Hawkins is correct, and that his enthusiasm for 

early music in no way inhibited him as a composer. Bearing 

in mind his obvious limitations in the field of composition, 

we may suppose that he relinquished it when he had nothing 

more to say. That he wanted to compose seems also fairly 

obvious, since composition was at no stage more than a 

relatively small part of his professional activity, and 

there is nothing to indicate that he was ever obliged to 

compose to live. Although the point may seem laboured, it 

is worth establishing that his views on the relative merits 

of early and contemporary music can hardly have been as 

extreme as is sometimes implied. Perhaps, like many of us, 
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he sometimes tended to express himself rather extravagantly, 

since John Wesley gives another example of the same sort of 

statement: 

"I spent an hour or two with Dr. Pepusch. He 
asserted that the art of music is lost; that 
the ancients only understood it in its 
perfection; that it was revived a little in 
the reign of Henry VIII by Tallys and his 
contemporaries, and also in the reign of Queen 
Elizabeth, who was then a judge and a 
patroness of it; that after her reign it sunk 
for 60 or 70 years till Purcell made some 
attempt to restore it; but that ever since, 
the true, ancient art, depending on nature and 
mathematical principles, had gained no ground, 
the present masters having no fixed principles 
at all. " 3. 

Although apparent rubbish, it is odd that the lapse of 

which he speaks is obvious enough in respect of English music. 

Perhaps, although an admirer of the Italian violin school, he 

resented the influence of Italian opera. If so, it would go 

far to explain the reservations he seems to have had about 

Handel. Certainly his own upbringing had been German rather 

than Italian. 

Obviously Hawkins approved of Pepusch's interest in early 

music, as we have seen by his comments on behalf of the Academy. 

Speaking of the appeal which Italian opera had at this time, he 

refers to the cantatas of Pepusch: 

".... Hr. Pepusch set to music six cantatas for 
a voice and instrument, the words whereof were 
written by bgr. John Hughes, and afterwards, six 
others by different authors. The several 
compositions contained in these two collections 
are evidently in the style of the Italian opera, 
as consisting of airs intermixed with 
recitatives, and he must be but very moderately 
skilled in music who cannot discover between 
them and the cantatas of Allesandro Scarlatti a 
very near resemblance. They were received with 
very much applause as the novelty of this kind 
of music could well entitle them to: but the 
remembrance of this work exists only in the 
cantata 'See from the silent groves, ' which is 
yet heard with delight. " !.. 
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It is interesting to note that Burney found them 

indebted to Gasparini rather than Scarlatti. Hawkins speaks 

of Pepusch's limitations as a composer, and implies, as we 

have suggested that he moved away from composition as a result 

of recognising his own limitations: 

"The abilities of Pepusch as a practical composer 
were not likely to become a source of wealth to 
him; his music was correct, but it wanted variety 
of modulation; besides which, Mr. Handel had gotten 
possession of the public ear, and the whole kingdom 

were forming their taste for harmony and melody by 
the standard of his composition. Pepusch, who soon 
became sensible of this, wisely betook himself to 

another course, and became a teacher of music; not 
the practice of any particular instrument; but music 
in the strictest sense of the word, that is to say, 
the principles of harmony and the science of 

practical composition; and this not to children or 

novices, but in very many instances, to professors 

of music themselves. " 5. 

Burney speaks of Pepusch's compositions in much the same 

sort of vein: 

"As a practical musician, though so excellent a 
harmonist, he was possessed of so little invention, 

that few of his compositions were ever in general 
use and favour, except one of his twelve cantatas, 
'Alexis, ' and his airs for two flutes or violins... 
Indeed, although only one cantata of the two books 
he published was ever much noticed, there is 
considerable harmonical merit in them all; the 
recitatives are in general good, and the counterpoint 
perfectly correct and masterly. " 6. 

Perhaps works of this type involving recitative appealed to 

the fashionable Burney more than some of Pepusch's other music. 

Hughes finds it strange that Burney did not know the Pepusch 

sonatas for violin, and comments: 

"A careful examination of these works does not lessen 
one's respect for the composer. They reflect, as one 
would expect, the great admiration of the composer 
for Corelli. There is a tendency towards an excessive 
use of sequence, which at moments becomes tiresome. " 7. 

We should note in passing that when Burney refers to airs 
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for "two flutes or violins" he is incorrect. These pieces 

are too low to be performed on flutes. 

To return to the cantatas, he expresses a preference for 

No. 5 of book II, suggesting that they are not in the style 

of Scarlatti "as has been suggested, " (one of his many sly 

digs at Hawkins), but rather that of Gasparini, " whose melodies 

were simple and whose modulations timid. " He suggests that 

Pepusch's most useful contribution was his "correct edition" 

of the sonatas and concertos of Corelli which was published 

in score in 1732. Earlier in the work Burney praises 

Gasparini's cantatas, and seems to suggest that Pepusch was 

indebted to them in at least one instance: 

"They are graceful, elegant, natural, and often 
pathetic; less learned and uncommon than those 
of Allesandro Scarlatti; but for that reason, 
more generally pleasing, and open to the 
imitation and pillage of composers gifted with 
little invention. There is a movement in his 
second cantata which would remind all who are 
acquainted with Dr. Pepusch's celebrated cantata 
Alexis of the air 'Charming sounds that sweetly 
languish. '" 8. 

It should be realised that "Alexis" and "See from the 

silent grove" refer to the same cantata. 

On the other hand, when reviewing, very unfavourably, an 

opera by Bononcini in 1720, Burney wrote: 

"The most elaborate air in this act seems Mi 
veggo solo, in which the tenor and violoncello 
are playing in division and in octaves through 
the whole movement; but there is little melody 
in the voice part, and the violins only mark 
the accents of each bar. The base to the last 
movement of Dr. Pepusch's Cantata, 'See from 
the silent grove, ' seems to have suggested 
this accompaniment. " 9. 

However, since this opera seems to have been a revival, 

having been performed in Rome in 1714, and as the accepted 
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date for the cantatas is 1716, the suggested influence would 

seem to be unlikely, although it is not impossible that new 

material was added to the production. 

Obviously Burney had a very low opinion of Pepusch as a 

composer, and regarded him as being without talent; so much 

so, that in his account of other musicians he persistently 

drew parallels, using Pepusch as a yardstick of what to 

avoid. Referring, for example to Galliard, he summarises 

his work in the following way: 

"This worthy musician who died in 1749 was 
certainly an excellent contrapuntist, but 
with respect to his compositions in general, 
I must say that I never saw more correctness 
or less originality in any author that I 
have examined of the present century, Dr. 
Pepusch always excepted. " 10. 

Poor old Pepuscht 

Yet there seems to be some inconsistency, since a little 

later he observes: 

"As to compositions for our national theatres, 
Pepusch and Galliard seem to have been wholly 
unrivalled till the year 1732. " 11. 

He suggests that after this they were replaced by Lampe 

and Arne: 

His reference to the Pepusch edition of Corelli is 

interesting in the light of the fact that in 1726, Geminiani 

took solos and sonatas by Corelli and adapted them as 

concertos for his own use. Burney, not surprisingly, 

disapproved, stating that the transformation was made by: 

"multiplying notes, and loading, deforming, I 
think those melodies, that were more graceful 
and pleasing in their light original dress. " 12. 

He continues with other derogatory remarks about Geminiani 

55 



as a composer and arranger. Perhaps the Pepusch edition 

may have been prompted by abuses of this sort. 

It seemed to Burney that in later years Pepusch sought 

only the reputation of a profound theorist, and perhaps this 

is fairly accurate. Yet the emphasis is oddly placed, as 

one might expect from a man of his time - artistic and 

scholarly, but with a strictly limited interest in past 

music. He speaks of Pepusch seeking help from De Moivre 

and George Lewis Scott, and comments that Pepusch bewildered 

himself and some of his scholars with everything that was 

"dark, unintelligible, and foreign to common and useful 

practice; " although he admits that Pepusch's knowledge in 

the field was extensive. He tells us that Pepusch only liked 

antiquated music, but concludes with a rare compliment: 

"Yet, though he fettered the genius of his 

scholars with antiquated rules, he knew the 

mechanical laws of harmony so well, that in 

glancing his eye over a score, he could by 

a stroke of his pen, smooth the wildest and 
most incoherent notes into a melody, and 
make them submissive to harmony; instantly 
seeing the superfluous or deficient notes, 
and suggesting a base from which there was 
no appeal. " 13. 

In this context, Hughes remarks that "the compositions of 

a theorist start life with a handicap. " This, of course is 

scarcely true in the case of Pepusch, since most of his 

compositions were produced before he seems to have made much 

of a reputation as a theorist. One may however agree that 

they have suffered subsequently as a result of the Pepusch 

image. It is not surprising to find a fairly violent reaction 

to Pepusch in Burney's writings. Commenting on the music of 

the seventeenth century, he speaks of "Gyles" and Ravenscroft, 
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wishing in "pure pedantry" to "revive the old perplexities, " 

and likens them to Pepusch; while later, considering a 

formidable list of composers including Bateson and Pilkington, 

says that he will spend little time on them, describing their 

work as "unmarked, unmeaning, and vapid! " He goes on: 

"It would be as vain for a cultivated and 
refined ear to hope for amusement in them 
as a plagiarist to seek for plunder. " 11+. 

Naturally one does not expect sympathy for Pepusch's 

research activities from someone holding views of this sort, 

particularly when, in the same work, we find much time and 

space devoted to the inadequacies and "crudities" which 

Burney discovers in the harmony of John Blow; followed by a 

mitigation of similar crimes by Purcell on the grounds that 

"errors of the press are innumerable, which must not be 

charged to his account. " I would stress that these comments 

do not really represent a criticism of Burney so much as a 

reminder that the whole spirit of the times tended to be 

against this sort of research. Occasionally, however Burney 

becomes even less tolerant. 

It has often been suggested that Pepusch was basically 

hostile to Handel, and if so, one would presumably attribute 

this to the fact that he was eclipsed by the master in terms 

of composition. A closer examination of the situation however 

reveals that this is less plausible than might be supposed. 

Pepusch, as we have already noted seems to have realised his 

limitations as a composer, and abandoned serious composition 

relatively early in his career; and at no time does it appear 

to have been his mainstay. Hawkins wrote: 

"The conduct of Pepusch was very different from 
that of Greene. Upon Mr. Handel's arrival in 
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England, he acquiesced in the opinion of 
his superior merit, and chose a track for 
himself in which he was sure to meet with 
no obstruction, and in which none could 
disturb him without going out of their way 
to do it. " 15. 

This would seem a correct assessment, except that Pepusch 

obviously continued to compose for a little longer than the 

statement might suggest. Burney however, comments: 

"Nor is it true, as has been asserted 'that 
he readily acquiesced in Handel's superior 
merit. ' Handel despised the pedantry of 
Pepusch, and Pepusch, in return, constantly 
refused to join in the chorus of Handel's 
praise. " 16. 

Once again, Burney is unable to resist the opportunity to 

criticise Pepusch, with the added bonus of being able to 

contradict his arch rival. He adds the following footnote: 

"After playing a lesson of Handel to him at 
the Charterhouse in the year 1747, I was 
sufficiently young and ignorant of the 

world to ask him how he likes that master's 
works? When all the answer I could obtain 
from him, to my silly question, was that he 
thought him 'a good practical musician. "' 17. 

However, instead of concentrating on what might easily be 

regarded as nothing more than a fit of pique, let us look at 

one or two facts. The fact that the Academy performed so much 

of Handel' s music might be thought significant in view of 

Pepusch's influence in this organisation, while perhaps equally 

important is the fact that Pepusch subscribed to editions of 

Handel's music. For example, he appears in the subscription 

list for no less than seven copies of "Atalanta, " which was 

published on 5th June, 1736. He also subscribed to "Arminio, " 

12th February, 1737, and "Giustino, " which was published on 

30th March, 1737. When "Faramondo" was published on 4th 

February, 1738, we find that Pepusch not only purchased a 

58 



copy, but that one was obtained for "Master Pepusch" - 

presumably Pepusch's son. 
18. 

The two musicians must have collaborated at Cannons to 

at least a limited extent, and we shall show that it is 

probable that Handel learnt something from a perusal of 

Pepusch's cantatas. P. H. Lang also makes an interesting 

point concerning J. C. Smith. Speaking of Pepusch, he writes: 

"He was a good, if not highly original 

composer, his influence on music of the 
Georgian era was considerable, and he was 
the first English musicologist - and one 
of the first in modern times anywhere - 
whose example undoubtedly spurred Burney 

and Hawkins in their efforts in musical 
historiography..... The two composers were 

. not on friendly terms, but that Burney 
goes too far in his judgement of that 
relationship, and that Handel esteemed 
Pepusch's qualities is proved by his 
entrusting part of the musical education 
of John Christopher Smith, Jr., whom he 
regarded almost as a son, to Dr. Pepusch. 
But more than that, he studied his quasi- 
rival's music. " 19. 

It also seems that on at least one other occasion the two 

collaborated as joint teachers. We see evidence of this in a 

letter written by Chandos to the Bishop of London on behalf 

of George Monroe in respect of the post as organist of the 

Chapel of the converted banquetting hall of Whitehall. 20. 

Here, the Duke speaks of Ylonroe's success under the joint 

tuition of Handel and Pepusch, and unless one assumes that 

he was indulging in a name-dropping exercise on the applicant's 

behalf, the point would appear to be clearly established. 

So far we have considered the opinions of the two leading 

historians of the day, but we now turn with some amusement 

to two pamphlets which illustrate the malicious pleasure 

taken in satire at this time. The first pokes fun at the 
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large quantity of music produced by Pepusch, at its 

relatively low appeal, and also at his academic aspirations. 

It appeared anonymously as a pamphlet in 1724, and according 

to Deutsch is a parody on Sir John Suckling's°The Session of 

the Poets" of 1637. The following extract is relevant: 

"First P(e)p(us)ch enter'd with majestick Gait, 
Preceded by a cart, in solemn State; 
With Pride he view'd the Offspring of his Art, 
Songs, Solos, and Sonatas load the Cart; 
Whose wheels and axletree, with Care dispos' d, 
Did prelude to the Musick he compos'd. 
The Gods soon own'd that if a num'rous Race 
Could claim in any Art the highest Place, 
His Quantity would never be despis'd, 
But Quality alone in Sounds was priz'd, 
He should be satisfy'd with his Degrees 
For new Preferment would produce New Fees. " 21. 

The second item for consideration is the famous or infamous 

pamphlet which was advertised in the "Daily Journal" of 18th 

March, 173+, which was entitled "Harmony in an Uproar. " 

Although purporting to come from "Hurlothrumbo Johnson, " the 

pamphlet is not by Johnson, and remains anonymous. It is, 

however a witty if rather laborious exercise written by an 

obvious supporter of Handel. A mock trial is included, with 

a satirical condemnation of Handel, who is charged with having 

"bewitch'd us for the space of twenty years past, " and the 

most relevant portion is given below. Clearly both Greene 

and Pepusch come under fire. 

"First then, Sir, - Have you taken your degrees? 
Boh! - ha, ha, ha: Are you a Doctor, Sir? ah, ah; 
A fine composer indeed, and not a graduate; fie, 
fie, you might as well pretend to be a judge, 
without having been ever called to the Bar; or 
pretend to be a Bishop, and not a Christian. 
Why Dr. Pushpin and Dr. Blue laugh at you, and 
scorn to keep you company; and they have vow'd 
to me, that it is scarcely possible to imagine 
how much better they compos'd after the 
Commencement Gown was thrown over their 
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shoulders than before; it was as if a 
musical - had laid hands upon them, and 
inspired them with the enthusiasm of 
Harmony. 
Secondly, Sir, -I understand you have never 
read Euclid, are a declar'd foe to all proper 
Modes and Forms, and the Tones of Musick, and 
scorn to be subservient to, or Ty'd up by 
Rules, or have your genius cramped. Thou God 
and Vandel to just Sounds! We may as well 
place Nightingales and Canary-Birds behind the 
scenes, and take the wild Operas of Nature from 
them, as allow you to be a Composer: An 
ingenious Carpenter, with a Rule and Compass, 
will succeed better in composition, thou 
finished Irregularity. " 

Later we read: 

"Dr. Pushpin affirms that you are no 
Mathematician; and Dr. Blue roundly asserts 
in all Companies, that you are quite void of 
the Spirit of Invention. " 

The allusion to Modes, Euclid and Mathematics are obviously 

designed to pin-point the unusual interests of Pepusch. The 

later attempts of the writer to comment effectively on "The 

Beggar's Opera" seem, however less convincing - no doubt he 

was severely hampered by the success of the work: 

"Indeed they made another small push, in 
bringing upon the stage one of the most 
execrable low Entertainments that ever was 
heard; it was received according to its merit, 
which enhanced the value of mine the more. " 22. 
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CHAPTER IV 

BURNEY AND HA. WIW S 

In connection with our examination of the merits of certain 

criticisms made by Burney, and Hawkins's attitude to early 

music, we may be justified in devoting more thought to their 

relative merits as critical historians. Initially one may 

tend to feel sympathy with Burney. He was a musician and 

scholar who had travelled far both literally and metaphorically 

in pursuit of his quest. He was a man of his time, and had a 

refreshing confidence in and enthusiasm for contemporary music 

and taste which contrasts sharply with the uncertainty and 

uneasiness of our own time. He was also possessed of considerable 

personal charm. In contrast, Hawkins lacked any professional 

musical training, and was not an easy person to get on with. We 

gather that he was only too apt to be subject to fits of temper 

and prejudice. In spite of this, we notice with interest that 

his assessment of earlier music has much in common with our own. 

Burney seems to have been a conscientiously fashionable man, which 

clouded his judgement in certain respects. 

It may not be generally known that Burney wrote a lengthy and 

at times vicious satire on Hawkins, although this was never 

published, and a brief consideration of some parts of it should 

prove both amusing and informative. Certainly it shows Burney 

in a somewhat unexpected light. There must have been some 

element of rivalry between them, and their opinions show that 

there was bitter disagreement. Clearly Burney's feelings ran 

high, although one must make allowances for the conventions of 

eighteenth century satire which were vitriolic, merciless, 
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sometimes tasteless and often very funny. 

The satire survives in the original -a 7L. -page book in 

Rylands Library, Manchester, and it is called "The Trial of 

Midas the Second, or Congress of Musicians. " We may remind 

ourselves that Apollo decorated Midas with a pair of asses 

ears for liking the music of Pan better than the Lyre. A 

brief account and discussion of the content has also been 

l' 
provided by the former assistant librarian, W. Wright Roberts, 

who commented: 

"Little wonder that Burney wrote his satire. 
Here in 1776, four months after his own first 

volume, there came at a blow these five tomes 
of Hawkins, praising what he despised, 
attacking his most cherished predelictions. 
In the name of Italian art, if only in private, 
he must lash this Goth, this dusty antiquarian 
of music. " 2. 

Hawkins is described as "eager with fire and faggot to 

pursue whate'er is graceful, elegant and new. " He is attacked 

at a personal level, and allusions are made to the fact that 

he is not a musician by profession, that he has independent 

means as a result of his marriage, and that he is a magistrate. 

"Let him by Laws of Harmony be tried 
No, no! He's no musician one and all reply. " 

Lest this subtle allusion be lost on the reader, we find on 

the facing page the following footnote: 

"A History of music by any but a professor of 
the Science, may possibly be looked on as a bold 
undertaking: and it may appear not a little 
strange that one, who is perhaps better known to 
the world as occupying a public station, than as 
a writer, should choose to be the author of a work 
of this kind, and for which the course of his 
studies can hardly be supposed to have in any 
degree qualified him. " 3. 

We see the aforementioned allusion to the money which came 

from his wife in the following extract, which also refers 
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unambiguously to his association with the Academy of 

Ancient Music. 

"For these his spouse's rich possessions, 
thank her, 

Enroll and fit him for the Crown and 
Ancor, (sic) 

That sweet society, which so excells 
In madrigals, motets and old Cibels! " 4. 

Burney has previously alluded to his love of early music, 

on that occasion making the additionally offensive suggestion 

that this was due to ignorance. 

"For though the blood be black which 
fills his heart 

yet ignorance in his awards has part; 
False principles and prejudice combine 
to thwart his purpose, if he will design 
For he alas! long since so stuffed his head 

with all such reading as was never read; 
with canons, madrigals, motets and fugues, 

with Points, Conundrums, and such useless drugs, 

so oft in cobwebs poked his nose and broom, 
For good in house and head he left no room. " 5. 

Later we read: 

"Resolv'd however between the scourging hours 
To exercise his alphabetic pow'rs, 
To public places he would never steer 
lest modern music should corrupt his Ear. 
Holding it better from his proper thoughts 
To guess its vices and record its faults. " 

As an antidote to the scourging Hawkins received from Burney, 

we may turn to the account of Sir John's life which is given in 

the 1853 edition of his history. This is obviously biased in 

his favour as one might expect, but while it must be taken with 

more than a grain of salt, we must remember that if we take into 

account the fact that the note endeavours to show Hawkins in a 

favourable light, we must also remember that Burney was trying 

even harder to accomplish the reverse. 

It may be contended that we have wandered far from the 

original topic, but the quarrel was largely a professional one, 

and both the character and the professional ability of the two 
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writers is significant not only in respect of their 

assessment of Pepusch, but in respect of the insight they 

give us of the attitudes which were prevalent at the time. 

As stated, Hawkins received a considerable fortune from 

his wife, and when her brother died in 1759, a second one 

was added. According to Hawkins' daughter, a sister who 

was alienated was left only £500: 

"Who by representing the injustice of this 
act, and by adding entreaty to argument 
prevailed on him to make a more equitable 
distribution of his property, and an equal 
division was the consequence. We lost by 
this more than £1,000 a-year; but our gain 
is inestimable, and we can ride through a 
manor gone from us with exultation. " 6. 

This seems to ring true. Expressed in those terms, it 

does not sound like a self-opinionated person trying to 

impress. Not only does it seem to belie the mean image of 

Hawkins which survives, but this response from his daughter 

does not suggest a mean upbringing either. Similarly, one 

may contrast the references which are made to his work as 

a magistrate: Burney says: 

"And now the work whereon his thoughts grew serious 
Was interrupted by a post imperious 
for not alone a whipping post, but stocks 
He now presided over all the locks. 
And had he shown indifference or dislike 
To lay the lash well on or terror strike 
To sorry girls who Letchers substance waste, 
It might evince for powr, a want of taste. +8 7. 

We may contrast this with the following quotation from the 

1853 edition of the Hawkins History: 

"Here his independant spirit and charitable 
disposition were manifested. Acting as 
magistrate, he first refused the customary 
fees, but finding that this generous mode 
of proceeding rather increased the litigious 
disposition of the people in his neighbourhood, 
he altered his plan, took what was his due, but 
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kept the amount in a separate purse, and 
at fixed periods consigned it to the 
clergyman of his parish, to redistribute 
at his discretion. " 8. 

While this might not be thought inconsistent for a man 

who loved power for its own sake, it would appear that his 

efforts could be seen to have been directed to good ends. 

His "Observation on the state of the highways, and on the 

Laws for keeping them in repair" included the draft of his 

proposed act of Parliament, which was afterwards passed, 

while his work on behalf of his Parish of St. Andrew's 

Holborn led to his being presented with a silver cup valued 

at X30.9" 

That he declined to stand for Parliament when pressed 

suggests that he was not as "subservient" as Boswell suggests. 

Whether supremely popular or not, he had a distinguished circle 

of friends, which included Handel, Stanley, Cooke and Boyce, and 

was on intimate terms with Dr. Johnson. From the literary 

point of view there is surely some significance in the fact 

that he was asked by Oxford University to provide notes for 

the new edition of Sir Thomas Hanmer's Shakespeare, and later 

for the Johnson - Stevens edition of 1773. This accords ill 

with the oft-repeated statement "Sir John Hawkins, it is true 

loses nothing; and for the best of reasons. Sir John has 

nothing to lose. " 10. 
The impression we always receive from 

contemporaries is that Hawkins was an exceedingly unattractive 

person, and this is summarised by Scholes, who tries to 

redress the balance: 

"Hawkins was not, as was his acquaintance and 
rival, Burney, a lovable character. 'Anything 
but' - to judge by the pungent verdicts left 
by those who knew him best. 'As to Sir John, ' 
said Johnson, 'why I really believe him to be 
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an honest man at the bottom; but to be 
sure he is penurious, and he is mean, and 
it must be owned that he has a degree of 
brutality and a tendency to savageness 
that cannot easily be defended. ' Malone 
spoke of his 'malignancy, ' and so did 
Dyer. Reynolds called him 'mean and 
grovelling. ' Percy said he was 
'detestable. ' His neighbour, Walpole, 
more generously maintained that he was 
'a very honest moral man, ' and then 
spoilt it with a 'but' to the effect that 
he was 'obstinate and contentious. ' 
Jeremy Bentham, an early friend, lived to 
say, 'Sir John was a most insolent, 
worthless fellow. ' Yet with all this 
when we come to collect the evidence we 
find Hawkins to have been a man of 
considerable public spirit, and certainly 
a hard and conscientious worker..... There 
was at least something good about a man 
whose list of acquaintances was as long 
as his daughter shows it to have been, and 
of whom a secretary of State could assert 
that he was 'the best magistrate in the 
kingdom. "' 11. 

Having commented on Hawkins's office as a magistrate, 

and accused him of vindictiveness, Burney then draws the 

obvious musical parallel: 

"On Laws of Science, Taste and Wit you've 
trampl'd 

with fury fell, and malice unexampled; 
the dearest sons of fame have tried to slay 
In such Felonious, such a murd'rous way, 
Thats precedents no human Laws provide (The Romans long had none for parricide. ) 12. 

Wright Roberts alludes to this when he speaks of the 

passage where "Fair Renown" burst into tears as she recalls 

the fate of her sons at the hand of Hawkins, who is accused 

of defaming certain composers. He continues: 

"Today the list reads strangely; half these 
names sleep undisturbed in Grove; rarely 
indeed do we hear a note of the music of 
those who bore them. And the names of course 
are mostly Italian, or belonging to the 
Italian schools. " 13. 
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The composers named in this context are Allegri, 

Palestrina, Boccherini, Haydn, Vanhall, Abel, Bach, 

(presumably one of the sons) Giardini and Fischer. The 

author also complains that Hawkins is scanty in his 

treatment of the Scarlattis, and that of Vinci, Graun, 

Durante, Stamitz, Ferrari, Schobert and Mondeville "he 

never heard, or hearing could not feel. " Earlier, Hawkins 

is accused of slandering Stillingfleet and Gay and of 

attacking Hasse and Adami: One sees the force of Wright 

Roberts's comment when considering this list, although 

perhaps one should make some allowance for the possibility 

that the choice may also have been suggested by the metre 

and rhyme of the piece'. So the author, like "Fair Renown" 

is: 

"Complaining of a certain scribe Malign 
Unlicens'd by the God or Muse Divine; 
Unauthoris'd by judgment, Talents, Taste, 
Unprincipled in present lore or past; 
Without an ear to hear or soul to feel, 
without a mask his malice to conceal. " 1lß. 

We see, however a more serious criticism of those who would 

condemn contemporary music in Burney's History which may well 

have been specifically directed against Hawkins: 

"Specimens of the difficulties abounding in 
the compositions of the Golden age of 
Queen Elizabeth, shall be laid before the 
musical reader, in order to invalidate the 
vulgar cant of such as are determined to 
blame whatever is modem, and who, equally 
devoid of knowledge and feeling, reprobate 
as trash the most elegant, ingenious, and 
often sublime compositions, that have ever 
been produced since the laws of Harmony 
were first established. " 15. 

Although not strictly pertinent to the present discussion, 

one can but include the conclusion, reached by the author with 
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obvious relish, that Hawkins could have been forgiven for 

ignorance and stupidity if only he had beennice about it! 

"Had you for social virtues been belov'd 
Your Book, tho' bad, a milder fate had prov'd. 
And, tho' your Frailties long have been reveal'd, 
A noble work your pardon would have seal'd: 
Learn hence, ye scribes! The World can never 

brook 
At once a hated Ilan, and worthless Book. " 16. 

Briefly the narrative is as follows. Apollo is besieged 

by a crowd who complain of a "malign scribe, " and he directs 

that a trial be held. Boyce is elected judge, and the 

witnesses are "personified abstractions, " 17. 
such as the 

aforementioned "Fair Renown, " and "Science, " an old woman who 

says that Hawkins has no real knowledge of her laws, - "chaos 

is come again. " Only the Psalmodist and the Antiquarian 

witnesses offer him any support. He is, of course, found 

guilty, and sentenced to be drowned in effigy along with his 

book in the Fleet Ditch. The satirist unwilling to miss such 

an opportunity, comments: 

"Tho' hard it seems such buoyant things to drown, 
(no reader ever yet could get them down) 
Yet spite of Cobwebs, Sweepings, Idle Stories, 
Foundations weak of Midas' future Glories, 
with so much lead about him & his work, 
They must have sunk in jackets made of cork. " 18. 

It is interesting to note that in our final quotation Burney 

apparently indulges in a little wishful thinking. 

"Some critics say with taunting insults bitter 
That both his head and work are in a litter; 
and yet of Tales Antique no one Recorder 
Did e'er so bravely combat with Disorder. 
Witness the Books, the Chapters, and Divisions, 
The proofs, Revivals, Changes, Circumcisions. 
Witness what want of sleep, as waste of oil 
Precede the Consummation of his Toil! 
But 'tis a world incurably diseas'd 
Thus, by His Rules, will ne'er be taught or 

phras'd, 
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So, let 'em perish' He'll no more admonish 
or try again the learned to astonish. 
No new Impression of his Volumes Five 
Shall e'er be seen by Mortals now alive; 
Nor shall their offspring e'er be plagued 

or teas'd 
with what their ancestors so much displeased - 
At you, iuly lord he'll now for Judgmt. look - 
Do what you will with Him, his Fame, and Book. " 19. 

The suggestion that the book had no future is interesting. 

Initially it appears that the Burney history had a very 

damaging effect on the sale of Hawkins' s book. Half a century 

later things had changed in a surprising way. If the evidence 

of the 1853 edition of the Hawkins History is to be believed, 

the publication of Burney's first volume proved disasterous 

to his rival, and the effect of the catch which appeared at 

the time was even worse - like many examples of topical trivia 

it appears to have caught the imagination of the public. The 

music was by Dr. Callcott, and the origin of the words is 

unknown. 
20. 

In the 1853 edition, the narrator of the life 

of Hawkins suggests that the fact that Burney was a "Professor" 

meant that the work of the amateur was subsequently ignored 

and continues: 

"The fate of the work, however, was decided at 
last, like that of many more important things, 
by a trifle, a word, a pun. A pun condemned 
Sir John Hawkins's sixteen years of labour to 
long obscurity and oblivion. " 

Having quoted the catch, the writer then continues: 

"Burn his history was straightway in everyone's 
mouth; and the bookseller, even if he did not 
literally follow the advice, actually 'wasted' 
as the term is, or sold for waste paper some 
hundred copies, and buried the rest of the 
impression in the profoundest depths of a damp 
cellar, as an article never likely to be called 
for; so that now hardly a copy can be procured 
undamaged by damp and mildew. " 21. 

The writer goes on to say that the book was regaining 
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popularity. As to the truth of the last quotation, we may 

consider that such a statement might not be considered a 

selling point, and could well be correct; while the 

assertion that popularity was regained is borrn out by the 

fact that a new edition was considered a viable commercial 

proposition. Only the first volume of Burney ever reached 

a second edition until our own century, while the Hawkins 

book had its first edition in 1776, a second in 1853, and a 

third in 1875. What in fact are their relative merits? 

Wright Roberts gives us a lead. He sees Burney as a 

fashionable man and therefore pro-Italian. A man who saw 

the music of his own time as the best -a healthy attitude 

in a musician but less desirable in a historian. He points 

out that Burney devotes about three hundred pages to Italian 

opera but gives only a bare list of Handel's oratorios. The 

choruses in the oratorios are regarded as survivals of a 

bygone era. Choral polyphony was "Gothic and outworn. " He 

slights the madrigalists and praises Purcell while lamenting 

that the latter lived in barbarous times. Bach receives only 

a few sentences. Roberts points out that in contrast Hawkins 

included "a decent account" of Lully, a better proportioned 

account of Handel, although less rich in detail, and that he 

was "more coherent" on Bach, quoting from his work. In fact, 

he comments quite correctly that in mass and quality his 

musical quotations put Burney in the shade. 

To redress the balance it is appropriate to point out that 

as an amateur, Hawkins seems at times to get hold of the 

wrong end of the stick. He states in connection with his 

consideration of Handel's anthems that Handel "disdained all 
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imitation, " and looked with contempt on the "pure and 

elegant" models of Palestrina and Allegri; as well as the 

chamber cantatas of Cesti or Agostino, "for these he thought 

and would sometimes say" were stiff, and lacked "sweetness of 

melody. " Even less, he continues, did this composer imitate 

"those milder beauties" to be found in the anthems of Tallis, 

Byrd, Gibbons, Wise, Humfrey, Blow or Purcell. In view of 

the way in which Handel was influenced by a mixture of English 

and continental styles, it is clear that this is a most 

misleading statement. In the context of Bach, we may also 

notice that the aforementioned quotation is part of the theme 

and two variations of the Goldberg Variations, and that this 

marathon of ingenuity iss dismissed with the comment: "The 

following composition is among his lessons above mentioned. " 

Since no further light is shed on it one wonders what the 

reader is supposed to gain from its inclusion. It should be 

pointed out for the benefit of the reader who refers to the 

Dover reprint of the 1838 edition of the Hawkins "History" 

that in this later edition only the theme is quoted. However, 

Roberts comments that Hawkins explores some of the highways 

and byways more thoroughly than Burney, and summarises the 

man's insatiable curiosity as follows: 

"In leisured ease he wrote a history of the 
art he had always loved, not with his rival's 
busy professional devotion, but with the 
dogged fondness of the enlightened amateur 
who has strong antiquarian instincts. He 
did not travel, but acquired valuable texts 

and authorities from the dispersed music 
library of Dr. Pepusch. " 22. 

The 1853 edition states that he bought the theoretical books 

from the library of Pepusch, and that after publishing his 
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