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For Sonia



The application of the following slight anecdote, may, perhaps, be in favour of the
work:—it happened, that Messrs. Boyce and Arne met one morning in Mr Garrick’s
parlour, before they acquired academical degrees. Talking of music, Mr Arne remarked,
that, when he took up a score, he looked for the faults in the first place, and, if they were
numerous, he laid it aside. “You may be right,” said Mr. Boyce, “although I differ from
you; where I find many beauties, I wish to see no faults.”

John Stafford Smith, Remarks on the Various Compositions;

Musica Antiqua (Preston, 1812), p. 11.



TABLE OF CONTENTS

List of Illustrations xii....................................................................................................................................

List of Colour Plates xiii................................................................................................................................

List of Tables xiv.............................................................................................................................................

List of Musical Examples xv.........................................................................................................................

Acknowledgements xvi.................................................................................................................................

List of Abbreviations xviii.............................................................................................................................

Note concerning monetary value 1825–6 xviii...........................................................................................

Editorial Practice xviii...................................................................................................................................
Introduction xix...................................................................................................................................................

Chapter 1: 1
Prologue: The Image of Convivial Song

Part I: Clearly Visible ................................................................................................................................15
Chapter 2: .......................................................................................................................................................16
Provenance and Corroboration

2.1. Print, Sketch, and Other Evidence ............................................................................................16

2.2. Minutes Books and Henry Ward...............................................................................................18

2.3. Local Newspapers .......................................................................................................................19
Chapter 3: .......................................................................................................................................................21
Evidence in writing

3.1. John Marsh ...................................................................................................................................21
3.1.i. Canterbury: a sure foundation for a Catch Club ......................................................................22

3.1.ii. The Club at The Prince of Orange; Thomas Goodban (Senior) ............................................23

3.1.iii. Canterbury Catch Club Personalities.......................................................................................23

3.2. Richard John Samuel Stevens ....................................................................................................24

3.3. Charles Dickens ...........................................................................................................................26

3.4. Percy Scholes ................................................................................................................................28

3.5. William Thackeray ......................................................................................................................29
Chapter 4: .......................................................................................................................................................31
The Membership

4.1. From Inclusive Tavern to Exclusive Club ................................................................................31

4.2. Masculinity Matters.....................................................................................................................35
4.2.i. Conspicuous Consumption .........................................................................................................35

4.2.ii. Dress and Display ........................................................................................................................37

4.3. Occupation and Class..................................................................................................................40
Chapter 5: .......................................................................................................................................................45
The Club Room



5.1. Decoration and Ornament..........................................................................................................45

5.2. Chandelier, Motto, and the Royal Arms ..................................................................................46

5.3. Portraits ........................................................................................................................................47
Chapter 6: .......................................................................................................................................................51
A Performance of Class

Part II: Indistinctly Sketched....................................................................................................................55
Chapter 7: .......................................................................................................................................................56
“A Trivial and Degrading Business”

7.1. John Marsh accounts ...................................................................................................................58

7.2. Newspaper accounts ...................................................................................................................60
Chapter 8: .......................................................................................................................................................62
Musicians at the Catch Club

8.1. The Early Years ............................................................................................................................62

8.2. Thomas Goodban.........................................................................................................................63
8.2.i. Orchestra management ................................................................................................................64

8.2.ii. A Transactional Relationship .....................................................................................................64

8.2.iii. Orchestra Mutiny........................................................................................................................67

8.2.iv. The Fall and Rise of Thomas Goodban....................................................................................69

8.2.v. Thomas Goodban, Music Educator ...........................................................................................70

8.3. William Henry Longhurst ..........................................................................................................75

8.4. A Collective Conclusion .............................................................................................................75
Chapter 9: .......................................................................................................................................................78
Musicians in the Cathedral

9.1. Lay Clerks’ Pay and Conditions ................................................................................................79
9.1.i. Statutes............................................................................................................................................79

9.1.ii. Pay, Pensions, Penalties, and a Parliamentary Petition ..........................................................80

9.1.iii. A brief digression on dismissal.................................................................................................82

9.1.iv. Lay Clerks and Minor Canons: Class Distinction in Statute and Pay .................................84

9.2. On Choristers ...............................................................................................................................88

9.3. Cathedral Music in 1826 .............................................................................................................91
9.3.i. Catalogue evidence.......................................................................................................................92

9.3.ii. Samuel Wesley..............................................................................................................................94

9.3.iii. John Jebb ......................................................................................................................................96

9.3.iv. A Canterbury contribution ........................................................................................................97

9.4. “Between the Church and the Play-house” .............................................................................97

9.5. Sacred and Secular Musicians..................................................................................................100

viii Table of Contents



9.5.i The Goodban Clan .......................................................................................................................100

9.5.ii. Thirteen Lay Clerks ...................................................................................................................101

James Shrubsole...................................................................................................................102

William Loop........................................................................................................................102

Thomas Halsey ....................................................................................................................103

Edward Pillow .....................................................................................................................103

Highmore Skeats .................................................................................................................106

Thomas William Halsey .....................................................................................................107

Edward Nicholson...............................................................................................................108

Samuel Newington..............................................................................................................108

Thomas Evance Jones..........................................................................................................109

Stephen Elvey.......................................................................................................................110

Castle Kempton ...................................................................................................................111

Charles Henry Dobson ......................................................................................................112

James Shoubridge................................................................................................................113

9.6. Another Collective Conclusion..............................................................................................114
Part III: Out of Sight.................................................................................................................................117

Chapter 10: ...................................................................................................................................................118
“Present Absences”

10.1. The Archive............................................................................................................................119

10.2. The Concert Records.............................................................................................................122

10.3. A very contemporary music................................................................................................127
Chapter 11: .................................................................................................................................................130
Repertoire

11.1. Instrumental Music .................................................................................................................130

11.2. Vocal Music ..............................................................................................................................135
11.2.i. Glees............................................................................................................................................135

11.2.ii. Catches.......................................................................................................................................156

11.2.iii. Theatre Music ..........................................................................................................................166

11.3. Conclusion ................................................................................................................................175
Chapter 12: ...................................................................................................................................................177
Epilogue: Perspectives 

12.1. A Historical Perspective .........................................................................................................177

12.3. A Performance Perspective ....................................................................................................180

12.2. A 21st-century Perspective.....................................................................................................187

12.4 A Final Perspective...................................................................................................................189

Table of Contents ix



Appendices.........................................................................................................................................................191

A: The Catch Club Print – key & corroborative information ...........................................................192

B: A description copied from a manuscript, by Mr Welby, 1875 ....................................................196

C: The Goodban Subscription...............................................................................................................199
D.1: Extracts from the Catch Club Minutes recording the Subscription.....................................................................199

D.2: Goodban’s response....................................................................................................................................................200

D: Samuel Sebastian Wesley: Preface to the Service in E ...................................................................201
E.1: Part 1 The Musical Times, Vol. 48, No. 776 (Oct. 1, 1907), pp. 662-664 ...............................................................201

E.2: Part 2 The Musical Times, Vol. 48, No. 778 (Dec. 1, 1907), pp. 797-799...............................................................205

E: Glees performed in the 1825–6 season, by frequency of performance.......................................210

F: Music I: Glees & Madrigals ..............................................................................................................213
F.1: Arne, Thomas (1710-1778): The Emperor Adrian, Dying, to his Soul .................................................................213

F.2: Arne, Thomas (1710-1778): Punch, An Emblem of the Meaning of Life .............................................................215

F.3: Agerbury, Luffman (1735–1796): Now Round the Board .....................................................................................218

F.4: Bennet, John (1575–1614): When As I Look’d..........................................................................................................221

F.5: Bishop, Henry Rowley (1786–1855): Mynheer Vandunck.....................................................................................223

F.6: Callcog, John Wall (1766-1821): The May Fly..........................................................................................................232

F.7: Callcog, John Wall (1766-1821): The Red Cross Knight.........................................................................................236

F.8: Callcog, John Wall (1766-1821): Thou Art Beautiful, Queen of the Valley..........................................................241

F.9: Callcog, John Wall (1766-1821): When Arthur First in Court Began ...................................................................248

F.10: Cooke, Benjamin (1734-1793): If the Prize You Mean to Get.................................................................................251

F.11: Goodban, Thomas (1784–1863): Charter Glee.........................................................................................................253

F.12: Goodban, Thomas (1784–1863): The Mogo — Harmony and Unanimity ..........................................................265

F.13: Harington, Henry (1727-1816): Goody Groaner .....................................................................................................269

F.14: Harington, Henry (1727-1816): What Shall We Sing Now Here Are Three? ......................................................271

F.15: Herschel, Friedrich Wilhelm (1738–1822): The Echo Catch ..................................................................................273

F.16: Horsley, William (1774-1858): Lo! On Yon-Resounding Shore.............................................................................276

F.17: Longhurst, William Henry (1819-1904): All Hail to Thee, Britain........................................................................284

F.18: Longhurst, William Henry (1819-1904): The Fairies ..............................................................................................292

F.19: Marsh, John (1752–1828): The City Feast .................................................................................................................308

F.20: Palmer, Henry (d. 1854): The Gypsies......................................................................................................................313

F.21: Paxton, Stephen (1735-1787) Sonnet Spoken in the Character of Werter ............................................................319

F.22: Sacchini, Antonio Maria Gasparo (1730–1786): How Shall We Mortals Spend Our Hours? ...........................323

F.23: Smith, John Stafford (1750–1836): Flora Now Calleth Forth Each Flow'r ...........................................................327

F.24: Smith, John Stafford (1750-1836): Sleep Poor Youth ..............................................................................................334

F.25: Webbe, Samuel (1740-1816): Discord, Dire Sister ...................................................................................................339

F.26: Webbe, Samuel (1740-1816): My Pocket’s Low.......................................................................................................343

F.27: Webbe, Samuel (1740-1816): Ode to Liberty............................................................................................................348

F.28: Webbe, Samuel (1740-1816): On His Deathbed Poor Lubin Lies..........................................................................354

F.29: Webbe, Samuel (1740–1816): Threnodia...................................................................................................................356

F.30: Webbe, Samuel (1740-1816): When Shall We Three Meet Again? ........................................................................362

F.31: Webbe, Samuel (1740-1816): When Winds Breathe Soft ........................................................................................365

F.32: Weelkes, Thomas (1576–1623): Like Two Proud Armies.......................................................................................383

F.33: Young, Paul (b. 1961): New Year Rhymes................................................................................................................389

x Table of Contents



G: Music II: Catches................................................................................................................................392
G.1: Blow, John (1648/9-1708): Ring the Bells..................................................................................................................392

G.2: Hayes, William (1708-1777): As Sir Toby Reel’d Home (original)........................................................................393

G.3: Hayes, William (1708-1777): As Sir Toby Reel’d Home (arranged) .....................................................................394

G.4: Hayes, William (1708-1777): On a Puritan, Drunk .................................................................................................398

G.5: Nicholson: Miss Kate took John's Oboe ...................................................................................................................400

G.6: Nicholson: My Lady at Tea ........................................................................................................................................402

G.7: Nicholson: The Three Beggars...................................................................................................................................403

G.8: Webbe, Samuel (1740-1816): As Thomas Was Cudgell’d One Day by his Wife (original) ................................404

G.9: Webbe, Samuel (1740-1816): As Thomas Was Cudgell’d One Day by his Wife (arranged)..............................405

H: Music III: Music Theatre Pieces .......................................................................................................410
H.1: Bishop, Henry (1786–1855): The Pilgrim of Love ...................................................................................................410

H.2: Shield, William (1748–1829): The Wolf ....................................................................................................................413

H.3: Von Weber, Carl Maria (1786–1826): Der Freischür; Huntsmen’s Chorus (complete)....................................417

I: Officers’ Papers No 5: Memorial on the state of cathedral music in England, c. 1841. ...........419

J: Complete list of concert programmes 1825–6 season...................................................................424

K: Xantippe ..............................................................................................................................................440
Notes ....................................................................................................................................................................441

References 459...........................................................................................................................................................

Index 465....................................................................................................................................................................

Table of Contents xi



List of Illustrations

1-1: Thomas Mann Baynes: The Canterbury Catch Club (1826) (Printed by Henry Ward, 1826). Lithograph, 51.2 x 62 cm. © 
Canterbury Museums and Galleries, CANCM:10840.1 ..............................................................................................................................2

1-2: Robert Dighton: A Catch; Une Chansone>e (Printed in London by Bowles & Carver, 1785-1786) Hand-coloured mezzotint on 
paper, 354.5 x 24.7 cm. London, British Museum, 1935,0522.1.76 © The Trustees of the British Museum ........................................3

1-3: Dighton: A Glee; Une Allegresse (Printed in London by Bowles & Carver, 1786) Hand-coloured mezzotint on paper, 35.3 x 25 cm.
Courtesy of The Lewis Walpole Library, Yale University; lwlpr31071 .....................................................................................................3

1-4: Anon: Glee Singers (1818). Hand-coloured lithograph on paper, 22.7 x 33.4 cm. London, British Museum, 1878,1012.382 © The 
Trustees of the British Museum ......................................................................................................................................................................5

1-5: Gillray: The Rt. Honble. Catch Singers (Printed in London by William Humphrey, 1783) Etching; sheet 26 x 35 cm. Courtesy of 
The Lewis Walpole Library, Yale University; lwlpr05192...........................................................................................................................7

1-6: Rowlandson: An Old Catch, Newly Revived (Published by Thomas Tegg 1809) Hand-coloured etching, 23.5 x 34.2 cm. 
Courtesy of The Lewis Walpole Library, Yale University; lwlpr10959 .....................................................................................................8

1-7: Rowlandson: The Delights of Love – A Family Catch (Published by S.W. Fores, 1804) Hand-coloured etching on wove paper, 
24.6 x 34.7 cm. Courtesy of The Lewis Walpole Library, Yale University; lwlpr10546.........................................................................10

2-1: Artist unknown: Sketch/key of Canterbury Catch Club print (n.d.) © Canterbury Museums and Galleries, CANCM: 10840.2..16

3-1: Cruikshank: A Harmonic Meeting 8 February 1836, Etching on copper; 11.5 x 9.1 cm, vigneged.....................................................27

4-1: 1807 Map of Canterbury (Published in London by Vernon, Hood, and Sharpe, Poultry; 1807) Engraved by G. Roper, drawn by 
G. Cole under the direction of E.W. Brayley to accompany The Beauties of England and Wales. ..........................................................34

4-2: Artist Unknown: The Whole Art of Dress! Frontispiece 38..............................................................................................................................

4-3: Artist Unknown: The Whole Art of Dress! Stocks; Neckclothiana and Hats 39.................................................................................................

4-4: George Cruikshank: The British Bee Hive (Printed in London by William Tweedie, 1867) Etching on paper, 28.4 x 22 
cm. London, British Museum, 1977,U.1456 © The Trustees of the British Museum 42............................................................................

9-1: Artist Unknown: Title Page for Ward’s Canterbury Guide (1843) ..........................................................................................................78

10-1: Callcog Anthology Subscribers map..........................................................................................................................................................120

10-2: First page of Canterbury Catch Club Concert Records. Single sheet of paper in bound volume  with full parchment cover, 20.5 
x 17 cm.; Ca-Ca-Cl Order Book, p. 1; Reproduced courtesy of the Chapter of Canterbury...............................................................123

11-1: George Smart, The Vocal Pocket Companion: Title card. (London: Music Warehouse, corner of Argyll Street, Oxford Street, 
1789) Cards 8.2 cm x 12.3 cm in case. Courtesy of The Lewis Walpole Library, Yale University; Call No., 74 790 V85................161

12-1: The last of William Henry Longhurst’s Concert Programmes. Single sheet of paper in bound volume, 21 x 13 cm. Courtesy of 
Kent Libraries, Registration and Archives – Canterbury Library..........................................................................................................177

12-2: Banquet card, 14 October 1889, card, 13 x 19.2 cm . Call ref.: “Menus from Civic Banquets, 19th and 20th century”. Courtesy of 
Kent Libraries, Registration and Archives – Canterbury Library..........................................................................................................180

12-3: John Wall Callcog: The May Fly, first section; reproduced courtesy of the Chapter of Canterbury................................................184

12-4: Samuel Webbe: As Thomas Was Cudgell’d, opening bars; reproduced courtesy of the Chapter of Canterbury...........................185



List of Colour Plates

1-1: Gillray: Anacreontick’s in Full Song 
(Printed in London by Hannah Humphrey, 1801)  Hand-coloured etching with aquatint on paper, 24.2 x 
31.3 cm. Courtesy of The Lewis Walpole Library, Yale University; lwlpr35818

1-2: Gillray: A Li>le Music, or, The Delights of Harmony
(Printed in London by Hannah Humphrey, 1810)  Hand-coloured etching with aquatint on paper, 25.8 x 
35.8 cm. Courtesy of The Lewis Walpole Library, Yale University; lwlpr11263

1-3 Rowlandon: How Shall We Mortals Spend Our Hours?
(Published by Thomas Tegg 1809) Hand-coloured etching on paper, 23.4 x 32.2 cm. Courtesy of The Lewis 
Walpole Library, Yale University; lwlpr10959

1-4 Rowlandson: Lyric Repository (Frontispiece)
(Printed in London by J. French, 1787) Hand-coloured leger press etching on paper, 16.3 x 21 cm. London, 
British Museum, 1880,0911.2051 © The Trustees of the British Museum

5-1 Artist Unknown: Mr Goodban of Canterbury Catch Club with Violin and Music. 
Oil on canvas, 91.6 x 71 cm. © Canterbury City Council Museums and Galleries, CANCM:11375

5-2 Artist Unknown: Saint Cecilia 
Oil on canvas, 153.5 x 121 cm. © Canterbury City Council Museums and Galleries, CANCM: 10885

5-3 Artist unknown, after Hugh Howard (1675-1737): Arcangelo Corelli. 
Oil on canvas, 91.6 × 71 cm. © Canterbury City Council Museums and Galleries, CANCM: 11381

5-4 Artist Unknown: Mr Delmar of Canterbury Catch Club
Oil on canvas, 92 x 71.5 cm. © Canterbury City Council Museums and Galleries, CANCM:11361

5-5 Artist Unknown: Mr Baskerville of Canterbury Catch Club  Holding a Scroll, with a Quill Pen in an Ink Stand. 
Oil on canvas, 91 x 71 cm. © Canterbury City Council Museums and Galleries, CANCM:11378

8-1 Goodban’s Game of Musical Characters
CCA-U85/38/13; reproduced courtesy of the Chapter of Canterbury



List of Tables

4-1: Members and their occupations as given in the sketch and key.............................................................................................................40

4-2: Membership networks in the Canterbury Catch Club .............................................................................................................................43

8-1: Payments to orchestra players September 1844.........................................................................................................................................66

9-1: Payments to Lay Clerks and Organist, 1848-9 ...........................................................................................................................................81

9-2: Lay Clerks’ agendance 1810 .........................................................................................................................................................................82

9-3: Lay Clerks dismissed 1695-1900...................................................................................................................................................................83

9-4: Additional posts held by Prebendaries and Minor Canons, Canterbury Cathedral, 1832..................................................................86

9-5: Canticle Segings held at 24 Cathedrals ......................................................................................................................................................92

9-6: Popularity of 140 composers by number of Services in use ....................................................................................................................93

9-7: Contents of Boyce and Arnold Collections.................................................................................................................................................93

9-8: Canticle Segings in the Canterbury Cathedral Music Library ...............................................................................................................94

9-9: Lay Clerks serving in Canterbury Cathedral Choir 1825–26 .................................................................................................................101

10-1: Count of genres featured in the 1825-26 season ......................................................................................................................................124

10-2: The most popular composers in the 1825–6 season, by frequency of performance ...........................................................................124

10-3: Other composers featuring in the 1825–6 season, by frequency of performance ...............................................................................125

10-4: Composers represented 1825–6 chronologically by death.....................................................................................................................127

11-1: Orchestral pieces 1825–6, by frequency of performance ........................................................................................................................131

11-2: Number of pieces found in the Instrumental Music collection, by genre............................................................................................132

11-3: Most popular composers in the 1860–61 concert season, by frequency of performance...................................................................133

11-4: Most popular composers in the Instrumental Music collection ............................................................................................................134

11-5: Number of vocal music pieces in the Catch Club Collection, by genre ...............................................................................................135

11-6: Most popular glee composers in the 1825–6 season, by frequency of performance ..........................................................................145

11-7: A Taxonomy of Catch Subject Mager in Volumes 1-7 & 9 .....................................................................................................................158

11-8: Extracts from opera and music theatre in the Canterbury Catch Club programmes 1825–6 ...........................................................166

11-9: Popularity of opera and music theatre composers, by frequency of performance ............................................................................168



List of Musical Examples

1-1: William Bates (fl. c. 1750–1780): The Comical Fellows 4

1-2: Thomas Arne (1710–1778): Which is the Properest Day to Drink? 6

1-3: Garreg Colley Wellesley, Earl of Mornington (1735–1781): ‘Twas You, Sir 8

1-4: Henry Harington (1727–1816): Give Me the Sweet Delights of Love 9

1-5: Joseph Baildon (1727–1774): Mister Speaker, Tho’ ‘Tis Late 10

1-6: Luffman Agerbury (1735–1796): A Canvassing Squire 12

8-1: Thomas Goodban (1784–1863): Round on the Diatonic Scale 74

10-1: Henry Rowley Bishop (1786–1855): Mynheer Vandunck, Opening Chorus 126

11-1: Henry Rowley Bishop (1786–1855): No More the Morn with Tepid Rays; extract 141

11-2: Samuel Webbe (Snr.) (1740–1816): My Pocket’s Low, bb. 1–16 143

11-3: Webbe: My Pocket’s Low, bb. 25–30 143

11-4: Webbe: My Pocket’s Low, bb. 43–51 143

11-5: Webbe: My Pocket’s Low, bb. 57–66 144

11-6: Samuel Webbe (Snr.) (1740–1816): When Winds Breathe Soft, bb. 60–71 147

11-7: William Henry Longhurst (1819–1904): All Hail to Thee, Britain, bb. 1–8 147

11-8: Longhurst: All Hail to Thee, Britain, bb. 64–69 148

11-9: Longhurst: All Hail to Thee, Britain, bb. 74–94 148

11-10: Longhurst: All Hail to Thee, Britain, bb. 128–end 148

11-11: Benjamin Cooke (1730–1794): If the Prize You Mean to Get, bb. 1–7 149

11-12: Cooke: If the Prize You Mean to Get, bb. 24–31 150

11-13: Thomas Arne (1710–1778): The Medium of Life; bb. 1–7 150

11-14: Arne: The Medium of Life; bb. 57–65 151

11-15: John Wall Callcog (1766–1821): When Arthur First in Court, bb. 1–15 151

11-16: Callcog: Aldiborontiphoscophornio, complete 152

11-17: Harington: Goody Groaner; bb. 39–end 152

11-18: Webbe: On His Deathbed Poor Lubin Lies; bb. 32–end 153

11-19: Webbe: When Shall We Three Meet Again?; bb. 1–7 154

11-20: Webbe: When Shall We Three Meet Again?; bb. 34–end 154

11-21: Webbe: Discord, Dire Sister; bb. 1–5 155

11-22: Webbe: Discord, Dire Sister; bb. 16–30 155

11-23: Webbe: Discord, Dire Sister; bb. 54–end 156

11-24: Luffman Agerbury (1735-1796): As t'other Day Susan 159

11-25: William Hayes (1708-1777) : Democritus, Dear Droll 162

11-26: Hayes: On the Death of Wells 163

11-27: John Blow (1649–1708): Ring the Bells; bb. 6–9 164

11-28: Henry Harington (1727–1816): I Cannot Sing This Catch 164

11-29: Luffman Agerbury (1735-1796): A Canvassing Squire 165

11-30: Henry Rowley Bishop (1786–1855): Yes! ‘Tis the Indian Drum; opening round 168

11-31: Bishop: Yes! ‘Tis the Indian Drum; coda 169

11-32: Bishop: The Chough and Crow to Roost are Gone; bb. 28–35 171

11-33: Bishop: The Pilgrim of Love; bb. 1-8 171

11-34: Bishop: The Pilgrim of Love; bb. 49–end 172

11-35: William Shield (1748–1829): The Wolf; bb. 1–10 173

11-36: Shield: The Wolf; bb. 21–30 173

11-37: Shield: The Wolf; bb. 87–98 174

12-1: John Hilton (1599–1657): Here Lies a Woman, short score 181

12-2: Hilton, Here Lies a Woman, arranged 182

12-3: John Wall Callcog: The May Fly, bars 10–13 185

12-4: John Stafford Smith (1750–1836): Flora Now Calleth Forth Each Flow'r, bars 38–42 186

12-5: Paul Young (b. 1961): I’m Sorry; A Catch 187



Acknowledgements

Acknowledgement and thanks are due to my employers, Canterbury Christ Church University, for their
generous support of this work in its various forms over the last five years or more—from performances and
recordings, through an exhibition and illustrated lectures, to this book. They also funded Research
Assistants—Ellie Rossiter, Sara Wilson, Sam King, and Emily Prest—who did invaluable archival work on
the cataloguing, transcribing, and taxonomising of the collection. Apart from that institutional support, I
am blessed with colleagues who have given much help and encouragement with the various phases of this
project.

Thanks, too, to my other university: Durham is my alma mater, and it has been an unalloyed delight to be
associated with it once again after a short break of some four decades, this time to take a very different kind
of journey under the expert guidance of Professor Jeremy Dibble, whose sharp perspective made
supervisions a delight and reminded me what it was I was supposed to be talking about when necessary.

My other employer is Canterbury Cathedral, in whose service as a Lay Clerk in the choir I have spent most
of those intervening four decades; they, too, have supported some of the more idiosyncratic aspects of the
project, with concert venues and conference support. Particular appreciation, however, must go to the
outstanding staff of the Cathedral Library and Archives, who have given nothing but unstinting assistance
with their usual calm professionalism and unfailing good humour when confronted with the most
inconvenient requests, including the removal of all the tables in the Reading Room for several illustrated
public lectures. To all of them I am deeply grateful. Their colleagues in the City Library and Museum
service also deserve fulsome thanks; they toil with ligle public recognition to keep our heritage alive, and it
was humbling to see something of their work at close quarters for a while. Also in the city at large, Artistic
Director Rosie Turner and her Canterbury Festival team made it possible to bring the work to a wider
public. Further afield still, the staff of the Lewis Walpole Library at Yale University, Sue Walker and Kristen
McDonald, have been indefatigably supportive and wonderfully patient with the many queries from this
unseen scholar from across the pond.

Individuals along the way have given freely of their time, talent, wisdom, and/or expertise. Chris Cipkin, as
a trainee archivist some decades ago, made an astonishingly comprehensive catalogue of the vocal music in
the Canterbury collection in his one year here, without which mine would have been a far more daunting
labour. Dr David Shaw has been a most kindly and gracious mentor; apart from everything else, he is
directly responsible for the export of the Canterbury repertoire to Southampton on one memorable
occasion. Ray Hall and Alan Barber have also given freely of their encyclopaedic knowledge, and Peter
Henderson, King’s School Archivist, has been unfailingly helpful, notably with the most up-to-date version
of the Register. My fellow Lay Clerk Dr Stephen Foster generously gave me a tremendous start on the
instrumental music with his catalogue of that collection, from which much insight could come. To all of
them I am extremely grateful.

Important thanks are due to the dozens of fellow musicians who have not only tolerated my slightly
obsessive quest but acquiesced in the performance of so much of the repertoire for several years now: to the
present-day Organist and Lay Clerks of Canterbury Cathedral, most of whom can be seen in the video of
Mynheer Van Dunk; no-one could wish for a more gifted and good-humoured group of colleagues with
whom to sing. Of those, particular thanks to the men and women who have been Cantuar when the need
arose: Sally MacLean, Catherine Futcher, David Wilcock, Paul Young, Jon Williams, Ian White, Jeremy
Bowyer, and our dear friend Duncan Perkins—never, ever forgogen. To Lees Court Music, and especially
Dr John Andrewes, who got me started on all this, all those years ago: thanks for the patience and
understanding. To Dr David Newsholme, Canterbury Cathedral’s Assistant Organist and Director of the
Cathedral Girls’ Choir: gratitude for some much-needed proof-reading and encouragement, and lots of
excellent coffee and enjoyable conversation. To the students of CCCU who, in the last few years, have



found themselves singing a very odd repertoire they could never have imagined—and have done so with
gusto: delighted appreciation.

To Dr Richard Hall, whose knowledge, intelligence, sensitivity, and understanding I can never hope to
emulate or reciprocate: love and thanks for forty years of music-making, book-swapping, motorcycling,
and friendship. This would not have started without him.

For my wife Sonia, without whom there would be ligle point: the most profound gratitude. This would not
have been continued, let alone finished, without her love, wit, and wisdom. Every day.

Acknowledgements xvii



List of Abbreviations

BHAK Beaney House of Art and Knowledge (including Canterbury City Library & 
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Note concerning monetary value 1825–6

The following table shows a rough equivalence between sums mentioned in the book (source: “Five Ways to 
Compute the Relative Value of a UK Pound Amount, 1270 to Present”, MeasuringWorth, 

www.measuringworth.com):

Item Old currency
2018

equivalent

£ s d £. p

Club subscription 1802 10 6 42.65

The cost of the Catch Club print (B&W) 12 0 45.20

The Catch Club print (colour) 15 0 58.00

{ 100 0 0 8,194.00

Middle-class income: range { 300 0 0 22,600.00

{ 1,000 0 0 75,330.00

Debt risking prison 2 0 0 150.70

Musician fee for one Club night performance 7 0 25.00

Cost of piano 1812 20 0 0 1,507.00

Mr Goodban’s bills refunded 60 0 0 4,520.00

Editorial Practice

Late eighteenth- and early nineteenth-century punctuation and typography seem quaintly idiosyncratic to
modern eyes. Shorter quotations in this book retain original punctuation and, for example, the use of
capital legers—either for nouns or for emphasis—and italic font; in longer quotations punctuation (usually
only a mager of removing surplus commas) has been modernised for ease of reading.



INTRODUCTION

Every picture is a work of fiction, carefully constructed to show whatever it is the artist and/or
commissioners wish to display. But, as they say, what people want to tell you is just advertising; what’s
news is what they don’t want you to know. So the interesting thing about a picture is what is—probably
inadvertently—let slip in the showing. More interesting still is what has been excluded. Even more
interesting than that is what was excluded unwigingly: decisions about content which may have been
made without thinking. The deepest reasons behind the way in which we present ourselves to the world
may be hidden even from ourselves.

The subject of this book is a picture: a lithograph entitled The Canterbury Catch Club, dated 1826. It is a
finely detailed depiction of a room full of gentlemen, most of whom are siging at long tables in relaxed
poses, whilst an orchestra plays in the background: a scene of quaint, genial conviviality. At first glance, it
may seem odd to take any great interest in it. After all, few today would recognise much of the information
the print offers about itself, in the writing beneath the image: names, mostly, of the Club and its chairman,
and those responsible for its production—artist, printer, and commissioning newsagent. Another faded
remnant of an era of frock coats and neckcloths, it’s a glimpse of a phenomenon known to music historians
but ligle regarded: the 18th- and 19th-century sociable singing club. 

In fact, our view of this particular picture is illuminated with quite startling brilliance by a remarkable
archive.

On 21 October 1915, the Beaney Institute—Canterbury’s city library—received a bequest. Most of it was
music: over 70 volumes of vocal music containing about 3,000 pieces by over 300 composers, and about 200
instrumental part books; hand-wrigen volumes containing separate orchestral parts for over 700 pieces by
200 composers. Brian Robins describes this as “the largest and most important collection in existence,”1 but
for anyone interested in the socio-cultural milieu which generated this extraordinary archive, there is much
more. In addition to the music, there was a motley assortment of artefacts. There were a number of
paintings, by an artist or artists unknown: individual portraits of half a dozen Worthy Gentlemen in early
nineteenth-century dress along with pictures of the rather beger-known George Frederick Handel and
Arcangelo Corelli. There was also an impressive representation of Saint Cecilia at a keyboard; she is
accompanied by a verse from Dryden and a couple of cherubs. There were beautifully bound books, most
hand-wrigen in the copperplate script of the age: one gives a record of the concert programmes between
September 1825 and February 1837—almost twelve seasons’ worth—but, most significantly, four splendid
volumes record the minutes of commigee meetings covering a period of activity from 1802 until 1865. And
there was a desk, and a chairman’s gavel.

All this, meticulously inventoried in the final pages of the last of the Minutes Books by the Beaney
Librarian in 1915, had been the property of the Canterbury Catch Club. By then, the Club had been defunct
for half a century, all but gone from living memory. Without wishing to romanticise what might accurately
be described as a bundle of old music and some bric-a-brac, the preservation of this eclectic collection of
artefacts in the dark days of the Great War might wonderingly be called an act of some considerable faith:
an assertion, perhaps, that something of our national heritage was in here, somewhere, if it could but be
found, and that it should be preserved, at a time when so much was imperilled.

Whatever the archivists’ motive, the material had had an interesting journey by 1915. The music had
originally been the property of those musicians who made up the very first Canterbury Catch Club



Orchestra in the late eighteenth century―an early example of an artists’ co-operative, though they would
have been puzzled if anyone had told them that. In 1802, the Club took possession of the material, and
added to it in the following decades to create the substantial collection of vocal and instrumental music
which now survives. When the Club folded in 1865, it loaned the music to the “new Catch Club”, of which
no records survive. Ten years later, in 1875—and there is no clue as to where it had been for that decade—
all the property of the “old” Catch Club was given in trust to the St Lawrence Amateur Musical Society, “on
the understanding that should a Catch Club be revived here, it [the property] will be handed over to it”.2

No new Catch Club appeared, despite the confident statement reported in the same newspaper article that
“there would be ligle or no difficulty in reviving the musical evenings which were so regularly celebrated
in the winter months from 1779 down to a comparatively recent date.” Thirty more years passed. In 1905,
the last surviving Trustee of the Society—one George Johnson—bequeathed the entire archive by Deed of
Gift to the “Mayor, Aldermen, and Citizens of Canterbury”.3 Once again the trail goes dark until that day,
ten years later in 1915, when the Beaney Institute gave it shelter. In its storage it stayed, through another
war and beyond. In 1989, the books and music were taken under the wing of the Cathedral Archives and
Library, while the artefacts remained at the Beaney. 

Of all that material, only two of the portraits are on permanent display today. 

The Catch Club print never was part of this remarkable archive, having been created—as explained in
Chapter 1—as the result of a local newsagent’s entirely independent entrepreneurial initiative. Practically
nothing is known of its distribution: how many copies were printed, who bought them, whether another
print run was thought feasible, whether the plates survived, or whether Mr Ward ever made any money
out of it. All we have are the five copies surviving in the city today: one in the Beaney collection, acquired at
some unknown point entirely independently from the material discussed above; one in the possession of
the Cathedral Archives; two in the possession of the King’s School; and one in private hands. Another copy
was sold at auction in 2003; at the time of writing, its whereabouts are unknown. 

None of these are presently on public display, but all those who have one in their care have made their
copies readily available for inspection. And so the archival collection and the print may hold each other up
for scrutiny; hence this book.

It still might never have been wrigen but for a chance encounter. Chaging idly one day in the office of
the Archivist of Canterbury Cathedral, my eye fell upon the book open on the desk in front of her: a
catalogue of some sort, of the Canterbury Catch Club music collection. Even upside-down, the words “As
Thomas was Cudgell’d one Day by his Wife” were legible from where I sat. The thought occurred that
however good, bad, or indifferent the music was, on grounds of textual interest alone such repertoire
should not languish in obscurity. Thomas should be cudgelled once more.

And so he has been, with the help of some of my fellow Lay Clerks, over the past few years. Those of us
who sing in cathedral choirs up and down the country are only dimly aware, now, of a few snatched relics
of the music such a club might have known and loved: some of Purcell’s saucier catches, perhaps, or a part-
song by Henry Rowley Bishop or John Liptrog Hagon. But we had ligle idea how very varied—both in
aesthetic intention and in musical quality—this repertoire could be. There really are pieces which probably
should never be in circulation—ever, anywhere—again, for reasons to do with music, text, taste, and
decency. Fortunately there was much we could perform and record. And along the way, this repertoire—
bawdy, convivial, cynical, fatalistic, patriotic, optimistic, and mawkishly sentimental—raised questions
about those who wrote, performed, and consumed it. The music in the Club archive—its composition, its
performance, and its reception—became an important lens for an examination of the print, and the Club it
claims to represent.

As Evelyn Waugh says of Uncle Peregrine, the Catch Club “could have occurred nowhere else but in
England and in no period but [its] own”.4 Once a week, for thirty weeks of the year, for almost a century,
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the Club’s members created a space for themselves defined by an intensely convivial—and faintly
subversive—character. It must be doubted that they ever paused to consider the reasons for doing so and,
at this distance of time, any exercise in psychoanalytical hindsight is fraught with risk. What this book may
show, however, is what they thought they were doing; why they might have been inclined to do it; at what
cost—human and monetary— it was done; and just how enjoyable it probably was.
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CHAPTER 1:

PROLOGUE: THE IMAGE OF CONVIVIAL SONG

On 6 December 1825 the following advertisement appeared in the Kentish Chronicle:

Shortly will be published

a view of

Canterbury Catch Club,

Dedicated by permission to Charles Delmar, Esq., President and to the Members of
the Club.

Henry Ward, Stationer, Sun Street, Canterbury, respectfully announces to the Public
that he intends publishing a VIEW of CANTERBURY CATCH CLUB, with correct and

striking likenesses of several of the Members, Gentlemen of the Orchestra, &c.

The Style in which the Publisher intends submitting this View to the Public, will be
such as he feels confident will give the greatest satisfaction.1

Mr Ward’s entrepreneurial idea was an innovative but risky piece of marketing. The agributions at the
bogom of the finished article make it clear that he had commissioned the best men for the job: the artist
T.M. Baynes was in great demand at the time as illustrator of landscapes and architecture, and Hullmandel,
the engraver, enjoyed a reputation as one of the best craftsmen available. Both were London-based; the
execution of this project would not come cheap.

In style, then, it needed to be a safe bet, and on this point Henry Ward must have been keenly aware of
a problem. He and his potential customers would have known very well the sort of treatment convivial
songsters had always endured, and were continuing to suffer, in the caricatures of Hogarth, Cruikshank,
Gillray, and Rowlandson—to name but a few—so Ward’s coy reference to a representation “which he feels
will give the greatest satisfaction” is a coded assurance that the print they might order would not look like
any of those. This would have been a legitimate concern for anyone considering a commitment of 12
shillings (15s. for a coloured version) to support the project. Figure 1-1 shows what they got; a larger
reproduction is to be found at the front of this book.

Although the serried ranks of gentlemen are not all turned squarely to face the viewer, their orderly
arrangement is reminiscent of the interminable parade of Victorian photographs produced in the lager half
of the nineteenth century. Its construction is solidly formal: rules of perspective are studiously observed, as
seen in the straight line running through the centre of the scene between the trestle tables either side of the
viewpoint and by the lines of the tables leading to the vanishing point in the unseen distance; the
perpendicular lines of the walls and proscenium arch enclosing the orchestra are reinforced by the parallels
of the chandelier, the portraits, the screen on the right, the chimney-breast on the left, and the alcove
housing the organ, dead centre at the back of the picture. The focus of agention is the crowd of faces, and
those in the foreground are drawn with exquisite detail. The solidity of structure encodes a significance: the
intention here is to convey a strong sense of socio-political order. The formality of the image serves to
underline the assured respectability of this cultured assembly. 

In fact, this image represents a dramatic break with representations of sociable singing from the
previous century. Of these earlier examples, Gillray’s Anacreontick’s in Full Song (Colour Plate 1-1) is



probably the most revolting. It presents a scene of inebriated anarchy whose focal point is the punch-bowl.
There are, ironically, features in common with the Canterbury image: pipes (including some broken on the
floor); a mockery of a chandelier; a portrait (this of Bacchus, to whom the Anacreontics appealed for their
classical credibility in song); glasses and bogles; and hats hung on pegs on the walls. Here, however, the
overall effect is chaotic, emphasised by the apparent disregard for formal structure. This is more illusory
than actual: with the exception of the figure slumped in a chair, behind—and partially obscured by—the
two men on the left of the picture, the faces are carefully placed to show various poses: slumber, slavering
mouths agape, caterwauling, and short-sighted inspection of the one piece of music visible in the picture.
This is presumably the Anacreontic Song penned by John Stafford Smith, from which the caption across the
top of the image is drawn. The consumption of alcohol appears to be the prime purpose of the gathering;
the singing of anything, even the Club song, is relegated to a very minor role. The overall effect is not an
edifying spectacle; however carefully positioned the characters might be, the image depicts a chaotic scene
of thoroughly transgressive behaviour, and its superficial lack of formal design pummels the point home. 

Fig. 1-1: Thomas Mann Baynes: The Canterbury Catch Club (1826) (Printed by Henry Ward, 1826).
Lithograph, 51.2 x 62 cm. © Canterbury Museums and Galleries, CANCM:10840.1

The Catch Club print is the very antithesis of this both in structural formality and in the behaviour of
the figures in the image. The Canterbury gentlemen, for the most part siging erect in their places, appear to
be entirely sober. Furthermore—and crucially, in view of the fact that this is a picture of a Catch Club
meeting—they are not singing anything. What music there is in the image comes from the orchestra at the
back of the room: twenty-five players crowded into a somewhat inadequate space are apparently working
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their way through a piece, though few members seem to be paying it any agention. The absence of singing,
in a picture of a catch club, is a significant artistic decision.

There were good reasons for this. Although Gillray’s image is probably the worst of its kind, it is not
alone. Richard Leppert sums up the iconography of informal music-making: “The wretched playing [he
might also have said, “singing”] of amateur musicians was a standing joke so widely appreciated as to
produce a virtual sub-genre of visual satire.”2 In fact, within this sub-genre, there is a further sub-group of
pictures which draw their inspiration very directly from actual pieces of music. 

Fig. 1-2: Robert Dighton: A Catch; Une Chansone=e (Printed in London by Bowles & 
Carver, 1785-1786) Hand-coloured mezzotint on paper, 354.5 x 24.7 cm. London, British 
Museum, 1935,0522.1.76 © The Trustees of the British Museum 

Fig. 1-3: Dighton: A Glee; Une Allegresse (Printed in London by Bowles & Carver, 1786)
Hand-coloured mezzotint on paper, 35.3 x 25 cm. Courtesy of The Lewis Walpole

Library, Yale University; lwlpr31071

These two scenes of alcohol-assisted disorder and effortful amateurism (Figures 1-2 and 1-3) are the
work of one Robert Dighton (1752-1814). Dated 1786, they claim to represent a catch (Une Chansonne>e) and
a glee (Une Allegresse): the words are reproduced beneath the picture. Both pieces of music are in the
Canterbury collection. Dighton’s French titles seem to be a piece of whimsy, since both pieces are by
English composers: the catch is The Comical Fellows by William Bates, and the glee is by Thomas Arne:
Which is the Properest Day to Drink? The choice of subjects (that is, the pieces of music) for each image is
worth consideration: even by that relatively early stage in the development of the English glee, there were
many examples of more serious pieces available to the artist for visual realisation. Arne (who had died
eight years previously, in 1778) had penned the miniature gem, The Emperor Adrian, Dying, To His Soul, and
Samuel Webbe’s mighty Discord had won the Catch Club Prize in 1772. Fifteen years before that the earnest
ambitions for the English catch articulated by William Hayes in the Preface to his First Book of Catches, Glees
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and Canons in 1757 had made great social claims for this diminutive genre: “I found [them] to be productive
of the most desirable effects: viz., Cheerfulness and Good Humour, Friendship and a Love of Harmony,”3

he said, of his genteel Oxford gatherings. So the selection of two of the more light-hearted examples of
these closely-related English genres would appear to be a deliberate excuse for caricature. 

Example 1-1: William Bates (fl. c. 1750–1780): The Comical Fellows
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¢

°

¢

1

2

3

Sir, you, sir, you, sir, you are a com i- cal- fel low.- Your nose, your nose it is

Nay, you, nay, you, you are a com i- cal- fel low.- You squint, you squint with such

What, I? What, I? What, I? Am I a com i- cal- fel low?- No, no, pray do not say

1

2

3

hook ed,- your back, your back it is crook ed,- your nose it is hook ed,- your back it is crook ed,- and

grace, so red, so red is your face, you squint with such grace, so red is your face, 'tis

so, no, no, pray do not say so, no, pray do not say so, pray do not say

1

2

3

you are a com i- cal- fel low.- What, I? No, you, yes, you are a com i- cal- fel low.-

you are a com i- cal- fel low.- Yes, you, 'tis you, 'tis you are the com i- cal- fel low.-

so, no, pray say not so, no, no, no, no, I'm sure I'm no com i- cal- fel low.-
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The resulting pair of prints is relatively benign, especially compared to Gillray’s treatment of the
Anacreontics. In keeping with the charming absurdity of the catch (Example 1-1), in which the three singers
hurl abuse at each others’ physical deformities, the general tenor of Dighton’s image is quite good-
humoured: although catastrophe may be imminent, given the spaniel’s grip on the tablecloth and its
proximity to decanter and punch bowl, it is held in abeyance for this frozen moment of time, apart from the
disaster which has befallen the central gentleman’s wig. No wine has yet been spilt, and the clear majority
of the participants seem to be engaged in the singing—from memory, it would appear, since they seem able
to gesture at each other in the accusatory manner demanded by the piece without too much reference to the
music lying on the table. Lest the text beneath the image be insufficient clue, music books are strewn about,
one of which is closed so that the cover may be seen to be displaying the title “Catches and Glees”.
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Arne’s glee (Example 1-2, p. 6) is one of his more frivolous. Dighton’s representation of this piece is
remarkably similar to the first; the central table is virtually identical, though the dog is of a less active
breed. Noticeably, however, the singers seem to be investing rather more effort in their performance of the
glee; that, at least, represents a nod to the slightly more serious intentions of the genre. 

The question under discussion (that is, the question as to which is the most appropriate day to drink)
rapidly elicits the conclusion that every day is entirely proper for the consumption of alcohol, and prompts
the counter-enquiry as to why anyone should be asked to choose “but one day”. This may not seem very
serious stuff, but the six singers engaged in the work are clearly giving the mager earnest agention,
gathered closely around the one copy of the music. Here, too, it is clear that the singing is not compulsory;
two figures are paying slightly more agention to their pipes while a third seems happy to listen, but we
should note that the music has centre stage.

Dennis Rose puts the two pictures in context:

[These prints] are a humorous depiction of the Glee Club which used to meet in Mr Robert Smith’s
house in St. Paul’s Church Yard where Dighton’s publishers had their offices. The Glee Club used to
meet informally from 1783 until it was founded officially in 1787. At the Club’s meetings the members
sang glees, catches and canons between the drinking of wine punch. […] It was probably Dighton’s
involvement with the theatre that introduced him to the club.4

Fig. 1-4: Anon: Glee Singers (1818). Hand-coloured lithograph on paper, 22.7 x 33.4 cm. London, British
Museum, 1878,1012.382 © The Trustees of the British Museum

It is clear from the various accounts of contemporary and later writers (notably Thackeray) that
sociable singing of this nature was a popular pastime amongst the literate strata of British society
throughout the seventeenth and eighteenth centuries—Pepys mentions the singing of catches several times,
for example. So Dighton’s involvement with the theatre, which was extensive, may not have been
absolutely necessary to bring him into contact with this convivial company. The rest is speculation: neither
Rose nor the British Museum can offer any further detail about the subject of these pictures. But it is
tempting to wonder whether the characters shown would have been as instantly recognisable to
contemporary viewers as Ward claims his will be. For now, we should note that a glimpse through the
window of Une Chansonne>e shows a city skyline, complete with church spire, and the modest scale of the
room reinforces the impression of an essentially domestic scene in which friends may or may not
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participate in some sociable singing, as they wish.

Example 1-2: Thomas Arne (1710–1778): Which is the Properest Day to Drink?
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Tenor 1
Tenor 2

Tenor 3
Bass

Which is the pro per- est- day to drink, Sa tur- day,- Sun day,- Mon day?-

Each is the pro per- est- day I think.

™™

™™

T.1
T.2

T.3
B.

Tell me but yours, I'll men tion my day let us but fix on some day.

6

Why should I name but one day? Why? Why? Why should I namebut one day?

T.1
T.2

T.3
B.

Tell

p

me but yours, I'll men tion my day let

f

us but fix on some day. Why?

p
Why?

Why?

Why?
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Why?

p

Why? Why

f

should I name but one day? Each is the pro per- est- day I think.

T.1
T.2

T.3
B.

let us but fix on some day. Bra vo,- bra vo.-

Bra vo,-

Why

bra

should I

vo.-

name but one day?
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Why should I name but one day? Tues day, Wednes day,- Thurs day, Fri day, Sa tur- day,- Sun day, Mon day.-

T.1
T.2

T.3
B.

Tues day,- Wednesday, Thurs day, Fri day, Sa tur- day,- Sun day, Mon day.

Tues

Which is the

day,-

pro per- est-

Thurs

day

day,

to

-

drink,
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Wednes day,- Fri day,-

T.1
T.2

T.3
B.

Sa tur- day,- Sun day, Mon day?- Tues day, Wednes day, Thurs day, Fri day,- Sa tur- day,- Sun day, Mon day.-
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™

Œ ™
œ ™

œ ™
Œ ™

Œ ™
œ ™

Œ ™
œ ™ œ ™Œ ™ Œ ™

œ ™ œ ™
œ ™ œ ™ œ œ œœ ™ œ œ œ œj œ ™œJ œ ™ œ ™œ

™ œ ™ œ œœ ™ œ œ œ œ œœ œ œ œ œ œ œ ™œ œ œ œ ™

œ ™ œ œ œœ ™ œ œ œ œj œ ™œJ œ ™ œœ ‰ Œ ™ œŒ ‰œJ œŒ ‰œJ Œ ™
œ œj œœ ™ œ œ œœj Œ ™ œJ œ ™Œ

™

œ ™
Œ ™

œ ™ œ œ œœ ™ œ œ œ œj œ ™œJ œ ™ œ ™œ ™ œœ œj œœJ
œ œj œœJ œ œj œœJ

œ œjœJ
œ ™ œ œ œœ ™ œ œ œ œj œ ™œJ œ ™ œ ™œ

™

œœ œj œœJ œ œj œœJ œ œj œœJ œ œjœJ
œ œ œ œœ œ œ œ œj œ ™œJ œ ™ œœ ‰ œœ ™ œ œœ

j Œ ™ œœ œ œ œ œJ œ ™œj Œ ™

œœ œJ œœj œ œj œœJ œ œJ œœj œ œjœJ
œ œ œ œœ œ œ œ œj œ ™œJ œ ™ œœ ‰ Œ ™

œ ™ œ œ œ œJ Œ ™
œ œ œ œ œj œ ™œ œJ

œ œ œ œœ œ œ Œ ™ œ ™œJ œ ™ œ ™œ ™
œœ œj œœJ œ œj œœJ œ œj œœJ

œ œjœJ
œ œ œ œœ œ œ œ œj œ ™œJ œ ™ œ ™œ ™

Œ ™
œ œ œ œœ œj œ ™œJ œ ™ œ ™œ ™ œœ œj œœJ œ œj œœJ œ œj œœJ œ œjœJ

œ œ œ œœ œ œ œ œj œ ™œJ œ ™ œ ™œ ™

In most visual representations of catch and glee singing from the late eighteenth and early nineteenth
centuries it is usually clear that the music constitutes the raison-d’etre for the gathering, but the essential
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ingredients of a convivial evening—music, smoking, drinking and good company—combine in more or
less equal measure to create an impression of light-hearted sociability. These images offer an indulgent,
good-humoured view of the activity they depict, encouraging sympathy rather than derision—most of the
time. As we consider other such images, it becomes clear that Gillray’s treatment of the Anacreontics is
unusually harsh. Quite why he should wish to discredit them so is not clear, given that his treatment of
other informal musical scenes comes nowhere near such squalid debauchery. For example, the
representation of singing and playing to be found in A Li>le Music, or, The Delights of Harmony (Colour Plate
1-2) elicit amused sympathy: we recognise that some, at least, of the participants apparently aspire to a
degree of seriousness, but something always subverts it: consider the ferocious expression of the cat, the
child furiously blowing on what is apparently a toy trumpet, the ornamental statues on cupboard and
mantelpiece which seem to be cavorting about as they join in with the music, and the fact that the candle
has set fire to the female singer’s ludicrous feather headdress while the dog chews her gown.

Fig. 1-5: Gillray: The Rt. Honble. Catch Singers (Printed in London by William Humphrey, 1783) Etching;
sheet 26 x 35 cm. Courtesy of The Lewis Walpole Library, Yale University; lwlpr05192

The problem is exacerbated by the fact that the singing of catches was occasionally appropriated by
satirists for political purposes. One example must suffice: in The Rt Hon’ble Catch Singers (1783), Gillray
depicted Lord North siging at a table with Fox. Even by the venal standards of eighteenth-century politics,
the coalition government formed by these two men—who loathed each other—was a glaring example of
political opportunism, and was deeply unpopular with both George III and with the public at large; for
once, the populace found itself in sympathy with their monarch. Gillray’s dim view is made abundantly
clear in visual terms by his generous depiction of their slovenly corpulence; by the obliteration of parts of
the monarch’s crown and the ‘G’ of ‘G.R.’ on the side of the tankard as North, “scowling with the effort”5,
blows the froth off the beer onto a petition calling for parliamentary reform; and by their triumphalist poses
as they sing. The satirical lyric makes the message clear: “Bring every Flow'r that can be got / Pinks,
Hyacyinths & Roses, / We two will drink out of one Pot / And Fuddle both our Noses. / With Treasury Juice
the Pot shall Foam / For Reynard [Fox, obviously] & for N——h [equally obviously, North] / The People
still may wish for some / And they shall have - the Froth.” This representation of leading politicians of the
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day siging around a drink-laden board singing catches were not intended to flager; and the association of
catch singing with such reprehensible exploitation does nothing for the reputation of a genre already held
in low esteem..

Political satire is the point of another caricature which, like Robert Dighton's pair of images discussed
earlier, takes as its inspiration an actual piece of music. In fact, the artist Thomas Rowlandson (1757-1827),
created at least three visual representations of catches and glees. 

Example 1-3: Garref Colley Wellesley, Earl of Mornington (1735–1781): ‘Twas You, Sir

°

¢

°

¢

 1

 2

 3

'Twas you, sir, 'twas you, sir, I tell you no thing-

'Tis true, sir. 'tis true, sir, you look so ve ry-

O sir, no sir, no no no no no, sir. how can you wrong me

 1

 2

 3

new, sir, 'twas you that kiss'd the pret ty- girl, 'twas you, sir, you.

blue, sir, I'm sure you kiss'd the pret ty- girl, 'tis true, sir, true.

so? Sir, I did not kiss the pret ty- girl, but I know who.

68
68
68

&

&

&

&

&

&

œJ œ ™ œ ™ Œ ™ Œ œj œ ™ œ ™ Œ ™ Œ œj œ œj œ œj

‰ Œ ™ Œ œJ œ ™ œ ™ Œ ™ Œ œJ œ ™ œ œj œ œj œ œJ
‰ œ ™ œ ™ œ ™ œ ™ œ œJ œ œJ œ ™ œ œJ œ œJ œ œJ

œ ™ œ œj œ œJ œ œJ œ œJ œ œj œ ™ œ ™ œ ™ œ ‰

œ ™ œ œJ œ œJ œ œJ œ œJ œ œJ œ ™ œ ™ œ ™ œ ‰

œ ™ œ œJ œ œJ œ œj œ œj œ œJ œ ™ œ ™ œ ™ œ ‰

 

Fig. 1-6: Rowlandson: An Old Catch, Newly Revived (Published by Thomas Tegg 1809) Hand-coloured
etching, 23.5 x 34.2 cm. Courtesy of The Lewis Walpole Library, Yale University; lwlpr10959
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