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Abstract

No sustained research has been done into the traditional British glove puppet form
Punch and Judy since the 1980s;atlonographic research has ever been done on it.
The research addresses the gaps in this knowledge and seeks to discover how
production and reception of the formshzhanged in the last 25 yeand how it is
currently constitutedThe research is particula concerned to idcover who is now
performing the showhow it is performed and where it is performed.sitalso
concerned with howits recepton is mediated bycurrent preoccupations with

nostalgia and the commodification of the historical.

The reseah relies on close comparison with previous stydiedso investigates the
approaches of earlier commentators. More centrally, it is an etuiugrstudy of
current practiceundertaken in close association with many of the performers
themselves, espedly members of the Punch and Judy College of Professors who are
collaborative partners irhé project. Through participanbservation, the research
seeksto get closer to understanding the dramaturgy, the material culture and the

motivations of the perfoners themselves than previous studies have attempted to.

The research has discovered that significant changes have occurred in Punch and Judy
in the past 25 years, in two principal areas. Firstiythe control of the tidition by
performers themselve$hey have set up organizatigmsstituted dedicated festivals

and produced discoursebout their traditions, practices and aspiratiddscondly,

there have been changes in the costeg@ographical and cultural, within which the

form sits. It is no lager to be found mainly at the seaside, but nigpecally at

festivals which deliberately invoke a sense of the past. Whilst these two changes
mark a significant break with the continuities of context and styles of performance,

the form itself remains reankably resilient.
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Preface

A Punch and Judy show

The puppeteer arrivedone He parkshis vanin a roadside ba$0 yards or so from
where he will pitch his booth, on a wide green just out of sight of a beach which is
over a little rise. He unloads a long hall and a large suitcase andaps tlem onto

a golf trolley. He putscoins into a parking meter, something he will have to
remember to do several times during the day. Today he is lucky, he has found a
nearby parking spot and will not have to carryhieavyequipment too far, thoughe

has reduced the weight as much as possible, losing unnecessary puppets, the ones he
thought when he made them would be sensational, but wihigtactice have limited
mileage. K has got rid of one or twmutinesfor the same reason, though he might

do these in other circumstances, far a changeswap with some he is using today.

He is lucky #so because the weather is goodt 6 s -claudless @day and, 4tl in

the morning in early July, the sun is high. He left home an hour ago and the roads
wereclear. During the school holidays wheeople are heading for the coast will

have to leave earlier. He is booked to play this pitch ta@ieeeek during the summer
months. he money is not as good as some bookihgsit is regular ands the local
council are paying, it is guaranteed to be in his bank account within the nzohitd

in hand. If a really lucrative booking comes in, he can get a deputy to do this one. As
it is a familiar pitch, it is relatively stredsee: he knows the likelihood of timg a
parking space, he knows where he can buy a coffee and sandwiches; he can keep the
booth in sight when he does and he knows he can ask people here to watch it for him
when he goes to thiilets which are also nearbgnd clean. There are a few kids
playing football a little way off, two or three young mothers stroll by with their

pushchairs and up to the promenade to bugieam and a tea from a café.

He pulls the trolley to his usual spot. He unpacks the wooden frame and the canvas
covering.lti s a 0 | feameyand opemsgosiké a concertina in two halve$he

top half is secured into the bottom half with aluminium sleeves. Extra wooden struts

slot in place horizontally to add stability. The one across the front has hooks to hang
his pupgts on. He places the booth facing the grassy rise which will act as a seating
rake; the audience will face away from the sun. He wraps the red and white striped
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canvas around the frame, zipping it up at the bidekputs the canvas roof on top and
attache t he Opl ayboarddé on whi changthdr beads.u pp et
He velcroes a short tasselled cloth around the front of the playboard to disguise the
join; various characters will poke their headsderthis during the showHe hangs

the threepieces of the proscenium arch, the two sides and the top, around the opening

at the front of the boothhe has put a lot of thought into making these andeissed

that he can attach them without using wmgs or bolts. The piscenium carries the

Profe s s aamé-snost Punch perfor mer s-andadeclares h e ms
itself a O6Punch and Judyd s hehoawsalcturei s br
of Punch and Judy and the baby. One or two patseask him what time the show

will start. He secures the tent with gogpes which have red, white and blue bunting

which flutters in the breeze. He hangs brightwveldetcurtains inside the proscenium

and places a wooden clock on the playboard announcing the time of the show. He
hooks a lod-speaker on to the top of theogcenium and goes inside to connect it to

the battery operated amplifier. He tests it by playing a short burst of fairground music
from hisipod which he has plugged into it. He takes the puppets out from the case: a
Monkey, Joey the Clown, a Policemanthough sometimes, if he is doing a
OVictoriand show, -laBoctarsaeCsocodile, Be Redill Runch,n st e
Judy and the Baby. He always hangs the puppets in the same places so he can put
them on without lookingHe hangsa tbhammockinside the tent under the playboard

so he can drop them in when he has finished with them. Finally, he tests his swazzle
Punc h 6 sto matid sare it is moist and working. He sets another one to hand in

the booth in case he laséhis one, or swallows it. He tidies everything away into the
booth | eaving enough room to stand. He p
directly behind the prosocam and hidden by a baaioth; he can see the audience
through this, but they cmot see him. He has set up the booth hundreds of times
before and can do it i80 minutes if he is not interrupted. He has a few minutes to

spare and he unfolds a camping chair, sits and reads his newspaper.

A young man from the council recreations dépant cyclesup to ask if everything

is OK. They have a&hatand alaughand t he man cycl es away a
to do the show. The puppeteer puts on some fairground music to draw a crowd,
although seven or eighthave arrived alreadya couple ofyoung mothers,a

grandparenand a few four or five yeaold children, eating iceream and enjoying

12



the raresunshine. During thholidays there will be a biggemore mixed crowd, but

the puppeteer is quite happy with a snatwd today. As the music gfs more

people gather, one mother has brought a picnic rug to sit on. The puppeteer interrupts
the music to announce, ORol | up, roll up
three minutes. 0 Btwentypeopleasderebled ar e per haps
Somepef or mers come O6out frontdé at the st ar
to stayinside the booth. He announces over the PA that the show is about to start, but
that the stage needs a clean,&d or the | ittle ones, her e
Mickey draws back the curtains afetches a mop and bucketeltties to mop the

stageas the music continugbut, to the delight of the children, the bucket keeps
moving away from him and the mop starts to hit him on the head. Mickey disappears

andwe heartheunc hmanods,0omMdiece |l @ag&ki ns gone, itod:

Joey appears and encourages t he oashodti ence
out o6 wa lPe n g jfoskhisAis notsuccessful, so he blackmails the parents

into joiningin,t el 1l ing the children that i f they
youd. This is taken in good humouaut, and ¢
but Punch callsupthdte i s having a Owee weeod; wat

playboard, splashg the audienceOne or two childrerscream with laughter; Joey
rocks with laughtea nd says, 6 Oh d e ar®&unchvemargies and na u g
dodges about the stage, noisily banging his head on the proscenium and the

playboard. Joey tells hijwe wantance show with | ots of | au

Punchal I s f or Judy Heisoelactadtd®shenis doiag the svashing S

and says in aeep, grufiv oi ¢ e, o1 dondét want to get m
insistsand she comes up. She sees the audiencerammddemurely,s ay s , o1 di
know we h a dPunchasks fonaykids; Judy replies 6 |  bk,ia ki bigg ki s

wet , s o php ghildienlasigh &he counts to three and they go into a stylised

kiss, their heads circlingach othemnd t&8enng&i very noisily.
oOyoudbre wor se!ltéoh amiggtorhee nmialblgd s Shhe audi e
called him Bill because hgthrovatimedabgpt t he e

13



each other;Judy remarks 0t hi s i s orvpappets toddofybui knaw| t f
someti mes we even get a round of appl aus

on the faby, Judy asks what he is doitigh a by , Beisays i ng 6

She leaves Punch to look after the baby, giving the audience strict instsuctical

her if Punch hurts the baby at all. Punch tries to teach the baby to walk, placing him

at one side of the stage, standing at t
WhenPunch s hou tthe babysshoete acioss $hé stage into his .afimis
happenseveral times. The baby starts to cry and Punch pats him on the head to try to
calm him down; the baby cries even louder and Punch picks him upepedtedly

knockshis head against the prosceniunhisTmakes matters worse, so he throws the
baby downstairs, Sshouting gleefully, ot |
stared to call for Judy who comés see what has happenetieSsks the audience if

Punch threw the baby downstailBiunch says, 6 Oh no I di

prompting,he audi ence c¢cry, 6Oh yes you didbé6.

Judy fetches her stick and tells Punch to bend over. She asks the audience if she
shoul d givtl ussmack 6@ar | @ Ag b e g ttheynece/.gSked ma c k
smacks his bottonPunch grabs the stick and theght over the weapon, moving up

and down at either end as if they are on assee He wins and hits her. Judy says,

6My mot her was right, I should never ha\

slapstick, rolls her backwards and forwards on the playgboand tosses her

downstairs, again crying, O6thatdés the wa
| mmedi at el y, a Pol i cemslovwitedw PCs tlled | iy b o ht
pops up | ooking for 6éa very naughty man

is downstairs; asenlooks down, Punch comes up behind him and hits him on the
head. A chase ensues during which the Policemmdnit iseveral times from behind.
Eventually he confronts Punch who knocks him down, rolls him about and tosses him

downstairs. One mothersays®h chi |l d, 6éheds naughtyo.

Joey reappears and plays hatetseek with Punch, hiding behind the curtains, then
under he playboard, continually outwitting PundHe lets Punch find him and tll

him he has a surprise for hime goes off to fetch it. Pundits, excitedly musing on
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what the surprise could be. Joey comes u
because | canét say sausagesd. The child
He goes off to fetch a fryingan, leaving the sausages the playboard. Punch sings

a ditty, O6ésausages f dikesabsagesakdtieylike delsth u s a g
repeats this several times, swaying from side to side. As he does, unseen by him, a
Crocodile appearsalso swaying in time. The childrestart to point and shout, the
Crocodile disappears. Punch sings again, the Crocodile appears again, this time
nearer to Punch; he bobs down and moves the sausages. Punch tries to work out what
is going on. He sits on the sausages to prevent them beileg.stdve Crocodile

comes up and opens his jaws. Sarhéhe children start to screamhdre is by now a

great deal of tension amongst the younger children, some of whom cling to their
mothers; the parents are clearly enjoying the level of engagementhiidien are

showing. Punch hits the Crocodile whis stick; the Crocodile swallows it and grabs

the sausages which he also swallows. He bites Punch on the npaftearfdunch has

struggled to free himself, the Crocodile disappears.

Punch lies flat ot on the playboard and calls for the Do¢cteho appears, telling the

audi ence, @otoy Damle, i Be®ause | Ojokeiglosdhi t of
on some of them. He examines Punch, and gets a kick on the head for his troubles. He
triestogetPunh t o stand up, but Punche kieceipnse 6c
for the Crocodile bite. Téa medicines in the form ofa stick.Punch offers to give it

to the Doct ooctasviewer taketheir owe snedicidgidu must have a
dose of thisthee ti mes aetdampis, MUGNNKHt 6, grabs
knocksthe Doctar out, rolling him on the playboard and tossing him downstairs. He

excl ai mp, tywhathada a pity, what a pity! o

There is a growl! fronbelow and a red, horned, clkad and leatherwinged Devil
appears, telling Ruc h o1 am Beelz&buld, alm areOIDe v

come to mak®uwoh sepfeeéb, ol dondt want
take you somewhere hot 6; P u sta Del Salsbkitst, 6Co
wi || cost you your soul, |l 6ve come to t a

of eternity shaving monkeys, and there will never be another Punch and Judy show

ever againo. Punch offers tticks.fi ght him a
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Joey comes up and encourages the audience to cheer for Punch if he is winning and
boo the Devil if he is winning, since, if the Devil wjrteere will be no more Punch

and Judwe, woAINddnoét wa nThe fightbeginsawd afted sevalw e ? 6
reversals of fortune, accompanied by loud cheers and boos, Riiss¢thh e Devi | 0
stick out of his hand, knocks him out and rolls him on the playboard. ajgesars

and decl ar es, [6idfithe devil and the ofd &snchbaedaludy show is

sae 6. They pi yhkisfee@anddropechimDiewstalrs.

Joey tells the audience ités the end of
applause and to give three cheers for the Punch and Judy show and for the local

council who have putthchsow on oO6absolutely free of cl
and disappear bel ow. T h e uRPwamesth themmaildds n a k

draws the curtains.

The audience get up and head off to look at the sea or to have lunch. The puppeteer
unzips the tent for sone fresh air and starts to hang the puppets up again for the next

show. He will do three today. In between times, he reads his paper and eats his
sandwiches and talks to the occasional inquisitive passer by. At the end of the day he

packs up and drives han

Note

1 This partially composite description of a show is largely based on performances given by
Professor Carl Durbin at Teignmouth in Dewduring the smmer of 2007.
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Introduction

Overview of Contemporary Punch and Judy

Punch ad Judy is a popular British glovauppet form which is normally played by

one performer in a temporary booth erected in a public space, such as in a street, at
the beach, at a festivah a park, or at a country fairt is also often performed in
privates et t i ngs, usually childrends parties
seaside, although these days it is not very often to be found there. It is one of a
number of popular European puppet forms believed to have derived from the Italian
Pulcinellaglove puppet showbut has developed its own chamgdtics. It emerged

as a glovepuppet show in Britain in the Regency period (1790830s).

Most presentations of the showvolve around a basic core episode: Punch disposes

of his wife, Judy, and #ir baby, andhendeals with the consequences. Nowadays it
usually ends with Punch triumphing over forces more dangerous and naughty than
himself, the Devil and the Crocodile.hiE restores the moral balancéOne
significant change which has occurredretent years is that in the past Judy was
nearly always Okill ed?d; now her removal
some shows sheven makes a return at the gndithin this loose structure there is
considerable narrative latitude. There is noedixscript and the amount of
improvisation varies from performer to performer. Some stick quite rigidly to tried
and tested routines and jokes, others are highly responsive to audiences or their own
momentary whims. Most experienced performers have a maihgautines they can
incorporate or leave out, and since the showtisnsically episodic, this does not
usually undermine any sense of coherence. The show is characterised by a great deal
of knocka b o u t ( 6 srhoarpasdtther ksdnuch fightingunch persistently
challenges thestatus quoin the form of Judy, a Policemam, Doctor, or evena
Hangman. Many performers and commentators believe that the oppositional nature of
a two-handed performance makes this kind of conflict inevitable. Ther@ms no the

show to introduce topicaldures, usually to be lampoonedtlese tend to have a short
shelflife. However, some topical figures have outlived their originals to become an

expected part of the performance. The show relies heavily on audieraxtagiqn.
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Punch and Judy is predominantly a <c¢chilc
always incorporate jokes made for the benefit of adults; the best deliberatelyrstruct

the show around this doubéidience dynamic in quite sophisticated ways.

Wher eas t he p e rlcedepareledtos coliectian® fnoen passing trade,
something which probably determined the episodic nature of the show, now it is far
more likely to come from prbooked showsSuch collectingg s c abt elli g6
Feesvarycami der abl y, from as |little as A30 o
A300 or more for a dayos MostpeHormergaravery a | a
mobile, sometimes driving a hundred miles or more to perform, even travelling

abroad.

It is exremely difficult to gauge the precise number of performers working today;
esimates vary between 100 and 300y ksearches suggest that the figure may be
around 150 This includes performers who do the show as part of a repertoire of
chil dr e nments and tloenotttrenk of themselves as principally Punch and
Judy performers. Even so, based on historical accounts, the number of performers is

probably as great, if not greater than it has ever been at any one time.

I have met no performer who makegvang exclusively from Punch and Judy. Even
those who perform it regularly might also work as magicians, perform other puppet
shows, make and sell puppets or ventrilogmistolls, or have a pension from a
previous job. One or two have fdime jobs inunrelated industries and perform at
weekends; a few are actors doing Punch between acting work. Some find it very
difficult to get by,and many express anxiety about the unpredictability of the work.
Nonethelessa hardworking performer who has built upgmod network of clients
places to which he can go back again and again, regular schools tnapga
regular holiday pitch and is prepared to do other kinds of puppetmght hope to
make £30000 a year. However, it is in the nature of the wibidt it is very diffcult

to generalize about incomet is hard to get precise figures from performers,

especially as some have what they call a

Economics notwithstanding, étipguishédeform i o n a |

others, and these are the ones with whom this studynamly concerned.
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OProfessional sé are characterised by a
willingness and desire to maimaa high quality of performance amd engge in
professional relationships with bookeesid an expectation that they will be paid a
fee commensurate with their skills and effort. With this often go the typical

necessities of the professional entertainer: publicity and an accountant.

Many perfoamers express a considerable affective connection to the show and this
goes a very long way to making up for the sometimes financial hardship of the work.
On the whole they very much enjoy what they are doing and are sustained by the
belief that they are aking a unique, valuable and valued contribution to popular
culture® For some, being a Punch and Judy performer is deeply connected to their
sense of identity, for others it offers pleasurable challenges in the exercise of an
undoubted skill.

Most Punchperformers are men, although there are no proscriptions on women
performing. Currently there are probably fewer than 10 female performers in England
and Wales and perhaps as fewfige or six” It is difficult to beexactsince some
women who work undehte umbr el l a term 6chil drends
along with other things. This preponderance of rse@emsalwaysto havebeen the
case and women figure small in the literature except occasionally as wives and

helpers.

The view that the show issually handed down from father to son is no longer
accurate, though there are still instances of this doubtful that it ever was to the
degree that it is popularly held to have been. Performers now learn from books, from
watching each other, from -@mnstructing shows from memory, and, increasingly,

from seeing performances on video or DVD.

One significant change which has occurred siRobert Leach conducted Isajor
resear ch i(each 1085set als bélagwhas been the amount of work
performers are doing abroad. As | discuss later, there is a history of performers
travelling in Europe, and from its earliest days the show has been influenced by
international puppeteers. There have been some deliberate cultural exchanges,

notably by Perg Press Junior in the 1960s and 70s. There has also been a long
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history of performers travelling to former British colonies; in some cases the show
has taken root there. In recent years, however, especially with the advent of puppet
festivals, these trippave become more frequent and regularised, particularly to the
continental Europe. Again, as | detail in Chapter Six, the exchange has been two way.
Not all performers travel abroad with much frequency, but a few do. Among these are
Clive Chandler, Rod Bumett, Dan Bishop and Konrad Fredericks. It is in the nature

of exchange that performers develop personal associations with festival organizers
and are invited back time and again. This is part adichhocbut growing pattern of
exchange of puppetry ideabBhis exchange has been considerably facilitated by the
advent of cheap air travel. The implications of this in terms of the development of
popul ar puppetry are far reaching, and,
needs to be the subject of tuet research. What is important for current purposes is

to be aware that for a number of performers, internationalism and their sense of
themselves as having an international audience, are important to their understanding

of themselves as Punch performers.

Punch and Judy has a considerable resonance outside ofperfoainanceand to a
remarkable degree it remains an icon embedded in the fabric of British culture. Many
British people, even if they have not seen a PumchJaudy show, have heard of it

and can make some attempt at describing some of the episodes and some of the
characters in it. Conversations | have had with a wide range of people during the
period of the study have thrown up a number of consistent views. Most people seem

to have some viewof the show which they are prepared to express without

prompting. These views range from the sl
goi ngo6; 6lt used to scare ;medlast lno kg hdtd ; t
bannedi®, t o ttilmenaafeffedd!l wused to | ove Punch
only a bit of fun, isndét ité; Othereds f

be powerfully associated with violence, nostalgia and childhood.

This familiarity and strengthfdeeling has made it a useful trope across a range of
cultural registers. It has often been cited in populacsits and TV programmes,
especially those ich have a nostalgic intentioham thinking in particular of its

appearance in episodestdif Di Hi, made in the 1980s and set in atiBh holiday
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camp of the 195§ andHeartbeat made in the 1980s, 90s and 2000s, a reassuring
police series set in a small fictitious Yorkshire country town in a fondly remembered
1960s. It is occasionally referencesifaving sinister undertones in popular films and

TV, as for example in an episode of the popular detective ddrtssimmer Murders

in which the local Punch and Judy performer triggers off a series of mukdl&s

James made use of its sinister poteniala short ghost storygrhe Story of a
Disappearance and an Appearance The o6édar ker 6 el ements of
useful cultural reservoir for artists working in a range of media. Notable among these
are Harrison Birtwi §34 aperaPunch aitJedpSusam Pr u.

Hillerds 1990 installation at TatAn St I
Entertainment Russel | H o-apacalgpsc ndvé Sidalley pMalker and

JanSvankmeg r 0 s di st ur bi ®Pechhedady. Othex impartant i o n
wor ks which strongly <c¢cite or in other w

1963 film, The Punch and Judy Md®ummersl998[1963), Neil Gaiman and Dave

Mc k e a n ogsaphicr®o@ebMr Punch- the Tragical @medy or Comical Traggd

and, witha similartitle, an animation by th&rothers Quayin 1986. It has also
provided inspiration for pogiunk artistsKLF, and the cabaret style bariche Tiger

Lillies. The range of purposes to which the show is put by this eclectic set tf igrtis
understandably wide. Some use the show to investigate the nature of memory, others
to consider questions of violence, others to celebtatiberationalenergy Where

these cultural products have ignored the ameliorating comic elements of the show,

they tend to have been dismissed by performers themselves.

The show also has a persistent place as a social referent. When Paul McCartney and
HeatherMills-Mc Car t ney 6 s marri age enal &east ogecr i mo
national newspaper drew parallelsttwthe puppet showFig. 1). When David
Cameron was electdde ader of the conservative Part
to Punch and Judkas leoome a placestidough Wiioh to seflectw

on issues around partisan strife, to comicalisé #rus process that strife and to

incorporate strife into a larger scheme of stability.
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McCartney
¥ o LEL
(/ me claims
" | Heather..

Ohnol

didn't says

Fig.1 Paul McCartney and HeatherllgliMcCartney as Punch and Judipnt page of

The Daily Expressl9 Octobef006
Because of current sensitivities around theliputhisplay of violence, a degree of
ambivalence attaches to the shoWonetheless, it has found institutional
acknowledgement as a marker of British identity. In 2000 it was exhibited in the
Millennium Dome; in 2001 pictures of the main puppets appearetiset on British
postagestamps; in 2004 Professor John Styles was awarded an(MBEdwards
200b) and in 2006 it becamelcoanof En@andnaci al
Government scheme set up to OpHEnglismatde di s
todefineEngl i sh cul t ulm®P ( Edwards 2006

Punch and Judy in Britain has not been subject to the same kinds of intervention by
national or exterior agencies with agendas wha# | suggest belovhave shaped

popular uppetry in some o#r countries. Mis has left it in the position of being both

reviled and supported and finding its own way through these pressures. Its ambivalent
position is typically summarised by Sue Clifford and Angela King in their
encycl opaedi coO totoseromplaae,ahte ivesnacblar arfd the distimctiv

[in English p8pmehowcttheuPeahbédh and Judy
aspects of popular cul ture338).shifting, of
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The Ethnography

The myth that ethnographers aregple without personal identity, historical
location and personality and would all produce the same findings in the same
settingis the mistake of naive realism.

John D. Brewef

The overview | have outlined above tells us what the form looks like, but it does not
account for how it has come to look like thi®r does it tell us how it looks from the
point of view of the performers. | would like to say orretwo things about how |

intend to do those more complex jobs.

There is a close relationship between the theory by which | frame the research and the
methodology by which | have carried it o&.major conclusion of this thesis that

in the last 20 or @ yearsperformers have come to take charge of how they see
themselves and how they are seen. At the timeeofast major study (Leach 1985)
performers did not belong to organizations which validated and gave a sense of
identity in the way that they doow, nor did they take charge of the representation of
the form in the way that they do now. These changes may be thdwaghtleanges in
power relationsand they hinge upon access to the means by whéformers
construct a sense both of seléntity ard of identity for the form. | frame discussion

of these changes through the ideasaohumber of cultural theorists, including
Raymond Williams (19731981, 1985, 2001a, 2006stuart Hall (19641980, 1996,
2006, and Anthony Giddendl 984, 1990, 1991who themselves call upon the work

of Gramsci (see especially, Mouffel979: 168204) and Foucault(1972) The
theoretical frame may be summarised in this quotation from Hall,

[ é because identities are constructed within, not outside, discourse, we need
to understand them as produced in specific historical and institutional sites
within specific discursive formations and practices, by specific enunciative
strategies. Moreover, they emerge within the play of specific modalities of
power [...] (1996: 4)

This theoretical positioassumes the centrality efrategiesof identity-construction

| prefer the termmechanismsince it more accuratelgcknowledgeshe constraints

rather tharthe possibilities by which agents negotiate power, but it serves a similar

purpose.With Giddens (1991: 37%39), we ma y di stingu-i sh m

mo d e mecridapismé r om Ot r a d-madermames.| The distinctidpetween
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modern and prenodernis important because it accounts for the contingency of
modern identityconstuction compared with the supposed essentiality of traditional
identity-construction. In the case of contemporary Punch performershose
mechanismsnclude the ability to produce discourse and the ability to stage festivals
andtherebyto influence the wgain which the form is read his situationis complex
however,since current perfoners rely orpracticewhich has developed as a result of
former modalities of power; namely that the show is still considered a piece of
chil dr ends ethatperfoimears depemrdron thaawew for their livitigis

not a satirical show, though it might contain elements of séitivéll be seenbelow

that the character of the shoeame about as a result of pressures at a particular
moment and was part of a mulelnger process dfclass) identityconstructionEarly

on in the thesi$ map a history of changing power relations from the earliest days of

the form to the current situatiohgo on to explore the current situation

The changing relationship betwedtetperformer and the show, or the traditiche

p er f o ahiity todalie charge of it and the constraints on thatmost clearly
visible through a toftperiorchérdhIgis rotosufficiéneto 160 r a c t i
just at the things which perimers produce, the show and the puppets; we need also

to consider how those things have come about, what is intended by them, how they
are used and how they are received. This means, at the very least, asking performers
why they do what they dainderstanthg the degree of control they have over this,

and grasping what it is they get from doing it. This requires an ethnographic
methodology. This methodology is further supported by the invitation of performers

to carry out such a study.

Ethnographies do naake place in a vacuum; each is a unique product of a number of
interests meeting. In this case, the intere$tsome of the puppeteers themselves, of

the ethnographer and of wha€fThéessinterestmet i m
met through the fundm initiative of the Arts and Humanities Research Council
whoseown concern was that the collaboration should produce new findings which
would make their way into the public domain. These interests represent the
background to the study. At timemsach hasame to the fore and exerted its pressure

on the shape of the final document.
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Two connected areas form the focus of the research. One is the shawhiselfioes

it look like now, how has it changed since the last research was carried out, and what
spae does it occupy in the social and cultural landscape? The otherpsaple who
perform the show: who are they and why do they do the shaw®ld like to plunge

in with a brief ethnographic account through which the questions which have come to

the fae in the process of the reseansight be identified.

Towards the endf my field-work, as Iwas grappling with my d a twasinvited to

a meetingof performers. Thisad been arranged by the Punch organization which
along with Royal Holloway Collegy was one of the two collaborators in the project
and through whomhe research had been instigatdst Punch and Judy College of
Professorsthie Collegg. Although the College has been in existence since the 1980s,
this was the firstime it had met insuch numbers. Othe 18 members, 12 were
present. Previous meetings had seen only four or five together, and these usually
coincidal with Punch and Judy festival$his was the first time th€ollege had
congregated for the simple purpose of meeting, l&beation, and of taking stock.

is probablythe casdhat the meetingvasencouraged byny researchl had broached

the idea of getting people togethersee how they would engage with each other and

to throw some questions arourithis idea was takeap by Punchman Glyn Edwas.

He had been instrumental in setting up the research as part of his ongoing work of
keeping Punch and Judy alive and thrivilg might be thought of aa principal
gatekeeper to the communitgertainly as far as this projeist concernedEdwards
describes himseis a O Punc h a hedmedns ld which betpiomulgatésd . T
the form, and what that tells urs broader terms&bout the relationship between the
agent and the traditional form in contemporary society, is ofraleimterest in the

thesis. The meeting provided a snapshot of the College as it existed at that. moment

On a cool, sunny, blustery day in March 20€8 performers metta beachside café

in the Devon resort of PaigntoDiscussions had taken plaby email aboutthe

location of anappropriate venueLondon was rejected because, although it might
once have seemed a Onatural dé choick, sev
was also feltthat holding it there would reflect the ability of perfara to go
anywhere, and to break withe historical centre of gravityof the form Performers

drove down or took the traifhose members who did not make it were mostly part
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of anolder generation for whom Devomas, as on@utitt j ust Onpetodeo f ar 0
member had a paid show elsewhere and felt that the need to earn tookey
precedencePerformers came from London, from the Midlands, Cornwall, Brighton

and DorsetPaignton was chosen also because one of the members, Mark Poulton,
lived therg and ashis wife and young daughter had made themselves scarce for a few
days he could accommodate some of the perform®&mne members of theolzge

have become close friends and it is qui!t

their workshop when perforimg away from home

Paignton held some historical significance for performers, too; it had seen a number

of residentPunchmen over the years. The first was John Stafford who had worked
there from the 1920s to the 136@Poulton emailed a photograph c&dStf or d6s pi
to members before they arrived. Another was Michael Byrom, wH@ &2
monograph on Punch and Judy was considered to have inspired a new generation of
Punch performers (Lead985: 144145); one or two of these performers were at the
meeting.Poulton himself had worked the pitch in the early 2000s

Edwards had asked members to bring their Punch puppets as a tangible reminder of
what they had in common and to show them off to passing tourists and to the local
BBC TV news reporter whonMark Poudton had invited to record the event. As
performers arrived and chatted on the patio outside the café, the reporter put together
an item for the early evening news, interviewing performers and corralling them
behind a wall by the beach where they would pppio squeal raucously into thens

finally orchestrating a pieem-camera where he was battered over the headiweth

slapsticks

As we sat around a long table for lunch, | looked at the people who had gathered for
the first time and who | had gto know duringhe previous 18 months of fieldork.

The youngest was in his 20s, one or two in their 30s, most in their 50s amtoWGis.

a broad range of peopl8ome knew each other only by reputation. Two or three had
trained as actors and still vked & actorsa couplewere trained visual artists. dgt

did other formsof puppetry, some in televisioone was an eXV producer, two or

three were highly respected and influential figures in the puppetry community in

general. Very few made their Iivgg only from performing Punch and Judy. Some
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were married, some had children, some were gagsome were single. All of them

often travelled away from home to perform the show; all of them were paid to

perform it. There were only two women at the tabled war ds 6 wi f e, M.
Al i son Davey, Professor Brian Daveyo6s wi
puppetmaker in her own right, does a waup with marionettes before her

husbandds show and Alison dressesiant he p

duringhis show. Everyone at the table hamree hand®n connection with Punch and
Judy

Fig. 2 College members on the beach at Paignteot¢pMary Edwards)

The afternoon was given over to sesarious discussions and | was invited to ask
about tlngs which had eluded metill now. This was a moment to consider my
relationship with this community. Some of thé had had little contact withgthers |

had seen a great deal of, travelling with them, watching their shows again and again,
interviewing tkem, watching them in their workshops, recording their shows,
photographing their puppets and booths, staying in their houses. | hadrstorgaf

these memories, some on paper, some on camera, some on Dictaphone, and others in
my head, and taken them batkmy study to make sense of, to listen to again, to
transcribe and to catalogue. All of this work rested on a bed of endless, pleasurable
chatter, of talk about the show. Punch performers like to talk about what they do,
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what it means to them, the expmmices they haviead with it. In talking about their
experiencesthey shape them, give them meaning, hold thgmto be looked at,
reshape themandgive themmore meaning. Thegreat a seamless narrativEach
does this in a different way. My tasks | see it, isto take their meanings, their
stories, the thing they hold in their hands and maoafeout, the interactions they have

with their audiences and each other, and give them back in my own.words

Later in the afternoon, the puppeteers headed outltoe b e ac h -cfadrl 6a & m
make a record of the event. They stood on the sand and threw their puppets in the air
and cheeredFig. 2). | was struck by their abilityand need,ery rapidly to
encapsulate and express se&nse of identity throughappaently spontaneous
performanceln the evening we watched on television the news report that had been
filmed that morning What only a few hours agbad been aide event with its
awkwardnessits roughness was now edited into aiscretestory, digitised ad

broadcast for public consumption.

We sat down again to eat and drink and talk. A quiz was held with questions about
Punch. | was both embarrassed aetieved that | scored highedt.had proved
myself yet| realized that these people were not histasi or theoreticians, that they

areengagednore indoingthe show than in thinking about it.

The events of thadlay were a reminder of the questiamiich this ethnography has
sought to refine and to answer. How did this group of performers come tgdibedn

and associate as the CollegdBw does their ability to meet and exchange ideas
impact on the tradition? What is the make up of the community of performers? How
do their differences impact on the traditiowhy do they relate to each other in the
ways that they do? How are these different people interpreting the fidow?are

their individual narratives brought together to produce a narrative for the tradition?
What is the role of the College in thikbw is the form mediated? What is its place

in the culture?ow is it interpolated by exterior agenciéd/hat role do performers

play in how the form is understood?

Along with these are a number of epistemological goestwhich | will address first.

What was my position iall of this? How have | core to be here and what shadows
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and light does my being here throw on the picture? It is through thesguttsiions

about methodology, the literature and the orientation of the study might be addressed.

Positioning the ethnographer

There araat least tw sides to the matter of being positioned, both have a bearing on
the outcome: how one positions oneself and how one is positioned by others. | will

begin with the first.

Paul Rock suggests that it is an advantage for the ethnographer to have some prior

familiarity with the territory,

[ é Venturing into terrain that is too alien will be disconcerting because it

offers no paths and little reassurance that one is looking around oneself with

an intelligent and informed eye. The new and the strange whidt ismnew

and strange may be the best compound, if only because ethnography demands

a comngt oget her of t he i nsider os unde |
puzzlene nt (J0@1]33).

| was already familian two ways | have been an actor andstreetheare performer

for several decades.have experiencethe tribulations of theentertainerand the
demand of work in an environment where a theatrical event has to be created almost
from scratch, from the strong idea you present to a passing @udite challenge

of keeping lheir eyes and ears fixed on ydo my performancevork, however, | had

never encountered a Punch and Judy show; we never appeared on the same bill, as it

were.

My other familiarity was cultural. Punch and Judy was my first expeeieof live
theatre. lwastaken by my mother to the local village hall when | was about five or
six. | remember coming in from the penetrating cold to the dim claustrophobia of the
crowded hall and seeing on the stage at one end a booth mhit have ken set up
already.l do not remember Mr Punch himself, but I vividly recall two episodes: the
Crocodile puting his head above the playboard andaihgthe sausages, and the
Hangmanbeingtricked into his own noose. Both produced a palpable frissorein th
audience. This was in thearly 1960s. Perhaps the fact that at home we had no
television and seeing entertainment of any kind made by other people was a rare

event accounts for the sharpness of the memory, or perhaps its intrinsic colour does.
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However t is, the Punch and Judy show has always been a part of my cultural
background, it has always been there. It is there not only as an early memory, but also
as a readily availablaf eccentric,reference point, part of the British repository of
shared imaes.

At the start of the resez, then, for me the show was axotic yet familiar form

whose workings were a mystery. It conteassignificantly with my own experience

of working in Omainstreamd theatred part
deeply populist form, representing an attachment to the past which most of my own
theatre work stive to break from. In my strettieatre work the past was referenced

only in order to be reappraised. Much (subsidised) British theatre is underpinned by a
desire, at least nominally, to move the agenda forward. Punch and Judy seemed to be

a highly conventionalised form which moved in the opposite direction.

| brought to theesearch also an interest in tiigestion of conventiomore generally

In my Mastes thesis,| had explored the tension between form and meaning, and |
had looked at how two very different theatre practitioners, Augusto Boal and Jerzy
Grotowski, had striven in opposite ways to rid the theatrical experience of the
determining impact of govention (Reeve 2002). | was curious about Hémnch
performers manoeuvred within the apparentyrowconstraints of tradition, to what

extent tley were liberated, reassured or frustrated by convention.
I would like to say a little now about how | wagsitioned by the puppeteers.

Since the last major study was maded for reasons which are detailed in the next
chapter, some performers have taken steps to ensure the survilval fofrh. As |

have suggestedhase steps include the formation of oligations, the production of
discourse and the instigation of festivalBhis contrasts with an earlier less
interventionistsituation which, as | indicate latertelied much more on economic
pressures to determine the shape ofttadition® This changeraises all kinds of
guestions to do with t heibid 38 é&nd bowithate mo n
conditions what action looks IiK8 In contrast with what was happening in the early

1980s and before, epformers seem to be taking charge of their tiaditqua

tradition The instigation of this study was itself a part of that process. This had
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implications for the choice of ethnographer and the relationship between
ethnographer and the Punch community. To some extent this reverses the
ethnographic paragim asit is expressedtby another puppet ethnograph&oan Gross

She reflects on the difficulties f gi ving a voice to the 0
puppetry) dVhatever model one follows, representation confers power and control on
representers (puppesrs or anthropologists) because thetgeine the voices of the
othe ( Gross2001: xvi)* The study of a reflexive process presents challenges for
the ethnographen terms ofhis own position and the impact he has on the subjécts o
the study and théorm itself. This is even more swhen the ethnographer has been
invited to make the study as part of the production of discourse which is itself part of
the narrative of reflexivity which is being examined. In other woatlgsimes in the
research procssl have found myself within the frame | have tried to keep hold of.

The College were pleased that | was applying to do this research because | was
already known tohtem through my work as a streébeatre performer as well as an

actor and a theatre dotor. | had known one of the key instigators, Clive Chandler,

when | was an undergraduate in the late 19A@swas to become my n@atademic
supervisorAlthoughl had never meGlyn Edwardsand he had never seen my work,

he was receptive to md learna later,becausd had performed aéVir Lucky, the

man with the raining umbreliaThis wasa walkabout stregheatre show in which |

was dressed as a drab figure from a landscape by Lowry and carried a heavy suitcase
and an umbrella which rained on timside and because of which | wasiperpetual

state ofcomicdespondencyT hi s appealed to Edwaraelsd se
believed | was a man who would understand the thinking of the Punch performer,
would be familiar with their world and would sgdetheir language. Other performers

told me they welcomed my doing the workKk
Puncho. Thi s ki nd acdnsitigty abbue mow they were gegne st e
which | came to realise fuelled many of their activities. Inrthédle of the research
Edwards made the disquieting remark that
false trails woul.dhiskwgested b eamsiderdbla defyreedodb wn 6

protection about the form.

The reverse side of this coin isaththe ethnographer provides opportunities for the

subjects of study to predethemselves in particular waysekbdr fie becomes an
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0et hnodr(\data Tuner,gcibed in Fabian 1990: 7); when the subjects are
performers, this is accentuated. As JohanRabian saysfT he et hnogr aph e
[ é] i's no | onger that of the questioner
catalyst in the weakest sense, and a producer (in analogy to a#igatducer) in

the strongest (ibid). It is sometimes difiult to know what is done for the
researcherdéds benefit @&madt whus tuchya@aniusion h av e
occurred on my first fielrip. | was on thesea frontin the Welsh seaside town of
Aberystwyth. Edwards had just put his frame upneeded to be caed further down

the promenadd.was filming at the time. &ur performers picked it up and marched

with it singingd do like to be beside the seagidéEhe area was practically deserted

and| could not help but think that this was for rognefit and wrote as much my

field-notes Edwards corrected me, saying thewxere people about and thdhe

performers would have done it anyway.

Not al | t he perfor mers I wor ked with w
distinctions in their own bek&ur about when they were and when they were not;
most responded to me, at least in the privacy of their own homes, without affectation

or show. | was generally met with honesty and an eagerness to engage in discussion.

It is not unusual for ethnograplseto undergo a process of deliberate or fortuitous
initiation prior to which their identity as understood by the community is uncertain
and after which they become part of the group, accepted as an honorary (or even full)
membe.*? This was my own experiee very early on in the research andccurred

at my firstencountemwith members of the College at a thagy Punch and Judy
festival in Aberystwyth in August 2006. This festival had been running for a number
of years and Professor Chandler who hadaoized it thought it a good opportunity

for me to get to know some of the community and especially for Edwards and myself
to sound each other out. Five members of the College were performing as well as
other puppeteers, some from abroadefRds, relativesnd helpers were also around.

We lived and ate together in a modern university hall of residence on a hillside above
the town, overlooking the sea. In the daytimasppeteers would head for the sea
front to perform; | would go with them. The evenings @vepent drinking, eating and
talking. One of the performers, Richard Coombs, was a new member of the College

and on the third eveniomdgdwhrds amauscedititat | h av e
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should become an honorary professor for the duration of tharcbsand that | would

be initiated then, too.

In the rather anonymous surroundings of a modern university common room in the
midst of cans of beer, haéimpty bottles of wine and a scattering of dirty plates and
cutl ery, an Oi nitihaimpravised. Tleis veasnoondged bywa s h
several members ofi¢ College and witnessed by a dozen or so other puppeteers and
friends. In the sheer panic of the evemy r ecol | ecti on of Coo
vague; however, my own remains vivid. | had to stand chair in the middle of the

room and was required to recite verses from the s@iy,| do like to be Beside the
Seasidéin an @ cademic manner 6 whil st being h |
performers wielding slapsticks. | was instructed to uphold idjeelst standards of the

tradition and not to bring the tradition into disrepute. The ceremony was accompanied

by a cacophony of professpriooting and jeering through their swazzles to

undermine any sense of decorum which might otherwise infect the gnogee

Through this process, wh@lifford Geertz (1968) an@George EMarcus (1997) call
complicitywas achievedgvento the degree that | was in an arguably reverse position

to that of theaoPynclmamd cihd¥M@B51lior k (M
which, as | suggest belovihe informant is a kind of ovatetermined puppet in the

text. It would be inaccurate and unfair to push this analogy too far, but | have at times
been tempted to see myself amongst a group of performers used to moving teanima
objects aboutanxiousto state their case and getting me to do it for th&he

Oi nherent morhad faise/lminved rrky XB6Btlbipwas, dmod ( Ge
entirely turned on its head, at least turned in the interests of the performersotlt is

my intention to get too tied up with this debate, but to signal it as an ongoing
condition of the researcfi.None of this is to suggest that relations have been tense,
although | have had tokerase sensitivity in some areas.

Discussion of my relanship with the performers suggests a very different stance
from the one adopted by writers about Punch and Judy in the past. As | will argue in
the next chapter, the literature about Punch has tended to reinforce the function of the
form as part of the dgemonicdiscursive formatiodwhich early on used Punch to

helpconstruct an emerging set of class identities, and to see it through thidt lens
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One of the findings of this thesis is that there has been a struggle for the construction

of Punch through eange of discourses.

Whilst some academicsotably Scott Cutler Shershow (1994, 1995) and Rosalind
Crone (2006)have commemtd o n P u n thib @racess ob dorestructiothese

have been historical studies and have not had the advantage ofeanporary
0insiderdsd view. Robert Leach conducted
understand #nhch as an oral tradition (1980983), but in that work he did not see it

as part of a process e€lfconstruction. This was partly because the paréss he
interviewed were from an older generation and were not engaged incabstra
reflections on the tradition. Wat constituted the traditiofor Leach és i nter v

was already settled by family conventidiinat group has largely disappeared

tisworth saying a little here about Leach
since it is astarting point for my own workif helps to define it and yet it contrasts

with my methodology. In part, my worsontinuesthe history of Punch from where

Leach left off and brings the story up to date. Some ofhligsory has to do with the
emerging new relationship performers had with the tradition in the 1980s and how

that has developed since.

Leachds wor k amomanéwhea papular cultute wasebinning to be
discovered as an academic subject. The work of Stuart Hall and Raymond Williams
among othersdid much toenable popular culture to be read as an expression and
signifier of broader cultural conditiod3.Leach sought to locate Punch andlyjas

an historically important form whose roots were embedded in the cultural and
political upheavals of theighteenthcentury. Importantly, he was the first to explain
the makeup of the show as a response to the beginnings of institutional repressions
of a developing underclaskle suggested that the emerging triumvirate of the law,
religion and marriage as forms of social control were manifest in the show as the
Hangman, the Devil and Judyeh