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  Singing Simpkin and other Bawdy Jigs


  The theatrical jig of the late sixteenth century through to the Restoration was a short, comic, bawdy musical-drama that included elements of dance, stage combat and disguise. With a cast of aging cuckolds, faithless wives, knavish clowns, roaring soldiers, coy maidens and country bumpkins, jigs regularly followed as afterpieces on London’s Tudor and Stuart stages, and were performed at fairs, in villages and in private houses. They were also toured by English players to the Continent where they took on a life of their own.


  This performance edition presents for the first time nine examples of English dramatic jigs re-united as far as possible with their original tunes. It provides a substantial and comprehensive history of the jigs, discusses sources, plots, instrumentation and dancing, and offers practical information on staging jigs today.


  If we are to come closer to an understanding of play-going in Shakespeare’s England, an encounter with the dramatic jig is essential. For the first time in four hundred years this book presents scholars and performers with the opportunity to stage the surviving texts, and to follow Shakespeare’s plays with Singing Simpkin or other bawdy jigs.


  Roger Clegg is Senior Lecturer in Drama Studies at De Montfort University.


  Lucie Skeaping presents ‘The Early Music Show’ on BBC Radio 3; she performs broadside ballads and jigs with her band The City Waites.


  Both have run jig workshops for the RSC, Shakespeare’s Globe and with students of music and drama.
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  Preface


  Visit the open playhouses of London at the end of the sixteenth century to see a play by Shakespeare or his contemporaries and the chances are that following it you would witness a number of performers enter to present what we might call a ‘dramatic jig’. A short sung-drama featuring a cast of comic types, the jig played out well-worn stories of misplaced courtship, sexual misdemeanour and social conflict; they were sung to popular tunes of the day, were often bawdy and sometimes featured dance, stage fighting and disguising. Such musical entertainments featured regularly as an afterpiece to the plays on London’s professional stage well into the seventeenth century, and were written and performed by amateur and semi-professional actors in communities in the localities. They also featured as part of the repertoire of English actors who toured to the Continent. But, by the end of the century, allusions to the jig were increasingly with reference to a bygone era in English drama. This performance edition presents for the first time nine examples of English dramatic jigs from the late sixteenth century through to the Restoration.


  Not until the early nineteenth century does the dramatic jig reappear in histories and commentaries on the Tudor and Stuart stage, when scholars and antiquaries become interested in documenting the genre. While passing reference has been made in most works of English theatre history since 1800 it is not until 1929 that they were given seminal treatment by the American scholar Charles R. Baskervill, in his monograph The Elizabethan Jig. While he and others—W.R. Chetwood (A Select Collection of Old Plays, 1750), J.P. Collier (Alleyn Papers, 1843; and Illustrations of Old English Literature, III, 1866), F.W. Fairholt (Lord Mayors’ Pageants, 1843), G.F. Warner (Catalogue of MSS and Muniments, 1881), A. Clark (The Shirburn Ballads, 1907), H.E. Rollins (Pepysian Garland, 1922), J.J. Elson (The Wits, 1932), C.J. Sisson (The Lost Plays of Shakespeare’s Age, 1936), G.W. Boddy (‘Players of Interludes in North Yorkshire’, 1976), J.M. Nosworthy (Collections IX, 1977) and A.F. Johnston and M. Rogerson (Records of Early English Drama, 1979)—have previously published transcriptions of the texts, the musical and dance aspects were only touched on and little regard given to presenting the surviving texts in performance. Historical references to the jig have been well documented and the form has begun to receive increasing attention; but the texts themselves are scattered around a number of library collections and have not been published in a single edition before now, previously published transcriptions contain errors, and none has been published laid out as a modern script or annotated for meaning and practical use. Furthermore, little attempt has been made to reunite the scripts with their missing tunes; and, whilst jigs are known to have included dance, little information is given in the texts about where or indeed how this was featured, and no-one has offered a method for its recreation.


  The first part, ‘A history of the dramatic jig’, offers a context for the scripts and the jig in performance through a survey of the primary evidence for the form in England from 1580 through to the Restoration, and draws attention to the work of scholars and commentators who have published on the topic since 1700. The chapter traces the term ‘jig’, discusses its development as a dramatic form by those who made and performed them, considers the jig in performance and its reception, and their life on the Continent carried their by touring players.


  ‘The scripts and tunes’ which forms the central part of this edition begins by outlining the methodology used in preparing the texts. The nine jig scripts and their tunes are then presented, each introduced with a brief synopsis, and information on provenance and sources, including any English and continental variants. Each script is followed by notes and commentary on both words and music.


  The third part of the edition, ‘Staging the jigs’, discusses what the texts tell us about original staging practices, and offers information about how the scripts and tunes might be approached in performance today. For experienced choreographers or those with experience in period dance, an Appendix offers suggestions for the reconstruction of episodes of dance.


  It was a chance viewing of a video online of a jig performed by Clegg’s students that led Skeaping to make contact and for us to share our respective work on jigs; it was already apparent to both of us that, while there were a number of scholarly publications on the subject, very few people were involved in practical investigations into the genre. This fortuitous encounter led to this performance edition and it is our hope that it will help make the few surviving jig texts more accessible and encourage performers to breathe the life back into these amusing musical dramas once more.


  Roger Clegg and Lucie Skeaping


  July 2013


  Abbreviations and referencing conventions


  Wherever possible the earliest available authoritative sources, including manuscripts accessed either through Early English Books Online (EEBO) or other digitised collections, or library and museum holdings, have been quoted or cited. Pagination is given if in the original; however, the convention in early modern printing was more commonly to use folio or signature indicators—for example, A2r, B3r, D4v: where the letter identifies the section (or quire) in the book; the number gives the leaf (or folio) within this section (note that the first leaf, for example A1r, B1v, is unnumbered, so Ar, Bv); and the superscript designates the recto (r) or verso (v), that is, whether the front or back of the leaf or page. Where leafs or folios are un-sectioned the number is preceded by ‘f.’ or ‘ff.’, e.g. f. 5r. Publication dates are given as they are found on the title page of the earliest extant source. For playtexts, the date of the first performance of a play, if known, has been given in square brackets. Spelling and punctuation have been maintained rather than modernised to provide the reader with the flavour and qualities of the original.


  Definitions and attestation dates are taken from the Oxford English Dictionary Online (Oxford: Oxford University Press, 2012), unless otherwise stated. References to line numbers in the jig scripts are given in parenthesis, e.g. (34), (34—37), etc. References to Shakespeare’s plays are taken from S. Wells and G. Taylor (eds) The Oxford Shakespeare: The Complete Works (Oxford: Clarendon Press, 1995). All of the broadside ballads cited in this edition have been sourced through the EBBA (ebba.english.ucsb.edu) and the Bodleian (ballads.bodleian.ox.ac.uk), whose digitisation of British broadside ballad collections is ongoing. Since the same broadsheet may appear in several collections, where only the title of a ballad is quoted the source references have not been given; however, where a ballad has been quoted directly, the particular source collection has been given, including volume, page/sheet or shelf number, e.g. Pepys 1.272. Items in the Stationers’ Register are from E. Arber’s A Transcript of the Registers of the Company of Stationers of London 1554—1640 (London: privately printed, 1875—94). References to Pepys’ Diary have been taken from www.pepysdiary.com
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  A history of the dramatic jig


  By the end of the sixteenth century anyone in England talking of a ‘jig’1 could have been referring to a piece of music, a vigorous dance or singing a ballad. But in the context of London’s playhouses the term had a broader meaning that incorporated all three—a musical sung-drama sometimes featuring dance. This dramatic ‘jig’ was a natural evolution of a definitive type of dramatic performance which, half a century before the playhouses were erected in London, included songs in court farces and morality plays set to dance tunes and sung by players while dancing. Popular music and balladry, the crude combats of mummers’ plays, the semi-dramatised antics of a subversive fool, and the leaping and vigorous stepping of morris-men, fed into the robustly physical gestures and comic business that were part and parcel of the playhouses of Tudor and Stuart London.2


  When it first appeared in the public theatres during the late 1570s, the jig was probably no more than a satirical ballad sung and danced by a clown to a popular tune. But the form seems quickly to have evolved in the hands and through the skills of the various clowns and players who helped develop it—Richard Tarlton, William Kemp, John Singer, John Shanks, William Rowley, Thomas Greene, Augustine Phillips, George Attowell, Andrew Cane, Timothy Reade, Robert Reynolds and Robert Cox—so that by the end of the sixteenth century it was a short sung-drama that featured as an afterpiece to the main play in the open playhouses, and at times, it seems, as an interlude at bear-baitings, experiencing its heyday in the public theatres around the turn of the century. From the evidence available it seems that these jigs were frequently bawdy, sometimes libellous, often farcical, and were set to, and accompanied by, popular tunes of the day. Their duration in performance is not certain: the extant texts are not long, but episodes of dancing, stage fighting and unscripted improvisation must have extended what is on the page. Thomas Nashe, in Summer’s Last Will and Testament (1592 [1600]), derisively compares an egregiously short play to a jig: ‘Ile be sworne, the Iigge of Rowlands God-sonne, is a Gyant in comparison of it’ (B2r) (see Rowland’s God Son in this volume) and on 12 December 1597, Philip Henslowe records in his diary that he paid six shillings and eight pence for two jigs, less than the cost of a play.


  By the 1600s dramatic jigs had clearly gained strength as a commodity, eventually finding their way into print, and sold alongside broadside ballads and the wealth of other printed literature of the period peddled by street sellers. They were relatively simple in their construction and did not require much literary skill. They were populated by such stock characters as rustic clowns, fools, bawdy wenches, enterprisingly faithless wives, gullible and cuckolded husbands, blustering soldiers, slippery gentlemen, foolish constables easily outwitted, prurient Puritans, falsely coy maidens and drunken foreigners. These were the laughing stock of the times and there were jig-makers on hand to exploit or expose their failings, or to champion one group above another. Jig-writers, like comedians through the ages, exaggerated the familiar—every member of the audience had a near neighbour ‘just like that’, or knew someone (not themselves) ‘just as gullible’ or ‘just as ignorant’. The jig took much of its material and tone from the folk humour of carnival, which licensed the clowning performer with a particular privilege of free speech. The clown, given control of the stage at the end of the main play, disrupted the comfort of closure and brought with him onto the stage vestiges of the popular traditions of subversion, anarchy and misrule.


  Wooing of Nan is based around a dance contest in which a set of rival suitors of different estates vie for the hand of Nan, a maid. The contest between Rowland and Pearce, two farmers, is hijacked by a passing Gentleman who out ranks as well as out dances them until, in a final twist, a Fool enters; although of the lowest rank, he turns out to be the best dancer (and the best lover) and steals her away. In Rowland’s God Son, Bess, a beautiful young wife, is engaged in an affair with her husband’s servant John. In order to continue their illicit relationship they concoct a plan to allay the husband’s suspicions and leave themselves free to solicit each other’s affection behind the cuckold’s back. In , a young gentlewoman married to an old miser is visited by two admirers in his absence—Simpkin, a clown, and Bluster, a soldier. Interrupted by the returning cuckold, the roaring soldier leaves (but promises to return to continue his soliciting the next day) and Simpkin, behind the husband’s back, announces to the audience that they are welcome to return in nine months time for a christening. In , Thumpkin, a rustic clown, pursues Susan, a barmaid. However, on their way to indulge in ‘sweet sports of the night’ they run into a pair of city bullies who steal Susan away; Thumpkin, disguised as an ‘aged father’ (and therefore no sexual threat to the rival wooers) steals her back. In punishment, he is made to stand on a stool dressed in a white sheet and cry ‘mum’—a reference to the punishment consequent on excommunication and a familiar sight in most towns and villages across England. Then enters a pedlar of ink, who helps hatch a plan to rescue Susan and to frighten away the bullies by pretending to be the devil. In , Francis, a married gentleman, aims to seduce Bess, his neighbour’s wife. In order to expose his behaviour and turn the tables on him, Bess persuades Mistress Francis to disguise herself in her (Bess’s) apparel and, with a mask before her face, take her place at their rendezvous. Having been thoroughly shamed, Francis seeks forgiveness.  features Nan, a maid, who has two rival suitors vying for her attention—a Cobbler and a Carter. It is the latter who wins her heart and, in revenge, the drunken Cobbler dresses as the ghost of the ‘golden saint’, St Denys, and attempts to scare the lovers. In response, the Carter turns his horsewhip on him.
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