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design. This added research into the appearance of the pub and Riley's home will be

beneficial in the research required for making the characters and situations believable.

In Chapter One of this thesis, I will examine Stoppard's life and work, as it pertains to
borrowing from other works and recreating the English language, and criticism of

Stoppard, particularly in regard to Enter A Free Man.

Chapter Two involves a script analysis of the show based on the style established by
Francis Hodge. This analysis will be beneficial in the rehearsing and production of the

completed show.

Chapter Three will tie in the set design to the analysis, and relate how the research of

one aspect carried over into the other.

Chapters Four and Five will contain a journal of rehearsals and a self evaluation,
respectively. Additional evaluations from the audience and cast may also be included in

Chapter Five.

Finally, the appendix will contain all of the supporting items, such as posters,

programs, and photos, to supplement the rest of the text.




Chapter One:
Enter Tom Stoppard

The British playwright Tom Stoppard has rarely been out of the theatre spotlight since
his debut in the early 1960's. While one of his first full length plays, Rosencrantz and
Guildenstern Are Dead, has been dazzling theatre patrons for over twenty-five years, one
of his most recent works, Arcadia, has been named the best new play of 1994-95 by The
New York Drama Critic's Circle (Combs 4G). He has won numerous awards over the
years and received many prestigious praises for his work. Critics and audiences alike
have taken notice of Stoppard's imaginative mastery of language and presentation over

the years. Much has been written about the author and some of his more famous works.

Stoppard's poetic mastery of the English language is possibly even more remarkable
when one learns that English was not Stoppard's first language. Born Thomas Straussler
in 1937, Stoppard spent the first two years of his life in Czechoslovakia. His father was a
doctor for a well-known shoe company. In 1939, as Nazi Germany was invading all of
the surrounding countries, Mr. Straussler moved his family to Singapore, where they all
lived until 1942, at which time the Japanese began its occupation. Stoppard and his
mother and brother moved to India, while his father stayed behind and was eventually
killed. In India, Stoppard attended an American school and began learning English. His
mother remarried a British Army major named Stoppard, and the family moved once
again to England. At this point, Stoppard says he spoke ". . . English with a Czech-
American-Chinese accent . . ." which gave him some distinction among other children

(Kroll, "Dazzling" 82). As the family stabilized in Britain, Stoppard now had a real

language that he could call his own and master. Looking back, mastering the language
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may be considered an understatement by many people. Peter Wood, a friend and
director of several of Stoppard’s plays believes that Stoppard's enforced traveling may
have been beneficial for his creative abilities. He says, " 'you have to be foreign to write
English with that kind of hypnotized brilliance' " (82). Stoppard soon found an outlet for
his writing, working as a journalist in Bristol for the Western Daily Press. Stoppard went
to work for the paper in 1954, right out of school. Quickly tiring of bothering people for
interviews, Stoppard found it much easier to just make up answers he thought people
might have to the questions he was required to ask (Delaney 1). He bounced around
from various posts with the Press, and eventually landed in the position of reviewer of
cinema and theatre. It was here where Stoppard's fancy for a new outlet was peaked.
Stoppard sums up his dramatic origins simply as, ". . . I wrote a lot about the British
theatre, which was flourishing, and I knew the people in it. I became quite hooked on it.
I wrote a play, 'A Walk on the Water,' that was produced . . ." ("Talk" 41). By the end of
the fifties, he was tiring of writing for papers in general, and his interest in writing for
the theatre was growing. By 1960 he had become a free lance journalist, but he

contributed most of his time toward writing plays.

A Walk on the Water, later renamed Enter a Free Man, took over eight years to come
into its own completely, from the first written origins, to being televised, to being staged
in 1968. Towards the second two-thirds of this period, Stoppard was riding high on the
success of another of his verbal creations, Rosencrantz and Guildenstern Are Dead. As a
result, Enter a Free Man did not receive as much press or written commentary. There are
a few criticisms available as well as interviews in which Stoppard discusses the play.

Some perception and analysis of the play is very deep and intellectual, while at other

times the play is quickly passed off as a whim of a young and beginning writer.
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While still working as a journalist, Stoppard actually wrote two plays. The first, a
one-act knock-off of Samuel Beckett's Waiting For Godot, was called The Gamblers. The

other, a full length piece, Stoppard entitled A Walk on Water. When asked about the

actual writing process, Stoppard says that he decided to get to it actively and stop
thinking about getting started, so he just sat down and within three months had
assembled the script (Hudson 54). Stoppard gave the script to the Bristol Old Vic to
produce, got an agent, (Kenneth Ewing, who is still working with Stoppard), and after a
year of proposed development, Stoppard was given the script back. So he sold the play
to a British television company, Rediffusion ITV, and they produced the script for
broadcast in 1963. The following year a rewritten version of the play was produced in
Germany, and then adapted for radio in England by Stoppard (Wright 485). While this
script was undergoing various transformations and rewrites from venue to venue and
stage to screen, including changing the name to Enter a Free Man, Stoppard had written
another work, Rosencrantz and Guildenstern Are Dead. This show was an immediate hit,
and had a dual effect on its predecessor. A great deal of attention was drawn to the
older script, but at the same time it was being compared to a work that was the product
of an older, more experienced playwright. While on a promotional United States tour
for Rosencrantz and Guildenstern, Stoppard discussed Enter a Free Man's London
premiere. While speaking to a representative of The New Yorker, Stoppard conceded that
A Walk on Water, ". . . has just been produced in London under the title 'Enter a Free
Man." It has been badly received." Stoppard had with him a copy of a review from The
New York Post which generally panned the production, while the reviewer tried very
hard to be witty and wordy in his assassination. With his own wry wit, Stoppard's
response was a general agreement and the explanation, "it was produced in Hamburg,
in German, in 1964, and I went to see it. I guess I should have left it at that. I don't

understand any German, so I couldn't really judge that production" ("Talk" 41). Critics
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and audiences have judged Enter a Free Man with a watchful eye, hoping for the same
type of play as Rosencrantz and Guildenstern Are Dead. What they found instead was a
fairly simple and straight forward domestic comedy which happened to be very much in

the style of Arthur Miller's Death of a Salesman and Robert Bolt's Flowering Cherry.

Not all of the criticism of Enter a Free Man has been negative. And it seems the further
it is distanced from Rosencrantz and Guildenstern Are Dead the more of a chance it has of
standing at least partially on its own merits. It's original United States premiere at the
Olney Theatre in Maryland was well received. It is described by a national reviewer as a
". .. transitional piece, lying somewhere about midway between the coziness of a well-
made entertainment and the Beckett-like limbo of language in 'Rosencrantz' " (Sokolov
77). The reviewer goes on to explain how the play offers the actors ". . . a good chance to
display their virtuosity, for although earlier and more conventional than 'Rosencrantz,’
'Enter' is full of speeches that anticipate the later piece's quicksilver verbal magic" (77). It
is predicted in the review that the show could easily move on to New York. In 1975,
Enter a Free Man was in the Big Apple. It was not on Broadway, but rather off, where
Stoppard'’s eldest work again found its niche. Reviews again varied, but even negative
critics found a positive spin for Stoppard. One national critic did not dislike the show as
much as set the record straight by informing the public about Stoppard's positive sides,
while offering gentle criticism of the negative. He claims Stoppard ". . . betrays his
youth by the trouble he has taken to work out at length a plot of no great originality and
to give it an ending too neat for it's own good. Along the way, we catch a glimpse of the
Stoppard to come, especially when, in the pub scenes, his characters, with every sign of
perfect satisfaction, chatter away at cross-purposes” (Gill 50). At the same time, Jack
Kroll, a long-time critic for Newsweek, called the production exactly ". . . what off-

Broadway is — or ought to be — all about: a chance to see a good production of a good
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play that couldn’t make it on boom-or-bust Broadway. The play is Stoppard'’s first, and
although it doesn't have the complexity and texture of his later work . . . it's a fascinating
harbinger of those plays" (Kroll, "Everyman" 64). Stoppard's own take on the play,
given in an interview the week of its London opening, is that:

. it ought to have been done, if only once, because plays are written to be
performed. On the other hand . . . plays go off like fruit. They're organic things,
not mineral. They change their composition in relation to the time they exist, or
are seen to exist, and in relation to oneself; they start to decompose the moment
the word is on the page. A lot has happened since I wrote the play — to me and
to the times. . . . Enter a Free Man is now pushing eight, which is quite a long time
if one is a young writer. . . . I no longer think of it as the kind of play I would

write now or would ever write again. (Gordon 22)

As usual, it is not the critics or supposed experts, but rather Stoppard himself who
has been one of the first to draw comparisons between Enter a Free Man and the works of
other authors. He has been know to refer to the play informally as "Flowering Death of
a Cherry Salesman” (Cahn 25-26). Other names of contemporary authors whom critics
frequently mention because of the similarities of elements in the script include Peter
Nichols, Joe Orton, and N.F. Simpson. Enter a Free Man does deserve some distinction
however, as it is a much more comedic piece of work than Salesman or Flowering Cherry.
If George Riley were to take himself as seriously as Willy Loman does, for example, the
audience would not be able to laugh with as much ease as they have at his exploits. And
George Riley is funny, as is the whole play. It still has some serious overtones, which
inevitably tie it to the other works, but on the whole, it is a simple, witty tale about a
failed existence. Years after he finished the play, Stoppard looked back on it with mixed

feelings, calling it a phony production because it was written about other writer's
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characters (Brassell 69). However, as Tim Brassell points out in his assessment of
Stoppard's work, ". . . although he regards such borrowing as having been 'phony" here,
his later plays incorporate characters (and plots) borrowed from other sources with such

frequency that this becomes almost a trademark of his work" (69).

Although there are similarities in the style of Enter a Free Man and some works of a
number of other previously mentioned authors, the parallelisms with Miller's Death of A
Salesman are among the most frequent and interesting to examine more closely. While

there are any number of similarities that could be drawn, a few of the most basic

connections include:

In Death of a Salesman:

¢ The action jumps from location to

location, with the Loman house as
the common ground.
Willy has a wife named Linda.

Linda is a very patient woman.

By the end of the play Willy Loman is
an unemployed salesman who is too
proud to accept a job working for

his friend Charley.

Willy calls his son Biff a lazy bum
and says he is not using his full
potential.

Willy thinks back to times when

Biff was younger and they had a swing

In Enter a Free Man:

The action jumps back and forth from
the pub and the Riley house, which is
the most used location.

Riley's daughter is named Linda.
Persephone (Riley's wife) is a very
patient woman.

Riley is an unemployed inventor
who is too proud to accept
government unemployment
assistance.

Riley calls Linda lazy and says she

is not using her full potential.

Riley keeps bringing up the past

when Linda was younger and they




_—

in the back yard.

¢ Linda talks about it being warm on
a Sunday.

o Biff feels he is wasting his life away.
He thinks about getting married.

e In a flashback, Willy talks about
striking it rich with his big dreams.

» Willy talks himself up as a big shot
but does not live up to the hype.

» Willy talks all the time, whether or
not anyone is listening or cares.

* Willy was once involved with

another woman.

* Linda scolds Biff and Happy for their

treatment of Willy. She delivers a
moving speech about Willy being
a human worthy of respect.

* Biff tells Linda that Willy is going
crazy.

* In a speech to Biff, Willy tells him
not to ‘count his chickens.'

* Willy borrows money from Charley

and promises to pay it all back because

he is keeping track of everything.
* Willy wants to be well liked.

* Willy, Biff and Happy all tell stories
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went for walks in the park.
Persephone talks about how warm

it is on Saturday and Sunday.

Linda is eager to get on with her life.
She thinks about getting married.
Riley constantly talks about how his
big dreams will make him rich.

Riley talks himself up as an important
man but does not live up to the hype.
Riley speaks all the time, whether or
not anyone is listening or cares.

Riley thinks he is involved with
another woman.

Persephone scolds Linda for her
treatment of Riley. She delivers a
moving speech about Riley being

a father worthy of respect.

Linda tells Persephone that Riley is
half-barmy .

In a conversation to Linda, Riley tells
her to test the waters first.

Riley borrows money from Linda and
promises to pay it all back. He keeps
track of the amount in a notepad.
Riley is well liked, although eccentric. |

Riley and occasionally Linda tell
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that expand on the truth. stories that expand on the truth.
 Play ends with Linda standing over * Play begins with Riley entering
Willy's grave saying they are free. the pub announcing his freedom.
(Miller 11 - 139) (Stoppard, Enter 5 - 83)

Of course each of these comparisons is open to individual interpretation. Stoppard
obviously did not work down a check list when he was writing Enter a Free Man. At the
time the play was written he was not even aware how much it was borrowing from
other works. He was aware that he was not writing an autobiographical sketch, but
beyond that it was just a play. Only through hindsight is he able to examine and
theorize about his approach, stating, "I don't think a first play tends to be
[autobiographical, seminal or whatever] — it tends to be the sum of all the plays you
have seen of a type you can emulate technically and have admired. So A Walk on the
Water was in fact Flowering Death of a Salesman — . . . I'd cleared the decks with [it] . . ."

(Hudson 55).

It is ironic that Stoppard wrote the line said to George Riley, "an invention is better if
it's new" (Stoppard, Enter 14). Granted, not every writer comes up with a new concept
for his or her play. There is a continuous handing down of ideas from era to era, writer
to writer. The Romans built on the works of the Greeks. Shakespeare built on the works
of the Romans. Modern playwrights continue to build on the works of Shakespeare.
Tom Stoppard is one such modern playwright/builder. He is a writer who deals with
words, both his own and those set down by other writers before him. He is well noted
for his integration of other artists works into his own. From his earliest works to some
of his more recent efforts, Stoppard has borrowed heavily, and documented without
shame, from the styles and actual texts of his influences such as Luigi Pirandello, Samuel

Beckett, and William Shakespeare. For further illustration of Stoppard's ability to
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interweave his writing with another authors, it is beneficial to look at other of his early
works, including Rosencrantz and Guildenstern Are Dead. Examining his use of other
artists and inspirations is not in any way an implication that Stoppard is some sort of a
hack writer who can not come up with an original idea on his own. On the contrary, his
works show an imaginative outlook, and that he can build on to existing works in new

and exciting ways which few others have ever successfully been able to do.

Stoppard's second full length play illustrates his unique style as well as any other of
his works. Rosencrantz and Guildenstern Are Dead was begun in 1964 while Stoppard was
in Berlin taking part in a colloquium of young playwrights sponsored by the Ford
Foundation (Wright 486). Originally the script was a one-act play in verse entitled
"Rosencrantz and Guildenstern Meet King Lear." The inspiration for the short script
came from Stoppard's agent, Ewing, who had asked Stoppard one day if he knew who
was the king of England during the time frame of Hamlet's life. Over the course of
rewrites, Stoppard would eventually sharpen the focus of the play and deal more
directly with the action revolving around Hamlet (487). Again Stoppard and the critics
are the first to note that this play relies on the works of other famous playwrights in
addition to his own creative talents. "As virtually all reviewers noticed, Rosencrantz and
Guildenstern Are Dead was clearly derivative, constructed of passages of poetry from
Shakespeare (Hamlet) and rather loud echoes of Pirandello (Six Characters) and Beckett

(Waiting For Godot)" (Bloom 81).

With all of the sources which Stoppard had to draw upon, Rosencrantz and
Guildenstern comes across as much more than a rehashing of Shakespeare's tale from a

different perspective. As Anne Wright notes, the play:
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explicitly operates in the dramatic margins of Hamlet, in a creative interaction
with Shakespeare's text. In focusing on Shakespeare's minor characters Stoppard
does not fill out their lives but rather extends their thinness. . .. Effective use is
made of stylistic counterpoint of Shakespeare's poetry and rhetoric with the
colloquial idiom of the linguistic games and music-hall patter. (Wright 487-488)
In addition to the Shakespearean script, Stoppard uses the device of creating a play
within a play for Rosencrantz and Guildenstern to take part in. On the larger
perspective, the audience sees the ordinary world of the two who have been summoned.
"The inner play is Hamlet, or scenes from Hamlet, which the audience immediately
recognizes . . ." and throughout the outer play, the audience can see the flip-flopping
between the two (Bloom 82). It is in the outer play in which the two draw upon the
Beckett influence of Waiting For Godot. Like Godot's Didi and Gogo, as pointed out in
Bloom's collection, "Rosencrantz and Guildenstern experience the desperation of
knowing they must amuse themselves continually in order to pass the time" (82). In fact,
the true genius of Stoppard's use of Hamlet lies not in the recognizable interweaving of
Shakespeare's text with his own, but rather in the way Stoppard is able to weave Hamlet
into the story without the typical audience member catching on. Again, Bloom's
collection points out that there is more to the interlacing than just the obvious:
Even one of Stoppard's stage directions poses insoluble problems: "Hamlet enters
upstage, and pauses, weighing up the pros and cons of making his quietus." Is this a
reference which only readers who are familiar with Hamlet's soliloquy can pick
up? Or, to cite a related problem, what is the audience to make of references to
Hamlet which occur out of immediate literary context? For example,
Guildenstern, on board the ship for England, suddenly speaks portions of

Hamlet's "pipe-laying” speech, a speech he had heard (yet can we really assume
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this?) during an earlier scene from Shakespeare's play which Stoppard does not

reproduce. (102)
The only explanation seems to be that Stoppard is having fun with the audience, and he
is taking into consideration the variety of intellect which is brought into a theatre house
during the course of a show's run. One summation of the show recognizes that "those
who were not taken with the literary dash and dare of that remarkable play were won
over by its delightfully witty dialogue” (Cook 52). Intellectual audiences will delight in
the variety of ways in which Hamlet is played throughout the work without fear of
making a deep investment in the two main characters. They know from the start that
the two are not going to save the world and ride off into the sunset. Even the lesser
intellectually-inclined audience will be able to grasp this. Both will take delight in the

humorous and child-like ways in which they pass their time, waiting, inevitably, to die.

After the success of Rosencrantz and Guildenstern and the brief run of Enter a Free Man,
Stoppard played around with a number of different venues. He wrote a number of
short and full length plays, as well as plays for television. In the late 1970's he found
himself returning to the Bard for inspiration for another full length play. Along the way,
as usual, he picked up a couple of other sources of theatrical absurdity as well. Dogg’s
Hamlet, Cahoot’s Macbeth, as the title indicates, draws heavily on the two Shakespearean
tragedies. However, the play is hardly a tragic statement of theatrical history. It is
actually two works which Stoppard has pulled together into one whole, through his

mastery of wordplay.

Dogg's Hamlet was actually begun in the early 1970's and is made up of two separate
pieces which Stoppard had written: Dogg’s Our Pet, and The 15 Minute Dogg’s Troupe

Hamlet. The first work was written for the opening of Inter-Action's Almost Free
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Theatre in 1971, and was performed by Professor Dogg's theatrical troupe. The second
was written as a mini-version of Hamlet which was to be performed on the top deck of a
London tour bus by a seven person cast in the space of about 15 minutes (Jenkins 155).
Both Dogg's scripts were staged under the guidance of Ed Berman (a.k.a. Otto Premier
Check, Professor R. L. Dogg, and Super Santa), who has been a good friend with
Stoppard over the years (Locher 48). The troupe was formed to present plays such as
these which were heavily language-based. They experiment, in comedic ways, with the
use of words within the English language in an attempt, as Stoppard notes, ". . . to teach
the audience the language the play was written in." (Stoppard, Dogg’s 6) In much the
same way, Hamlet is used within the plays, and the characters of the play must learn the

language of Shakespeare as they go along within their play.

The second act of Dogg's Hamlet, Cahoot's Macbeth is dedicated to the Czechoslovakian
playwright Pavel Kohout, whom Stoppard had met a few years before the play was
written. In addition to retelling the story of Macbeth in a micro-version of its original
encasements, Stoppard is basically retelling the story of Kohout's retelling of Macbeth.
As a playwright, Kohout was known for his own heavy use of borrowing or adapting
other writer's works. He was inspired by many of the same writers as Stoppard, in
addition to being inspired by Stoppard's Rosencrantz and Guildenstern Are Dead (Evory
315). One of Kohout's best known works is the play, Poor Murderer, in which an actor
who has been playing Hamlet thinks he has killed another actor who married the girl
the first actor loves. The actor is confined to a mental institution and fights for his own
sanity, much like Hamlet. He then stages a play to reveal the truth, much like Hamlet
(315). All of this information regarding Kohout's version of the Hamlet story will

eventually find a home in Cahoot’s Macbeth.
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Stoppard was notified a few years after he had met him that Kohout had been
forbidden from performing by the government in Czechoslovakia, and that he and a
couple of outlawed actors were now taking a traveling version of Shakespeare's Macbeth
around to people’s homes and performing in their living rooms. This was all the spring
board Stoppard needed to create Cahoot’s Macbeth and tie it with Dogg’s Hamlet. As
Anthony Jenkins points out, the circumstances allowed the two works to flow together
with a great amount of ease. "Reminded of his own condensed Hamlet and the
improvised surroundings of Dogg's Troupe, Stoppard dovetailed his scripts into one
panel of a diptych whose other half showed his own idea of living-room Shakespeare
behind The Wall." (Jenkins 156) Stoppard was able to tell Kohout's story, even though
Kohout insists it is not accurately his story. As a further jab at the political power
struggle going on in the real world, Stoppard twists the police investigation of living
room theatre which is taking place in the play into the story of Macbeth which the other
characters are performing. As an added twist, Stoppard throws in references to
Kohout's Poor Murderer which the average audience member would not catch. Cahoot,
the character, goes into an imitation of a dog at one point after the Inspector has come to
bust up the living room theatre. His actions are almost identical to those of the Hamlet

character in Kohout's, Poor Murderer (Whitaker 157).

When Stoppard finished with Dogg’s Hamlet, Cahoot’s Macbeth, he again moved on to
a new project. Never one to be pigeon-holed, he has since dabbled in romantic comedy,
intellectual espionage scripts, and plays concerning physics and mathematics. However,
no matter which direction Stoppard's work takes, it will continue to carry some of the
same common truths it has always had. As noted in a 1975 review of Enter a Free Man,
Stoppard has an "empathy into the pathos, inevitably funny, of people who screw up

their little lives by reaching for big truths,” and that his "special trick is finding the
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sweet, sad craziness hidden in real behavior . .." (Kroll, "Everyman" 64). It is interesting
to hear a reviewer speak this way about Stoppard, however, because all too often he is
criticized for writing glib, cold dialogue with no real human element to it. One critic,
Derek Marlowe, offers a backhanded compliment to Stoppard’s abilities, discussing how
Stoppard:
Cares more about the details of writing more than anyone . . . He's startled by the
smallest minutiae of life. He'll rush out of a room to make a note of a phrase he's
just heard or a line that's just occurred to him. But the grand events, the highs
and lows of human behavior, he sees with a sort of aloof, omniscient amusement.
The world doesn't impinge on his work, and you'd think after reading his plays
that no emotional experience had ever impinged on his world. For one thing, he
can't create convincing women. His female characters are somewhere between

playmates and amanuenses. He simply doesn't understand them. (Tynan 54)

Examining what others have to say about Stoppard's writing is an engaging task
because so many writers try to use new and insightful slants on his style, and yet
everyone says essentially a variation on the same thing. For example, a statement
Stoppard made early in his career about writing plays ". . . because dialogue is the most
respectable way of contradicting myself" is repeated frequently in articles or interviews
concerning Stoppard (Raymond 127). So many years after the first use as a witty
response to an interviewer's question, this comeback now stands for part of Stoppard's
persona, whether it still fully applies or not. Quite often it is an article about Stoppard
or a reviewer's notes that contradict previous quotes primarily because each applies to a
specific instance and over time is re-applied as an all encompassing statement about his
career. Therefore, Stoppard is not always eager to talk about himself, without much

extensive wordplay. Among critics Stoppard has ". . . achieved a reputation for as much
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verbal brilliance in person as in his stage plays" (Delaney 1). He would much rather talk
about his writing and the outcome it may have. To this end, perhaps the person most
overly critical of Stoppard's work is the author himself. In a discussion about his friend
and colleague, Harold Pinter, Stoppard mused:
. . . there's something about Harold that makes me look under my navel to see if
it says MADE IN TAIWAN. I acknowledge with complete serenity that I belong
to the large company of writers who do a good job, give people pleasure and so
on. But then there's this tiny company who change the way theater is written —
Beckett, Pinter, Ionesco. (Kroll, "Dazzling" 82)
Doing a good job more often than not involves beginning with an idea, and adapting a
story and characters around it. Once the play is flushed out, written, rewritten and
tinkered with to Stoppard's satisfaction, it moves on to rehearsal. And with premieres,

Stoppard often goes along. It keeps him busy.

Staying constantly busy is a large part of Stoppard's drive. Rather than force an idea
for a play, Stoppard spends some of his free time away from the stage adapting other
people's works into movie screenplays. His credits to date include Brazil, Empire of the
Sun, The Russia House, Billy Bathgate, as well as his own Rosencrantz and Guildenstern Are
Dead (Gener 80). Rosencrantz also marked Stoppard's directorial debut, and was
generally well received. Rolling Stone noted, "in this thrilling one-of-a-kind film,
Stoppard revivifies an art rusting unused in movies: bringing words to life" much like
he has done with his writing for the stage (Travers 121). And if nothing else is going on,
Stoppard is perfectly content passing the time discussing his favorite game, cricket. On
occasion it is even possible to catch him playing a game or two. He plays for a team

headed by his friend and contemporary, Harold Pinter.
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Tom Stoppard is a modern British playwright who has seen critics and audiences
alike viewing his works from both sides of the wall of acceptance. Some have been
loved without question, and some have been hated and questioned from the first page
on. He is a writer who deals with words in a way few others have done in the past. He
revels in the use of word play in addition to playing on other writer's words, building
off of characters, events, or themes which other writers' works spark in his own
imagination. Of course, Stoppard is not the first to write in this manner. He is, as
Harold Bloom points out in the introduction to his book on Stoppard, very good at what
he does. Bloom explains it this way:

The ancient Roman stage trope, contaminatio, which could be called a kind of
interlacing between an old play and a new one, has found many distinguished
uses in modern drama . . . . Tom Stoppard can be called an almost obsessive
contaminator, since perhaps no other dramatist relies so crucially upon the trope
of interlacing. Rosencrantz and Guildenstern Are Dead (1967) was the first of
Stoppard's successes, contaminating Hamlet, Prince of Denmark with Waiting For
Godot. (Bloom 1)
Some of Stoppard's earliest, as well as some of his most challenging works, have
borrowed heavily from the basis of other people's writings. And Stoppard is the first to
admit this. This is not to say that Stoppard does not ever have an original thought, or
that he can not come up with something new on his own. Bloom's introduction covers
this notion as well, in quoting William Beare from The Roman Stage:
A character in a play, when removed from his setting, ceases to exist; everything
he said in his original context, at least when related to that context, would be
meaningless in a different context. Hence the part would have to be rewritten
afresh. The dramatist would have to write the new words himself. This is not

borrowing, but original composition. (1)
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Stoppard's blending of works show the variety of thinking and imagination which this
one writer has, and how he can build on to existing works in a way few others have ever
successfully been able to do. Of course, Stoppard is also likely to contradict this notion,
as he did in 1968, while preparing to take Rosencrantz and Guildenstern Are Dead to New
York. He laughingly told one reporter that he sometimes has ". . . the idea I'm the flavor

of the month" ("What's" 72).
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Chapter Two:
Analyzing Enter a Free Man

Before mounting any production, it is advisable for the director to analyze the script,
taking it apart and rebuilding it to learn as much as possible about the information the
author has given. The script provides all of the clues needed to begin understanding a
production. Everthing one might need to know about the characters, the setting, etc., is
intertwined and hidden in the words the author has provided. The analysis helps take
this starting point and build on it and further define the world of the play. For less
experienced directors, this process can be very beneficial, and for those with more
practice, some steps may be omitted or glossed over. Essentially there is no rule that
says if one is going to direct a show an analysis must be done. It is advisable however.
According to Francis Hodge, a scholar on the subject of play directing, "a director's
preparation is a written analysis of given circumstances, dialogue, dramatic action,
characters, ideas, and rhythmic beats . . ." (Hodge 62). Writing an analysis out helps to
define the world of the play to the director, and allows the director to have a starting
point when communication that world with the actors. A director can use the analysis
as " ...a way of getting inside plays so you don't miss their real guts" (16). A lack of
preparation will generally carry over into the performance, and besides, it would be
highly doubtful that someone would know the meaning and significance of every word
in a script at first glance. As Hodge notes, "no matter how skilled a director may be, no
matter if he has been directing for many years, he will always have to do intensive

homework — the study of the playscript" (62). The script analysis of Enter a Free Man
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which follows is based upon Hodge's play-analysis found in Chapters four through

eight of his book on directing (16-65).

L

Given Circumstances
A. Environmental Facts
1. Geographic Location, including Climate
a. Location

All of the present action of the play takes place in two separate locations,
both of which are represented on stage at the same time. The first domain
is the living room of the Riley's home, which is occupied by George,
Persephone, and Linda. The second locale is a small pub, called the Arms,
which is run by Carmen, whose real name is Victor (Stoppard, Enter 47, 68).

The pub has a handful of customers over the course of the play.

The pub is within walking distance of the Riley home. The first time it is
mentioned, Linda calls it "the pub on the corner” (6). George is able to walk
the distance from his home to the pub over the course of time in which his
daughter and wife are having a brief conversation. In the script, the
conversation takes three pages, written in continuous time, as opposed to
breaking the scene and resuming 'later that day' (49 - 51). The amount of
time taken up is only a few minutes, well under an hour. This is reinforced
by references to the time in the Riley house as well as the pub. Riley is at
home around twelve o'clock in the afternoon, before he ever leaves for the

pub, and he is at the pub before one o'clock that same afternoon (37, 19).
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In addition to the pub, the Riley's live near a bus station, a movie house,
and the park that George and Linda went to when she was little. When
Riley finally returns home, Linda asks where he has been, and all of these

locations are mentioned (81).

The only specific information about the Riley home is that it is a two
story flat, and the kitchen is off the living room. There are references to
Linda coming ". . . down in a minute . . ." from her bedroom and that the
living room is downstairs in the house (36, 37). There is also a wash room
upstairs. Linda calls for Riley to come down on Sunday morning, and to
make sure he washes his hands (58). Also, Riley's workroom is upstairs.
Late in Act One when he talks about finally coming downstairs he says that
he first went straight to work after getting up, because of his fantastic
envelope idea (34, 38). George and Persephone's bedroom is upstairs, next
to George's workroom, because he claims to have heard Persephone
snoring through the wall the night before (37). To help get an idea of the
size of the house, George has also stated that there are seven doors in the
entire Riley home (31). There are the two bedrooms, the living room, the
kitchen, George's workroom, and a washroom. Therefore, assuming there
is a door to each of the rooms except the living room, a front door off the
living room, and a back door, there should not be any other rooms in the
house. Adding to the look of the home, there is a system of plumbing
running through the house which Riley has hooked up to water the plants.
Instead of moving the plants to accommodate the plumbing, Riley has
hung the plumbing to accommodate the location of the plants.

Furthermore, he hung the entire watering network over the course of one
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night, and therefore has been limited by time in addition to space as far as
making the water system look nice goes (32). Thus it is safe to assume that
the pipe is not hung in any semblance of order or specific design. The
whole house is very tidy, despite the disheveled nature of George's
inventions. Persephone keeps everything as clean and orderly as possible,
but the house is well worn. An example of this can be found in George's
passing description of daily life, when he says the springs in his chair are
broken (31). He does not claim that the chair is beyond usefulness, only

that it is worn.

The pub is not described specifically in the script, other than it has a bar
and tables and chairs for customers. Some customers sit at the bar, and
others at the tables. Everyone orders drinks from Carmen, which indicates
that the pub is either too small or too poor, or both, to have attendants for
the tables. The pub should have a comfortable atmosphere to it, and it
should have been inviting at one point in its existence. New customers,
such as Brown, are not discouraged from attending, but over all the
atmosphere is more suited to the familiar customers such as Harry, Able,

and Riley.

The play is set in England, which is established by dialogue which uses
words common to the British manner of speaking, as well as references to
England specifically. Most of the references to Britain come either directly
or indirectly from George's actions. For example, he praises the British
Navy to Able and to anyone else who may listen in addition to talking

about ". . . Britain as a maritime power" (7, 23). He also discusses areas near
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the action specifically such as the idea of going ". . . over Westminster
Bridge, [to] surround the House of Parliament . . ." (10). Subtly, the song
"Rule Britannia" gives a hint as to the geographic location of the play, as it
is either mentioned or played many times because of Riley's grandfather
clock invention which plays the song (23, 66). Another British patriotic
song, "God Save the Queen," is mentioned by Linda, who mocks George's
clock (46). Linda also gives a reference to the English locale, when she
decides to go off with her boyfriend, and they are heading north, to
Scotland (62, 77). Finally, at one point, Riley is talking about names, and
calls 'Dick' a "Good English name." He goes on to point out that "three

kings of England have been called Dick" (69).

As far as British phrases and mannerisms are concerned, there are a
number of examples found in the script. References to a "feller” or a "bloke”
are frequent, appearing on pages 6, 8, 13, 18, 25, 26, 51, 55, and 66. There
are also numerous references to having tea, which is a favorite activity in
England. Other examples of predominately British language or British
slants on phrases from Stoppard's script include:

¢ instead of having an argument, having a". . . row . .." (6, 37, 51).

* referring to a local bar as . . . the pub . . ." (6).

* having "A foaming tankard . . ." at the pub (7).

* ordering alcohol at the pub in metric quantities, such as "A pint of
half-and half" which is half beer and half water (8).

e discussions taking place of the two major sports, which are football
(soccer in America) and cricket (10).

¢ instead of mailing a letter, one must ". . . post a letter" (15).
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* Harry tells Carmen to "Belt up . . ." which means to keep quiet (16).

* Harry refers to shoving ". . . a cigar in your gob .. .," or mouth (16).

e ordering a "Pint of bitter" at the pub (22).

* instead of going to the movies, going ". . . to the pictures .. ."
(27, 42, 47).

» referring to the radio as ". . . the wireless . . ." (31, 32).

* referring to going up to bed as "Time I was popping off!" (32).

* sleeping late is called "Having a lie-in . . ." (37).

* "Playing the pianner" rather tha a piano (38).

¢ calling for "Mu-um" or "mum” as opposed to "mom" or "mother”
(41, 62,79).

* using words for being drunk such as " barmy" and "half-barmy"
(42, 58).

* having employers ". . . give you the sack” instead of firing (42).

* the use of the word "bloody" as a non-descript adjective (44, 61, 79).

e "Hullo..." instead of hello (45).

"

* " ..soppy..." instead of sappy or stupid (45).

* being paid ". . . in fivers" (48).

In addition, there are numerous references in the script to the British
monetary system. These include references such as:
¢ leaving home ". . . with my toothbrush and a ten-bob note" (8).
* "two and tuppence for a pint of half-and half" (9).

" ...spending tharsands of pounds . . ." (14).

"fifty quid in your pocket . . ." (16).

¢ " .. another ten bob down the drain . . ." (43).
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* "Ten shillings . . . seventy-two pound, seven and six" (43).

* "...ahundred pounds a week . . ." (49).

* "Seventy pounds is nothing . . ." (62).

* "A hundred and fifty ten bobs . . . . Seventy-two pounds . . ." (63).
* " .. withmy ten bob..." (66).

e ", .. five shillings." (83).

b. Climate

The climate of the play is very warm. Almost mid-way through the play
Persephone mentions that it is hot outside, and how the middle of summer
makes for the hottest days (36). A little later in the scene George notes that

the date is July fifth (43).

In some ways, the heat outside coincides with the actions of the
characters in the play. For example, George Riley and Linda specifically
reach their "boiling points" with their current situations over the course of
the play. George has been bubbling along for years with his inventions and
has finally found the one that will boil him over the top, so to speak. So he
decides it is best to strike out now, while things are hot. He thinks he has a
new partner and a sure-fire invention, so he plans to leave his family, this
time for real. At the same time, Linda has taken as much of George's
asinine activities as she can stand and has reached her own peak. She
decides she has to go away with her latest boyfriend. And not
coincidentally, they are heading north where things are generally perceived

to be cooler (62). In Act II, as everyone has had a night to sleep on their
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emotions, Persephone makes a reference to the fact that itis ". . . really hot
again today" (65). As if proving her point, Riley and Linda both inevitably
head off in their own directions. They both return eventually after having a
chance to cool down. Stoppard uses the discomfort of the weather to
mirror the discomfort of the situation between George and Linda. As
Persephone says, "It's very hot outside today, boiling. But summer is
always the best season, I always say" (36). In the same way, George and
Linda are very hot today, boiling. But family is always the best

relationship, Persephone might say.

2. Date

a. Year

The date of the play is not ever specifically stated, and the action needs
only be set in the present. Some of the prices of drinks and other small
references are appropriate for the time in which the play was written in the
late 1960's. Otherwise, there is nothing to limit the action to a specific year.
The most specific reference to the time period is the movie The Sound of
Music which indeed premiered in the late 1960's. One character suggests
going out to the pictures to see this film (28). However, by setting the play
merely "in the present” there is no reason to change this or any other
reference to "update" the play. For all the audience knows, there is a movie
house in the area which plays classic films. In addition, without attempting
to make American audiences sound inferior, there is no need to change the
monetary rates to today's comparable rates because the majority of the

people will not know or care if the prices are accurate. The importance of
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money in this play is twofold: Riley is given an allowance by his daughter
and he quickly squanders that allowance. Whether that allowance, or what

it buys, is practical by "real world" standards is inconsequential.

In addition, if someone were determined to give the play an accurate
setting for the year, one would need to cross reference past calendar years
in which July Fifth fell on a Saturday, and July Sixth fell on a Sunday with
the years since The Sound of Music came out. This could make the date of
the play more accurate. But again, this is not as important as what is going
on in the play, and if an audience member is doing the math to figure this
out instead of watching the play, then someone has done something

drastically wrong.

b. Season

As mentioned under the climate heading, the season during which the

action takes place is summer, specifically July Fifth and Sixth (43, 83).

c. Time of Day

The play is divided into two acts, and each act represents a different day.
Within these acts, the time of day breaks down further as the act

progresses.

In Act One, the play begins between twelve and one o'clock in the

afternoon, on a Saturday (19, 6, 35). There are a couple of references to
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time. Harry is concerned with a horse race which he doesn't want to miss,
which starts at one o'clock, and Carmen informs him that it is already past
twelve (7, 19). Carmen also tells George that the pub will be closing at
three o'clock (9). When Riley is explaining his basic daily routine to
Florence, he says that he usually comes to the pub for a couple of hours

around lunch time (31).

Around this point the play returns, through a flashback/change of
location, to activities that took place earlier in the morning of the same day
(32). George criticizes Linda for still being in bed when it is almost twelve
o'clock (37). The act ends in the same moment it began, showing how the

flow of events actually took place.

Act Two takes place the next day, Sunday (83). Again the act begins
shortly after twelve o'clock, as Linda and Persephone discuss the clock
ringing in the hour (53). As Riley waits in the pub for Florence and Harry
to return, the time is almost exactly twenty-four hours later than the last
time they were in the pub. Harry had told Carmen in Act One that he
would be back in the next day at around the same time, and just as he
promised, he shows up at roughly the same time (7, 75). In addition,
without saying in what time of day Act Two takes place, it can be safely
assumed that the action in the pub takes place before three o' clock p.m.,
because according to British law, pubs in England must close on Sundays
between three and seven p.m. This law has been in effect from the time
before World War I until it was just recently banned on Sunday, August 1,

1995 (“Brits" 2A). Since the play was written in the late 1960's, it is safe to
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assume that Stoppard was aware of the law and took that into account
when setting the action in the pub. Finally, toward the end of the act, the
action shifts back from the pub to the Riley home. It is now late at night, at

least past eleven o'clock (Stoppard, Enter 77).

3. Economic Environment

The economic environment of the Riley household is the most important
aspect of the play. Harry and his gambling represents another socio-economic
class, but is not crucial to the development of the story. The fact that the
Riley's live a modest life supported almost entirely by their daughter is the

most crucial element of the economic environment of the play.

The Riley's live in a modest two-story house which has no more than seven
doors, so it can not be very large (31). The house was left to Riley by his
father, and according to Linda, is the only reason they have anywhere to stay.
Riley worked at one time in his father's business, but he quit to pursue his
inventing (57). Therefore he no longer brings any income to the family. Linda
keeps trying to persuade George to go to the Labour Exchange for
unemployment benefits which Riley is entitled to, but until the end of the
play, he refuses to accept this notion because he insists he has a job inventing

things (44).

Persephone always made sure that the family was taken care of, and Linda
did not go without food or new clothes when she was growing up (67).

Persephone worked in a shop for some time, and now Linda works to support
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the family (57). Linda is in charge of the Fancy Goods at Woolworth's and has
another girl working under her (35). Without telling how much Linda actually
makes, Stoppard lets the audience know that the Riley's are comfortable in
their setting, and that Linda makes enough, as Persephone says, ". . . to keep
us going.” (35) Every week as she gets paid, Linda in turn pays her family
their "allowance." George is given a ten shilling note, which he makes sure to
record in his notebook, as a sort of 1.O.U. (43). Persephone is given the wages
envelope after George leaves, presumably in order to take care of the rest of
the financial needs. There is no mention as to how much Linda keeps, but it
can be assumed since she is going out nightly that she keeps some (50). This
payment plan has been in place for three years, or one hundred and fifty

weeks to be exact (63).

The other main location which has any sort of bearing on the economic
environment of the play is the pub which Victor (Carmen) runs. It is a small
little pub with a core of regular customers, such as Able and Riley. However,
as Able notes at one point, he is surprised that Victor can make a living. Victor
responds, without any sarcasm, "I don't" (72). Whether or not Victor is serious
is only as important as the fact that Able was observant enough to detect a
lack of business which prompted him to make such a comment in the first

place.

. Political Environment

There are a number of different levels of political activity taking place

throughout the course of the play. Some of the political environment relates
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directly to the government of England, while another section deals with
business and the politics involved. A third political environment, and
probably the most important of the three, corresponds with the social
environment of the family household. The politics of the Riley household are
abundant throughout the play, and cover a variety of areas, including

tradition, power struggles, and rebellion.

The first of the three major political environments involves the established
government of England. While this particular part of the environment is not a
focal point of the play, it is important to establish the world of politics Riley
and the rest of the characters live in and have as a common background. Riley
refers to the Houses of Parliament as well as an unspecified war which took
place in the past (10, 72, 73). Hitler is also mentioned at one point, presumably
tying the references to the war with World War II (18). This political
background is drawn upon by Riley at one point when he puts Brown "on
trial" as an industrial spy and begins questioning him in a manner common to
a British courtroom. He refers to the pub as the public gallery, asks for
comments to be struck from the records, and claims to have Brown "under
oath." Riley goes so far as to turn Brown over to additional questions from

Able with the phrase, "Your witness!" (24).

Another political idea borrowed from the world around these characters is
revolution. Riley first enters the bar and declares himself a free man and
discusses the implications of his freedom (6,7). He quotes the French
philosopher and political theorist Jean Jacques Rousseau about man being

born free while everywhere "he is in chains" (although Brown is the one who
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actually properly identifies the source of the quotation) (9, 15). George has
revolted against the political, social, and economic world around him. He
frequently mentions revolution in his discussions (11, 13, 59). These references
are directed more toward the freedom of the human spirit and mind than of
any actual political rebellion. Along this line, the conversation switches to a
finger pointing political session of who is to blame for the current state of the
country, whether it be youth, the navy, supermarkets or the Japanese
government, which happens to encourage small businessmen (11). At one
point Riley does make accusations that the British government is trying to
keep the people preoccupied so that they do not begin thinking on their own
(10, 11). In support of this theory, there are references to governments from
the past, such as the Roman Empire, and examples are given of some of that
government's alleged manners of dealing with the people under its control
(10). However, for the most part, the revolutions Riley mentions refer to those

in the business world, which is the next political environment in the play.

The politics of big business come in to play as Riley and his new "partner”
discuss the idea of George manufacturing his own envelopes and going head
to head with Imperial Stationary. The whole notion of having a partner to
share in the profits and investment is a political power mockery. Harry has
nothing invested in the idea, and within a few minutes is able to convince
George of the need for a partner to help him out (17). Harry also tells stories
about the power of the big monopolistic company and how it is threatened by
free thinkers like Riley. Soon Riley is looking over his shoulder for company

spies who may sabotage his new "freedom” (14, 15).
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The third and most important political environment in Enter a Free Man is
found within the Riley household. Family politics in terms of who is in charge
and whose activities need to be monitored are abundant. George and Linda
are in a continuous power struggle as their relationship in the play develops.
George is the father, and he gets upset when his daughter doesn't respect his
position as head of the family, such as by not introducing her boyfriends to
him. Linda rejects these notions because Riley's actions as father are not
consistent. For example, when she has introduced boys to him, he chased
them off (41). Linda stages her own revolution by bypassing George's
authority and doing things her own way. George gets upset with Linda's
behavior at one point and blows up at her, "The way you behave in this house!
Anyone would think you were the head of the family or something. I never
bawl orders around like that and I am the head of the family" (41). Linda's
objections to Riley's insistence that he is the head of the family is rooted in the
fact that she is the one in the house who holds down a job and pays for
everything. And before Linda began working, Persephone had to work to
support George's inventing (57). Linda doesn't actually want to take over as
head of the family. Her political power struggle is to make George Riley
accept the full mantle of his position, to ". . . stay and be like other people"” (61).
She tries to get him to register for unemployment and to behave in a manner

typical as the head of a family.

Persephone'’s position in the family is only brought into question when
Linda tries to encourage Percy to join in the revolt against George's activities.

However, Persephone is a firm believer in the family hierarchy and has no
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intention of disturbing the positions, no matter how much anyone's actions

may call for impeachment.

5. Social Environment

Just as the political environment centers around the power struggle within
the Riley home, the social environment of the play is deeply rooted in the
activities in George's home life. There are other aspects of the social
environment at play, such as the patrons of the pub, Linda's boyfriend, or the
capitalist society in which the characters are living. All of these aspects are

tied to George in one way or another.

The pub is a social meeting place where George and others gather.
Persephone encourages George's pub visits, not only to interact with other
people, but also to get him out of the house and avoid further confrontations
with Linda (6, 47, 51). Once in the pub, Riley speaks with the other patrons,
trying to solicit a free drink, boasting about his latest invention. He rattles on
continuously with anyone who will listen, usually Able, who seems to admire
George and buys almost every word George says as fact. Harry is waiting in
the pub to meet his girlfriend so that they can go to the horse races. Harry is
another regular customer of the pub, enough so that he recognizes Riley and

his stories as soon as George comes into the pub.

Linda's comment about people's behavior being different in relation to
where they are is important enough to Stoppard that it is included in the script

twice. As Act One of the play begins, and George is entering the pub, Linda
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and Persephone are sitting home following George's departure, and Linda
says, ". . . what's he like? I mean when we can't see him. He's got to be
different . . . There's two of everyone. You need that and if the two of him's
the same, I mean if he's the same in the pub as he is with us, then he's had it."
(6, 51). Unfortunately for George, he is the same in both places, and he will
shortly be finished. When the action flashes back to the activity in the Riley
house before George leaves for the bar, the act closes with a repeat of Linda'’s
comments. This second time, the audience has had the opportunity to see
how little George changes from one place to the other. He changes a little, but

nowhere near enough to stop the crash he and his life are setting him up for.

. Religious Environment

There is not a great deal of typical religion underlying in the play. There
are a few references to God or Jesus, but more often as terms of exclamation,
usually uttered by Linda, rather than as word of religious significance (57, 60,
63, 75, 76, 79, 82). These terms show that the Riley household believes in God
and Jesus, but shows that they are not strong church-going people. In fact,
Persephone objects to the way Linda is dressed on a church day, and Linda's
response is "I always wondered where those people were going. Don't get
much of an example in this house” (54). One other reference is made to "The
Church" by Harry, although it is only to offer his opinion about being out of

touch with the people (11).

George Riley's inventing could be seen as a source of religion, in the way he

has complete faith in something that to the casual observer or skeptic would




David, page 35

seem to be an illogical choice of actions (60). Riley suffers a form of
persecution for his beliefs, at the hands of his family and acquaintances. He
tries to spread the word about his beliefs, and occasionally will find a
"disciple" who believes in what he is preaching. In this case, Able is Riley's
one follower. Persephone is sympathetic to Riley's beliefs, although she has
her own doubts, which is not uncommon for followers of a religious sect who
want to believe but can not fully separate logic from faith. So in this way there

is a religious environment taking place in the play.

B. Previous Action

1. ActOne

Due to the style in which Act One is written, beginning at a certain point
and then jumping backward to fill in a number of blanks, the previous action
of the play can be broken into two separate categories. There is previous
action which is a guide as to what the characters have gone through before
this instance, and there is previous action which will eventually be played out

as the act goes on.

In the pub at the beginning of the act, the audience finds out information
about a number of the bar patrons. For example, Able is in the British Navy
and is on leave. He was in Naples for a while before going on leave, and
danced with a woman there to whom he is now writing (7, 8). Harry is a
gambler waiting on a woman so they can go to a horse race (7, 10). George is
an inventor who has just left his wife and gone to the pub, which he has done

on more than one occasion (9, 13). George is old enough to have been around




