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Tom Stoppard

Tom Stoppard wrote his first
play Enter A Freeman, whilst
working as a journalist in
Bristol. He continued as a
freelance journalist, at the
same time writing radio plays,
a novel, (Lord Malquist and
Mr. Moon), and the first of his
plays to be staged,
Rosencrantz and
Guildenstern are Dead. His
subsequent plays include The
Real Inspector Hound, After
Magritte, Jumpers,
Travesties, Every Good Boy
Deserves Favour a play for
actors and orchestra written
with Andre Previn), Night and
Day, The Real Thing,
Hapgood, Arcadia and The
Invention of Love.

For Ed Berman's Company, he
wrote Dogg's Our Pett, Dirty
Lined and New-Found-Land,
Dogg's Hamlet and Cahoot's
Macbeth. He adapted Tango
(Mrozek) for the RSC,
Undiscovered Country
(Schnitzler), On The Razzle
(Nestroy), Rough Crossing
(Molnar) and Dalliance
(Schnitzler) for the Royal
National Theatre. He has also
translated Lorca's House of
Bernarda Alba and Vaclav
Havel's Largo Desolato.

His radio plays include If
You're Glad, I'll Be Frank,
Albert's Bridge (ltalia Prize
Winner), M is for Moon
Among Other Things, The
Dissolution of Dominic Boot,
Where are They Now?, Artist
Descending a Staircase, The
Dog it was That Died and In
The Native State, and for
television he adapted A Walk
On The Water (from Enter A
Freeman), Three Men In A
Boat and The Dog It Was
That Died and wrote Another
Moon Called Earth, A
Separate Peace Natural
Ground, Teeth, Professional
Foul, which won awards

from BAFTA and the
Broadcasting Press Guild,
and Squaring The Circle.
He adapted his television
dramatization of Jerome K
Jerome's Three Men In A
Boat, for BBC Radio.

Over the year quite a few
of these plays have been
adapted and performed on
stage, most notably Albert's
Bridge and Artist
Descending A Staircase.

His Evening Standard
Award-winning plays are:
Rosencrantz and
Guildenstern are Dead,
Jumpers, Travesties, Night
and Day, The Real Thing,
Arcadia and his most recent
play, The Invention of Love,
Rosencrantz and
Guildenstern are Dead, and
Travesties and The Real
Thing have also won Tony
Awards. The Real Thing
was revived at the Donmar
Warehouse 1999,
transferred to the West End
and then to Broadway in
2000 where it won another
Tony for Best Revival of a
Play. The play is currently
touring the UK.

Tom Stoppard has written
plays for Despair, The
Romantic Englishwoman,
The Human Factor, Brazil,
Empire of the Sun, The
Russia House and Billy
Bathgate.

He wrote and directed the
film version of Rosencrantz
and Guildenstern are Dead
which won the Prix d'Or at
the Venice Film Festival
1990 for Best Film.

Arcadia opened in New
York in March 1995 to much
acclaim and won the 1995
New York Drama Critics'
Circle Award and was

nominated for a Tony Award.
Earlier in the same year Indian
Ink opened at the Aldwych
where it ran for over a year. It
made its American premiere at
the American Conservatory
Theatre, San Francisco to
critical acclaim earlier this year.

The Comedie Francaise
revived their production of
Arcadia last Autumn a the Salle
Richelieu that played earlier
last year at the Vieux
Colombier.

His adaptation of Chekhov's
The Seagull opened a the Old
Vic in the Spring of 1997
where it played in rep and his
most recent play, The
Invention of Love, directed by
Richard Eyre, opened at the
National Theatre at the
Cottesloe in October 1997,
transferring to the Lyttleton
there in December, where it
played in rep until April 1998.
The production transferred to
the Theatre Royal in the West
End where it played until earlier
this year. It received its US
premiere at the American
Conservatory Theatre in San
Francisco at the beginning of
2000, and opened on
Broadway last year.

He wrote the screenplay
adaptation of Raymond
Chandler's Poodle Springs for
HBO and he has just won an
Academy Award for Best
Screenplay for his screenplay
of Shakespeare in Love for
Miramax. His most recent was
that for Enigma - the film
adaptation of Robert Harris's
novel.

He is published by Faber &

Faber in the UK and by
Grove/Atlantic in the US.
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"What a fine persecution -
to be kept intrigued
without ever quite being
enlightened...

...the fascination of his
work lies in watching his
progress from a drama of
manipulative cleverness
to one that is animated by
profound political and
moral convictions and that
is inhabited by real,
breathing, suffering
human beings".

Michael Billington,
Stoppard the Playwright

Over the past thirty-five
years, since Tom
Stoppard became, at
twenty-nine, an overnight
success and the National
Theatre's youngest ever
playwright, playgoers have
often found that, along
with their theatre ticket to
one of his plays, they have
also bought into a crash
course in subjects as
diverse as quantum
mechanics, Marxist theory,
landscape gardening, the
ethics of journalism,
espionage, chaos theory
and moral philosophy.
Stoppard himself has
spoken of theatre as "first
and foremost a recreation
and declared "l write plays
because writing dialogue
is the only respectable
way of contradicting
yourself." He has been
variously described as a
magpie, a master thief,
and as "the theatre's
intellectual P T Barnum
(New York Times), but he
is open about his
motivation: "Writers don't

have a game plan. We
don't write to look this
way or that. But, for better
or worse, you are what
you write. And you write
what you enjoy. It comes
out as some sort of an
expression of yourself. In
my case, there are two
balls rattling around -
one is frivolous and the
other is serious".

The characteristic
elements of a Stoppard
play are brilliant
language, absurd yet
inspired theatrical ideas
and an intellectual frame
of reference which is not
itself subjected to
mockery by the
playwright. But, as he
freely admits: "There is
very often no single,
clear statement in my
plays. What there is, is a
series of conflicting
statements made by
conflicting characters,
and they tend to play out
a sort of infinite
leapfrog".

"Rosencrantz and
Guildenstern...have no
past, present and future
and exist only through
other people's definition
of them."

Michael Billington

According to Michael
Billington, the play that
shot Stoppard to fame,
Rosencrantz and
Guildenstern are Dead,
works on two levels:

"...as an extended gloss
upon Hamlet which

reveals the private dilemma
of two attendant lords, and
as a metaphor of the
human condition showing
how we are sent into this
world with free will but find
ourselves the victim of
arbitrary circumstances
which lead to our inevitable
extinction."

Philosophically, the play
seems to belong to the
Theatre of the Absurd
tradition as defined by
lonesco in an essay on
Kafka: "Absurd is that which
is devoid of purpose...Cut
off from his religious,
metaphysical and
transcendental roots, man
is lost: all his actions
become senseless,
absurd, useless."

The influence of Beckett's
Waiting for Godot is
obvious: Rosencrantz and
Guildenstern are another
version of Vladimir and
Estragon, two characters
suffering from the same
condition, but in this case
dropped into the action of
Shakespeare's Hamlet.

Another of Stoppard's
acknowledged influences
is Oscar Wilde, most
obviously in his play
Travesties, but Wilde's
comments on Rosencrantz
and Guildenstern are also
relevant: "l know of nothing
in all Drama more
incomparable from the
point of view of Art, or more
suggestive in its subtlety of
observation, than
Shakespeare's drawing of
Rosencrantz and



Guildenstern. They are
Hamlet's college
friends...They are close to
his secret and know
nothing of it...Towards the
close it is suggested that,
caught in a cunning
springe set for another,
they have met, or may
meet, with a violent and
sudden death. But a tragic
ending of this kind, though
touched by Hamlet's
humour with something of
the surprise and justice of
comedy, is really not for
such as they. They never
die...They are types fixed
for all time. To censure
them would show a lack of
appreciation. They are
merely out of their sphere:
that is all."

Oscar Wilde, De
Profundis.

In 1990 Stoppard directed
his own film script of
Rosencrantz and
Guildenstern are Dead.
The film won him the Lion
d'Or at the Venice Film
Festival, making it only the
second British film ever to
win the award - the first
was Laurence Olivier's
Hamlet in 1948. At an
early stage in Stoppard's
career, just after
Rosencrantz and
Guildenstern are Dead
and the publication of his
only novel, Lord Malquist
and Mr Moon, Michael
Billington outlined certain
elements common in
Stoppard's work: a
fascination with detached
and alienated outsider
heroes and heroines; an
odd mixture of literary

heroes - T S Eliot, Oscar
Wilde, Samuel Beckett
and Lewis Carroll; the
fact that each of the
plays revolves around a
bizarre central conceit;
that Stoppard is not at all
in the current fashion
and rather views plays
as highly conscious
artefacts; and that he is
a cerebral and
ingenious writer with a
flair for verbal dexterity
and not a touch of
whimsicality.

Over and over again in
his early plays, Stoppard
had dwelt on the fragility
of society- in his next
major play for the stage,
Jumpers, he finally
shows it falling apart,
highlighting the danger
of living in a moral limbo
and the inevitable
practical consequences.

Audiences still needed
to keep their wits about
them though: "Everything
in this play is perfectly
logical. Everything ties in
but it doesn't tie in in the
sequence that we, as
theatregoers, are used
to. More often than not
the clue to the person's
dilemma comes 35
minutes before the fact
which is a complete
inversion of how it's
usually done."

Actress Diana Rigg
talking about Jumpers,
1972

What many critics failed
to notice was the
structural similarity

between Jumpers and
Travesties. In a 1975
interview with Ronald
Hayman, Stoppard spells it
out: "You start with a
prologue which is slightly
strange. Then you have an
interminable monologue
which is rather funny. Then
you have scenes. Then you
end up with another
monologue. And you have
unexpected bits of music
and dance, and at the
same time people are
playing pingpong with
various intellectual
arguments."

From 1977 there is a
noticeable change in
Stoppard's work and a
consistent attempt to deal
with the issues of human
rights and the suppression
of basic freedoms; he
seems to have accepted
that there are some public
issues which are so
overpowering that they
simply cannot be excluded
from drama. But he had
already issued a caveat on
this subject in a 1973
interview for The Guardian:
"l think that art ought to
involve itself in
contemporary social and
political history as much as
anything else but | find it
deeply embarrassing when
large claims are made for
such involvement: when,
because art takes note of
something important, it's
claimed that art is
important. It's not."

Stoppard's greatest
contribution to modern
British drama thus far was



his attempts to dismantle
and destroy the barrier
between the comic and
the serious. Now, in plays
such as Every Good Boy
Deserves Favour and
Professiona/ Fou/, among
others, he puts the talents
of his considerable
mathematical mind and
his proven verbal
cleverness at the disposal
of his moral passion.
What was also obvious
was his willingness to
experiment with the form
in whatever medium he
worked.

By this time, in his early
forties, Stoppard had
written four full-length
plays, all of which had met
with considerable
success. He is
characterised as a
"populariser, glamouriser,
adventurer", but still he
seemed to lack either the
will or the ability to make
audiences care very
deeply about his
characters or even to
present their innermost
emotions. The question
posed was whether he
could bring intellect and
passion together.

Stoppard provided the
answer in 1982 with The
Real Thing. Written with
his usual panache, but
this time also both moving
and painful: "It combines
structural intricacy with
profound feeling, a
middleclass adultery
comedy with an
examination of art,
language, politics,

philosophy even."
Michael Billington

Since then, both Arcadia
and The Invention of
Love have shown a
Stoppard more willing to
engage emotionally with
his characters, and even
though he is on record
as saying "the
relationship of a writer's
life and work doesn't
interest me", his highly
acclaimed prizewinning
screenplay for
Shakespeare in Love
seems to go at least
some way to
contradicting that
assertion.

Twenty-five years after
Omnibus devoted a
programme to the
playwright, entitled Tom
Stoppard Doesn't Know,
Stoppard admits that he
hasn't changed: "I still
don't know." But he's still
trying to find out. As one
of the characters in
Arcadia says: It's
wanting to know that
makes us matter;
otherwise we are going
out the way we came in."

"Whatever he does, the
words "a new Stoppard"
will continue to send a
quiver of anticipation
down my back."

Michael Billington

"Skill without
imagination is

craftsmanship and gives

us many useful objects
such as wickerwork
picnic baskets.

Imagination without skill
gives us modern art."
Donner in Artist
Descending a Staircase

Confronted with this by Mel
Gussow in a 1984
interview, Stoppard
admitted it was his own
opinion.

The Stoppardian position:
"...the relativity of
perception, the
subjectivity in our use of
key words, the danger of
totally inflexible
absolutes."

§88855555855558888



It seems to me that the primary task of an actor is to
convey the author’s intention. In that sense one is
told what to do by the writer. The character of the

RICHARD MOORE THE PLAYER
Player in Rosencrantz and Guildenstern gives voice
to this approach as he points out that his tasks “ are

written. We're tragedians, we follow directions,

there is no choice involved.” Of course, one’s view of the author’s
intentions is coloured by one’s own experiences and
the input of the other actors and the director. At
the simplest level though it is rather like reading an
ordnance survey map, the destination is obvious, the
routes are many.

MICHAEL GEARY PLAYER

Being a player / tragedian is great fun because you can
create a history for your character without too much
influence from the text. You have to stay within the
‘} # I confines of the play and nothing you do should interfere
" 4 with the action of the piece, but that given you can make
up anything you like! I haven’t given him a name, I think
he has always been in the troupe and due to the large
/. number of parts they have all played, his name has been
lost somewhere along the line! He doesn’t speak, not that he can’t, he
just doesn’t enjoy it. I also thought that
like many clowns he is depressed and only comes
to life when he has to i.e. when he is performing. He also isn’t happy
with their present circumstances but knows there is no choice. He
follows his script, does what he’s told and will keep playing until
the end.

:‘L'



IFAN HUW DAFYDD CLAUDIUS

Notwithstanding the existential confines placed on this
particular dramatic text by Stoppard’s rhetorical inference
to the original Shakesperean dialogue lifted directly from
Hamlet, character development has been conducted in this
manner :

Concise linear analysis of the aforementioned
Shakesperean text; continuing research in the study of the
play “ Hamlet “ in its entiriety; more specific research in
areas particular to Claudius’ relationship withGertrude, Hamlet and
Hamlet’s father within “Hamlet”; and investigation into the Oedipal
complex.

Broader research was to read other works of Stoppard to glean a background as to his
specific literary style, and discuss with Terry Hands, the director, ideas he and I would
bring into the rehearsal room in search of a fully rounded character in a finely shaped
theatrical piece. Further discussions with the
designer, with regard to the setting, both geographic
and period, to enable character development to
continue within the play’s shape as a whole.

All of the above to be
daily basis during

with other members of
without the theatre
contiued advancement
performance.

considered in turn, on a
rehearsals, with discussions
the company within and
space, forming a catalyst to
and final precision in

RAYMOND BOWERS POLONIUS

Polonius is taken entirely from Shakespeare’s Hamlet.
Stoppard adds nothing extra, so the best clues to the
character are from the original text. He is a high-
ranking courtier, self-opinionated and sure of himself
except he can make mistakes which helps to make him
' human. He is verbose - “More matter, with less art “
. the Queen beseeches after an interminable preamble.
He is obsequious, as all courtiers must be. “I hold my
duty as I hold my soul. Both to my God and to my gracious King.”
This quote is the only clue to character that Stoppard uses, apart from
Hamlet’s instructions to the players to: “ Follow that lord and look
you mock him not” which might suggest that Polonius is tolerated as
an old fool, past his sell-by-date, but held with a certain amount of respect and affection.
He is probably best summed up by Hamlet as being “ a foolish prating brave.” Polonius,
Hamlet, the Queen and Claudius interact with Rosencrantz and Guildenstern as they do in
“Hamlet.” They are the source of information Rosencrantz and Guildenstern receive.




BEN BENISON

The work was mainly with the Players, their speciality
is Deaths - comically, ironically, heroically etc. using
improvisations to enable the actors to feel comfortable
with their roles. Also ensuring that they all knew how
to fall correctly. All the cast worked on limbering up
exercises so they had the flexibility necessary and were
ready physically. It is very important for actors to relax
on stage and not over tense their bodies or voices.




