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ACT ONE
The scene is morning in the London studio
apartment of matinee idol Garry Essendine. An
attractive young debutante, DAPHNE
STILLINGTON, emerges from the spare room
in Garry’s pyjamas and phones a friend to tell
her she spent the night with the star. Garry’s
Swedish housekeeper, MISS ERIKSON
interrupts the call and Daphne explains that
Garry drove her home from a party the
previous evening, and that as she had lost her
latchkey, he let her stay the night. 
FRED, Garry’s valet, arrives for work followed
by MONICA REED, Garry’s secretary. Daphne
again explains how she had lost her latchkey
before a sceptical Monica sends her back into
the spare room to dress and have some
breakfast. GARRY emerges from his bedroom
and Monica has to remind him that Daphne
stayed the night before urging him to get rid of
her quickly so they can start the day’s work.
Daphne hears Garry’s voice and emerges from
the spare room to fling herself into his arms
and declare her love for him. Garry adroitly
extricates himself from her clutches by
claiming she is in love with the illusion he gives
when he is on the stage, and not with the real
him at all. He quietens Daphne’s protestations
by stressing the age difference between,
explaining that he is shortly to embark on a
long tour of Africa and quoting a Shelley
poem. Daphne is ushered back into the spare
room in tears.

Monica and Garry go through the morning
post which largely consists of fan letters that
Garry puts off answering. When he goes to
have his bath, LIZ ESSENDINE arrives from a
trip to Paris. Daphne emerges from the spare
room in her evening dress and Monica
introduces her to Mrs Essendine. Daphne is
shocked to discover Garry is still married and
hurriedly accepts Liz’s offer of a lift home from
her chauffeur. 

Monica and Liz discuss Daphne’s overnight
stay and decide it is time he curbed his
philandering ways. Garry comes downstairs
and Liz presents him with a dressing gown as
a gift from Paris, before lecturing him on his
behaviour. She says that now he has turned 40
his behaviour is undignified and she urges him
to relax. Garry tries to wriggle out of the
lecture by denying any wrongdoing, feigning
deep affront and accusing Liz and Monica of
conspiring against him. Finally Liz says she
has to talk to him about a serious matter. She
has been told that Garry’s manager, Morris
Dixon, is having an affair with the wife of his
producer, Henry Lyppiatt. Morris is due to
lunch with Gary so she urges him to discover
the truth and telephone her straightaway with
news. 

The doorbell rings and a young playwright,
ROLAND MAULE, is ushered in to receive
Garry’s verdict on the play he has written.
Garry tactfully suggests the play is uneven, but
Roland retorts that his writing is too deep for
Garry who, he claims, merely prostitutes

Garry Essendine (Alex Jennings)
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himself to the commercial theatre. Garry loses
his temper at Roland’s impertinence,
dismissing him as an insufferable beginner and
suggesting that if he wishes to be a playwright
he should start by getting a job as a butler in a
repertory company. Far from being chastised,
Roland is enthralled, and says that now he
knows what Garry is really like. He says he has
been obsessed with Garry and saw his last
play 47 times, but that he feels much happier
because he feels he will now be able to
sublimate Garry. A shaken Garry ushers him
out and asks Monica to ensure he is never
granted another appointment.

HENRY and MORRIS arrive to deliver the bad
news that an actress in Garry’s African touring
company is unable to make the trip after
breaking a leg. They also reveal Garry’s next
play cannot be staged in his favoured Mayfair
Theatre, and Garry flatly refuses to agree to
play at their suggested alternative, The Forum
Theatre. Seeing Garry is in a bad mood, Henry
leaves to catch a plane to Brussels. Garry
takes the opportunity to question Morris about
his relationship with Joanna. Morris is evasive
and Garry warns him in the strongest terms
that any liaison with Joanna would be
disastrous for all of them. Morris acquiesces
and Garry calls Liz with the pre-arranged code
to let her know that everything is alright.

ACT TWO
Scene One: The scene is the same, three days
later at midnight. Fred departs to a nightclub
to see his girlfriend, leaving Garry alone to play

the piano. Liz telephones to check whether
Garry has gleaned any further information from
Morris about Joanna, but Garry says the three
of them dined quietly and uneventfully the
previous night and that he had not pursued
further questioning.

Just as Garry is about to retire to bed, the
doorbell rings. It’s JOANNA, who says she has
lost her latchkey. She claims she couldn’t get
through to Liz on the telephone and that as
she knew Garry had a spare room, she had
come round to his. A suspicious Garry invites
her in and Joanna questions him as to why he
has never warmed to her. Garry says he
believes her to be predatory and accuses her
of seducing Henry and Morris, and now of
attempting to seduce him. Joanna declares
she only married Henry to get close to Garry,
and that he is the one she is in love with. She
talks Garry out of his fury by persuading him
that it would cause no harm for the two of
them to be lovers. She claims Henry has
regularly been unfaithful to her and denies
there has been anything between her and
Morris. Finally seduced, Garry falls into her
passionate embrace.

Scene Two: The same, the following morning.
Joanna emerges from the spare room in
Garry’s pyjamas exactly as Daphne did in Act
One. Miss Erikson, Fred and then Monica all
enter. Monica is incredulous to discover
Joanna has stayed the night. Liz arrives and
tells Joanna in no uncertain terms not to see
Garry again before he goes to Africa. Joanna
refuses, but when the doorbell rings Liz tells
her it is Morris, afraid to face him, Joanna
agrees to Liz’s demands. Liz hurries her into
the spare room. 

The caller is actually Roland Maule, who
claims he has an appointment with Garry.
Monica tries to get rid of him but an insistent
Roland is eventually asked to wait in the office.
Liz explains to Monica that Joanna has agreed
not to see Garry again and swears her to
secrecy. She asks Monica for the number of
the private line telephone in the spare room
and disappears after Joanna.

Garry furtively appears from his bedroom.
Morris arrives and tells Garry he is in a terrible
state and that he must talk to him. Fred lets
slip that there is a lady in the spare room and
Morris insists Garry gets rid of her. A panicked
Garry refuses, but Morris knocks on the door

Sara Stewart
(Liz Essendine)

and Tim McMullan
(Morris Dixon)
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himself and, much to Garry’s surprise, Liz
appears, saying she was just powdering her
nose. Morris confides that he and Joanna have
been lovers, and that Joanna has disappeared.
Liz calms him by saying that Joanna lost her
latchkey and spent the night with her. Liz stops
Morris from leaving to see Joanna immediately
by insisting he ring her up first. She dials the
number of the private line as Garry looks on
aghast.

Roland Maule bursts out of the office and
refuses to leave Garry’s side. Henry arrives,
having returned from Brussels early and
discovered Joanna missing. Liz again rings
Joanna in the spare room, pretending she is
calling her flat. Amidst the melee, Fred
announces LADY SALTBURN and her niece, to
whom Garry has agreed to give an audition.
The niece turns out to be Daphne Stillington,
who recites him the same Shelley poem with
which he dismissed her in Act One. At its
conclusion, Joanna busts out of the spare
room and says she is leaving immediately for
Paris for a month. Daphne faints at the shock,
and Roland is delighted.

ACT THREE
The same, a week later on the eve of Garry’s
departure for Africa. Monica attempts to elicit
responses from Garry to the overflowing pile of
unanswered mail before heading home. Fred
leaves to see his girlfriend, followed by Miss
Erikson who is off to visit a spiritualist friend in
Hammersmith. 

The doorbell rings and Daphne enters to
announce that she has bought a ticket to
accompany him to Africa. Garry tells her to go
home immediately, but Daphne insists he
needs her as much as she needs him. The
doorbell rings, and Garry shoves Daphne in to
the office. Roland Maule forces his way into
the studio and amidst Garry’s furious
protestations announces that he too has
bought a ticket to Africa. A despairing Garry
attempts to throw him out, but Roland locks
himself in the spare room as the doorbell rings
again. This time it is Joanna. Garry correctly
guesses that she too has bought a ticket, and
rushes to call Liz. Joanna reveals she has
booked the ship’s bridal suite and written a
letter to Henry and Morris telling them
everything. Liz arrives and takes control of the
situation, announcing that she too is travelling
to Africa.

Henry and Morris arrive to furiously interrogate

Garry over the contents of Joanna’s letter.
Garry admits that he has been Joanna’s lover,
but says he is sick of his friend’s double
standards and proceeds to reveal details of
Morris and Joanna’s affair, and Henry’s
protracted infidelities. He says he is sick of
being accused of immorality when everyone
else is just as bad as him, if not worse. A
furious Joanna slaps him and announces she
is leaving for good. 

In the ensuing argument, Henry states he
would wash his hands of Garry if only he
hadn’t signed the contract on the Forum
Theatre that morning. An enraged Garry says
he feels deeply betrayed, and orders them to
leave immediately. Liz pours him a brandy and
reveals she is not only coming to Africa with
him but coming back to him for good. Garry
suddenly remembers Daphne and Roland and
tells Liz that rather than her coming back to
him, he’s coming back to her, and they sneak
out as the curtain falls. 

Synopsis

Lisa Dillon
(Joanna Lyppiatt)
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A TALENT TO DO MORE THAN AMUSE
James Grieve explains how working as Staff
Director on Present Laughter has banished his
preconceptions of Noël Coward.

I was working as assistant to Howard Davies
on his production of Gorky’s Philistines when
he asked me to assist him again on Present
Laughter. I was naturally delighted to be
offered the job, but I approached it with some
trepidation. Philistines was exactly the sort of
play I was interested in – highly charged drama
about social unrest and change amongst the
young and the working classes by a playwright
assured of a place at the high table of 20th-
century political dramatists. Didn’t Noël
Coward just write genteel, frivolous comedies
about upper class people behaving badly?
Wasn’t he the preserve of a bygone era and
the occasional bad amateur dramatic
production?

Admittedly, I knew virtually nothing about Noël
Coward beyond the legend and my own
preconceptions. Coward’s Private Lives and
Terence Rattigan’s Separate Tables were set
texts on my 20th Century British Theatre
university course and I read them perfunctorily
and uninterestedly as a necessary chore
before I could move onto the next set text on
the list – Look Back In Anger – which heralded
the era of The Angry Young Man and what
seemed to me to be a far more exciting oeuvre
of playwrighting. At the time I thought Private
Lives was witty and cleverly constructed and
probably something my parents would like, but
I couldn’t see that it had any literary value or

anything much to say to my generation or the
world in which I lived. So I quickly cast
Coward aside and dived into the gritty social
realism of the 1950s and 60s.

I didn’t read another Coward play until I picked
up Present Laughter. I knew Howard shared
my passion for political drama and plays that
had something important to say over and
above providing entertainment value, so I was
intrigued to discover what he saw in the man I
had blithely dismissed as antiquated and
irrelevant. I discovered a sabre sharp comedy,
laced with acid one-liners and grounded by
carefully drawn, three-dimensional,
recognisable and relatable characters. It
contained all the pithy witticisms, situational
comedy and moments of outright farce I had
expected from Coward, but it also struck me
as a very real examination of very real people;
their trials and tribulations, loves and losses,
hopes, fears and regrets. It’s a play about
human fallibility, and an examination of the
consequences of lust and vanity and
selfishness. Its core themes of sexual morality
and the cult of celebrity, even 70 years after it
was written, could hardly be more starkly
contemporary. Perhaps I’d been too hasty in
writing off Noël Coward. 

A major part of the role of an assistant director
is research, and just as I had crammed on
Gorky’s revolutionary Russia in preparation for
Philistines, so I embarked on a journey of
discovery into Coward and his life and times in
readiness for the start of rehearsals. Coward
the celebrity was quickly apparent. He was the
unrivalled superstar of his era, his face a
fixture on the covers of glossy magazines, his
passage permanently illuminated by paparazzi
flashes. He was the ultimate matinee idol, a
formative fashionista, friend to royalty,
politicians and film stars, the darling of high
society. His multi-faceted career as playwright,
actor, director, songwriter, film star and cabaret
performer ensured he was widely considered
Britain’s greatest entertainer. But populism is
no guarantee of artistic quality, so I set out to
scrutinise Coward the dramatist.

I was amazed to discover the young Coward
was an outright theatrical renegade. When he
began writing plays in his late teens, the
prevailing fashion was for ruritanian romances
and magical journey’s into mythical lands. But
the young Noel stuck out on a new path. “No
pert elf or faun even dared to peep round a

Discovering Coward

Coward making up for Tonight
at 8.30, 1936
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tree at me in 1919,” he wrote. “My mind, not
unnaturally, jumped over-far in the opposite
direction. I dealt, almost exclusively, with the
most lurid types; tarts, pimps, sinister
courtesans, and cynical adulterers whirled
across my pages in great profusion.” 

His first great success in 1924 was The Vortex,
a dark and visceral tale about a decadent
young heroin addict who embarks on a sham
engagement to cover his closeted
homosexuality, and whose mother – in her
relentless pursuit of toyboy lovers – deprives
him of the maternal love he craves. Coward
directed and played the lead himself and the
play caused an absolute storm. Today we
might barely blink at a depiction of a
homosexual drug addict on stage, but in the
1920s homosexuality was illegal and drug
addiction taboo, so The Vortex must have
been as shocking then as Blasted or Shopping
and Fucking were 70 years later. “There was
little doubt,” wrote Coward’s biographer
Sheridan Morley, “that the play had dragged
London theatre from Edwardian gentility or
Barriesque whimsy towards the acid cynicism
of social commentary.”

A year later the critics sharpened their knives
in moral indignation at his play Fallen Angels,
which was described by the critics as “vulgar”,
“disgusting”, “shocking”, “nauseating”, “vile”,
“obscene” and “degenerative”. This time his
subject was neither homosexuality nor heroin,
but something altogether more scandalous –
alcoholism amongst women. “The idea of two
gently nurtured young women playing a
drinking scene together was apparently too
degrading a spectacle for even the most
hardened and worldly critics,” Coward
recalled. In 1926, Easy Virtue premiered as A
New Play In Three Acts after the censor
decided Coward’s title was salacious and
blocked it. All of which led Terence Rattigan to
describe his contemporary as “a young,
revolutionary dramatist.” 

Suddenly frivolous, fusty old Noel was
sounding much more interesting. I read his
operetta Bitter Sweet and was astonished to
discover not a genteel musical comedy but an
anarchic romp in which the young characters
rebelled against their parents and the strictures
of society by indulging in flagrant drinking,
dancing and pre-marital sex. As the
youngsters whirl about having fun, the older
generation tut and sigh and bemoan the

disintegration of moral values. Sounds familiar.
I went back to Private Lives after I interviewed
Howard for this workpack (see page 10) and
he spoke of the play as “not a play about
manners, but about sex, a kind of narcotic sex,
a destructive kind of sexuality.” Sure enough,
the subtext leapt out at me and as I plumbed
the depths of Elyot and Amanda’s carnal,
sado-masochistic love I quickly revised my
opinion that it was a play my parents would
probably like, and my suspicion that Noel was
conservative in his subject matter.

There was another reservation to be overcome.
Could Coward satisfy my passion for political
plays that tackled not just individuals and
individual societies but whole nations, and
tackled the really big questions? His anti-war
polemic Post Mortem answered my question
emphatically. In this savage indictment of
World War One I discovered a playwright
bursting with righteous indignation at the world
in which he lived, dashing off sentiments
reminiscent of Owen and Sassoon, and
crafting satire of Orwellian ferocity. Post
Mortem rages at government, the Church, the
media and the sections of the post-war civilian
populace who Coward perceived to have
idealised the horrors of the trenches. “The
civilian public must enjoy its war,” says the
protagonist John Cavan, “and it also has to
reconcile it with a strong sense of patriotism
and a nice Christian God. It couldn’t do that if
it had the remotest suspicion of what really
happens.” To which his fellow soldier Perry
replies:

“They’ll never know, whichever way it goes,
victory or defeat. They’ll smarm it all over with
memorials and Rolls of Honour and Angels of
Mons and it’ll look so noble and glorious in
retrospect that they’ll all start itching for
another war, egged on by gentlemen in clubs
who wish they were twenty years younger, and
newspaper owners and oily financiers, and the
splendid women of England happy and proud
to give their husbands and sons and lovers,
and even their photographs . . . then there’ll be
a glorious religious revival and we’ll all be
rushed across the Atlantic to conquer America,
comfortably upheld by Jesus and the Right.”

Coward admitted himself that Post Mortem
was not his greatest play, but he never
retracted its sentiments. “There is, I believe,
some of my best writing in Post Mortem, but
also some of my worst,” he said. “I

Discovering Coward
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passionately believed in the truth of what I was
writing: too passionately”. He went on to write
another anti-war play, Peace In Our Time, and
the historical epic Cavalcade. Allegations of
frivolity suddenly seemed libellous. 

Blinkers off, I focussed my research on Present
Laughter. The play was written in the Spring of
1939 as the Europe braced itself for the onset
of World War Two. Coward writes: “During
April and May I wrote two plays: Present
Laughter and This Happy Breed. I planned to
appear in both of these myself in the autumn.
They both turned out well in spite of the fact
that while I was writing them I was aware that
they would in all probability never be
produced, at least not at the time I intended
them to be. This dismal clairvoyance was
ultimately justified. However, bathed, as we all
were at that time, in a glow of governmental
optimism and complacency, it would have
been churlish to take too gloomy a view of the
future and so I persevered.” The 1930s were a
decade of economic turmoil following the
stock market crash of 1929-32. Britain was
gripped by unemployment, a religious revival, a
shift away from the liberalism of the 20s to a
more conservative outlook and a gnawing fear
of another conflict like the Great War that had
so decimated communities and ravaged
society. As Coward cheerfully admitted, he had
“nothing but the destruction of civilisation to
worry about.” The play nevertheless went into
rehearsals and reached dress rehearsal on 31
August 1939. “On Friday September the 1st,”
Coward continues, “the Germans invaded
Poland and it was obvious that it would be
only a question of days, or perhaps hours,
before we were at war. It was a miserable
company that assembled that morning on the
stage of the Phoenix theatre. They had all
known, of course, that if war came we should
not be able to open, but, like everybody else,
they had been hoping all along for a miracle to
happen. Now it was too late for any further
hoping and we all said goodbye to each other
and made cheerfully false prophecies for the
future.” 

That Coward was writing at a time of
enormous political and social upheaval is not,
perhaps, immediately evident in the play. But
during rehearsals Howard spoke to the
company about the sense of uncertainty that
permeated British society in 1939, and the
reflection of this uncertainty in the way the
characters behave. With the help of Paul

Groothius’ sound design that weaves clips of
wartime radio broadcasts into Dominic
Muldowney’s music, Howard has set the play
firmly on the cusp of war, and the atmosphere
of fear for the future manifests itself in the
selfishness and disregard with which the
characters treat each other. 

Howard’s production is far from a period piece,
however. At the start of rehearsals he told the
company he wanted audiences to feel like they
were watching a new play, and throughout the
rehearsal period the company has strived to
make the characters and drama seem modern.
Importantly, we felt Coward’s own clipped,
slightly affected style of period standard
English made his language sound old-
fashioned, and that perhaps the adoption of
period accents in other productions of Coward
plays had led audiences to perceive the
material as similarly out-dated. So the actors
deliver their lines is their own contemporary
voices and, in doing so, have a modernising
effect on the dialogue. Howard has also
worked with the actors on making the
situations in he play recognisable to a 21st
century audience. In the seduction scene
between Garry and Joanna, the actors prowl
and stalk each other round the room in
animalistic pursuit of each other before sinking
into the sofa in a passionate embrace, which I
imagine is far more contemporary
choreography than that with which Noël
Coward himself played the scene when the
play finally opened in 1942. 

But can a 70-year-old play really seem fresh
and relevant to an audience in 2007? Britain is
no longer choked by the economic aftershocks
of the Great Depression and staring down the
barrel of a global conflict as epochal as World
War Two, but in our age of societal panic over
religious fundamentalism, global warming and
frenzied materialism, Coward’s sentiment of
1939 still seems strikingly pertinent. We have
nothing but the destruction of civilisation to
worry about.

The precise situation may be of its time, but
the themes of Present Laughter are sharply
relevant to contemporary audiences and the
characters are instantly recognisable. Had
Hello!, Heat and Grazia magazines existed in
1939, Garry Essendine would have graced the
front covers with the same regularity as David
Beckham, Robbie Williams and Tom Cruise do
today. Matinee idols may have been eclipsed

Discovering Coward
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in public adulation by footballers, pop stars
and reality TV contestants, but the price of
fame is as prominent a concern as ever and
groupies like Daphne, obsessed fans like
Roland and inveterate letter writers like the
mad woman from Herne Bay are still moths to
the flame of stardom. 

Present Laughter also offers an enticing
glimpse of Coward himself. In writing and
playing Garry Essendine, Coward inevitably
invited suspicion that his creation was
autobiographical. Coward himself described
the play as “a potent mixture of self-exposure
and self-celebration”, and Sheridan Morley
surmises: “In one sense, no play he ever wrote
was more autobiographical, but in another
sense, the conjuring trick is still intact. Garry is
not really Noel, merely a reflection of him
through a series of fairground distorting
mirrors. Now you see him, now you don’t.”

There is much in Present Laughter that
suggests Garry is, if not an alter-ego, then at
least a mouthpiece for his creator. Garry’s
lacerating dismissal of Roland Maule’s play as
“a meaningless jumble of adolescent, pseudo-
intellectual poppycock” is surely Coward
attacking the preoccupation with new forms of
theatre, and perhaps predicts his contempt for
what he perceived as style over substance in
the Kitchen Sink dramas of the 1950s that
superseded his own work in the affections of
the critics. He lampoons those very critics by
mimicking them in Roland Maule’s response:
“Every play you appear in is exactly the same,
superficial, frivolous and without the slightest

intellectual significance.”

In my ignorance, I might once have used
Roland Maule’s very words to describe
Coward. But in a few short months I have
gone from cynic to convert. Present Laughter
is one of Coward’s funniest, wittiest and most
acerbic plays, but it is also supremely
constructed, deftly executed and, in its
denouement, strikingly moral. It is certainly a
far more accomplished and significant work
than anything that could have been produced
by a writer of merely supercilious comedies. As
a newly ardent admirer, I hope this National
Theatre production of Present Laughter
challenges more preconceptions of Coward
and persuades others, as I have been
persuaded, that he is in fact one of the most
accomplished, important and enduring
dramatists of the twentieth century. 

Discovering Coward

Coward in cabaret, 1953
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What first attracted you to Present Laughter
as a play to direct?
I didn’t know anything about Noël Coward at
all until a few years back when I directed
Private Lives. I had resisted him in a reverse-
snobbish way as being something I thought of
as too fruity, too camp and certainly not
belonging to the world of social realism; as
incompatible with my interests in theatre as
having the ability to carry not only pleasure
and spectacle, but also some kind of value as
both dramatic literature and as a social
purpose. But when I read Private Lives I
suddenly realised what an incredibly good play
it was; not a play about manners, but about
sex, a kind of narcotic sex, a destructive
sexuality that can poison human relationships.
Nicholas Hytner [director of the National
Theatre] firmly believes that as part of the
National Theatre’s repertoire, we should be
embracing a revival of a Noël Coward play.
Having directed Private Lives and enjoyed it,
and got a lot out of the doing of it, I was
challenged by Nick to read Present Laughter
and I enjoyed it a lot. It’s very funny, it’s very
sharp, it’s incredibly economic in its structure
and the way it’s plotted and the way that the
characters are drawn. There’s no wastage in
the script at all. Like in Private Lives, the
central point of destruction, the central
moment of the play that causes everything to
ricochet off in a starburst, is a point of
predatory sexual betrayal by two of the central
characters. From then on in, all hell breaks
loose and everybody gets their comeuppance
in one way or another. People are revealed to
be mendatious and hypocritical. It is, I think, a
moral comedy. The play is psychologically

adept and accurate. It’s not the psychological
cleverness of people who write about the
supremacy of people’s feelings, or explain at
great length their inner psychology, or talk
about their angst in a way that a lot of bad
writing does. Coward makes people behave
with psychological accuracy, but not by having
them state their reasons, or examining their
soul. I really appreciate and admire that.

How do you view Noël Coward now, 35
years after his death and in the landscape
of 20th-century theatre? 
Our fascination with a playwright is usually
during the time at which he or she writes and
then for a period of time after that when that
writer still has a relevant voice, and then
there’s usually a doldrums period where
they’re neglected and forgotten. Then they’re
revived because we value them for what they
said to their particular generation and the fact
that, actually, there is a lasting message in
those plays that transcends period or taste. 

The play was written almost 70 years ago.
Is it still relevant today?
Noël Coward’s not just locked into the late
1930s in Present Laughter. There is something
about the play which is about a generation of
people who are tottering on the edge of the
Second World War and the feeling that their
lives are probably going to shift underneath
their feet and create instability in the world that
they live in. What they hang onto and the
selfish way that they hang onto it, is shown in
the play to be funny, farcical, risible, to be
derided. And there are some speeches by the
central character, Garry Essendine, where he
lashes out at people’s dishonesty. I think that’s
interesting for us now, in a time when we’ve
gone through Thatcher, and even under a
Labour government, have discovered that we
have shifted so far away from things called
idealism or politics in a pure sense, and have
moved towards pragmatism and commerce
and material values, that the notion that a
society is starved of something called
fundamental truths and probably needs a good
poke in the eye with something which is going
to be abrasive, that’s the drama that I would
like to see. And in a funny way, although this is
written in the late 1930s, it seems to be written
in a society that is going through, or is about
to go through in the case of Second World
War, a cataclysmic reawakening. A disastrous
and tragic reawakening of where it really
stands and what it really wants. I think the 30s
were, as WH Auden said, was a ‘low,
dishonest decade’. And I suspect we have

Interview: Howard Davies

Howard Davies (left) with James
Grieve in rehearsal

photo Catherine Ashmore
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been through a low, dishonest decade for the
last ten years and so the play seems
particularly apposite to do now. 

The play doesn’t mention World War Two, but
do you find in the writing a reflection of that
time of great uncertainty in British society?
I think it comes with hindsight. We know that
Coward was writing in that period – just before
the outbreak of the Second World War, at a
time of great economic uncertainty, a great
unemployment and a complete international
economic disaster, when people are losing
their savings, and the working class are
suffering at the hands of economic laissez-
faire attitudes throughout the world, from
America through to this country – we know
with hindsight that when he’s writing he is
aware of the fact that the world is shifting and
unstable. And even though he is depicting a
class that is feckless and selfish and greedy
and irresponsible, he also manages to make us
laugh with them because they are desperate
and frightened, with no emotional or financial
security.

Do you see a reflection of Garry Essendine
in modern celebrity culture?
Yes. We didn’t have a film industry in this
country in the 1930s – it was America. And a
lot of people fashioned themselves – both men
and women – on American film stars. The
talkies came in at the beginning of the decade
and for women, the idea of slimming and
looking like American film starlets was
important. People modelled themselves on
that. These were the new gods. The politicians
weren’t the gods any longer because they had
betrayed their society; the kings and queens
were no longer the gods. It was the film stars.
In this country – because there wasn’t a film
industry in this country and still isn’t essentially
– it was the matinee idol. People like Garry
Essendine were really significant. Wherever
these theatre stars went they were adulated
and adored and mobbed. Their lifestyle was
seen to be something that everybody could
aspire to or hope that one day, in some sort of
romantic way, that they could belong to. And
of course, it was completely impossible. We’ve
lost sight of anything called – for lack of a
better word – idealism, any sense of aesthetic,
any sense of moral certainty. What is
perceived to be a sense of failure of religion –
in terms of the Church of England – was one
thing, but the failure of the politicians has left
us rudderless. And it’s quite interesting that

between the Middle East and America, it has
reverted to two fundamentalist approaches –
one which is the bible belt fundamentalism, the
other Islamic fundamentalism. There’s nothing
wrong with either religion – although I’m not
religious myself – but it’s when it is taken to
such an extreme, because it is expected to
provide all answers to all people. That doesn’t
correspond to the complexity of life as we
know it in the twentieth and twenty-first
centuries. So we get horribly skewed by that
kind of faith in either a religion or a person to
solve everything for us. That adulation of film
stars or rock stars is completely and utterly
misplaced: none of those people are going to
be able to provide what we want – which is
what, a sense of salvation or glamour or to be
taken out of ourselves? We’ve lost our way
and therefore tend to place too much
importance on things that cannot possibly
provide an answer. 

In the play, the character Roland Maule
accuses Garry of only performing in
frivolous, superficial, intellectually
insignificant productions. Do you think
Coward is taking a pop at the critics who
voiced similar sentiments about his own
work?
It’s brilliant because Coward sends himself up
by creating a character who comes in and, in
his very earnest way, criticises him for being a
lightweight matinee idol figure who does plays
of no particular substance, just pure froth.
There was a movement, both in America and
here, in the 1930s to create a new kind of
socialist drama. It’s partly reflected with a
knowledge of what was coming out of
Germany with Bertolt Brecht’s writings, but it’s
also indigenous to both America and this
country where you get a theatre community
which is suddenly trying to create work that his
relevance to the world at large. A lot of people
found, in pursuit of that kind of theatre, that
Noël Coward was completely antithetical to
the way that they wanted to work, and in what
they were pursuing. So his creation in this play
of Roland Maule, who attacks him, is a
reflection of various people who were
criticising him at that time from that particular
theatre community.

On the first day of rehearsals, you talked
about your desire to make this feel like a
new play. I think people will be surprised
when they see your production that it’s not
necessarily what they’d expect a Noël

Interview: Howard Davies
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Coward to be – it feels modern. 
I think if the script had arrived on my desk and
it didn’t have Noël Coward’s name attached to
it - if it was written by whomever, anonymous -
I think I would read it and think, gosh, this is
extremely well written. And it could easily be a
contemporary play. Most of the play feels as if
it could easily be a play about people in
relationships now. Garry’s obsession with his
own career, and the feeling of this man in his
forties beginning to lose his confidence in his
own sexuality and therefore dipping in and out
of excursions with women on a regular basis
to reassure himself and bolster up his own
receding lack of vitality. That all seems to feel
like something we can recognise in the present
day, and it doesn’t have to be placed in aspic
as if what we’re doing is theatrical
memorabilia. The actors embraced that
approach quite quickly, and very fast went with
the idea that we were exploring a new text
rather than the received history of the play. 

Interview: Howard Davies
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What were your first impressions of the play
and of Garry?
Well, I had never seen it so I didn’t have any
kind of preconceptions of it in performance. I
had read it and suppose I’d always thought
that it would be fun to do one day. Trevor
Nunn had talked to me about doing it at one
point, but nothing came of that. Knowing quite
a lot about Coward, and having always
enjoyed his writing, and his music, and I knew
quite a bit about the play the whole
autobiographical nature of it – you know, a big
star actor with an entourage of people who
kept the show on the road, which he had. I
also have an old vinyl recording of him doing
the scene between Garry and Joanna, so I
knew that very well. But coming to perform it
you’ve got to get that out of your head, really. I
think he was an amazing performer, but he’s

quite a peculiar actor. 

Have you done Coward before?
Only Hay Fever a million years ago in rep,
playing Simon. And Design for Living on the
radio. And I also recorded one of his long
poems for the BBC – called Not Yet the Dodo
a really good long narrative poem, of which he
wrote two or three.

What is it about his writing that appeals to
you?
As far as his plays are concerned, they’re so
brilliantly constructed and the dialogue is so
dazzling but there’s also other stuff going on –
it’s not all just surface glitter. What’s
interesting, particularly in the way Howard’s
directed the play, is that there is absolutely an
underbelly to it. The brilliance of the way of
speaking is sometimes a disguise, I suppose,
for what’s going on underneath. He [Coward]
had an extraordinary facility for language and
wit. Working on it one feels it’s brilliantly
constructed, and then in rehearsals you lose
sight of that, then in performance with an
audience the plays work. And every little block
point or character point is positioned brilliantly
throughout to cumulative effect. I’m also a
huge admirer of his songs because I think
they’re brilliant, complete little dramatic pieces. 

Playing Garry is a real challenge
linguistically. You have to master an
incredible range of language sustained over
nearly three hours. How do you approach
that?
It’s a real workout and if you’ve been off the
stage for a bit you get fit rehearsing and you
get fitter playing it. And you have to be. It
makes huge demands on your machine of
breath control, articulation, starting a sentence
and playing the full through to the finish of it,
not hanging about with it. It’s a big workout, it
really is. You need huge breath control. Often
you have to do a whole paragraph or long
sentences and you want to get through and
you don’t want to take a breath in between.
The technical exercise of that is hard to
master.

Coward is an actor’s playwright because he
uses such wonderful language, but do you
feel the play still speaks to audiences in
2007?
Yes I do. I think it’s specifically about an actor
– when do you stop acting and when does the
actor begin; the person behind the actor start?

Interview: Alex Jennings

Alex Jennings in rehearsal
photo Catherine Ashmore
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It’s about showbiz but also about loneliness,
friendship, falling in love, kinds of love. I think
that’s very true and not just specific to the
theatre, which is the world that it is set in, but
it does have wider resonances.

As an actor yourself, do you recognise
aspects of your industry in the play?
Possibly! Yeah, completely one recognises
aspects of oneself in it. And behaviour that
one might be prone to. 

Where do you see Coward in the canon of
20th-century playwrights? 
He rates really highly. He’s gone out of fashion,
possibly because there became a perceived
way of doing him which was just to do with
dinner services and cocktail glasses. He’s not
trivial really. I think you can see an absolute
line to Pinter from Coward and from Shaw to
Coward. And Terence Rattigan, another
playwright who I think is hugely undervalued.
Maybe that is going to change. 

Alex Jennings 
(Garry Essendine)

and Amy Hall  
(Daphne Stillington) 

photo Catherine Ashmore

Interview: Alex Jennings
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Have either of you ever done a Noël Coward
play before?
Amy: I haven’t, no. 
Pip: Neither have I. In fact I’ve only seen one
production, which was The Vortex a few years
ago at the Donmar. Until recently that was my
only proper knowledge of Noël Coward. 
Amy: I saw Blithe Spirit about three or four
months ago and that was the first thing I’d
read or seen – apart from Brief Encounter –
and that was at Watford. Apart from that I had
very little knowledge of it [Coward].

What impression did you have of Noël
Coward before doing the play?
Pip: Well, before I even read the play I’d sort of
thought that generally Noël Coward was
unbearably sentimental and luvvie and a bit
wet, I suppose. But then on reading this play I
was shocked by how even on the page, how
funny it is before you get it up, it’s so funny
and so well written. And doing the play,
realised that more and more. And then having
read, while doing this, other plays – Hay Fever
and Private Lives – I just realised how
accessible and how great to play it is. So in
terms of the process it was an immediate
switch into realising this is great.
Amy: I think I had that too, because you know
you do have this impression of Coward being
upper class drama and sort of witty but
depthless. And then I read Present Laughter
and I found it funnier and funnier the more I
read it, and began to see the characters more
and more clearly. I really enjoyed it. 

There’s a prevailing feeling that Coward is
old-fashioned. You are the two youngest
members of the cast, both in your twenties.
Did you think that the play speaks to your
generation now?
Amy: I don’t think it’s generation specific. It’s
not something that people of our age or
younger will come and see and not be able to
enjoy.
Pip: Yes, a sort of universal appeal, really. It’s
been surprisingly funny. It could be appealing
to anyone.
Amy: The humour comes out of these
characters and the things that they say. And so
anyone can get it. These are extraordinary
situations really, rather than being sensitive.

How have you as actors gone about playing
characters that were written so long before
your own lifetimes?
Amy: I always tend to try and find what the

heart of the character is about, regardless of
when a play is set. I think there’s a danger of
playing a period, when actually the set and
costumes say that. As long as you find the real
person, you’ve got all the other stuff to make it
period. It was voice as well, making sure my
RP (Received Pronunciation – the standard
English accent) was up to scratch, and finding
the right level of RP so it wasn’t too posh, but
something that I was comfortable with.
Pip: I was the same really. I never thought that
getting into Roland’s mind was any sort of
travel across time. It’s actually very liberating
to know that this was something written in the
1930s, because I think if you wrote that
character now, people might demand a little bit
more psychological explanation for his
behaviour. 
Amy: I did quite a lot of research into the
period as well. She’s an upper class
debutante, quite removed from me, so it was
important for me to get an idea about her
class and how she’d been brought up. But
then I think, with all that research stuff, you do
it all and then you have to forget it all. It will
give you little tiny bits of something. 
Pip It’s not so long ago that it’s confusing. A
modern theatre star might not be so wealthy
as Garry is but people appreciate the
differences between then and now are not
absolutely monumental.

We live in an age of celebrity. Do you
recognise parallels between Garry
Essendine of 1939 and say, Tom Cruise or
Britney Spears?
Amy: I think in today’s world the Tom Cruises
have so much more exposure. They don’t just
have a secretary, they have an entourage and
everything is catered for and looked after and
they can’t leave the house without sunglasses
and get away with it. Garry has obviously
worked his arse off for twenty years and he’s
very established whereas nowadays celebrity it
comes and goes. 
Pip: There is a superficial parallel. But it is so
different today. It [celebrity] has been
completely transformed by mass information,
mass media and all of that. But also I think
perhaps Garry Essendine by comparison with
today’s celebrities seems to have a lot of
artistic integrity. A play about celebrity now
would all be answering calls about press
shoots…
Amy: I think you’ve hit the nail on the head.
There’s celebrity and there’s artists, which he
[Garry] seems to be. And also we know so

Interview: Pip Carter and Amy Hall
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much more about celebrities than actors now;
we know what star sign Tom Cruise is and
when he was born and his inside leg
measurement and all of that, whereas, what
would we have actually known about Garry? I
[Daphne] thought he was divorced, and he
wasn’t. There is a lot more ambiguity, mystery
and magic about him, especially for Daphne,
because it allows her to put on him what she
thinks he is. 

Pip Carter

photo Catherine Ashmore

Interview: Pip Carter and Amy Hall

Amy Hall in rehearsal

photo Catherine Ashmore
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During rehearsals, Howard Davies set the cast
research projects with the aim of discovering
interesting facts about a wide-range of
different subjects in the 1930s. 

Here are some of the results.

CLASS (researched by Frances Jeater)
Between 1936 and 1938, 2% of people owned
66% of all private land in Britain.

Of the 2,900 RAF pilots who fought in the
Battle of Britain, only 200 were educated at
private schools. Many others had joined the
RAF because it meant they could learn to fly
for free. (Tony Turner)

Hire purchase was an innovation of the 1930s
allowing people to buy 10 times more
household goods than before. (Frances Jeater) 

The Queen Mary ocean liner had a capacity of
1,900 passengers, or 15,000 troops. (Tony
Turner)

The Royal Opera House was turned into a
dance hall for the duration of WWII, meaning
the working classes had affordable access to
the building for the first time. (Tony Turner)

The life expectancy of a coal miner in 1935
was 57. (Tony Turner)

THE MOTOR CAR (Sarah Woodward)
In 1930 the speed limit of 20mph was
abolished, and for the next four years drivers
were free fro all restrictions. In 1934 a speed

limit of 30mph was imposed, but rarely
enforced. Road deaths in 1934 numbered
7,343 with 1.3 million cars on the road. Thirty
years later there were 6,900 road deaths with
7.3 million cars on the road.

RELIGION (researched by Anny Tobin)
Presumably a reaction to the Great War, a tide
of converts to Catholicism in the UK became a
torrent throughout the 1930s when there were
12,000 converts a year in England alone.
Many were from the educational ranks and
circles of literature.  Evelyn Waugh was among
the most famous converting to Catholicism in
1930 (at the age of 26) to the astonishment of
the literary world. It even caused a sensation in
the media. His influences were the likes of
Ronald Knox and G K Chesterton, themselves
converts.

TRAINS (researched by Sarah Woodward)
The railways were of course the backbone of
every transport system, carrying almost all
overland freight. In September 1939 the
Government took over the railways to start a
four day evacuation of children. Over 600,000
were evacuated from London between
September and December that year.

WOMEN (researched by Sara Stewart)
Having been encouraged into the workforce
during WWI, the depression meant that women
were encouraged back into the home as jobs
for men were scarce. The BBC, which had
prided itself on being a modern organisation,
introduced a marriage ban in 1932, bringing it
in line with the teaching profession and the
civil service. This meant that married women
were no longer employed – if you got married,
you had to resign.

PSYCHOLOGY (researched by Anny Tobin)
Jean Piaget (Swiss psychologist) was the first
to take children’s thinking seriously. Though
not as famous as Freud, Jung, etc. his
contribution to psychology may be longer
lasting. “Children are not empty vessels to be
filled with knowledge but active builders of
knowledge,” he said. He called them “little
scientists”. Piaget had begun life as a
biologist, botanist and zoologist and spent
much time in the study of molluscs. From
childhood, he wanted to know how things
evolved.

Sigmund Freud (real name Sigismund Schlomo
Freud) was the father of psychoanalysis. He

Simon Wilson 
(Henry Lyppiatt) 

and Tim McMullan 
(Morris Dixon)

photo Catherine Ashmore

Cast research projects
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was the first to study the unconscious,
scientifically. He thought sex was the most
important need after staying alive, and named
it the Libido. He refused to believe the Nazis
would persecute him for his Jewishness
(despite burning many of his books in the early
1930s) remaining in his home in Vienna. He
finally fled to England in 1938, accepting that
he would not escape their persecution,
declaring that he wished to ‘die in freedom’.
He had been ill for many years with cancer of
the jaw (caused by an addition to cigar
smoking). He only survived a year in England,
dying in 1939.

THE OCEAN LINER
(researched by Sarah Woodward)
This was the main way to travel overseas, and
every class was catered for from the luxurious
honeymoon suite to steerage. The Union
Castle Line was famous for its lavender hulled
liners. They ran on a clockwork timetable from
Southampton to South Africa, taking
passengers and mail (The Royal Mail having
taken control of the company in 1912). The
journey took 14 days. They had 41 ocean
going vessels – eight were lost in WWI and 13
in WWII. During WWII they carried 1.3 million
troops. 306 Union Castle Line troops were
killed or missing during the war. To this day the
Union Castle Line War Memorial remains
tended at Cayzer House, Thomas More Street,
London. The last ship was sold for scrap in
2004. 

FASHION (researched by Amy Hall)
In 1938, the American Dupont Corporation
invented the first synthetic fibre, which they
called Nylon. WWII intervened before it could
be used extensively in commercial production.

The war blocked silk shipments from China
and Japan so Nylon was used for parachutes.

Outwardly men’s clothing did not change
greatly during the 1930s. The big change was
underneath. ‘Union suits’, and all-in-one
undergarment, went out of fashion with the
advent of briefs. This was made possible by
the innovation of easily elasticated waistbands
which replaced tie, button or snap closures.
The zip was also prevalent for the first time
because it was less expensive than other
closures. Companies began selling buttonless
drawers with elasticated waistbands – the first
true boxer shorts. Jockey began making briefs
in Chicago in 1935, known as the Y-Front, and
30,000 were sold in the first three months.
Doctors recommended Y-Fronts as they “take
the strain off important muscles”. In the words
of one US advert for Y-Fronts, they were “the
underwear that stops squirming forever”.

SPIRITUALISM (researched by Anny Tobin)
The 1930s was the height of spiritualist activity
– their churches boasted 250,000 members.
Perhaps this, too, was a reaction to the Great
War. It was also possibly supported by
bereavement, traditional views of femininity
and superstition. Helen Duncan was possibly
the most famous ‘medium’ practising
throughout the 1930s and was eventually the
last woman to be tried and convicted under
the Witchcraft Act 1735 – in 1944.  A working
class woman mother of six, whose childhood
nickname was ‘Hellish Nell’, she hailed from
Scotland. She weighed, at one time, 25 stone
and was described as a fishwife with a foul
mouth with a fondness for cigarettes and
whisky. At one séance, she produced more
than 12 ft of luminous matter, of ‘ectoplasm’,
from her mouth. She died, following her spell
in prison, aged 59, in 1956.  

SEXUAL BEHAVIOUR
(researched by Sara Stewart)
The culture of abstinence pervaded sexual
relations at this time, aided by the euphemism.
Those who didn’t want a family should
“behave themselves”. Contraception was left
to men, who had more access to sexual
information. There was a lot of ignorance
amongst women, who often didn’t understand
how they got pregnant or why their husbands
withdrew. Girls were seen as loose if they
showed sexual willing, and frightened men off,
because it could mean they were already
pregnant. Birth control only became

Cast research projects

Sarah Woodward 
(Monica Reed) in rehearsal

photo Catherine Ashmore



national theatre education workpack 19

acceptable after WWII – in 1931 GPs were only
allowed to give limited advice to married
women if their health was threatened.

THE LONDON UNDERGROUND
(researched by Sarah Woodward)
The Tube – we take it for granted now but can
you imagine it in the 1930s? The Tube map as
we know it was designed in 1933, and a
tireless campaign of advertising posters
started in 1935 to try to get people
underground. In 1939 Man Ray designed the
famous advertising poster entitled “London
Transport – Keeps London Going.”

SCIENCE AND TECHNOLOGY
(researched by Tim McMullan)
• Thomas Midgely Junior develops a process
for FREON, a gas used in fridges and air
conditioning units (1930).
• Clarence Birdseye sells his first frozen food
(1931).
• The first LP is made (1934).
• Lazlo Biro invents the ball point pen.
• Percy Shaw invents cat’s eyes.
• Jacob Schick invents the electric razor.
• Frank Whittle invents the jet engine.
• Henrich Foch invents the helicopter, and
sellotape.

AIR TRAVEL (researched by Sarah Woodward)
On 10 January 1939 Imperial Airways DH91
Falcon set a record by flying from Croydon to
Brussels in 48 minutes. In April 1939, Imperial
Airways cut the journey time from the UK to
South Africa to four and a half days, and the
UK to Hong Kong journey time to five and a

half days. Also in April 1939, the joint Imperial
Airways / British Airways London to Paris
service began. Frobisher class aircraft were
used and operated a 70 minute schedule -
eight services each way on weekdays and five
on Sundays. Transatlantic flight would
eventually take over from the ocean liners, but
before this the Zeppelins tried to take the
market. The Hindenburg disaster of 1937, in
which 33 passengers were killed, put and end
to Zeppelin flights.

MORALITY (researched by Sara Stewart)
In 1934 The Production Code (or Hayes Code)
was first enforced in Hollywood, in an attempt
to clean up “sin city”. A brief moment of nudity
in Tarzan and his Mate was edited out. The
Code’s mission was to ensure than no picture
shall be produced that will lower the moral
standards of those who view it.

PSYCHIATRY (researched by Anny Tobin)
From the 1930s, treatment practices that came
into widespread use in psychiatry included
inducing seizures (by ECT, insulin or other
drugs) or cutting connections between parts of
the brain (leucotomy and lobotomy - severing
the connection between the prefrontal cortex
and the rest of the brain). Neurosurgeon Egas
Moniz was one of the first to perform this
surgery and by 1949, was awarded the Nobel
Prize for his efforts in psychosurgery! Now, of
course, we would consider such steps as
barbaric. In the US, a guy called Walter
Freeman invented the “ice pick lobotomy”
procedure which literally used an ice pick and
rubber mallet instead of the standard surgical
lobotomy. Leaving no visible scars and
eventually performed under local anaesthetic,
it was heralded as a great advance.  Such was
Freeman’s success that he began to travel
around the States in his own personal van
which became known as his ‘lobotomobile’,
even performing a few lobotomies in hotel
rooms.

Sara Stewart 
and Alex Jennings

photo Catherine Ashmore
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Noël Coward

Writer, composer, actor, director, cabaret artist.
Born in Teddington, 16 December 1899.

His plays, musicals, revues and films include
1920 I’ll Leave It To You
1921 The Young Idea
1922 The Vortex, Fallen Angels
1925 Hay Fever (staged by the National at the Old Vic, in a production 

directed by the author, in 1964), Easy Virtue, On with the Dance
1926 The Queen Was in the Parlour, This Was a Man, The Rat Trap
1927 The Marquise, Home Chat, Sirocco; films of Easy Virtue, The Vortex, 

and The Queen Was in the Parlour
1928 This Year of Grace
1929 Bitter Sweet
1930 Private Lives
1931 Cochran’s 1931 Revue, Cavalcade; film of Private Lives
1932 Words and Music; film of Cavalcade (Academy Award Best Picture)
1933 Design for Living; films of Design for Living, Bitter Sweet
1934 Conversation Piece, Point Valaine
1935 Tonight at Eight-Thirty
1938 Operette, Set to Music
1941 Blithe Spirit (staged by the National in the Lyttelton then 

Olivier, directed by Harold Pinter, 1976/77)
1942 Present Laughter, This Happy Breed; film In Which We Serve (Special Academy Award 

for Outstanding Production)
1945 Sigh No More; 

film Brief Encounter, based on Still Life from Tonight at 8.30
1946 Pacific 1860
1947 Peace In Our Time
1949 Film of The Astonished Heart from Tonight at 8.30
1950 Ace of Clubs
1951 Relative Values
1952 Quadrille; film Meet Me Tonight from Tonight at 8.30
1954 After the Ball
1956 South Sea Bubble, Nude With Violin
1959 Look After Lulu
1960 Waiting in the Wings
1961 Sail Away
1963 The Girl Who Came To Supper
1966 Suite in Three Keys

In 1951, Coward launched a new career in cabaret, performing his own songs, appearing at the
Café de Paris, London and subsequently in Las Vegas in 1955. Among his most famous songs are
‘Poor Little Rich Girl’, ‘The Stately Homes of England’, ‘Dance Little Lady’, ‘London Pride’, ‘Mad
Dogs and Englishmen’, ‘Parisian Pierrot’, ‘Don’t Put Your Daughter on the Stage Mrs Worthington’,
‘A Room with a View’, ‘I’ll See You Again’, ‘World Weary’, ‘Twentieth Century Blues’, ‘Some Day I’ll
Find You’, ‘I Went to a Marvellous Party’, and ‘If Love Were All’.

His other writing includes a novel, Pomp and Circumstance (1960); a collection of short stories
which includes ‘Star Quality’ and ‘Me and The Girls’; collections of poems and sketches; three
autobiographies (Present Indicative, Past Conditional, and Future Indefinite); and his diaries.

He was knighted in 1970 and died in Jamaica on 26 March 1973.

Further information from noelcoward.com
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Other resources

James Grieve, staff director on this production, introduces the new edition playtext of Noël Coward's
Present Laughter, published by Methuen.

In November 2007, Methuen are also publishing The Letters of Noël Coward, edited by Barry Day
ISBN-10: 0713685786
ISBN-13: 978-0713685787

The Noël Coward Foundation www.noelcoward.com


