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T he late 1970s. Many postcolonial nations in Africa are 
experiencing unrest, resulting from various indigenous 

factions vying for power in the vacuum left by the withdraw-
ing empire. Geoffrey Carson is a British 
expatriate and owner of the mines in 
one such country and former British 
colony. As violence grows increasingly 
imminent, foreign correspondents de-
scend on the country, several of them 
converge at Carson’s home, where there 
is one of the country’s only mediums of 
communication to the newspaper of-
fices at home: the telex. 
 
As the meeting ground for so many per-
sonalities, the Carson household serves 
as the epicenter of debate in the play. 
There’s George Guthrie, a photojournal-
ist who hopes to illuminate some of the 
grossest violations of humanity the world round; and Dick 
Wagner, a seasoned and respected Australian journalist and 
strong union man. He butts heads with the young idealist 
Jacob Milne, reporter for the small Grimsby Evening Messen-
ger and “scab” during the recent provincial reporters’ strike. 
That tension is further aggravated by Ruth, Carson’s wife, 

whose short affair last week with Wagner is followed by an 
infatuation with the more energetic, less experienced Milne. 
The journalists compete for the best story—Milne and Guth-

rie going into the middle of the tumult, 
Wagner staying behind for an exclusive 
interview with the current president of the 
country, Ginku Mageeba. 
 
When Milne is killed in the crossfire, we 
are forced to consider whether getting the 
story is worth a human life. Night and Day 
is being produced as part of Remy 
Bumppo’s season exploring Secret Lives, 
Public Lies. Stoppard examines the public 
world through the relationship between 
reality and the “truth” as published by 
journalists. But he also shows the alterna-
tive private world, especially through the 
character of Ruth, whose discontent with 

her public, married life creates in her an interior well of de-
sire, which is sharable only through the medium of theater. It 
is the tension between these two worlds that drives the ac-
tion of Night and Day. 

The Story of Night and Day 

       Dealing with the media 

 is more difficult than 
 
~ Mother Teresa 

bathing a leper. 

I still believe 
that if your aim is to 

change the world, 
journalism 

is a more immediate 

short-term 
weapon. 

-Tom Stoppard 

From Remy Bumppo’s production of Night and Day: Jeff Cummings 
as Guthrie, Shawn Douglass as Wagner, and David Darlow as Car-
son. Photo by Johnny Knight 

From Remy Bumppo’s production of Night and Day: Shawn Doug-
lass as Wagner, Jeff Cummings as Guthrie, and Greg Matthew Ander-
son as Milne. Photo by Johnny Knight 
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Talking With the Director: 
A conversation with James Bohnen by Kelli Marino 

Kelli Marino: Remy Bumppo has cho-

sen to begin this season with revisiting 

the very first play you directed, Tom 

Stoppard’s Night and Day. Why did you 

choose this piece 13 years ago, and why 

are you revisiting it this season? 
 
James Bohnen: When we first started 

Remy Bumppo, we were going to do 

one quick production and be done 

with Chicago.  Originally, it was to be 

Albee’s Seascape.  We were casting 

Seascape and something came up, a 

rights issue I think.  I knew a well-

known married couple who were ide-

ally suited to play Ruth Carson and 

Dick Wagner in Night and Day.  I had 

previously worked as an assistant di-

rector/understudy on the second 

American production of Night and Day 

at the Huntington in 1982, and by 

1996, I had acted in and directed quite 

a lot of Stoppard plays.  I always had a true fondness for 

Night and Day; I think it is vastly undervalued, it is romantic, 

and it is about something important: the freedom and re-

sponsibility of the press.  So, off we went.   

 Producing Night and Day this season, my final season as 

Artistic Director, seemed a natural way to bookend my ten-

ure, and almost none of our current subscribers or donors 

saw the ‘96 production because NOBODY knew who we were 

(the play was pretty well attended, however).   

 

KM. What do you think will be the dif-

ferences or changes in directing the 

piece now?  
 
JB. The differences will probably 

come from my own deeper experi-

ence in both living and directing.  I 

can feel the play with a deeper sym-

pathy now, and I think it might be 

better balanced between the romance 

and the politics.  I have done some 

serious looking at the various ver-

sions of the text and changes Stoppard made over the years 

and will incorporate some of them.  The power of informa-

tion, the getting and conveying of information and the insis-

tence on shedding some light into the worst of people's be-

havior through personal bravery or 

ego, or both, remains essential to 

our lives as responsible human be-

ings.  There are a number of African 

countries today that have only one 

newspaper, and it is controlled by 

the government. 

 

KM. Can you talk about the journal-

istic aspects of the show? What view 

does each character represent? Is 

Stoppard taking a stance one way or 

another?  
 
JB. Stoppard is conservative by na-

ture, though not terribly politi-

cal.  His one passionate area is free 

speech and expression, and when he 

wrote the play in 1978 he skewered 

the argument a bit in favor of the 

anti-union stance.  By his own ad-

mission (in a conversation with Mel 

Gussow in 1994), his stance has become less polemical and a 

bit troubled by the power of the Rupert Murdochs of this 

world.  The story of the journalists is essential, and any play 

that includes the line, “I’ve been around a lot of 

places.  People do awful things to each other.  But it's worse 

in places where everybody is kept in the dark.  It really 

is.  Information is light.  Information, in itself, about anything, 

is light.  That's all you can say, really."  needs to be seen and 

re-seen on a regular basis.  The character Guthrie seems to 

be the moral center of the 

play.  Wagner is a good journalist, and 

his ego needs a lot of feeding, but in 

the end, he gets his story.  Milne is the 

idealist who hasn't really paid enough 

attention and is a bit too caught up in 

the romance of the story which 

causes him to do something idiotic 

and pay for it with his life. 

 

KM. How do you feel about the moral-

ity of journalism?  
 
JB. I came of age in a time of great excitement about the 

news and about how the story was presented.  I grew up in a 

family that read newspapers morning and evening, and 

(Continued on page 4) 

 

“I always had a true fondness 

for Night and Day;  I think 

it is vastly undervalued, 

it is  romantic, and it is 

about something 

important: the freedom and 

responsibility of the press.” 
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watched the news on the relatively new invention, televi-

sion.  When Walter Cronkite went to Vietnam and witnessed 

the Tet offensive and came home and looked into the camera 

and told America we were being lied to, the world changed. 

 I read David Halberstam's Vietnam reporting, Seymour 

Hersh's magnificent piece in Harper's about My Lai, the Pen-

tagon Papers in the New York Times and Washington Post. 

And speaking of the Post, I was a young history teacher dur-

ing the Watergate story dog-

gedly uncovered by Woodward 

and Bernstein. Should journal-

ists be moral? Of course. They 

all aren't, but the best 

are.  Getting the story and giv-

ing people a context for what 

they might be feeling is essen-

tial in any country.  I don't 

think a journalist should ever 

"make up" what purports to be 

news.  Get your sources and get 

the story. 

 

KM. What is the central conflict 

in Stoppard’s play? 
 
JB. It seems to center on three 

struggles about freedom: free-

dom of the press; freedom of a 

country; personal freedom 

(Ruth’s struggle). 

 

KM. Night and Day is not com-

pletely in the same fashion as 

other of Stoppard’s plays. Can you talk at all about why Stop-

pard created this piece and how it differs from his “usual” writ-

ing style?  
  
JB. Stoppard wrote this in 1978.  I think of Night and Day as 

the hinge in Stoppard's development as a writer.  It seemed 

to spring him open emotionally.  His previous full-length 

plays—Rosencrantz and Guildenstern are Dead, Travesties 

and Jumpers—were all dazzling plays filled with word 

games, cleverness, and a kind of chilly intellectualism.  Night 

and Day differs from the dazzling plays that preceded it, but 

all that follow it combine the head and the heart in remark-

able ways. 

 He set out to answer the critics on two points: he wrote 

a play that was basically action-driven and character-

focused, and he wrote (for the first time) a strong woman's 

role.  Like Shakespeare, he likes to challenge himself; he hit 

on the brilliant stroke of making us privy to Ruth’s thoughts, 

thereby making the play achingly personal and powerfully 

romantic. 

 

KM. Stoppard includes a few songs in the show through Ruth. 

The song "Night and Day" by Cole Porter—why do you think 

that Stoppard used this song as the play's title? And at the end, 

Ruth sings, "The Lady is a Tramp”—how are these relevant to 

the story and characters? 
 
JB. The music that Ruth sings is generated by her imagina-

tion, her longings. We hear “The 

Lady is a Tramp” sung by Ruth at 

moments in the show because that 

is what she is struggling with. Ruth 

is imitating film roles by Elizabeth 

Taylor and Deborah Kerr, saying 

that she “is in the wrong movie”; 

the images she portrays and songs 

which she sings parallel her 

thoughts. She has a cinematic ro-

mance for Africa and for romance 

itself, all in her head. And when 

Carson (her husband) tells her that 

he doesn’t know what she is talking 

about half the time, she responds, 

“And that is the half I do out loud.” 

Ruth’s inner songs and thoughts 

express her frustrations and her 

befuddlements; she amuses herself. 

 As for the rest of the music in 

the show, the audience will never 

hear “Night and Day” (by Cole Por-

ter). It used to be in the show when 

it was first produced, but it just 

didn’t work. The fact that the show’s name is still “Night and 

Day” might hearken to the romance of the press, the ro-

mance of getting the story day or night, night or day. 

 You will hear African drumming in the beginning of the 

show, kind of like a 1950s American film about Africa, but 

Ruth enters and says “Those drums, those damned drums,” 

and she stops the cassette tape which is playing – this is the 

music which Francis (the African servant) likes to listen to 

while he works. Stoppard, as he often does, is setting up ex-

pectations and then changing them. 

 

KM. Why choose the theme “Secret Lives, Public Lies” for Remy 

Bumppo’s season?  
 
JB. I have always been fascinated by "being private in pub-

lic."  People holding complicated feelings and secrets while 

they present themselves to the world in a straightforward 

way, and the device of hearing Ruth’s private thoughts plays 

hard into this. 

 
She gets too hungry, for dinner at eight 

She loves the theater, but doesn't come late 

She'd never bother, with people she'd hate 

That's why the lady is a tramp  
 
Doesn't like crap games, with barons and earls 

Won't go to Harlem, in ermine and pearls 

Won't dish the dirt, with the rest of those girls 

That's why the lady is a tramp 
 
She loves the free, fresh wind in her hair 

Life without care 

She's broke, but it's ok 

She hates California, it's cold and it's damp 

That's why the lady is a tramp 
 
Doesn't like dice games, with sharpies and frauds 

Won't go to Harlem, in Lincolns or Fords 

Won't dish the dirt, with the rest of those broads 

That's why the lady is a tramp 

- from the 1937 musical Babes in Arms 
by Lorenz Hart and Richard Rodgers  
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E velyn Waugh’s 1938 satirical novel, Scoop, is another 

literary work about the nature of journalism and for-

eign correspondence.  

 William Boot, an Englishman, is a nature columnist 

writing “Lush Places” for the Daily Beast, a national newspa-

per. He is forced into becoming a foreign correspondent 

when the editors of his newspaper mistake him for the nov-

elist John Boot. William Boot is sent to Ishmaelia, a fictional 

African state, where civil war is on the horizon. In the midst 

of the war and his lack of experience as a 

war correspondent, William fortuitously 

gets an important “scoop” on the war for 

his newspaper. Upon his return, the story 

credit is given to John Boot instead, leaving 

William to return to his quiet life.  

 Scoop satirizes  journalists’ attempts 

to remain positive, spinning the facts to 

appear better and broader than they are in 

reality: 

 

Mr. Slater’s side of the conversation was 
limited to expressions of assent. When Lord 
Copper was right he said, “Definitely, Lord 
Copper”; when he was wrong, “Up to a 
point.”  
“Let me see, what’s the name of the place I 
mean? Capital of Japan? Yokohama, isn’t it?”  
“Up to a point, Lord Copper.”  
“And Hong Kong belongs to us, doesn’t it?”  
“Definitely, Lord Copper.” 

 

 Scoop is based on parts of Waugh's war correspondent 

experience working for the Daily Mail.  He was assigned to 

cover Benito Mussolini's anticipated attack on Abyssinia, and 

when he got his own scoop on the invasion he telegraphed 

the story back in Latin for secrecy, but they discarded it.  

 It is believed that Waugh based the character William 

Boot on Englishman, politician, and journalist Bill Deedes, 

who, as a 22 years old junior reporter, arrived in Addis 

Ababa with two tons of luggage. Another character inspira-

tion is thought to be William Beach Thomas who, according 

to Peter Stothard, "was a quietly successful countryside col-

umnist and literary gent who became a calamitous Daily Mail 

war correspondent.” 

Did You Know? 
Stoppard’s pen name as a theater critic was William 
Boot, the same name as Waugh’s protagonist. 
 
 
Night and Day’s action, like the action in Scoop, takes 

place in a fictional African country on the brink of war. 

Scoop by Evelyn Waugh 
 

People may 

expect too much 
of journalism. 

 Not only do they expect it to be 

entertaining, 
they expect it to be 

true. 
~ Lewis H. Lapham 
Former editor of , 1976-1981 & 1983-2006 

Recommended 
Reading List 

 
The Imperfectionists  
 by Tom Ruchman 

 
The First Casualty  

 by Philip Knightly 
 

Crooked Sixpence 
 by Murray Sayle 

 
All the President’s Men  

 by Bob Woodward & Carl Bernstein 

http://en.wikipedia.org/wiki/File:Scoopwaugh.jpg
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N ight and Day’s war correspondents are consumed with 

the business of journalism, getting the story, and mak-

ing sure that the story is covered properly, even if their edi-

tors may change the story as written. 

 The experienced Wagner speaks of media credibility 

and the truth about the business of journalism: 

Well, the press officer goes bananas. He wants to know which 

side the Globe thinks it’s on. So I tell him, ‘It’s not on any side, 

stupid, it’s an objective fact-gathering organization.’ And he 

says, ‘Yes, but is it objective-for or objective-against?’ He may 

be stupid, but he’s not stupid. 

 By contrast, the exchange between Ruth and Milne, the 

youngest journalist in Night and Day, shows Milne speaking 

of the free press and his belief in truthful reporting: 

MILNE: He thinks the Globe is a million packets of journalism 

manufactured every week by businessmen using journalists 

for their labor. 

RUTH: That is what the Globe is. 

MILNE: No, it’s not. A free press, free expression—it’s the 

last line of defense for all the other freedoms. […] No matter 

how imperfect things are, if you’ve got a free press every-

thing is correctable, and without it everything is concealable. 

[…] Junk journalism is the evidence of a society that has got 

at least one thing right, that there should be nobody with the 

power to dictate where responsible journalism begins. 

 Each of the correspondents represents an inner battle 

which today’s journalist must battle, that between passion-

ate, truthful reporting, and what the story will ultimately be 

once the editors and other officials have signed off on the 

article. 

 I want to illustrate a modern example of this dilemma. 

Foreign correspondent Robert Fisk’s brilliant journalism 

alongside his personal beliefs on the industry in which he 

works has made him a reputable and controversial source 

of news, but ultimately, a strongly respected correspondent. 

Here are two articles written by Fisk, the first is an excerpt 

from the preface to his book The Age of the Warrior, where 

Fisk describes his frustration with journalism reporting and 

covering the wars from the trenches while being expected 

to write without a bias, without an emotional connection to 

the tragedies which he, or any reporter, must witness.  In 

contrast to his very personal preface, the second article, 

“How the News Will Be Censored in This War,” exemplifies 

Fisk’s astute journalism and additional commentary 

on the business of news reporting. 

The Passion and Business of Journalism 
by Kelli Marino 

Excerpt from the preface  to 
The Age of the Warrior 

By Robert Fisk 

 Do we need war? Do we need it the way we need 

air and love and children and safety? I wonder. 

 The collection of articles in this book, most of them 

published in The Independent over the past five years, is 

therefore angry rather than brutal, cynical rather than 

bloody. They record, I suppose, a foreign correspon-

dent’s thoughts amid war, a corner of the journalist’s 

brain that usually goes unrecorded; the weekly need to 

write something at a right-angle to the days gone by, the 

need to explore one’s own anger as well as the gentler, 

kinder moments in a life that has been spent – let me 

speak bluntly – that has been used up and squandered in 

watching human folly on a massive, unstoppable scale. 

 Anger is a ferocious creature. Journalists are sup-

posed to avoid this nightmare animal, to observe this 

beast with “objective” eyes. A reporter’s supposed lack 

of “bias” – which, I suspect, is now the great sickness of 

our Western press and television – has become the anti-

dote to personal feeling, the excuse for all of us to avoid 

the truth. 

 Ask ‘how’ and ‘who’ – but not ‘why’. Source every-

thing to officials: ‘American officials,’ ‘intelligence offi-

cials,’ ‘official sources,’ anonymous policemen or army 

officers. Above all, show respect. For authority, for gov-

ernment, for power. And if those institutions charged 

with our protection abuse that power, then remind read-

ers and listeners and viewers of the dangerous age in 

which we now live, the age of terror – which means that 

we must live in the Age of the Warrior, someone whose 

business and profession and vocation and mere exis-

tence is to destroy our enemies. 

Where the press is free, 

and every man able to read, 

all is safe. 
-Thomas Jefferson 
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By Robert Fisk 

The Independent, 25 February 2003 

 Already, the American press is 

expressing its approval of the coverage 

of American forces which the US mili-

tary intends to allow its reporters in 

the next Gulf war. The boys from CNN, 

CBS, ABC and The New York Times will 

be "embedded" among the US marines 

and infantry. The degree of censorship 

hasn't quite been worked out. But it 

doesn't matter how much the Penta-

gon cuts from the reporters' dis-

patches. A new CNN system of "script 

approval" – the iniquitous instruction 

to reporters that they have to send all 

their copy to anonymous officials in 

Atlanta to ensure it is suitably sani-

tised – suggests that the Pentagon and 

the Department of State have nothing 

to worry about. Nor do the Israelis.  

 Indeed, reading a new CNN docu-

ment, "Reminder of Script Approval 

Policy," fairly takes the breath away. 

"All reporters preparing package 

scripts must submit the scripts for ap-

proval," it says. "Packages may not be 

edited until the scripts are approved.... 

All packages originating outside Wash-

ington, Los Angeles, or New York, in-

cluding all international bureaus, must 

come to the ROW in Atlanta for ap-

proval."  

 The date of this extraordinary 

message is 27 January. The "ROW" is 

the row of script editors in Atlanta 

who can insist on changes or 

"balances" in the reporter's dispatch. 

"A script is not approved for air unless 

it is properly marked approved by an 

authorised manager and duped 

(duplicated) to burcopy (bureau copy)

…. When a script is updated it must be 

re-approved, preferably by the origi-

nating approving authority."  

 Note the key words here: 

"approved" and "authorized." CNN's 

man or woman in Kuwait or Bagh-

dad—or Jerusalem or Ramallah—may 

know the background to his or her 

story; indeed, they will know far more 

about it than the "authorities" in At-

lanta. But CNN's chiefs will decide the 

spin of the story.  

 CNN, of course, is not alone in 

this paranoid form of reporting. Other 

US networks operate equally anti-

journalistic systems. And it's not the 

fault of the reporters. CNN's teams 

may use clichés and don military cos-

tumes—you will see them do this in 

the next war—but they try to get 

something of the truth out. Next time, 

though, they're going to have even less 

chance.  

 Just where this awful system 

leads is evident from an intriguing ex-

change last year between CNN's re-

porter in the occupied West Bank town 

of Ramallah, and Eason Jordan, one of 

CNN's top honchos in Atlanta.  

 The journalist's first complaint 

was about a story by the reporter Mi-

chael Holmes on the Red Crescent am-

bulance drivers who are repeatedly 

shot at by Israeli troops. "We risked 

our lives and went out with ambulance 

drivers...for a whole day. We have also 

witnessed ambulances from our win-

dow being shot at by Israeli soldiers.... 

The story received approval from Mike 

Shoulder. The story ran twice and then 

Rick Davis (a CNN executive) killed it. 

The reason was we did not have an 

Israeli army response, even though we 

stated in our story 

that Israel believes 

that Palestinians 

are smuggling 

weapons and 

wanted people in 

the ambulances."  

 The Israelis 

refused to give 

CNN an interview, 

only a written 

statement. This 

statement was 

then written into 

the CNN script. But again it was re-

jected by Davis in Atlanta. Only when, 

after three days, the Israeli army gave 

CNN an interview did Holmes's story 

run—but then with the dishonest 

 inclusion of a line that said the ambu-

lances were shot in "crossfire" (i.e. that 

Palestinians also shot at their own am-

bulances)…. 

 The relevance of this is all too 

obvious in the next Gulf War. We are 

going to have to see a US army officer 

denying everything the Iraqis say if 

any report from Iraq is to get on air....  

 But the system of "script ap-

proval" that has so marred CNN's cov-

erage has got worse. In a further and 

even more sinister message dated 31 

January this year, CNN staff are told 

that a new computerised system of 

script approval will allow "authorised 

script approvers to mark scripts (i.e. 

reports) in a clear and standard man-

ner. Script EPs (executive producers) 

will click on the coloured APPROVED 

button to turn it from red 

(unapproved) to green (approved). 

When someone makes a change in the 

script after approval, the button will 

turn yellow." Someone? Who is this 

someone? CNN's reporters aren't told.  

 But when we recall that CNN re-

vealed after the 1991 Gulf War that it 

had allowed Pentagon "trainees" into 

the CNN newsroom in Atlanta, I have 

my suspicions. 

R o b e r t  F i s k 
is the Middle-East corre-
spondent for the British 
newspaper, The Independent. 
For more than three dec-
ades, Fisk has covered some 
of the world’s most compli-
cated war zones, from 
Northern Ireland in the 
1970s, to Lebanon in the 1980s, to contemporary Iraq. 
Perhaps most famously, he has interviewed Osama bin 
Laden on three occasions (1993, 1996, and 1997). He 
has won numerous awards for his brand of on-the-
ground, independent reporting, and he regularly ex-
presses scorn for his “embedded” colleagues. 
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Night and Day Glossary 
Items, Allusions, and Quotations from the Play 

telex 
Also known as a Teleprinter, the telex is an electromechanical, 

dial-up typewriter that can be used to communicate typed mes-

sages from point to point over a variety of communication chan-

nels. The telex predecessor was the Stock Ticker. The common 

uses for the Telex/Teleprinter were real-time communication 

(through phone dials), messaging, news-wires, and looping many 

machines together as a central command center. This is now re-

placed by fax and email.  

lime squash 
Lime squash is a refreshing beverage. Here is how you make it: Cut as many 

limes as you can, extract the juice, and collect in a bottle after measuring the 

volume. Take an equal volume of water and an equal volume of sugar and make 

syrup.  Cool the syrup and add to the lime juice.  The reconstituting is by way of 

mixing one part concentrate with three parts water. This squash will improve 

in taste over one or two days and can preserve for long periods.  

KE-7A with Elcan 50mm (pictured above). A one-

time commission from the United States Army, Ernst 

Leitz Canada Ltd. produced only 500 cameras in 1971-

2. Designated as KE-7A, it is modified to meet harsh 

military requirements (such as dust proofing and op-

eration in sub-zero degree environments) with M4 

black chrome. A special lens, ELCAN F2/50mm, was 

also produced according to the military specifications. 

Of the 500 produced KE-7As plus 5 prototypes, only 

250 were actually put to military use, and the rest 

were sold as the “civilian” version of the same camera. 

The civilian version does not have the US Armed 

Forces Serial and Contract numbers on the back plate.  

leica cameras  
815 Leica M4-M or 

MOT (pictured right) 

were produced by 

Leitz between 1967 

and 1970. Leica Mo-

tor, a battery-

operated winder 

mechanism, was de-

signed and produced 

by Leitz New York. 

Since most of them 

were sold to profes-

sional press photog-

raphers, as well as 

United States armed 

forces, very few ex-

amples remain clean 

and intact. 

sambo 
A racial slur for a  

person of mixed Afri-

can and Amerindian 

 heritage. 



9  

 
N

IG
H

T
 A

N
D

 D
A

Y
 F

IE
L

D
 G

U
ID

E
 

Sep
tem

b
er 2

0
1

0
 

Austin Reed is a clothing designer and manufacturer in the UK. 

In 1925 Austin Reed began offering high quality, ready-to-

wear suits. In the 1980’s the rise of the “power-dressed” businesswoman led to the development of a collection to meet 

the needs of this new breed of career woman. Today, Austin Reed offers both casual and formalwear, aimed at “successful 

men and women with the mind-set of a ‘thirty-something’.”                             

Elephant Walk 
Elephant Walk is a film about a married couple whose house is built on the long-

time path of an elephant herd. The film centers on a woman lost in a love triangle 

between her husband who is struggling with ghosts of his past and future, and the 

plantation manager. Through a fury of cholera, quarantine, and love affairs, the 

elephants finally get their path back and destroy the house. When the elephants 

trample the house, all the characters are freed emotionally to start life anew. 

 
The People's Liberation Armed Forces, more popularly known as the Viet Cong (VC), was the military arm of the National 

Liberation Front. Established at the end of 1960, the VC was created by the North Vietnamese communists to escalate the 

armed struggle in South Vietnam. The bridge most likely referred to is the Newport Bridge between Bien Hoa and Saigon 

which was captured on February 3, 1968.  

 
~ Delane of The Times  

John Thadeus Delane, editor of The Times of London 

1851. His general policy was to keep the paper a na-

tional organ of opinion above party, but with a tendency 

to sympathize with the Liberal movements of the day.  

Austin Reed Safari Suit 

King  Solomon's Mines 
The film is based upon Sir H. Rider Haggard’s 1885 adventure novel, a prime 

example of the colonial-

ist imagination in fic-

tion. A British search 

mission in Africa de-

feats the many terrify-

ing obstacles of the ex-

otic continent, all with 

the end goal finding a 

hidden treasure. Both 

novel and film en-

dorsed the prevailing 

European narrative of 

the “white man’s bur-

den.” 
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SARAJEVO – As 155 millimeter artil-

lery shells screamed down on this pul-

verized city, I dictated my story by 

flashlight under a desk in a darkened 

office of the Presidential Palace. 

 The sound of Phil Collins singing 

on a cassette playing in the next room 

drifted in through the blackness amid 

the explosions, “Oh, think twice, it’s 

just another day for you … You and me 

in paradise.” 

 The skin had long since peeled 

from my palms, which remained moist 

in a constant coat of nervous sweat. I 

wasn’t sleeping much. I hadn’t bathed 

in weeks or changed my clothes. Food, 

water, and basic supplies were scarce. 

I carried around a pile of papers, books 

and notebooks in a plastic bag, my only 

makeshift briefcase. But my pitiful is-

sues were laughable against the hor-

rific canvass of death, deceit, and de-

struction being painted all around me. 

 Of all the conflicts I covered in my 

12 years as a foreign correspondent 

with the Chicago Tribune, the civil 

wars that tore apart the former Yugo-

slavia in the early 1990s were far and 

away the most dangerous, vicious and 

terrifying. 

 I had no laptop, but I was still 

able to file a story nightly to the home 

office in Chicago, often after endless 

failed attempts at dialing on old Euro-

pean phones. They were stories of loss 

and devastation, murder and death, 

treachery and deception. 

 Every now and then, a story of 

hope, survival and courage rose from 

the ashes and madness of the former 

Yugoslavia—like Vedran Smailovic 

playing Albinoni’s Adagio in G Minor 

on his cello, seated at the site of the 

breadline massacre of 22 souls on Vase 

Miskina Street as the bombs fell all 

about in this city. He played a daily 

tribute to the dead, but his music was a 

larger paean to the cultural diversity, 

inter-religious fellowship, and cosmo-

politan civilization under siege.  

 The horror of war is often juxta-

posed against the daily routines of or-

dinary people trying to live normal 

lives. For correspondents bringing the 

battles home, there is always the odd 

juxtaposition of the observer trying to 

cover the chaos without being obliter-

ated by it.  

 In Tom Stoppard’s play Night and 

Day, the images that ring truest for the 

war correspondent—at least for me—

are the nuts and bolts of covering the 

drama. There are two great command-

ments for war correspondents: you 

have to get in and stay alive to get the 

story, and you have to find the ways, 

means, and technology to get it out to 

readers—or the sacrifice and peril is 

for naught. 

 In reading the play, what was 

immediately apparent to me was how 

much Stoppard admired journalists 

and a free press, and how well he knew 

the tradecraft, the characters, the logis-

tics. Having started as a reporter, he 

thinks like one, and he portrays jour-

nalists in the play with all their foibles, 

naivety, and cynicism, single-minded 

focus and callousness, even deception, 

in their quest for getting the story.  

 Ruth is a “rotter,” as she says, and 

she has her flaws. She lies. But she is 

also in some ways the moral con-

science of the play. Like a Greek Cho-

rus, she rises above the lot and passes 

judgment on what they’re really up 

to—which in her mind is often no 

good, or at least driven by less than 

noble motivations. To her the brave 

reporters are all about ego and telling 

boastful stories in the bars of Beirut or 

Bangkok. And it’s George Guthrie who 

honestly admits that a lot of that is, 

indeed, true. But this steady support-

ing character says something that blew 

me away—that “information is light.” I 

have long said the same of my experi-

ence in the former Yugoslavia.   
 
When I was in Sarajevo in May and 

June, 1992, at a time when there was 

only one other Western reporter in the 

city, I know it made a difference. Be-

cause we were there, the city had a 

voice. People otherwise would have 

been dying in darkness just then, and 

most of the world would not have 

A Look Into the Life of a War Correspondent 
By Storer H. Rowley 

Rowley on Marshall Tito Street, 
during his sojourn in Sarajevo in 
May and June, 1992, holding and 
wearing all his possessions . 
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known. 

 Because we were there, the cellist 

of Sarajevo got his name and deeds 

trumpeted to the outside world, and 

the words “ethnic cleansing” started 

filtering steadily into the lexicon in 

London and New York and Chicago.  

 As Guthrie put it, “People do aw-

ful things to each other. But it’s worse 

in places where everybody is kept in 

the dark. It really is. Information is 

light. Information, in itself, about any-

thing, is light. That’s all you can say, 

really.” 

 And that to me is Stoppard’s trib-

ute to one of the few things he seems 

to champion in this play—a free press 

and its power to in-

form, even when buf-

feted by war and spe-

cial interests on all 

sides. He seems to 

leave one of his most 

affectionate summa-

tions about the busi-

ness of war corre-

spondents to this di-

sheveled photogra-

pher who comes under symbolic and 

literal assault by Ruth wielding a news-

paper. 

 And the play focuses back again 

and again to how these reporters navi-

gate the risks and dangers of war in a 

tormented African land, a pawn in the 

Cold War proxy battles—how they 

pursue the story and how they plan to 

get it out. What’s the pigeon? Who will 

get the film out? Should they leave be-

hind that link to home readers, the all 

important telex?  

 I happened to get into Sarajevo, 

at a time when all the Western press 

had just pulled out. There was an op-

portunity, and I had to go one day with 

only the clothes on my back. So I had 

no high-tech communications. Some-

times I wrote the story longhand in my 

notebook. Sometimes I borrowed a 

typewriter and a fax machine. Usually, 

I could persuade aides to Bosnian 

President Aliya Izetbegovic to let me 

use one of the office computers, and I 

could print out the story and dictate it.  

There were few satellite phones handy 

in those days. And the portable ones 

came in two heavy metal suitcases for 

a single phone. Even those were hard 

to come by in war-torn Bosnia-

Herzegovina.  

 Some say that war is the thing 

that gives us meaning, that it is an ad-

diction, that we are drawn to the de-

struction like moths to light. Maybe so. 

For a correspondent, there is an unfor-

tunate correlation between how bad 

things get and thus, how important the 

story becomes.  

 In many 

ways, it’s the top 

of the profes-

sional pyramid 

for reporters, 

because war is 

the hardest story 

to cover, the 

most momentous 

and poignant. It 

requires experi-

ence and luck, and it covers the gamut 

of the human condition. It has all the 

elements, the best and worst of hu-

manity.  

 For a correspondent, war is the 

ultimate story. But it also leaves empti-

ness and sadness contemplating the 

tragedy, guilt that you get to leave if 

you can escape safely, even PTSD for 

some, depending on how close you get 

to the action over time.  And soon you 

long for home, peace and your family. 

 One of those long-ago nights, af-

ter dictating the daily story from under 

the desk to my editor, Jim Yuenger, one 

of the greatest correspondents I ever 

knew, he connected me through on the 

same line to my family in Toronto. We 

used to do that to avoid losing the line, 

especially when, at times, it could take 

an hour or two to get a single call 

through. 

 When I got my daughter Mary, 

age five, on the line, her world was all 

about trying to get my permission to 

see the scariest movie she had ever 

heard of. I was so happy to hear her 

voice that I made one of those stupid 

parental deals. I promised that as soon 

as I get home (if I get home, I thought) 

we would watch Jaws together, as long 

as she promised to put her blanket 

over her head when the shark came on 

screen. I didn’t want her to see that 

part. She was already attracted to the 

danger, is it in the DNA?    

 My wife, Carolyn, was four 

months pregnant at the time of my first 

dangerous assignment, when I drove 

the no-man’s land border road be-

tween Honduras and Nicaragua, where 

a fellow correspondent had been 

killed. I was fine, but she waited in a 

Mexico hotel room for a call that never 

came and imagined the worst.  Her 

imagination ran wild and she not only 

had decided where she would raise our 

unborn child without me, but also 

what she would wear to my funeral. 

After that, she seldom asked for details 

about my trips until I came home. 

 My daughter, Elizabeth, three and 

a half when I was in Bosnia, always 

would ask me when I was coming 

home during these trips and what it 

was like “far, far away.” Much later, she 

once demanded at the age of 7, "Why 

can’t Chicago write their own stories? 

Why do you have to write all of them?" 

 But it was in those brief moments 

with them on the phone that I could 

relax, or just imagine, at least for a few 

moments, a life of peace, laughter and 

light—far, far away from the darkness 

and death of this crumbling city.  

 Just another day in paradise. 

 

 

 
Storer H. Rowley covered a dozen wars and stories 

in more than 50 countries during in his 30 years 

with The Chicago Tribune. He now teaches and is 

Executive Director of Government and Community 

Relations, at Elmhurst College. He spoke about 

Night and Day at Remy Bumppo’s Season Salon. 

“...there is an  
unfortunate correlation 

between how bad 
things get and thus, 

how important 
the story becomes.” 
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The Colonial Legacy  

Running The Empire 

W e tend to think of the colonial relationship as a simple story of oppressed and oppressor. Certainly, those 

roles compose part of the story. But as these photographs demonstrate, relations between British colonists 

and Africans were tangled. These images, captured from various colonial situations in 20th-century Africa, record a 

complicated gradient of relationships, from stark segregation to unexpected hybridity. This is the legacy that lives 

in the post-colonial world of Night and Day, when the colonial relationship was legally erased, but persisted and 

mutated in complicated ways. 

The Scramble For Africa 

D uring 1884-85, several European 

powers met at the Berlin Confer-

ence to divvy up Africa’s land, its peo-

ple, and its resources.  Within fifteen 

years of the conference, European 

countries controlled nearly all of Af-

rica. Britain and France held the larg-

est quantities of Africa, but Germany, 

Spain, Italy, Belgium, and Portugal also 

had colonies. The “mission” was com-

plex: Europeans both imposed 

“civilization” on the people of Africa 

and extracted many of Africa’s re-

sources like rubber and gold, leaving 

the countries and their people in tur-

moil and depression. 

Creating a ruling class: Europeans and Zanzibaris (including the Sultan) in British Tanzania, between 1911 and 1913. 

Creating the infrastructure of empire: African workers building the  
German East African railroad, circa 1905-1907. 
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Photos courtesy of Humphrey Winterton Collection of East African Photographs, Melville J. Herskovits Library of 
African Studies, Northwestern University. 

There'll always be an England 

While there's a country lane, 

Wherever there's a cottage small 

Beside a field of grain. 

There'll always be an England 

While there's a busy street, 

Wherever there's a turning wheel, 

A million marching feet. 

Red, white and blue; what does it mean to you? 

Surely you're proud, shout it aloud, 

"Britons, awake!" 

The empire too, we can depend on you. 

Freedom remains. These are the chains 

Nothing can break. 
 

~ popular English patriotic song, 1939 

Postcolonialism: 
 The World of Night and Day 

T he decolonization of Africa from European domi-

nance began in the 1950s with the independence 

of Ghana (Gold Coast), Sudan, and Malaya. In 1960, 

decolonization took full force with the Belgian Congo 

becoming Zaire, and the independence of the Republic 

of Congo (Brazzaville), Republic of Benin, Popular De-

mocratic Republic of Burkina Faso, Cameroon, Central 

African Republic, Chad, Republic of Côte d'Ivoire, Ga-

bonese Republic, Democratic Republic of Madagascar, 

Republic of Mali, Islamic Republic of Mauritania, Re-

public of Niger, Federal Republic of Nigeria, Republic 

of Senegal, Republic of Cameroon, and Togo. By 1968 

all but one country (Southern Rhodesia) had been 

emancipated from British rule. During the next thirty 

years, racial 

tensions, wars, 

and massacres 

plagued the 

African conti-

nent, as its 

people fought 

for their rights. 

 

A mericans are familiar with Chinatowns and Little Italies in Western cities—perhaps less so with the enclaves of Western-

ers in foreign lands. But perhaps more than any other colonial power, the British often recreated the hallmarks of their 

motherland while living abroad. In these “Little Englands,” gardens and lace abound. As a travelling Evelyn Waugh wrote in 

Remote People (1931), some settlers in Kenya tried “to recreate Barsetshire upon the equator.” 

 But there were rumbles underneath the placid surface: “The house is warm with the comfort of good books and nice 

things—if you don’t brood on the bullet hole under the old Dutch clock. This could be Carshalton instead of No Woman’s 

Land.” (Daily Express, 7 January 1953) 

Creating a familiar landscape: Taken by Captain E.N. Park in East Africa and labeled “Ponies & Horses,” circa 1910. 

"After independence we will have to stand on our 

own and rely on our own resources, the unifying 

force, the cement…which had hitherto been 

supplied by the United Kingdom Government will be 

removed, and will have to be replaced by new 

virtues of our own which must be capable of 

keeping all the diverse elements of the country 

together, in mutual trust and harmony and with a 

common national purpose." 

 
Excerpt  from Awo: The Autobiography of Chief 

Obafemi Awolowo of Nigeria. 

Creating paradise 
Leisure on the Kenyan Coast, 
circa 1960s. 
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13 Commandments for  

Reporters  
 

1. Accuracy always. 

2. Get the big things in a talk, meeting, 

interview or story. Avoid trivial details, 

but get significant words, acts or facts. 

3. Make your story brief, clear and interest-

ing and put punch into it. Put the whole 

story in the first sentence, the main 

things first and "also spokes" at the end. 

4. Don't be afraid to let a man tell part of 

the story in his own words. 

5. Get advance copy of speech or report when 

possible. 

6. If you can't get your assignment, don't 

come back. Go to the nearest phone and 

call up for instructions. 

7. Do unto the linotype operator and copy 

reader as you would have them do unto you 

- when it comes to writing clean copy. 

8. "I have found that the particular thing 

you have to surrender to is facts." - 

Woodrow Wilson. 

9. To misspell a man's name or omit his mid-

dle initial is to insult him. 

10. All the world loves a lover - and reads a 

good human interest story. 

11. Always get the story you go after - and 

another one. 

12. Use your brains and your dictionary - 

if you have either. 

13. "P.D.Q." (Pretty Darn Quick) 

At left, Obama with Charlotte Randolph, 
president of a Louisiana parish, and 
Admiral Thad W. Allen of the Coast 
Guard, in a photograph by Larry 
Downing (Reuters).  

 

Does this elimination of the people 

alongside the President severely alter 

how the story is written? Does it show 

part? When it is so important for 

-

on, and to get the story first or put a 

different spin on it so as to sell more 

papers, is the actual story really 

important anymore? 

C ompare the list on the left, taken from a 1919 Desk Book used to train student reporters at Iowa State College, to the state-
ments on the right made by contemporary journalists.  

Don’t Assume 
"Denise can be spelled 'Denyse,' and the angry young 
artist can wear a two-carat diamond and live in a tract 
home. More often than you'd ever expect, man does in-
deed bite dog." - Allison Engel, freelance magazine jour-
nalist, Meredith Corporation, Los Angeles Times and The 
Washington Post 
 
Include All Voices 
"Too often, journalists are lazy and don't make extra 
efforts to include all voices in their work. If a desired 
source is not available, there are always other alterna-
tives to represent a variety of viewpoints." - Andrea Tor-
tora, managing editor, Cincinnati Business Courier 
 
Know For Whom You Work 
"Get it right, and always keep in mind that you work for 
the readers." - Barry Sussman, editor, Watchdog Project 
of the Nieman Foundation 
 
Never Use Absolutes 
"Never use absolutes (except in issuing this rule, that is), 
such as: biggest, smallest, first, last, most expensive, 
etc." 
- Rox Laird, editorial writer, Des Moines Register 
 
Just the Facts 
"It is the facts that are the focus. The rest is just skillful, 
even brilliant, presentation." - Terry Anderson, Iowa 
State University alumnus and former Middle East bu-
reau chief, The Associated Press 

Then and Now: Has Journalism Changed? 
The Quill. Chicago: Oct/Nov 2006. 
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Chronology of 
Stoppard Plays 

 

1965 The Gamblers 

1966 Rosencrantz and 

  Guildenstern Are 
  Dead 

1967 Another Moon Called 

  Earth (television) 

1968 The Real Inspector 

  Hound 

1969 Albert's Bridge 

1970 After Magritte 

1972 Artist Descending a 

  Staircase (radio) 

1972 Jumpers 

1973 The House of 

  Bernarda Alba 
  (adaptation) 

1974 Travesties 

1977 Every Good Boy 

  Deserves Favour 

1978 Night and Day 

1979 Cahoot's Macbeth 

1979 Dogg's Hamlet 

1981 On the Razzle 

1982 The Real Thing 

1984 Rough Crossing 
 

  Squaring the Circle 

1985 Brazil (film) 

1986 Largo Desolato 

  (translation) 

1988 Hapgood 

1993 Arcadia 

1994 Indian Ink 

1997 The Invention of Love 
 

  The Seagull 
  (adaptation) 

1998 Shakespeare In Love  

  (film) 

2002 The Coast of Utopia 

2004 Pirandello's Henry IV 

  (adaptation) 

2005 Heroes (adaptation) 

2006 Rock 'N' Roll 

2008 Ivanov (adaptation) 

2009 Cherry Orchard 

  (adaptation) 

Tom Stoppard 

B orn Tomas Straussler on July 3, 

1937, in Czechoslovakia, Stoppard 

was the youngest child of Eugene Straus-

sler and Martha Beckova. In 1939, the 

Straussler family fled from Nazi-

controlled Czechoslovakia to Singapore. 

After living two years in Singapore, the 

impending threat of a Japanese invasion 

forced the young Tom, his mother, and 

his older brother to evacuate the country 

to Darjeeling, India, leaving behind 

Eugene, who was later killed. Four years 

later, Martha married 

Kenneth Stoppard, an 

English Army officer, 

the boys adopted his 

surname and the family 

moved to Bristol, Eng-

land.  

 After his educa-

tion in England and 

completing his A-levels 

at the age of 17, Stop-

pard became a “cub” 

reporter for the West-

ern Daily Press in Bristol; he worked 

there for six years as a journalist and 

film and theater critic. In the 1960s, 

Stoppard quit working in journalism full 

time to begin writing television and ra-

dio plays. 

 It was in the 1970s that Stoppard 

perfected his style and voice as a play-

wright. Stoppard's early full-length plays 

like Rosencrantz and Guildenstern are 

Dead (1966) relied on literary sources or 

influences. Recurring themes in his short 

plays like Albert’s Bridge (1967), The 

Real Inspector Hound (1968), and After 

Magritte (1970) are the relativity of 

truth and the urge to discern some pat-

tern in the world's chaos. Travesties 

(1974) is a linguistic expedition into a 

critical moment in political and cultural 

history. These works examine the re-

sponsibility of the artist to society. 

Though not a political playwright, the 

violations of human rights in totalitarian 

regimes like Eastern Europe and the So-

viet Union fueled several of Stoppard’s 

plays in the late 1970s like Every Good 

Boy Deserves Favour, Night and Day, the 

television play 

Squaring the Cir-

cle, and Cahoot's 

Macbeth.  

 Since the 

1970s, Stoppard 

has written sev-

eral noteworthy 

plays and screen-

plays that com-

bine verbal agility 

with complex nar-

ratives. His most 

commercial success was the Academy 

Award-winning film Shakespeare in Love 

(1999) with co-writer Marc Norman. In 

2002, his trilogy The Coast of Utopia  

depicted 19th-century Russian cultural 

and literary history over the course of 

about eight-hours of drama. The plays 

swept the London theatre scene, and in 

2007, their New York premieres won the 

Tony Award for Best Play.  
 

Resources for Biography: 
Authors and Artists for Young Adults. Vol. 63. Thomson Gale, 2005. 
Contemporary Dramatists, 6th ed. St. James Press, 1999. 
http://www.curtainup.com/stoppard.html 
http://www.sondheimguide.com/Stoppard/chronology.html 

 Any work of  ART  

 ~ Tristan Tzara 

that can be understood is  

of  journalism.  

the product  
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U ntil I was 16 or 17 I had no idea 

what I wanted to do. Then, when 

the idea of journalism came up, I 

thought: “That's it!” It was instant and 

final. It made everything else look bor-

ing. My headmaster at the time had 

very lofty ideas, he thought going into 

journalism meant getting a degree and 

going to The Manchester Guardian. But 

I was sick of education really, and 

keen to get out of going to university, 

and to do stuff and start earning a liv-

ing. I did A-levels a bit early and left 

school when I was 17. My parents 

were living in Bristol, so I had to find a 

local job as I had to live at home – a 

junior reporter started on £2.10s a 

week. I was lucky. I got myself an in-

terview with the news editor of the 

Western Daily Press and he took me on. 

I went to night school for shorthand 

and typing, and very, very quickly was 

taken under the wing of someone cov-

ering the magistrates court, council 

committees and this and that and 

within weeks I think I was doing eve-

rything from doorstep interviews to 

the West of England lawn tennis 

championships. (I still use my short-

hand. These days I sit at the back of a 

theatre making notes in Pitman.) […] 

 I started at the Western Daily 

Press in 1954. It had its centenary in 

1957 and was a very old-fashioned 

newspaper. It was a broadsheet, of 

course, and had everything a local pa-

per is supposed to have, probably in 

about 12 pages. And I was in heaven – 

I loved everything about it. I got on to 

features – not that there was a distinc-

tion in your employment – you did 

features, breaking news, the diary, 

whatever. I started writing features 

and I did a weekly column which tried 

too hard and was indefatigably face-

tious. The news editor of the Bristol 

Evening World, in Northcliffe House 

across the city centre, liked my stuff 

and in a very low-level way he 

poached me. I was easy to poach – my 

demands were absolutely pathetic. So 

after four years at the Western Daily 

Press I did a couple of years on the 

World. 

 Soon after I got there, who 

should turn up but young Charles Wil-

son. Charlie was a revelation. I think 

we were a pretty lazy bunch, and 

Charlie was a buzz-saw. […] His side-

kick was a guy named Kingsley Squire, 

who later was around Fleet Street for 

a long time. Naturally, a lot of people I 

knew made it to London. […] I 

thought: Christ, I'd better pull myself 

together. But I never did. When I was 

19 I used to walk up Fleet Street, ex-

cited just to stare at the Express and 

the Telegraph build-

ings. When I was 29 I 

had a play on at the 

National Theatre. It's 

like that George Best 

story – “So, Tom, 

where did it all go 

wrong?” 

 I had a great 

time, actually, and 

then around 1960, 

after I'd done about 

six years of every-

thing, the idea of not 

being at anybody's 

beck and call was 

very attractive and I'd 

got turned on by 

what was happening 

in the theatre. I wrote 

a play in 1960. That 

year on my 23rd birth-

day I was on holiday 

in the Mediterranean somewhere and 

I was suddenly overcome by this ap-

palling depression – I'd left everything 

too late, I was so old. So I got back and 

handed in my notice and started writ-

ing a play. I lived cheaply for a year on 

a couple of freelance columns for the 

paper I'd started on. The Western Daily 

Press had been taken over by the Bris-

tol Evening Post and had acquired an 

ex-Fleet Street editor who revamped 

it. 

 One of the by-products was a 

weekly Arts page which was in the 

charge of my best friend, Anthony 

Smith. We fancied ourselves – in An-

thony's case justifiably – as intellectu-

als. So I had a sort of crash-course in 

culture, because I was writing pieces 

about things I knew nothing about on 

Tuesday, but knew enough about by 

Friday to do 800 magisterial words. 

Harold Pinter came to Bristol for a 

public discussion with students and I 

turned his comments 

into an 800-word 

quote – I was a great 

admirer of the Robert 

Muller interviews he 

used to do in that style 

for the Daily Mail. The 

Arts page was An-

thony's fiefdom, and 

Eric Price, the editor, 

treated us with genial 

contempt – he wasn't 

quite sure why he let 

us continue. Some-

times we'd push him 

too far – I remember 

an incredible layout 

where we used the 

headline “The Theatre 

of the Absurd”, and 

the word “Absurd” 

was done like kiddie 

blocks, and then be-

cause it was Absurd we put the letters 

in the wrong order, so it read “The 

Theatre of the ABSUDR” or something. 

And Eric came down to the stone and 

My Love Affair with Newspapers: 
An interview with Tom Stoppard by Bill Hagerty 

1  I will honestly 
provide the 

people of this city 
w i t h  a  d a i l y 
newspaper that will 
tell all the news 
honestly. 
 

2  I will also provide 
them with a 

fighting and tireless 
champion of their 
rights as citizens and 
human beings. 
 
~ Charles Foster Kane  II 

in the  film Citizen 
Kane, 1941 
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blew his top and had the kiddie blocks 

put in the right order. 

 I think I had a very lucky begin-

ning because I ended up doing almost 

any kind of job 

there was, and 

learned to sub. I 

was a good sub. I 

would have been all 

right in Fleet Street, 

I think. […] 

 I went to Lon-

don to be inter-

viewed by the edi-

tor of Scene, which 

was quite a flaky 

affair that went 

through various 

formats. They were 

looking for people who would be 

stringers in different parts of the 

country, but to my astonishment I was 

offered a job as their theatre critic. 

That's when I moved to London. I used 

my own name, but also used the name 

William Boot when I had more than 

two pieces in the magazine. So I wrote 

theatre pieces for that, and by then 

had also written a couple of unper-

formed plays. I had a TV play and a 

couple of radio plays broadcast in the 

early 1960s. […] 

 I take only three morning papers 

now, but I'm thinking of going back to 

four. […] I've taken The Independent 

since day one. I'm not crazy about us-

ing the front page for a news feature 

or editorial every day, but it's a sensi-

ble paper, and I like the media section. 

On Sundays it's The Observer, Times, 

Telegraph and Independent. I also take 

the Times Literary Supplement, London 

Review of Books, New York Review, 

Spectator, New Statesman, The Week... 

sometimes I think I'll cancel the whole 

damned lot. My papers are on my 

doormat, five floors up, before seven 

o'clock. […] The first hour-and-a-half 

of my day is spent reading the papers. 

[…]  

  [S]pin, designed to make the 

reader draw conclusions that the 

writer knows are false, or at least 

questionable, amounts to the same 

thing. The atti-

tude is that the 

reader doesn't 

care whether 

the story is 

true or false, 

so no harm 

done. But 

harm is done 

to newspa-

pers, to jour-

nalism as a 

badge, when 

you insult the 

reader you're 

supposed to be championing. 

 It's an us-and-them world, and 

journalists should be us. But [Piers] 

Morgan's book is called The Insider, 

and I understand why completely. 

Even a junior reporter on a weekly 

understands. That's the great seduc-

tion of the job. […] 

 Mrs. Thatch-er was my heroine, 

entirely on the 

issue of print un-

ions. I hated what 

the printers were 

doing to my pre-

cious newspapers. 

When Rupert 

Murdoch called 

the unions a 

“ p r o t e c t i o n 

racket” he was 

absolutely right. 

Thatcher and 

Murdoch saved 

the day. […] In the 

70s and 80s, when I was involved in 

dissident stories in Russia and Czecho-

slovakia, my refrain was that a free 

press made all the other freedoms 

possible, and by that I didn't just mean 

an uncensored press. I meant an un-

trammelled press. 

 This is what got me into writing 

a play about journalism in 1978. I 

knew I'd have to write one one day. 

There's a line in Night and Day that 

people are always quoting or misquot-

ing – “I'm with you on the free press, 

it's the newspapers I can't stand”, and 

because it's the only line people re-

member, they assume it's my entire 

view of newspapers. But, as I said, the 

good stuff is still good. I admire huge 

amounts of it, mostly people who go 

out there and file a story. From the 

very beginning I've admired foreign 

and war correspondents, all the way 

back to Sefton Delmer and Noel Bar-

ber, all the way forward to Robert 

Fisk. I don't give a damn about Fisk's 

so-called bias, I'm a thinking animal, I 

can deal with it, I can read round him 

– the point is it takes courage to be out 

there and get the story. News is what 

gives newspapers the advantage over 

TV. This is the opposite of conven-

tional wisdom, but TV is competition 

only on the biggest stories. Sure, it 

wipes the floor with the newspapers 

when it comes to big breaking news, 

but TV covers so 

little of the news 

out there, it ig-

nores almost eve-

rything. I think 

papers are too TV-

conscious alto-

gether. Very little 

sports reporting is 

descriptive now, 

it's mostly com-

ment, interviews, 

ego trips. […] In 

all the newsprint 

I've read there 

isn't a sentence I'd rather have writ-

ten. 
 
 
 
 
 
From British Journalism Review Vol. 16, No. 4, 2005, pages 19-
29 
http://www.bjr.org.uk/data/2005/no4_stoppard 
This article is an edited version of a taped interview conducted by 
editor Bill Hagerty. 

Freedom 
of the press 

is guaranteed 

only to those 

who own one.   
 

~ Abbott Joseph Liebling, 
"Do You Belong in Journalism?" 

New Yorker, 4 May 1960 

“I don't give a 

damn about 

Fisk's so-called 

bias... the point is 

it takes courage 

to be out there 

and get the story.” 
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Silent Spring 

This 1962 book (previously serialized in the 
New Yorker) helped spark the modern envi-
ronmental movement. Carson investigated 
broadly, exposing both the chemical malig-
nancy of pesticides like DDT (which was 
banned in the US largely as a result of the arti-
cles’ publication) and the corrupt political and  
commercial actors who sought to silence the 
truth about environmental decay. 

“Battle of Britain” 

Before the US entered WWII, one American was deep in the action of 
the European front. Murrow broadcast reports back home while experi-
encing the Luftwaffe’s Blitz on London in the summer and fall of 1940. 

“History of the 
Standard Oil Company” 

Serialized in nineteen parts in 
1904, this pioneering foray into 
muckraking exposed the enor-
mous monopolizing forces be-
hind the Standard Oil Com-
pany, run by America’s 
wealthiest man, John D. Rocke-
feller. It sparked a fury that 
eventually lead to the antitrust 
laws that broke up Standard Oil 
(and other monopolies) in the 
following years. 

“The Shame of the Cities” 

Also considered a seminal collection in the history of muckraking, 
Steffens’ articles described inefficiencies and corruptions both struc-
tural and personal in some of America’s most convoluted cities: St. 
Louis, Chicago, Minneapolis, New York, Philadelphia, and others. 
While his description of blight and poverty was inspired by Frie-
drich Engels’ earlier writings on the muck and slime of Manchester 
and other English cities, Steffens’ articles took on a particularly 
American flavor blaming the failures of each individual, champion-
ing self-reliance and self-respect. 

Ten Days that Shook the World 

John Reed’s first-hand account of the 
1917 Russian Revolution (published in 
1919) was one of the only sympathetic 
Western, let alone American, texts on 
the foundations of state socialism. 
Reed’s balance of charisma and intellect 
illuminated a system largely unknown 
to Americans, stirring up both conser-
vative opponents and socialist sympa-
thizers in the US. 

THE TOP 
NEWS 
STORIES 
OF THE 20TH CENTURY 

 

1 John Hersey for the New Yorker 

 

2 Rachel Carson 

Silent Spring 

3 Bob Woodward & Carl Bernstein, for 
the Washington Post 

 Investigation of the 
Watergate break-in 

4 Edward R. Murrow for CBS Radio 

 

5  Ida Tarbell for  

 
 

6  Lincoln Steffens for  

  

7 John Reed 

Ten Days that 
Shook the World 

8  H.L. Mencken for the Baltimore Sun 

 

9  Ernie Pyle for 
 Scripps-Howard newspapers 

 reports from Europe and the 
Pacific during WWII, 

10  Edward R, Murrow & 
Fred Friendly for CBS 

Investigation of Senator 
Joseph McCarthy 

Selected March 1999 
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The public have 

         an insatiable curiosity to know everything.  

Except what is worth knowing.  
Journalism, conscious of this, 

and having tradesman-like habits,  

supplies their demands. 

-Oscar Wilde 

Discussion Questions 
 

1. What is the ideal relationship between journalists and the stories that they report? Should journalists re-

main objective, keeping their personal point of view out of the story? Does opinion necessarily preclude 

good reporting?  

 
 
 
 
 
 
2.  How does Stoppard juggle the personal lives of journalists with their professional responsibilities? What about 

the personal and public/published lives of those in the news? What part of a man or woman is newsworthy? 
 
 
 
 
 
 
 
3. What makes a particular story or news source trustworthy? Is it attention to ethics, legacy, transparency? 

What news sources do you most trust and why? 
 
 
 
 
 
 
4. The speed and omnipresence of news has increased since Stoppard wrote Night and Day. On a personal level, 

what does this shift mean for those who write news and those who read it? Has speed increased the social 
good of news?  

 
 
 
 



 

 

Join us for the entire 2010/11 season: 
Secret Lives, Public Lies 

Night and Day 
By Tom Stoppard 
Directed by James Bohnen 
 

September 22 October 31, 2010 
 
Set in a fictional African country that feels like a 1950s Hollywood romantic 
 adventure, competing British war correspondents descend on the household of an 
expatriate African mine owner and his wife, attempting to crack open a story on the 
country’s erupting civil war. Stoppard, with his usual comic seriousness, both 
 attacks the triviality of the free press for exposing the personal lives of public 
figures to sell papers, and elevates its importance in uncovering political truth. 

The Importance 
of Being Earnest 

By Oscar Wilde 
Directed by Shawn Douglass 

 

November 24, 2010 January 9, 2011 
 

Charming bachelors Jack and Algernon lead double lives in order to pursue two 
proper young ladies, while avoiding obligatory lunches with terrifying aunts. When 

they are caught in their public lies, the result is one of the funniest plays ever written. 
Wilde dishes up delicious criticisms of identity, manners and the customs of court-

ship, delivered with his outrageous wit and the sting of laughter. 

The Goat or, Who Is Sylvia? 
By Edward Albee 
Directed by James Bohnen 
 

March 30 May 2, 2011 
 
Martin is an architect at the pinnacle of his career, with a great marriage and happy 
family. What could go wrong? This winner of the 2002 Tony Award for Best Play packs 
the wit of Noel Coward, the tragedy of Ibsen, and the raw power of Mamet into one 
intense theatrical ride. The Goat or, Who is Sylvia? asks us to stare into the mirror and 
decide where the limit of our acceptance lies for a loved one who has pushed past 
every boundary. 


