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Francis One Man Two Governors
Posted on September 22, 2018

Richard Bean’s One Man, Two Guvnors is a modern British farce adapted from Carlo Goldoni’s
eighteenth-century comedy The Servant of Two Masters. The action is relocated to Brighton in 1963
and follows Francis Henshall, an unemployed and constantly hungry man who secretly works for two
employers. One employer is Rachel Crabbe, disguised as her murdered twin brother Roscoe. The
other is Stanley Stubbers, Rachel’s upper-class boyfriend and the man who killed Roscoe. Neither
employer initially knows that Francis serves the other. The original review correctly focuses on
Francis’s double employment, physical movement, audience interaction, and comic problem-solving,
but several names and plot details require correction. Francis does not perform exactly the same job
for two people who knowingly share one purpose; he improvises separate errands while trying to keep
Rachel and Stanley apart until they can escape together (Bean, 2011; Hytner, 2011).

From Commedia dell’Arte to British Farce
Goldoni’s original play draws from commedia dell’arte, a theatrical tradition using recognizable
character types, physical comedy, disguise, improvisation, and servants who outwit their social
superiors. Bean preserves this structure while giving it British class references, music, and language
associated with the early 1960s. Francis resembles the clever and hungry servant Truffaldino.
Rachel’s disguise and Stanley’s theatrical arrogance create mistaken identity, while the older
generation’s financial and marital arrangements provide obstacles. The adaptation works because it
translates the machinery of the original rather than copying its period surface (Goldoni, 1928; Bean,
2011).

The Basic Conflict
Roscoe Crabbe was engaged to Pauline Clench as part of an arrangement involving money from her
father, Charlie Clench. Roscoe has been killed by Stanley, and Rachel impersonates her brother so she
can collect money and flee with Stanley. Pauline, however, loves aspiring actor Alan Dangle. Francis
becomes Rachel’s servant and then accepts employment from Stanley because he wants a second
wage and, above all, food. His secret creates the title’s conflict. Every message, letter, meal, and
meeting risks bringing the two employers together before Francis can control the situation (Bean,
2011).
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Francis Henshall as the Center of the Play
Francis is the ideal character for analysis because the plot depends on his appetite, physical energy,
improvisation, and contact with the audience. He is not a conventional mastermind who plans
everything calmly. He takes two jobs impulsively and then survives by inventing explanations. His
intelligence appears through adaptation rather than long-term strategy. The audience knows his
secret and becomes his temporary ally, creating suspense whenever another character approaches or
a message is delivered to the wrong person (Bean, 2011; Hytner, 2011).

Hunger as Comic Motivation
Francis’s hunger is more than a recurring joke. It provides a simple physical need that drives
increasingly complex deception. He wants money partly because he wants to eat, and the famous
restaurant sequence turns this motivation into theatrical chaos. Hunger makes him sympathetic
because his ambition is modest, yet it also makes him selfish and unreliable. Farce magnifies an
ordinary need until it reorganizes the entire stage (Bean, 2011; Hytner, 2011).

Two Employers
Rachel and Stanley differ sharply as employers. Rachel is practical and uses disguise to navigate a
violent criminal situation. Stanley is educated, flamboyant, and often absorbed in theatrical language.
Francis must shift tone, information, and loyalty between them. The comic tension comes from the
fact that the audience understands their connection while Francis initially treats them as unrelated
sources of income. His effort to separate them postpones the reunion they both want (Bean, 2011).

Rachel Crabbe’s Disguise
Rachel impersonates Roscoe in a world where others accept familiar clothing, posture, and
expectation as identity. The disguise advances the plot while also allowing a woman to exercise
authority coded as male. Her performance is not merely a visual joke. It exposes how social
recognition depends on convention. The actor playing Rachel must give enough confidence and
physical specificity for the other characters’ belief to feel theatrically plausible within the farce (Bean,
2011; Hytner, 2011).

Stanley Stubbers
The original essay calls him Stanley “Stabbers,” but the character is Stanley Stubbers. He has killed
Roscoe during a conflict and needs money to escape with Rachel. Stanley combines danger with
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exaggerated upper-class manner and theatrical enthusiasm. His language and gestures make him
comic without erasing the criminal stakes. A convincing performance allows the audience to
understand why Rachel loves him while recognizing that his impulsive violence created the crisis
(Bean, 2011).

Charlie Clench
Charlie is a businessman and Pauline’s father. The money owed in connection with Roscoe drives
Rachel’s plan. Charlie also represents older authority attempting to manage marriage, property, and
family reputation. His irritation and confusion make him a useful straight man against Francis’s
improvisation. The original description of Francis simply collecting money from Charlie understates
the network of engagements and misunderstandings surrounding the payment (Bean, 2011).

Pauline and Alan
Pauline Clench loves Alan Dangle, a dramatically self-conscious actor. Their romance parodies
theatrical seriousness inside a farce. Alan performs emotion as though ordinary life were a tragic
stage, while Pauline’s apparent simplicity often cuts through pretension. Their relationship gives the
story another threatened couple and allows the play to contrast sincere feeling with arranged
obligation. Actors must avoid making Pauline merely unintelligent; her directness can reveal the
absurdity of people who overcomplicate events (Bean, 2011).

Dolly
Dolly is Charlie’s bookkeeper and Francis’s romantic interest. She is intelligent, sexually confident,
and more aware than Francis initially expects. The original review says Francis tricks the bookkeeper
to accomplish his mission. Their relationship is better understood as reciprocal attraction mixed with
comic manipulation. Dolly often sees through Francis and negotiates her own desires. A production
succeeds when she is not treated simply as a reward for the male lead (Bean, 2011; Hytner, 2011).

Acting Style
The acting must be believable within the rules of farce rather than naturalistic in an everyday sense.
Characters use heightened voices, rapid reactions, broad physicality, and direct audience awareness.
The performer must commit fully to an absurd event while maintaining clear objectives. If an actor
signals that the joke is silly or waits for laughter without remaining in character, momentum
collapses. Believability comes from precision and commitment, not realism alone (Hytner, 2011).
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Physical Comedy
Francis’s body carries much of the story. He runs between employers, hides letters, fights with
himself, falls, changes direction, and manages food and objects under pressure. Physical comedy
requires choreography and safety. Movement must appear spontaneous while being repeated
accurately. The audience laughs because it sees the danger of failure and the performer’s control at
the same time. A rushed or careless performance can turn the scene into confusion rather than comic
escalation (Hytner, 2011).

The Restaurant Sequence
The restaurant scene is the best example of Francis’s conflict made physical. He attempts to serve
meals to both employers in separate rooms while trying to eat himself. An elderly waiter, Alfie,
repeatedly complicates service through slow movement, falls, and apparent injury. The scene builds
through repetition with variation: each trip becomes more difficult, timing tightens, and objects
accumulate. The humor depends on exact entrances, exits, pauses, and audience anticipation. It is
not simply random slapstick (Bean, 2011; Hytner, 2011).

Alfie and the Ethics of Physical Humor
Alfie’s age and physical vulnerability are used for comedy, which can make modern audiences
uncomfortable. The actor and director must establish a stylized farcical world without encouraging
contempt for older or disabled people. The scene is funniest when Alfie displays resilience and the
theatrical accidents reveal Francis’s desperation rather than presenting injury as inherently amusing.
Production choices determine whether the comedy feels exuberant or cruel (Hytner, 2011).

Audience Interaction
Francis speaks to the audience and sometimes asks for help. In well-known productions, apparent
audience participation includes carefully prepared theatrical events mixed with genuine response.
Breaking the fourth wall makes spectators responsible for keeping the secret and gives the performer
flexibility. The original review correctly notices that Francis can ask the audience to perform tasks.
This device should feel dangerous because viewers are uncertain which moments are planned. The
actor must control pacing without humiliating an actual participant (Hytner, 2011).
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Improvisation and Structure
The performance may appear improvised, but farce depends on strict structure. Improvised lines must
return to the plot at the correct moment. The performer listens to audience reaction while preserving
cues for other actors, music, lighting, and props. This combination of freedom and discipline is one of
the production’s greatest achievements. Francis seems to invent survival moment by moment even
though the company has rehearsed the sequence extensively (Hytner, 2011).

Tone and Voice
The original essay praises Francis’s convincing and soft tone. His vocal range is broader. He flatters,
lies, panics, confides, demands, and pleads. He may speak differently to Rachel, Stanley, Dolly, and
the audience. Changes in rhythm reveal which lie he is trying to maintain. A soft or confidential tone
is useful when recruiting audience support, while sharp acceleration communicates fear of discovery.
Voice and body must tell the same comic story (Hytner, 2011).

Movement and Status
Francis’s constant movement reflects low social status: servants carry messages, food, and money
while employers issue commands. Yet his mobility also gives him power because he controls
information between rooms. Rachel and Stanley possess money and social identity, but they depend
on Francis. The staging can show status through levels, distance, entrances, and who occupies the
center. Farce temporarily turns hierarchy upside down by making the servant indispensable (Goldoni,
1928; Bean, 2011).

Timing
Comic timing involves more than speed. Some jokes require immediate response; others need a
pause that allows the audience to recognize the mistake before the character does. Repetition must
become faster or more extreme without losing clarity. Actors also adjust for laughter so the next line
is heard. A performance can fail if it rushes every moment or stretches successful jokes beyond their
function. The best rhythm alternates acceleration, suspense, release, and renewed complication
(Hytner, 2011).

Set Design
The set must support doors, hiding, quick transitions, and the separate spaces needed for mistaken
identity. Brighton locations and 1960s design create visual pleasure while giving actors reliable
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physical landmarks. Doors are especially important in farce because knowledge depends on who
enters, exits, and overhears. A door is not neutral scenery; it controls information. Furniture and props
must also withstand repeated physical use while appearing ordinary (Hytner, 2011).

Costume
Costume establishes period, class, and disguise. Rachel’s clothing as Roscoe must make the
impersonation legible, while Stanley’s style communicates class and personality. Francis’s clothing
supports physical movement and can show economic need. Dolly’s fashion contributes to her
confidence and the 1960s setting. Costume changes or damage can become part of the comedy, but
visual detail should never obstruct movement or conceal important action (Hytner, 2011).

Music
Skiffle-style music performed around the action gives the production energy and locates it culturally
in early-1960s Britain. Musical interludes allow scene changes without breaking the festive
atmosphere. They also remind the audience that the performance is theatrical and communal. The
music should not function merely as decoration. Its rhythm prepares viewers for physical comedy and
links the production’s popular style with Francis’s working-class world (Hytner, 2011).

Class
The play uses class differences for humor. Stanley’s education and manner do not make him more
sensible than Francis, while Charlie’s money cannot control love or identity. Servants and workers
manage the practical world beneath upper-class plans. The comedy does not present a detailed
political critique, but it repeatedly gives intelligence and theatrical control to people lower in the
hierarchy. Francis’s double employment also reflects economic insecurity: he accepts an impossible
workload because one wage and one meal are not enough (Bean, 2011; Goldoni, 1928).

Desire and Deception
Nearly every character lies or performs to obtain love, money, food, freedom, or status. Farce does
not treat deception only as moral failure; it uses lies as engines that expose desire. Rachel’s disguise
seeks reunion, Francis’s lies seek survival and appetite, and Alan performs romantic suffering. The
final resolution requires identities and relationships to become public. Comedy restores social order,
but it is a new order shaped by choices rather than the original arrangements (Bean, 2011).
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Francis’s Intelligence
The original review describes Francis as wise and slow to implement decisions. His intelligence is
improvisational and uneven. He makes the reckless choice to accept two employers, then shows
remarkable ingenuity in surviving it. He can read an audience and manipulate a conversation but
often creates the next crisis himself. This contradiction makes him comic and human. Perfect
foresight would eliminate the plot (Bean, 2011).

Strengths of the Performance
The strongest performance combines physical precision, vocal flexibility, audience rapport, and
ensemble trust. Francis may dominate attention, but the other actors must maintain strong objectives
so the comedy does not become a solo routine. Rachel and Stanley need emotional urgency, Dolly
needs agency, and the Clench and Dangle families need distinctive rhythms. The production succeeds
when each character believes their own problem matters, even while the audience sees the ridiculous
total pattern (Hytner, 2011).

Possible Weaknesses
Farce can become exhausting if every performance is equally loud or exaggerated. Audience
participation may feel manipulative if the production hides all preparation while claiming spontaneity.
Physical humor involving age, disability, gender, or violence can reproduce stereotypes. A director
should preserve the exuberance while controlling cruelty and repetition. The story’s rapid
coincidences require clarity; otherwise, viewers may laugh at individual bits without understanding
why events matter (Hytner, 2011).

Connection to Class Content
The production illustrates tactics, objectives, obstacles, status, blocking, timing, and audience
relationship. Francis’s overall objective is to satisfy hunger and improve his situation while preventing
discovery. Each scene gives him a smaller objective: deliver a message, hide an employer, obtain
food, or persuade Dolly. His tactics change when an obstacle appears. This makes the play useful for
performance analysis because acting choices can be connected directly with dramatic action rather
than described only as “funny” (Bean, 2011; Hytner, 2011).
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Conclusion
Francis Henshall is the central comic force in One Man, Two Guvnors. His hunger and decision to serve
Rachel Crabbe and Stanley Stubbers create a sequence of deception, mistaken identity, physical
danger, and audience complicity. The performance is believable within farce because actors commit
to clear objectives and execute highly controlled movement as though it were spontaneous. The
restaurant scene, direct address, music, doors, costumes, and status relationships transform
Goldoni’s servant comedy into a distinctive 1960s British production. Francis is neither a careful
mastermind nor a passive fool. He is an improviser whose appetite exposes the absurdity of class,
romance, and employment. The play demonstrates that successful comedy requires rigorous
structure beneath apparent chaos (Goldoni, 1928; Bean, 2011; Hytner, 2011).
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