
The Principles and Processes of Writing the Prequel for the Stage 

 

by 

 

Rodney Donahue, M.A., B.F.A. 

 

A Dissertation 

 

In 

 

FINE ARTS (THEATRE) 

 

Submitted to the Graduate Faculty 

of Texas Tech University in 

Partial Fulfillment of 

the Requirements for 

the Degree of 

 

DOCTOR OF PHILOSOPHY  

 

Approved 

 

Dr. Norman A. Bert 

Chairperson of the Committee 

 

 

Dr. Bill Gelber 

 

 

Dr. Jonathan Marks 

 

 

Dr. Brian D. Steele 

 

 

Dr. Michael Stoune 

 

 

Accepted 

 

Peggy Miller 

Dean of the Graduate School 

 

May, 2011  



 

 

 

 

 

 

 

 

 

 

 

 

 

Copyright 2011, Rodney Donahue 



Texas Tech University, Rodney Donahue, May 2011 
 

ii 

ACKNOWLEDGMENTS 

First and foremost, I would like to thank Dr. Norman A. Bert for the time and 

effort he provided throughout my journey at Texas Tech University. Without him, I 

never would have written Sex, Money, and the Corporate Ladder. I am truly blessed to 

have worked with such an excellent chair and teacher. 

I would also like to thank the members of my dissertation committee, Dr. Bill 

Gelber, Dr. Jonathan Marks, Dr. Michael Stoune, and Dr. Brian D. Steele. Your 

critical expertise was most helpful to me during this process. 

I would like to thank Professor Fred Christoffel for giving me the opportunity 

to teach in the theatre department at Texas Tech and for producing Sex, Money, and 

the Corporate Ladder.  

I would like to thank Amber Ward for directing an excellent production of Sex, 

Money, and the Corporate Ladder. She provided a vision for the play that I will never 

forget. Meagan Bailey, Stephen McClure, Rick Powers, and Mandi Tapia also deserve 

a round of applause for being the first actors to bring the characters to life. 

Finally, I would like to thank my loving wife Jessica Donahue. During my 

years at Texas Tech she served as my personal motivator, harshest critic, and my 

teammate and best friend. Her help with the last scene of Sex, Money, and the 

Corporate Ladder changed the shape of the play in a way I am not sure I could have 

found without her counsel. She has the heart of a playwright. I am truly indebted to 

her for all of the headaches and heartaches I have caused. 



Texas Tech University, Rodney Donahue, May 2011 
 

iii 

TABLE OF CONTENTS 

Acknowledgments ................................................................................................. ii 

 

Abstract  ................................................................................................................ iv 

 

Chapters 

 

I. The Project and the Process ............................................................................. 1 

 

II. Current Playwriting Practice ........................................................................ 11 

 

III. The Writing Process ..................................................................................... 30 

 

IV. The Production Process ................................................................................ 54 

 

V. A Procedural Process for Developing the Successful Prequel.................... 76 

 

Works Cited ......................................................................................................... 87 

 

Appendices 

 

A. Red Tape ...................................................................................................... 89 

 

B. Sex, Money, and the Corporate Ladder .................................................... 212 

 



Texas Tech University, Rodney Donahue, May 2011 
 

iv 

ABSTRACT 

This study serves as the first in-depth analysis of the prequel. In this 

professional problem in playwriting, I bring into focus a taxonomy that explains the 

elements of dramatic structure that define a prequel by examining selected examples 

from antiquity to the twenty-first century. I explored what attracts individuals to create 

prequels by analyzing the prequels and the sources from which they are derived; in the 

cases of contemporary playwrights, I found materials pertaining to why they attempted 

such endeavors. I want to determine the processes involved in constructing prequels 

and the measures needed to successfully develop them, including continuity of plot, 

character, and given circumstances. I wrote a prequel based on one of my original 

plays in order to creatively explore these processes. 

My fascination with writing prequels began when I decided to write a play 

about the back stories of my characters in Red Tape. Having spent a great deal of work 

on these back stories, I wanted to flesh them out for the stage. This idea resulted in the 

writing and production of a prequel: Sex, Money, and the Corporate Ladder. This play 

received a staged reading and a production that allowed reflection upon audience 

criticism, leading to revisions to the conclusion of the play. This opportunity provided 

insights into independent and dependent prequels. This study includes a guide to 

formulating a prequel based on these experiences. 

My study contends that a play written for the stage, able to serve as a prequel, 

remains a prequel regardless of audience awareness, authorship, author‘s intention, 

capacity for independent production, critical scholarship, production sequence, and 
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translation. I argue that once the dramaturgical demands constituting a prequel are 

present, the aforementioned factors do not nullify the play as a prequel. 
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CHAPTER I 

THE PROJECT AND THE PROCESS 

This professional problem in playwriting explores the processes involved in 

writing prequels for the stage. Exploring these processes is a worthwhile endeavor 

because the prequel, a late twentieth-century concept, is exploding into an early 

twenty-first century phenomenon in all fields of writing and invading popular culture, 

most notably film. Following the advent of Star Wars: The Phantom Menace in 1999, 

major Hollywood studios eagerly developed prequels. Some sought to create prequels 

like X-Men: Origins: Wolverine to capitalize on the financial successes of movies with 

a strong fan base. Others sought to capitalize on critically-acclaimed successes; Red 

Dragon was a prequel to the Academy Award-winning Best Picture The Silence of the 

Lambs, and both films were penned by playwright and Academy Award-winning 

screenwriter Ted Tally. The concept of the prequel did not, however, begin in the 

cinema; it did not even begin in the novel. In fact, the earliest recorded evidence of the 

prequel comes from Ancient Greece; Sophocles‘s Theban trilogy, written over the 

course of his lifetime in the fifth century B.C.E., contains what is one of the earliest 

prequels in recorded history.  

This professional problem in playwriting has many components. I select the 

elements of dramatic structure that define a prequel. Many of these elements are taken 

from twentieth-century dramatic criticism, though Aristotle‘s musings on these 

elements will also be acknowledged. I will explore what attracts individuals to create 

prequels by analyzing the prequels and the sources from which they are derived; in the 
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cases of contemporary playwrights, I will find materials pertaining to why they 

attempted such endeavors. I want to determine the processes involved in constructing 

prequels and the measures needed to successfully develop them. I also wrote a prequel 

based on one of my original plays in order to creatively explore these processes. 

This project began after I wrote Red Tape, a play focusing on what, to me, are 

the most annoying aspects of bureaucracy. Using the Corporate Ladder, a fictitious 

company I developed for Red Tape, as a metaphor for bureaucratic institutions, I wrote 

a play that expressed my personal feelings about the nonsense and necessary evils of 

bureaucracy by touching on relationships in the workplace, sexual harassment, and 

small-print contingencies. Red Tape is a comedy that follows a young executive as he 

enters a world of bureaucracy without any knowledge of how to escape it. He fights it 

at every turn, only to find that the best way to cut through red tape is to stir up trouble 

from within. The play contains nine colorful characters, including a hyperventilating 

human resources manager, a pair of brothers who are not on speaking terms, and an 

administrative assistant who won a five-million-dollar sexual harassment lawsuit. 

My fascination with writing prequels began when I decided to write a play 

about the back-stories of my characters in Red Tape. Having spent a great deal of 

work on these back-stories, I wanted to flesh them out for the stage. I felt the most 

interesting story was the separation of the Stone brothers, which occurs a number of 

years before Red Tape. This idea resulted in the writing and production of a prequel: 

Sex, Money, and the Corporate Ladder. This play revolves around three characters‘ 

attempts to manage the psychological problems ruining their personal and professional 
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lives. In the play, Rudy Stone is afraid to be happy, his brother Kevin will not accept 

his disability, and Lauren Topps cannot control her predatory sexual nature. This play 

is a purposefully uneasy mixture of comedy and drama surrounding a myriad of 

subject matters: business hierarchies, corporate counseling, disability rehabilitation, 

and the effects of sexual relations amongst coworkers. 

Before determining the processes involved in writing prequels, two dramatic 

analysis questions must be answered: What is a prequel? What elements in dramatic 

structure provide continuity to unite a prequel with its original source material? I argue 

that a prequel written for the stage relies upon recurring dramaturgical conditions 

present in both the original source material and its prequel. These dramaturgical 

conditions provide continuity, linking the prequel to its original source material, and 

include the following elements inherent in the plays‘ imaginary world: plot, character, 

and given circumstances.  

Employing linguistic and literary devices will aid me in defining the prequel. 

According to Merriam-Webster‘s Collegiate Dictionary, a prequel is ―a literary or 

dramatic work whose story precedes that of an earlier work‖ (Merriam-Webster 918). 

The ―pre-‖ prefix concretizes this definition. This is a fairly recent term, entering the 

dictionary in 1972 (Merriam-Webster 918). In terms of literary devices, the prequel is 

a flashback. In any given creative work, a flashback relays information from the past; 

a prequel is a flashback in and of itself, a flashback that spans the entire creative work 

that is based on an entirely separate creative work, which is its original source 

material. 



Texas Tech University, Rodney Donahue, May 2011 
 

4 

 Plot is the most important element that defines a prequel. ―By definition, plot 

refers to the deliberate selection and arrangement of the incidents that the playwright 

presents‖ (Rush 35). ―It‘s a pattern of action—the arrangement of scenes, events, 

descriptions, and dialogue assembled as a whole‖ (Smiley 73). The plot is the 

structural framework of the play. Frank Higgins describes plot as the poles that hold 

up a tent; each pole is important, and each one helps shape the tent (Higgins). 

Romulus Linney describes the creation of plot: ―There comes a time when you have to 

cut into the work, when you have to decide—the way a surgeon decides where to cut 

into the patient—that you‘ve got to cut into the dramatic construction and shape it 

structurally‖ (McLaughlin 116). 

The key concepts for plot are the terms selection and arrangement. Essentially, 

the prequel and the original source material are part of the same story; it is the selected 

incidents that separate both into individual creative works. In a prequel, the selection 

and arrangement of incidents must occur prior to the incidents contained in the 

original source material. If the incidents of original source material do not occur after 

the prequel, the creative work is not a prequel; it is something else, perhaps an 

interquel (a story that takes place between the incidents of the original source material) 

or sequel (a story that takes place following the incidents). 

Though he was not talking about prequels, Aristotle‘s remarks on plot serve as 

a warning to writers intending to develop creative works from preexisting material. 

―The plot, being an imitation of an action, must imitate one action and that a whole, 

the structural union of the parts being such that if any one of them is removed, the 
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whole will be disjointed and disturbed‖ (Aristotle 16). A prequel should be, as 

Aristotle pointed out, part of the whole, united to its original source material as though 

the plots of the two create a continuous entity. If the plot of a prequel does not unite 

with the original, the disharmony will be recognized and the prequel will lose its 

credibility as being part of the whole.  

Character is another important element that defines a prequel. ―The 

personages, or characters, in a play enact its action through their words and deeds… 

Characters, however, are not human beings; they are constructions that resemble real 

people‖ (Smiley 123). Characters are the agents of action propelling a story forward, 

agents that audiences may despise or live through vicariously. Characters make 

incidents occur. This study is concerned with the definition of reappearing characters. 

A reappearing character is a character from an original source that appears in another 

source, in this case a prequel. Reappearing characters are a staple of the prequel. 

Chapters II and III will explore reappearing characters as a significant feature when 

choosing to create a prequel. Reappearing characters are not always the most 

important element; August Wilson‘s Pittsburgh Cycle plays will be discussed in 

Chapter II and the reappearing characters are most certainly not the most important 

element. As mentioned above with plot, characters reappearing in a prequel must unite 

with the original source material in order to remain harmonious and credible parts of 

the whole.  

While a character may reappear in a prequel, such a character may function 

quite differently than s/he did in the original source material. In A Student Guide to 
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Play Analysis, David Rush defines character function: ―Characters often have different 

‗jobs‘ to do. This is their functional aspect‖ (Rush 70). In Red Tape, Rudy Stone 

serves the character function of antagonist, ―any person who stands in the way of the 

agent of action‖ (Rush 71); however, in Sex, Money, and the Corporate Ladder, Rudy 

Stone serves the character function of protagonist: ―It‘s the passion behind this 

character‘s goal and the power behind the strategies…that drive the play forward‖ 

(Rush 71). While the story lines of a prequel and its original source material must be 

linked, and at least one character must tie the two together, the function of the 

character is not required to align in this manner; Rudy can serve an antagonist function 

in the original source and serve a protagonist function in the prequel. 

Given circumstances are the ―time and place of the action‖ (Smiley 36); they 

are also the circumstances surrounding the action, why the action takes place. Given 

circumstances include elements of the artificially-constructed world that separate it 

from real life. An example of this kind of given circumstance might be the existence 

of aliens. There is no conclusive evidence of alien life in the real world, but plenty of 

evidence exists in imaginary worlds, most notably in science fiction. Regarding 

prequels, given circumstances usually have a large impact on the plot and the 

characters that act out the plot. For example, the X-Men films detail a world in which 

human beings have the capacity to obtain innate powers such as flight. To set a 

prequel like X-Men: Origins: Wolverine in this kind of imaginary world, the characters 

must be responsive to the possibility of these innate powers taking place in their 

world. This particular given circumstance is the basis for the films‘ plots, as both 
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prequel and original source contain characters attempting to destroy the humans that 

possessing these abilities. 

Only the imaginary worlds constructed within the prequels and the original 

source materials will be used in this study; the real world will not have any bearing on 

the common elements uniting the prequel to the original source material. For example, 

both Red Tape and Sex, Money, and the Corporate Ladder take place in St. Louis, 

Missouri; however, these are not the only plays that take place in St. Louis. Since St. 

Louis is an example of a given circumstance that is part of the real world, it is not 

enough that the continuity derives from reality. If this were the case, any plays about 

New York City could be prequels of any number of plays. This, of course, is not the 

case. Instead, any single characteristic uniting a prequel to its original source material 

must be an element from the imaginary world, not an element from the real world. An 

imaginary given circumstance, such as St. Louis being the headquarters of the 

fictitious Corporate Ladder, sufficiently fulfills the requirement. Thus, any play that 

contains the Corporate Ladder, an imaginary entity, has the capacity to serve as a 

prequel to Red Tape, or even Sex, Money, and the Corporate Ladder. 

The purpose of this study is not related to crossing media. All prequels used in 

this study are derived from the medium of the original source. I will focus only on 

plays that are prequels of other plays. While there are numerous prequels that exist by 

crossing media, such as the countless comic book prequels for the X-Men movie 

trilogy, this study is limited to play script prequels with play scripts as their original 

sources. 
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Red Tape was written before Sex, Money, and the Corporate Ladder; therefore, 

all reappearing characters and circumstances derive from Red Tape. Sex, Money, and 

the Corporate Ladder is based on the world of Red Tape, presenting the separation of 

the Stone brothers following the creation of the Corporate Ladder. A prequel must 

relate to the original source material and introduce characters, given circumstances, 

and plot elements, as Sex, Money, and the Corporate Ladder does for Red Tape. 

Having defined the prequel for the purpose of this study, I will investigate the 

principles and processes of writing a prequel. Because the above dramaturgical 

demands are present in the plays themselves, I contend that a play written for the 

stage, able to serve as a prequel, remains a prequel regardless of audience awareness, 

authorship, author‘s intention, capacity for independent production, critical 

scholarship, form (that is, whether the play is a comedy or drama), production 

sequence, and translation. I argue that once the dramaturgical demands constituting a 

prequel are present, the aforementioned factors do not nullify the play as a prequel. 

Due to the exploratory nature of this study, I have developed a series of 

questions to guide this study of a professional problem in playwriting. Why write a 

prequel? How are prequels written? What determines the success of a prequel? These 

three questions require further examination to better evaluate this study. 

Why write a prequel? To answer this question, an individual must examine the 

original source material. What elements in original source materials attract individuals 

to create prequels? By determining the common elements linking the prequel and its 

original source, these common elements display the attractive qualities. Individuals 
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desire to create prequels based on their attractions to a character or characters, a 

story/plot/timeline, and/or the given circumstances of the original source material. 

Writers may also desire to create prequels in order to exploit the critical or monetary 

successes of original source material. In Chapter II, I will analyze the attractive 

elements in the original sources that led to the development of a prequel; I will report 

comments from playwrights on their prequels to gauge the intentions of their work; 

and I will explore how audience awareness, authorship, author‘s intention, and 

capacity for independent production have no bearing on the identity of the play as a 

prequel. My personal experiences with Sex, Money, and the Corporate Ladder in 

Chapters III and IV will aid in answering why individuals write prequels. 

How are prequels written? In other words, what are the processes of writing a 

prequel? In Chapter V, I will determine a series of procedural steps necessary to 

develop a successful prequel. These procedural steps will derive from an analysis of 

current playwriting practices regarding the prequels studied in Chapter II and an 

analysis of the writing and production processes of Sex, Money, and the Corporate 

Ladder in Chapters III and IV. In Chapter III, I will document the processes I used to 

create Red Tape and Sex, Money, and the Corporate Ladder, specifically the 

development of Sex, Money, and the Corporate Ladder as a prequel. Chapter IV will 

serve as an account of the production process of Sex, Money, and the Corporate 

Ladder with particular attention to playwriting issues surrounding the staging of a 

prequel as an independent entity; I will also document why production sequence is not 

a factor in defining a written play as a prequel. 
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What determines the success of a prequel? I will evaluate the prequel based on 

the extent to which it relates to its original source material in terms of character, 

story/plot/timeline, and given circumstances without deviation from these elements; 

such deviations would indicate diminished success for the writer of the prequel. For 

example, X-Men: Origins: Wolverine was an economically successful prequel film 

that supposedly led up to events in X-Men; in the prequel, however, certain deviations 

caused disharmony between Wolverine and its original source material. The utility 

character of Sabretooth, an antagonist in X-Men, makes no mention of the fact that he 

is Wolverine‘s brother, something obvious from the first few minutes of Wolverine. 

Though Wolverine loses his memory at the end of Wolverine, Sabretooth does not 

know this and should have made some mention of this fact; instead, Sabretooth‘s 

character contains none of the brotherly aspects seen in Wolverine. This deviation 

from the original source indicates diminished success for the prequel from a writing 

perspective. While a host of factors may determine success, including monetary 

success via box office revenue or critical success via theatrical awards/reviews, the 

evaluative methods listed here are linked directly to the writing of a prequel, the 

subject of this study. A prequel is successful when it works as a cohesive whole with 

its original source. 
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CHAPTER II 

CURRENT PLAYWRITING PRACTICE 

In this chapter I will survey several prequels to provide examples of the 

specific elements that define the practice of writing a prequel and the attractive 

elements in the original source material that led to the development of the prequel. I 

will appraise the prequels to determine their ability to stand independently of their 

original source materials, whether or not this was the original intention of the author. I 

will also address the issue of authorship and how it pertains to the prequel. Throughout 

this analysis, I will indicate the factors that most likely motivated playwrights to write 

prequels. My survey will focus on Edward Albee‘s The Zoo Story and the prequel At 

Home at the Zoo; William Shakespeare‘s Hamlet and the prequel Percy MacKaye‘s 

The Mystery of Hamlet, King of Denmark; Sophocles‘ Antigone and the prequel 

Oedipus the King; August Wilson‘s Joe Turner’s Come and Gone and the prequel 

Gem of the Ocean; and Lanford Wilson‘s Fifth of July and the prequel Talley’s Folly.  

In addition to prequels, I will also explore contrasting samples of plays that are 

not prequels but aid in defining them. This portion of my survey will focus on Eugene 

Ionesco‘s Rhinoceros, The Killer, Exit the King, and A Stroll in the Air; Eugene 

O‘Neill‘s The Hairy Ape, Moon of the Caribbees, and Bound East for Cardiff; Harold 

Pinter‘s Betrayal; J.B. Priestley‘s Time and the Conways; William Shakespeare‘s 

Hamlet and Tom Stoppard‘s Rosencrantz and Guildenstern Are Dead; and Sophocles‘ 

Oedipus at Colonus.  
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After an exhaustive search, I found no information on what a prequel was 

beyond the definition. My search included internet searches on Yahoo! and Google 

Schlolar, multiple theatre and film journals using databases like Project Muse, 

available screenwriting books at Texas Tech University library and the two Lubbock 

Barnes & Noble stores, and a database of thesis and dissertation abstracts from around 

the world. These searches contained the dictionary definition of a prequel, agreed that 

the term existed, or named one example, usually Star Wars: The Phantom Menace. 

There was no information on what elements defined a prequel, why writers chose to 

write prequels, or how they attempted to do so. This is the first study to define the 

prequel, analyze the prequel in relation to the original source, and provide a how-to 

guide to formulate a prequel. 

As a literary device, the prequel functions in the same way as a flashback. An 

excellent example of the flashback as a device is found in J.B. Priestley‘s Time and the 

Conways. Priestley‘s play is divided into three acts. The first act is set in 1919, the 

second act in 1937, and the third act returns to 1919 to follow the events of the first 

act. This form allows the audience to learn who the Conway family is in the first act, 

acknowledge the pain of their lives years later, and then return to the beginning in the 

form of a flashback in order to explain the family‘s journey from the first to the 

second act. Another example of the importance of this device is Harold Pinter‘s 

Betrayal, a play completely composed of flashbacks. The first scene is actually the end 

of the story, and Pinter organized the play in reverse order so that it ends with the 

scene that happens first chronologically. If the scenes of Betrayal were broken into 
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separate short plays, each short-scene/play would serve as a prequel of its original 

source. As mentioned in Chapter I, a prequel is an entire creative work that serves as a 

flashback of an entirely separate creative work. Time and the Conways and Betrayal 

are not prequels, but are examples of plays with self-contained flashbacks. 

 The most important motivation for writing a prequel is to explore an origin. A 

play may arouse any number of questions in an individual, and a playwright 

compelled to respond to such questions might write a prequel to create answers. These 

questions of origin might develop from the story of the original source material or 

from the past of a particular character. Such questions may arise from external or 

internal sources. For Lanford Wilson, these questions of origin concerning his play 

Fifth of July came from an external source: 

Helen Stenberg, who was playing Sally Talley, came to me during the 

rehearsals of Fifth of July and asked what Matt had been like; what he 

looked like and sounded like. Sally spends so much of the play 

reminiscing about him, Helen wanted a specific image to call up as she 

talks about their life together… I told her when I was writing the play I 

had imagined Matt to be something like Judd Hirsch, one of the 

outstanding members of our company with whom she had worked for 

over a year… She said Judd would work excellently. That was the 

genesis of Talley’s Folly. Imagining Matt and Sally on a date. (Wilson 

77) 

 

Lanford Wilson‘s Pulitzer Prize-winning play Talley’s Folly is a perfect example of a 

prequel. The elements of the plot, the characters, and the given circumstances are 

directly linked to Fifth of July. The story of Sally Talley is explained, and both plays 

take place on the same piece of land in Missouri. On writing a prequel as a means to 

explore an origin, specifically the origin of Sally Talley, Lanford Wilson said: 
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The basic story, the outline, was almost written before I started. We 

knew from Fifth of July that Matt and Sally had a hot love life but no 

children. Why? We knew Sally had once been engaged to Harley 

Campbell and had not married him. What had happened? We knew 

Sally had been a nurse‘s aide during the war, that Matt and Sally had 

vacationed down here, that he enjoyed the countryside enormously in 

the midst of people who couldn‘t stand him. We knew they had seen a 

flying saucer and had no idea what it was, that they made love for the 

first time in a boathouse on the Talley property. (Wilson 77) 

 

These external questions prompted Wilson to explore the origin of Fifth of July with 

Talley’s Folly. 

Unlike the external questions brought to Wilson, Edward Albee‘s questioning 

was internally driven. As one of the most popular American one-act plays of the 

twentieth century, Albee‘s The Zoo Story is a mystifying tale of human interaction and 

the animalistic qualities each human possesses. This play raised questions in the minds 

of directors, performers, and audience members for over forty years. More 

importantly, it raised questions in the mind of its creator. Decades of internal wrestling 

took place in Albee‘s mind before he wrote ―Homelife,‖ a prequel act to The Zoo 

Story. In an interview for Philadelphia Weekly, Albee stated, ―Shortly after I wrote 

The Zoo Story, I realized it isn‘t a bad play. I just felt that it was not a fully two-

character play. It was a one-and-a-half-character play with Jerry fully developed and 

Peter just a backboard for Jerry‘s ideas. About four or five years ago I decided to write 

the first act; Peter at home with his wife before he goes to the park‖ (Robb). Albee 

used ―Homelife‖ to explore the origin of Peter and his family life leading up to the 

tragic events in The Zoo Story. Albee titled the entire new play At Home at the Zoo. 
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Attempting to answer questions surrounding the events of one of the most 

highly-regarded pieces of world literature, Percy MacKaye‘s The Mystery of Hamlet is 

a prequel published in 1950 that explores the origins of William Shakespeare‘s 

Hamlet. Whereas Hamlet follows the Danish prince‘s quest to avenge his father‘s 

murder, The Mystery of Hamlet revolves around the events leading up to King 

Hamlet‘s murder. The origins of almost every character are fleshed out, and the 

murder of King Hamlet is the inevitable climax of the play. The last scenes of the play 

come directly from the first act of Hamlet, as though MacKaye were passing the 

story‘s baton to Shakespeare to complete the story. 

Using a prequel as a means to explore an origin is not a new concept. The idea 

of exploring an origin extends at least as far back as Ancient Greece. Antigone, one of 

the major works of Sophocles, was performed around 440 B.C.E. (Brockett 16). One 

part of a trilogy of plays, Antigone portrayed the end of the house of Oedipus in the 

death of his daughter Antigone. By 425 B.C.E., Sophocles created Oedipus the King, a 

prequel to Antigone. Oedipus the King expanded on the rich Greek mythology of the 

house of Oedipus by portraying the banishment of Oedipus from Thebes years prior to 

the events of Antigone. Though each play is part of a separate trilogy, as well as an 

adaptation of a previously developed myth, Oedipus the King does explore the origin 

of Antigone; the story of the house of Oedipus, the reappearing characters of Creon 

and Antigone, and the given circumstances surrounding the kingdom of Thebes link 

both plays; these elements meet the established criteria for a prequel. The plot, 

characters, and given circumstances of Oedipus the King carry over to Antigone. Both 
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plays were intended to serve as part of a trilogy of plays. It is possible that the four 

plays surrounding these plays might prevent Oedipus the King from functioning as a 

prequel; however, without the surrounding plays, Antigone and Oedipus the King work 

together to form a cohesive whole that cannot be denied. The prequel does not have to 

be intended as a prequel as long as it fits the criteria of the prequel established in 

Chapter I. 

Sometimes the imaginary world created by the playwright is more important 

than exploring an origin. In such cases, a prequel might be created to complete a cycle 

of works that take place in a particular imaginary world, which is the case with August 

Wilson‘s Gem of the Ocean. In an introduction to Wilson‘s series, John Lahr describes 

Wilson‘s work: ―His ten-play cycle—Wilson wrote one for every rolling decade of the 

African-American experience in the twentieth century—transforms historical tragedy 

into imaginative triumph‖ (Wilson vii). This cycle is often referred to as ―The 

Pittsburgh Cycle‖ because of the city in which the plays occur. In 1982, Wilson wrote 

Jitney, which chronicled the 1970s and was the first play in this cycle. This left open 

the possibility for prequels to be created, as seven decades existed before this. All of 

these plays do carry a continuity of given circumstances, mostly derived from 

Pittsburgh‘s Hill District. Sometimes, though, one character will have an indirect 

connection with a character from another play. While most of Wilson‘s plays are not 

prequels because of his tendency to jump back and forth writing plays set in different 

decades, there are two plays that made a prequel possible: Joe Turner’s Come and 

Gone, set in the second decade of the twentieth century and written in 1988, and Gem 
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of the Ocean, set in the first decade of the twentieth century and written in 2003. The 

given circumstances of Wilson‘s imaginary Pittsburgh link these two plays, as well as 

the reappearing character of Rutherford Selig. He is one of the only reappearing 

characters in Wilson‘s cycle, and he appears in the installments relating the first two 

decades. While his reappearance is important, it is not as significant as the given 

circumstances Wilson uses to reiterate the African-American experience present in his 

cycle. Given circumstances, however, are not sufficient in and of themselves; 

continuity of story and character, brought together by the reappearance of Selig, make 

the prequel possible. 

The reappearing character is one of the most attractive elements of a prequel 

and is often the motivation behind writing prequels. Reappearing characters are often 

the subject of the exploration of origin, as in the case of Sally in Talley’s Folly and 

Peter in ―Homelife.‖ Reappearing characters can also inform an audience that the 

world of the play is indeed the same as the world of the original play. By analyzing the 

reappearing characters in the worlds they inhabit, this study indicates that such 

reappearances confirm the importance and attractiveness of the characters included by 

the playwright. 

An excellent example of a reappearing character as the motivation behind 

writing a prequel is Lanford Wilson‘s Sally Talley. When she was originally 

introduced in Fifth of July, Sally Talley was a woman who is going to do what she 

wanted, regardless of what circumstances or family members dictated she should. She 

was a carefree and charismatic old woman, a far cry from the Sally Talley in Talley’s 
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Folly. In Talley’s Folly, Sally is a woman who is deeply concerned with the opinions 

of others, particularly family members. She is full of worry and is shy and reserved 

throughout. It seems as though these characters could not be the same person. How, 

then, can they be? It is Matt‘s influence that changes Sally from the timid young 

woman from Talley’s Folly into the fun-loving old woman that appears in Fifth of 

July. Matt‘s carefree attitude controls the pacing of Talley’s Folly; this carefree 

attitude is what prompts Sally to marry him. The reserved Sally looks forward to the 

adventurous Sally described in Fifth of July. Wilson did not have to craft a wild Sally 

for Talley’s Folly; wild Sally‘s story remains locked between the two plays in the 

imagination of the audience. 

For forty years, Edward Albee‘s Peter from The Zoo Story was only half of a 

character, ―just a backboard‖ (Robb). In The Zoo Story, a reluctant Peter tries to 

answer as few questions as possible with answers as short as possible; this occurs 

because Peter is speaking to a complete stranger, and an odd stranger at that. The Zoo 

Story reveals Peter at his worst: uncomfortable, unsafe, and insecure. The audience is 

unable to get a sense of what Peter is really like, how he acts when he is comfortable, 

the kinds of things he talks about in private life. He is completely closed off to the 

audience. His reappearance in At Home at the Zoo changed Peter into a fully-

developed character. In At Home at the Zoo, Albee provides the audience with the 

chance to witness Peter when he is comfortable in his private life. Peter speaks only to 

his wife. The children are not around, a good thing considering Peter shares a story 

concerning a highly violent sexual act he committed in college. Peter would never 
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share this story with anyone but his wife. Peter is secure, safe, and able to speak as he 

pleases. Peter‘s openness in the prequel act ―Homelife‖ allows the audience to see 

Peter at his best. ―Homelife‖ provides a nice contrast with The Zoo Story. Since Albee 

has not revisited any of his characters other than Peter (Robb), this reappearing 

character was clearly the most attractive element for writing a prequel, albeit a prequel 

as one act of a two-act play. 

The only reappearing character that speaks in both Oedipus the King and 

Antigone, Creon is a very complex character. Antigone follows Creon‘s decision to 

honor one of two fallen nephews; he does not honor the other. By the end of the play, 

this decision destroys his entire family. Creon‘s kingly burden wears him down 

throughout the play, as though Creon never cared for power. Oedipus the King 

confirms this. Concerning Oedipus‘s role as king, Creon asks: ―Are you married to my 

sister? ...And reign equally with her over all the realm? …And of this twosome do I 

make an equal third? …Who would choose uneasy dreams to don a crown when all 

the kingly sway can be enjoyed without? I could not covet kingship for itself when I 

can be a king by other means‖ (Sophocles 33). Creon had all of the kingly power and 

none of the responsibility. He accepted Oedipus‘s position only after Oedipus‘s 

banishment and his sister Jocasta‘s death. This emphasizes the burden that lies heavily 

on Creon‘s shoulders throughout Antigone. Creon never chose the responsibility; it 

was thrust upon him. Creon‘s story as ruler begins in Oedipus the King and ends in 

Antigone, the story of a character whose fatal flaw of poor leadership causes the 

suffering and eventual loss of his entire family. 
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A reappearing character sometimes inhabits an imaginary world with very 

different given circumstances. This indicates that a reappearing character does not 

automatically constitute a prequel. A prequel must follow all the conditions mentioned 

in the first chapter: continuity of plot, character, and given circumstances. Eugène 

Ionesco‘s famous character Berenger appears in The Killer, Rhinoceros, Exit the King, 

and A Stroll in the Air. In each of these plays, the character of Berenger remains a 

relatable everyman and protagonist; the given circumstances surrounding Berenger, 

however, vary in each play. In The Killer, Berenger is an average citizen who is about 

to be murdered by a serial killer. In Rhinoceros, Berenger is an office worker who 

lives in a world in which everyday people transform into rhinoceroses; eventually, in 

this imaginary world, Berenger is the last man on earth, and he decides to take a stand 

against the animals. In Exit the King, Berenger the First is a king who spends all his 

time in his throne room. In A Stroll in the Air, Berenger is the heavenly hiker, no 

longer the grounded individual from The Killer, Rhinoceros, and Exit the King. In fact, 

Ionesco‘s plays featuring Berenger are linked only by the reappearing protagonist of 

Berenger, a symbol for the common man. Everything else in the plays indicates that 

these Berengers have nothing to do with each other. While Berenger‘s function as 

protagonist remains the same, each imaginary world he exists in is nothing like the 

other imaginary worlds. This lack of continuity in given circumstances prevents 

Rhinoceros, Exit the King, and A Stroll in the Air from existing as prequels to either 

The Killer or any other Berenger plays. 
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A reappearing character may also inhabit a world with similar given 

circumstances but with very different plot elements. Eugene O‘Neill‘s Yank character 

appears in Moon of the Caribbees, Bound East for Cardiff, and The Hairy Ape. In each 

of these plays, Yank is a tough American who works on a steamship. In Moon of the 

Caribbees and Bound East for Cardiff, the steamship is the Glencairn; the steamship 

in The Hairy Ape is unnamed. Both Bound East for Cardiff and The Hairy Ape contain 

scenes in the forecastle of a steamship. The steamship connects the plays‘ given 

circumstances. Moon of the Caribbees and Bound East for Cardiff are linked, as 

Cardiff is a sequel to Caribbees. In Bound East for Cardiff, Yank dies. Because Yank 

dies in Cardiff, this indicates that The Hairy Ape, a play in which Yank appears, might 

be a prequel to either Cardiff or Caribbees. An analysis of the plays reveals that The 

Hairy Ape is not a prequel. While Yank dies in Cardiff, he also dies in The Hairy Ape. 

In both instances, Yank dies on stage, in full view of the audience. He dies in different 

ways, so there is no chance that these are related in terms of plot. Because plot is the 

selection of the incidents in the lives of the characters, and a character cannot die in 

more than one fashion in a particular imaginary world, The Hairy Ape is a prequel to 

neither Cardiff nor Caribbees. Continuity of character and given circumstances is not 

sufficient; continuity of plot must be achieved as well to constitute a prequel.  

It may be that another major reason to write a prequel involves capitalizing on 

commercial and/or critical success. As mentioned at the beginning of this study, 

Hollywood prequels are often developed to capitalize on the success of the original 

source material. An audience or critics might favor a prequel with an imaginary world 
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with which they are already familiar. Edward Albee‘s mysterious The Zoo Story 

prompted questions from theatre audiences and practitioners for more than four 

decades.  With the prequel act of ―Homelife‖ attached to The Zoo Story, Albee may 

have hoped that commercial success would follow, as those audience members and 

practitioners with questions would want to find the answers in At Home at the Zoo. 

Percy MacKaye could not dismiss the notion that he was developing the back story for 

Hamlet, one of the most popular plays in the history of the theatre; to become part of 

such a canon would inevitably bring some form of commercial or critical interest in 

his work that would not exist for MacKaye otherwise. Even the Ancient Greek 

playwright Sophocles never won less than second prize in the competition at the City 

Dionysia, a streak he undoubtedly sought to continue with each tragic trilogy he 

created for the stage. Just as the trilogy containing Antigone kept him in the winning 

bracket, so might a prequel chronicling the house of Oedipus. Since the Ancient Greek 

playwrights wrote for competition, it is possible that Oedipus the King was written to 

capitalize on the critical success of Sophocles‘s previous work on the city of Thebes. 

These playwrights may have easily been motivated to create prequels in order to 

capitalize on the commercial or critical success of the original source material. 

A playwright might compose a prequel because the cast members available to 

that playwright resemble the characters he or she wishes to create for the stage. 

Lanford Wilson worked very closely with Circle Repertory Company during the 

writing of both Fifth of July and Talley’s Folly. Playwrights who know the capabilities 

of a specific actor whom they have seen perform or have even worked with can gauge 
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how to write a character based on the knowledge of that particular actor. Wilson knew 

full well who he wanted in his play: ―Naturally Matt would be Judd Hirsch… The 

logical actress for young Sally was Trish Hawkins. Judd and Trish were even dating, it 

seemed perfect‖ (Wilson 77). This can be a blessing to an original production and a 

curse to later productions: ―Mr. Wilson often writes plays with specific actors in mind. 

Talley's Folly was conceived for the original stars, Judd Hirsch and Trish Hawkins. 

Productions often fail when leading actors come off as clones of Mr. Hirsch‖ (Klein). 

A prequel can function independently of the original source material. 

Knowledge of the original source material is not necessary for the audience to 

understand a prequel. Though the play answers the questions Helen Stenberg asked 

about Sally Talley in Fifth of July, Talley’s Folly works as an independent play. 

Knowledge of Fifth of July may provide audience members with a deeper appreciation 

of Talley’s Folly as a prequel, particularly in terms of understanding the character of 

Sally Talley. Such audience appreciation of Fifth of July, however, is unnecessary for 

Talley’s Folly to function independently. Matt does not appear in Fifth of July, and 

Talley’s Folly takes place thirty-three years prior to Fifth of July. Perhaps the most 

notable examples of Talley’s Folly‘s ability to stand alone are its 1980 Pulitzer Prize 

for Drama and the New York Drama Critics‘ Circle Award.  

At Home at the Zoo does not function independently because it does not have 

to. ―Homelife‖ is a prequel act to The Zoo Story, and both acts are performed together; 

the prequel is immediately followed by the original source. In the professional theatre, 

productions of The Zoo Story as an individual work have been stopped; Albee 
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continues to allow collegiate productions of The Zoo Story (Robb). At Home at the 

Zoo remains a prequel because The Zoo Story has been published and is still 

performed on some level as a work independent of ―Homelife.‖ At Home at the Zoo 

serves as both prequel and original source material after four decades of audiences 

only experiencing The Zoo Story. While The Zoo Story‘s Jerry remains as mysterious 

as ever, Peter is no longer only half a character; he is a fully fleshed-out character. The 

plot elements, the character of Peter, and the given circumstances of both The Zoo 

Story and ―Homelife‖ work within the confines of a performance of At Home at the 

Zoo. I should point out that while the ―Homelife‖ and The Zoo Story are performed 

together, critics do not necessarily agree that they should be: 

It's taken almost 50 years, but Edward Albee has finally finished "The 

Zoo Story" to his satisfaction. Or so he says. Whether audiences will 

agree is another matter. Based on the American Conservatory Theater's 

staging of "At Home at the Zoo" - the original one-act coupled with 

Albee's new prequel - America's foremost living playwright has both 

enlarged and diminished his iconic first work. (Hurwitt) 

 

Antigone and Oedipus the King can be performed independently, and neither 

requires the other play for an audience to understand the story, characters, or given 

circumstances. This happened millennia ago and still occurs today. Oedipus the King, 

the play Aristotle considered the greatest tragedy, works without Antigone; Aristotle 

uses Oedipus to explain a perfect play, not a perfect play that requires a viewing of 

Antigone beforehand. Likewise, Gem of the Ocean is also able to be performed 

independent of Joe Turner’s Come and Gone. As Rutherford Selig is the only major 

connection between the two plays, and his role in Gem is not dictated by his function 
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in Joe Turner’s Come and Gone, the play progresses naturally without the audience 

missing anything from Joe Turner’s Come and Gone. 

  The Mystery of Hamlet as a prequel to Hamlet raises issues the other prequels 

do not. These issues include knowledge required from the original source, questions of 

authorship, and utilizing multiple plays as multiple prequels. The Mystery of Hamlet is 

a single creative work divided into a tetralogy of four individual plays. It was 

composed centuries after its original source material and of course was not written by 

the same author. Analyzing The Mystery of Hamlet as a prequel will shed light on 

these issues.  

Unlike the other prequels analyzed, The Mystery of Hamlet does not work 

independently of its original source material. As this study focuses on the principles 

for writing prequels for the stage, it is important to note how the audience can benefit 

from knowledge of the original source material when attending the production of a 

prequel. Much of the play serves as exposition to Hamlet. Without the prior 

knowledge of Hamlet, this tetralogy would scarcely make sense, considering the end 

result is only that the origins of Hamlet are revealed. While it does not stand 

independently as a creative work, I do not believe it is necessary that it stand alone. 

Due to Hamlet‘s popularity, an assumed knowledge of the play is no doubt what 

MacKaye had in mind when writing. The Mystery of Hamlet need not stand 

independently of Hamlet; instead, it is imperatively reliant on it, a luxury other 

prequels might not be afforded because the original sources are not as popular. (At 
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Home at the Zoo eliminates this potential danger by requiring the The Zoo Story and 

―Homelife‖ be performed together.) 

A prequel need not be authored by the individual who penned the original 

source material because a prequel is dependent on continuity in the imaginary world of 

the play, not continuity in the real world. William Shakespeare did not write a prequel 

to Hamlet. Any playwright could develop a prequel using Hamlet as the original 

source material as long as the elements of plot, character, and given circumstances are 

consistent with Hamlet. Such is the case with The Mystery of Hamlet. Percy 

MacKaye‘s imaginary world of Claudius and Gertrude is indicative of William 

Shakespeare‘s imaginary world of these characters. This, of course, does not mean that 

MacKaye‘s work is considered the official canonical prequel of Hamlet, only that it 

possesses the capacity to serve as such. This only addresses the issue of authorship. 

The issue of rights is a completely separate matter and will be explored in Chapter V. 

While authorship is not a prerequisite for a prequel, a play‘s action preceding 

that of the original source material is. Tom Stoppard‘s Rosencrantz and Guildenstern 

Are Dead parallels particular plot elements from William Shakespeare‘s Hamlet. 

Because Stoppard‘s work follows Rosencrantz and Guildenstern, two reappearing 

characters from Hamlet, and the adventures leading to their untimely death at the 

hands of Hamlet, it may appear as though it is a prequel. The action of Stoppard‘s play 

is based on what we know of the characters from Hamlet. In Hamlet, Rosencrantz and 

Guildenstern are pronounced dead, whereas the events surrounding their deaths are 

actually seen in Stoppard‘s play. Unlike MacKaye‘s The Mystery of Hamlet,  
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Rosencrantz and Guildenstern Are Dead is not a prequel to Hamlet because the action 

of Stoppard‘s play is concurrent with the action in Hamlet. For this reason Stoppard‘s 

play is more of an interquel (a term often used in the video game industry), a story 

which coincides with that of an earlier work, than a prequel, a story which precedes 

that of an earlier work. 

Multiple works can serve as prequels as long as the endpoint of each play is the 

connection of the first prequel with the original source material rather than a 

continuation of the first prequel. MacKaye‘s The Mystery of Hamlet is a tetralogy of 

four independent plays that serve as prequel vehicles for Hamlet. The three plays 

following the first part were created as separate plays but purposefully precede the 

original source material. Because the action of each play successfully moves toward 

the inevitable beginning of Hamlet, each of these plays is considered a prequel to 

Hamlet. I should note that I have not found The Mystery of Hamlet to be divided in 

any way, save by the author. For all intents and purposes, the plays function as one 

unit and as one prequel to Hamlet; however, my argument stands that multiple creative 

works can serve as prequels if they fit the criteria as does The Mystery of Hamlet. 

Unlike the last three parts of MacKaye‘s tetralogy, Oedipus at Colonus is not a 

prequel to Antigone; rather, it is a sequel to Oedipus the King. This is a very important 

distinction in an analysis primarily concerned with the writing of prequels and is best 

described chronologically. Written as part of a competitive trilogy, Sophocles‘s 

Antigone served as a stageworthy catalyst of expression for a small portion of ancient 

Greece‘s rich mythology. In this portion of the mythology, Creon is king of Thebes 
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and Oedipus is long deceased. Decades later, Sophocles returned to this same 

mythology with Oedipus the King as part of a competitive trilogy, but this portion of 

the mythology took place much earlier. This play begins Sophocles‘s version of the 

mythology, when Oedipus is king and Creon is partial ruler of Thebes. By the end of 

Oedipus the King, Creon is the full ruler of Thebes and Oedipus is banished from the 

city. Several years later, Oedipus at Colonus was written as part of another 

competitive trilogy and the middle piece of Sophocles‘s Theban puzzle. This play 

chronicles the death of Oedipus. Colonus was written after King. Had Sophocles‘s 

composed Oedipus at Colonus prior to Oedipus the King, he would have developed 

two prequels, Oedipus at Colonus serving as a prequel to Antigone and Oedipus the 

King serving as a prequel to Oedipus at Colonus; instead, because Colonus was 

written with the events of King in perspective, Oedipus the King is a prequel to 

Antigone while Oedipus at Colonus is more of an interquel between Oedipus the King 

and Antigone. 

Multiple prequels can contradict each other, especially if they are created by 

different authors. For example, any number of authors could create a prequel to 

Hamlet in much the same way as MacKaye. The various prequels could contradict 

each other as long as elements of plot, character, and given circumstance with the 

original source material remained intact. As one of the primary motivations to write a 

prequel is to explore an origin, the origin could be explored in several different ways, 

especially when tackling an origin of something of as great a magnitude as Hamlet. 

Any number of playwrights could disagree with MacKaye‘s The Mystery of Hamlet 
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and write a prequel to replace it. Both plays would be prequels to Hamlet, though they 

would have nothing to do with each other. The connection is necessary only between 

each individual prequel and the original source material; continuity amongst prequels 

need not exist. 

  This analysis provides several motivations indicating why a playwright might 

compose a prequel. A playwright might write a prequel to explore an origin, as in the 

case of Albee‘s At Home at the Zoo or Lanford Wilson‘s Talley’s Folly. A playwright 

might try to capitalize on the commercial and/or critical success of its original source 

material, a function Sophocles‘s Oedipus the King may have served. A prequel like 

Gem of the Ocean may be able to stand independently of its original source material; it 

might not, like The Mystery of Hamlet. In either case, the knowledge of the original 

source can certainly aid in the enjoyment of a prequel. A prequel need not be authored 

by the writer of the original source, and multiple prequels can serve as prequels to an 

original source. In this analysis, an author‘s intention is irrelevant; continuity of plot, 

characters, and given circumstances that work together inextricably link a prequel to 

its original source. The following chapters I describe my personal journey during the 

writing and production process of writing a prequel. 
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CHAPTER III 

THE WRITING PROCESS 

This chapter is a narrative of the writing process for both Red Tape and Sex, 

Money, and the Corporate Ladder, hereafter referred to as SMCL. I will focus on 

preliminary work, thematic drama, non-chronological writing, changing endings, 

connecting multiple storylines, and developing submission-worthy drafts; I will pay 

particular attention to linking SMCL to Red Tape. 

 Edward Albee said, ―I discover, one day, when I‘m going around minding my 

own business, having a perfectly good time, that I am ‗with play‘… that I have been 

thinking about a play for quite a while and haven‘t been aware that I‘ve been thinking 

about it, the unconscious moving to the conscious‖ (McLaughlin 43). Before I entered 

the Department of Theatre and Dance at Texas Tech University, I was ―with play.‖ 

After multiple difficulties with administrative entities ranging from church councils to 

the Department of Motor Vehicles, I found myself fed up with bureaucratic 

institutions. I vented my frustrations by writing Red Tape, a play about aspects of 

bureaucracy that bother me. I developed this play throughout 2008, most notably 

during a playwriting course at Texas Tech University. 

 The preliminary work for Red Tape followed the guidelines laid out in Sam 

Smiley‘s Playwriting: The Structure of Action. This work involved developmental 

guidelines for each character and a rough scenario containing a scene-by-scene 

analysis. For me, the theme of the play, red tape as a constant annoyance and obstacle, 

trumped all other elements of the preliminary work. My message was of far greater 
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importance to me than either plot or character. Even the style of the play, realistic at 

times and expressionistic at others, bowed to the idea.  

Red Tape was not written in order. Because I had developed a detailed scene-

by-scene analysis, I felt no pressure to write from beginning to end; instead, I 

gravitated toward my immediate inspirations. I began with a scene in the middle of the 

first act, then wrote the second scene of act two, and returned to act one. Next I 

finished act one and the first scene of act two, leaving only the ending to be drafted. 

The first act of Red Tape never really changed during the writing process. The 

second act changed multiple times during planning, writing, and rewriting. My first 

ending contained a poorly contrived deus ex machine in which the President of the 

United States allowed Marcus to quit his job. I decided I could not insert this into the 

script. My second ending was so focused on theme that it almost entirely eliminated 

the story; this proved problematic as the first act would follow a story and the second 

act would constantly remind the audience of the message. The third ending fit the 

theme of the play and allowed the continuation of the story. The ending required the 

most amount of work of any part of the first draft. Though the ending is predictable 

because humanity and emotion triumph over red tape, it maintains both the story and 

the theme of red tape. 

Red Tape is primarily a mimetic play. ―Playwrights create mimetically by 

constructing a play to excite interest and stimulate empathetic responses‖ (Smiley 93). 

Mimetic aspects of a play are used by playwrights to present real life on stage. Red 

Tape mimics real life by following a simple storyline. The action of Red Tape follows 
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a young executive as he enters a world of bureaucracy without any knowledge of how 

to escape it. He fights at every turn, only to find the best way to cut through red tape is 

to stir up trouble from within. Red Tape is a comedy that humorously expresses these 

aspects of bureaucracy. 

 The central character in Red Tape is Marcus Freeman; he spends the entire 

play fighting bureaucracy to date female coworker Amber Zawesome. As with most 

comedies, multiple conflicts arise in Red Tape. When the play begins, the audience is 

immediately introduced to conflict; the Corporate Ladder, the large, evil, ladder-

selling corporation, is at odds with the Easy Step to Success, a small-business step-

ladder company.  

 The story of Red Tape begins long before the play. Kevin Stone fell off his 

roof, paralyzing his lower body, and came up with the idea for a ladder that prevents a 

person from falling from a roof, and in a few short years the Corporate Ladder became 

one of the most successful companies in the United States. Later, Kevin‘s brother 

Rudy developed a company that did the same, but with a step-ladder. It is after this 

that the play begins. 

When the Corporate Ladder is eclipsed in sales by its only competitor, 

company president Lauren Topps requires the aid of Marcus Freeman, the Corporate 

Ladder‘s public relations expert featured in its commercial advertisements. Marcus has 

a hard time concentrating because he just met Amber Zawesome, the company‘s 

beautiful secretary. Marcus attempts to get permission to date her from the human 

resources manager, but Amber is off-limits; she was hired after she won a five-
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million-dollar sexual harassment lawsuit from her previous employer, a secret the HR 

manager accidentally reveals to Marcus. Marcus uses this classified information to 

blackmail the HR manager, obtaining permission to date Amber Zawesome. 

The date does not go as planned. Instead of showing up herself, Amber sends 

her best friend Belle, who happens to be a reporter, as a way of determining Marcus‘s 

intentions. Belle is adversarial throughout, so Marcus seeks a way to end this meeting. 

She gives him an opportunity to end the meeting, but unfortunately the only way out is 

by making a scene by announcing that he hates handicapped people. The evening is 

not a total waste as Marcus meets a curious and helpful waitress named Micah. 

The next day, Marcus‘s intolerance is the headline of the city paper thanks to 

Belle‘s article. He has inadvertently smeared the company. He confronts Amber, who 

is saddened by what happened and offers him a second date; he accepts. On the date, 

the president and HR manager arrive at the restaurant. Only the helpful waitress Micah 

prevents Marcus and Amber from being caught, but when Amber learns that Marcus 

did not get official permission to date her, she leaves. Marcus is discovered and sent 

on a leave of absence, only to learn the HR manager secretly wanted Amber all along. 

Marcus punches him, adding to his list of company violations. 

Marcus and Kevin meet with Kevin‘s brother Rudy, the Corporate Ladder‘s 

competition, but the meeting falls apart when the brothers‘ past interferes. When 

Micah tries to help, Marcus explodes, and she leaves, dejected. Marcus resigns himself 

to the fact that he should quit the Corporate Ladder. After he leaves, Micah runs to 

help him. 
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Marcus attempts to quit the Corporate Ladder, but the president reveals he is 

unable to do so without the her permission. Eventually, Marcus is forced to use the 

Corporate Ladder‘s rules against them. If they do not fire him, he will punch the HR 

manager until they do. Marcus is allowed to quit and then knocks out the HR manager, 

Amber sues the Corporate Ladder for the HR manager‘s sexual harassment, and 

Marcus and Micah live happily ever after. 

On playwrights and their species of plays, Smiley writes, ―When they write 

didactic dramas, they make dramatic instruments that attempt to compel audiences to 

learn. Mimetic drama at its best gives an audience an intense experience; didactic 

drama at its best stirs an audience emotionally in order to lead its individual members 

through a pattern of concern, realization, decision, and action in their own lives‖ 

(Smiley 89). My intention was to create a play that compelled audiences to learn about 

the nature of bureaucracy. I wrote Red Tape as a comedy because it would shed light 

on the ridiculousness of bureaucracy. I attempted to work the didactic message of 

―bureaucracy as annoyance‖ into every scene. I wanted the play‘s concept to trump the 

mimetic qualities of the play. The Corporate Ladder overtly served this function as a 

play on words and the place of business for most of the characters. I also used 

character names to achieve this end. Names like Marcus Freeman, Amber Zawesome, 

and Lauren Topps described the characters, a storytelling device reminiscent of 

Restoration plays, where character names like Teazle and Surface clearly expressed 

their qualities.  
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Another important element in the writing process involved my awareness of 

the space for which I wrote. Playwrights often write for a particular space. I wrote Red 

Tape with the Lab Theatre at Texas Tech University in mind. As a playwright, I 

imagine scenes as they play on a stage, not as though they are occurring in real life. 

For this play, I took great care to envision each moment happening in the Lab Theatre, 

a fixed space that would not change. I considered the thrust stage, the number of exits 

available without breaking the fourth wall, and the technical considerations for 

settings as well as lighting based on the amount of space for either. 

 Though Red Tape was going to be performed by college students at a major 

university with more than enough bodies to fill whatever roles I might add, I attempted 

to write a play with the commercial concerns of professional theatres in mind. Because 

I spent two years in Kansas City, I decided to follow the guidelines for casting 

restrictions of the professional theatre most readily accessible to me in terms of new 

work: Unicorn Theatre. Unicorn Theatre does not accept scripts that require more than 

ten actors, so I decided that no matter what else, I would not have more than ten 

characters. I ended up with nine. 

I did not follow all the guidelines laid down for me by my advisors, instructors, 

and inspirational professionals. As I wrote a play about averting bureaucracy, I felt 

following these standard playwriting practices would in a sense betray the purpose of 

writing Red Tape, the concept of which is to avoid conforming to such standards. The 

most obvious of these guidelines involved collaborating with others during my writing 

process. Professional playwrights and playwriting instructors often discourage 
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conversing about a play that is unfinished for several reasons. ―As Marsha Norman 

observes: ‗Plays are not written by committee‘‖ (McLaughlin 211). McLaughlin adds 

commentary to the warnings of other professional playwrights: ―It‘s imperative that 

you protect this private world from all outside influence. Think of it as contamination‖ 

(McLaughlin 211); later, he continues, ―Resisting this urge to share your first-draft 

discoveries helps build an increasingly stronger and more intimate connection between 

you and your material‖ (McLaughlin 211). Professional playwright Frank Higgins 

served as playwriting instructor and my personal mentor during my Master of Arts 

program at University of Missouri-Kansas City; the author of Gunplay and The Sweet 

By ‘N’ By, Higgins often cautioned in lectures that playwrights who talk about their 

work can experience burnout with a particular idea, focusing their energies on talking 

about the play instead of writing it. In an interview for a documentary for Star Trek: 

The Motion Picture, Emmy-winning actor William Shatner confirmed Higgins‘s 

suspicion: 

I think it was me who solved the... jigsaw puzzle. And I said, ―If we do 

this, then we get here! We‘ll go there, and then we get this!‖ And 

Leonard said, ―That‘s great. You got to tell it to Bob Wise.‖ So we 

immediately asked Bob to leave the set, come into an office, and I 

performed the idea, now the second time. And I said, ―If we do this and 

we do that, we get that! We get that!‖ And Bob said, ―That‘s great! 

Now you‘ve got to do that for Gene Rodenberry.‖ So some time later, 

we‘ll get Gene Rodenberry in the room, and now I‘m about to do my 

third performance of the day. And I must have been tired, ‗cause I was 

doing another performance on screen. And I didn‘t do it quite as well 

and it wasn‘t quite as impressive to Gene as it had been to Bob and to 

Leonard. Gene said, ―Well, I don‘t know. I‘ve got to think about that.‖ 

And he thought about it long enough so that he didn‘t do it, whatever it 

was. I‘ve forgotten what it was. (Shatner) 
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While I find Higgins‘s advice to be sound, echoed by Shatner‘s tiring experience, I 

purposefully chose not to follow it while writing Red Tape. Red Tape is a play about 

breaking rules. I felt that by averting these guidelines, my writing process conformed 

to the spirit of the play rather than arbitrary suggestions on good playwriting. I 

collaborated with many individuals during the writing of Red Tape. In fact, several 

individuals I spoke with had better or more concrete ideas and jokes than me. Every 

conversation was a new source of inspiration. These conversations about Red Tape 

occurred so often they seemed to stave off any writer‘s block I might have had 

throughout the entire writing process.  

While writing Red Tape, I had the experience of speaking with another 

playwright about a play of his in production. I commented on a joke in the play, to 

which he responded that it was really ―the one cheap joke‖ he left in the play. His play 

was filled with cheap jokes, but in his opinion, this was the only one. This experience 

caused me to be a more self-aware playwright. As a self-aware playwright, I left every 

cheap joke in Red Tape. If I thought it had the remote possibility of receiving laughter 

from the audience, I kept it, regardless of its connection to the mimetic, imagistic, or 

didactic qualities of the play. I felt that inserting jokes at the expense of the plot was 

fine because plot was expendable from the beginning. I set a precedent when I chose 

the red tape concept over the story, so I decided these jokes could override the story as 

well. Any and every cheap joke remained in the script. 

 The final phase of the writing process for Red Tape was a closed reading, 

analyzing the script line by line and scrutinizing the play moment by moment. During 
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several lectures, Frank Higgins suggested that after a few drafts, playwrights should 

have a handful of trusted advisors peruse the script; this reading followed that advice. I 

invited two individuals to read the play with me: Micah Branson, the woman who 

served as the basis for the character of the same name, and my wife Jessica, who 

proved that she wanted me to succeed by pointing out every possible flaw in Red 

Tape. I made the necessary changes and submitted my final draft to directors for 

submission for the theatre season of the 2009 academic year. 

 It is important to note that SMCL was never intended to be the focus of this 

study, nor did I expect it to have a full production at Texas Tech University. Red Tape 

was always going to be the focus of both my study and the full production. SMCL was 

merely an afterthought, something I had to write in order to fulfill a requirement of 

writing two plays. I never intended to develop SMCL in any way, shape, or form 

because I channeled all of my creative energy into Red Tape.   

  My writing process for SMCL began as part of an independent study in 

playwriting in May of 2009. The original idea was to develop a play around a 

character from Red Tape; the scope of the process expanded beyond what I originally 

intended. The play progressed from a static, simple story into a multi-layered 

emotional journey. I started writing something in order to sufficiently fulfill the 

second portion of a requirement; by the end, I wrote something I felt an audience 

needed to see.  

 At the outset, I gave myself only one parameter: SMCL must contain at least 

one character originally created for Red Tape. After starting the project, I wanted to 
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ensure the scripts could work in tandem. The first choice I needed to make involved 

which character I would take from Red Tape. Red Tape provided a wonderful cast of 

characters I could use to create an original story. Possible avenues I pursued included 

the home life of Lauren Topps, particularly her relationship with her husband and her 

drinking problem; the previous work environment of Amber Zawesome, no doubt 

including her best friend Belle (also from Red Tape); and the separation of the Stone 

brothers. Though Red Tape is a comedy, I preferred these potential back-stories to be 

more dramatic than comedic. Prequels are not limited by genre; while a prequel‘s 

continuity of storylines, characters, and given circumstances must identify with the 

original play, prequels can take place in a more comedic or hostile world than that of 

the original, as long as the necessary elements of dramatic structure remain constant. 

 I selected the separation of the Stone brothers because I would automatically 

use two reappearing characters instead of one. When I decided Rudy worked at the 

Corporate Ladder as well, I included the possibility of Lauren Topps and Marcus 

Freeman as other reappearing characters. Lauren did make it into the first draft, titled 

Going Corporate, but Marcus did not make it into any version of SMCL. 

 Wanting to focus on the brothers, I wrote several two-person scenes between 

them. Eventually, the brothers spent a great deal of time talking about Lauren‘s 

involvement rather than dealing with Lauren. Very early on in the writing process, 

Lauren was added to give depth to possible character interactions. When two 

characters dominate a play, only one line exists: that between character A and 

character B, in this case Rudy and Kevin. When a third character enters, three lines 
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exist: the original between A and B, and two others denoting the relationships between 

A with C and B with C, thus forming a triangle. Structurally speaking, a two-character 

play contains one possible relationship, whereas a three-character play contains 

multiple relationships automatically, providing more conflicts with which to work.  

 Sex, Money, and the Corporate Ladder revolves around three characters‘ 

attempts to manage the psychological problems ruining their personal and professional 

lives. In the play, Rudy Stone is afraid to be happy, his brother Kevin will not accept 

his disability, and Lauren Topps cannot control her libido; all three attend counseling 

sessions with Jessica, the Corporate Ladder‘s resident psychologist, who juggles their 

issues with her own drinking problem. SMCL is an uneasy mixture of comedy and 

drama, moving from a humorous scene to a dramatic scene and back, ultimately 

ending with the separation of Rudy from his boss/lover Lauren Topps, his counselor, 

and his brother. The play includes a myriad of subject matters: business hierarchies, 

corporate counseling, disability rehabilitation, and the effects of sexual relations 

among coworkers. 

 The central character of the play is Rudy Stone, the head of sales of the 

Corporate Ladder. He is burdened with psychological issues: he sleeps with his boss 

Lauren, regrets that his brother has a severed spinal cord, and works in a job lacking 

personal challenge. Rudy‘s brother Kevin is the head of the Corporate Ladder‘s 

research and development; Kevin invented the Corporate Ladder and continues 

working to invent other safety devices. Lauren Topps is the president of the Corporate 
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Ladder, brought in to manage the company; she is a sexual predator currently sleeping 

with Rudy Stone.  

As Jessica meets with her patients, their lives fall apart. Rudy and Kevin fight 

during a rehabilitation session. Lauren uses her power as president to rescind the 

verbal agreements she made to Kevin and Rudy concerning their futures with the 

Corporate Ladder. Kevin cannot handle being a symbol that stands for nothing. 

In the end, Rudy buys his way out of the Corporate Ladder with information 

about Lauren. Lauren is able to control her predatory sexual nature by refusing one 

last encounter with Rudy. Rudy asks his brother to leave the Corporate Ladder with 

him; Kevin refuses. Kevin gains what he wants by removing himself as a symbol and 

actually doing productive work. Rudy and Kevin part ways; while both wish things 

had turned out differently, neither make the effort to reconcile. 

Before leaving the Corporate Ladder, Rudy asks to continue his counseling 

with Jessica. She rejects the idea. Rudy needs to move on, so she must sever the link 

between them. It is a bittersweet separation for Rudy and Jessica, but she realizes he 

has no place at the Corporate Ladder, so nothing, not even counseling, must hold him 

back. 

 Sex, Money, and the Corporate Ladder explores the idea that everyone has 

problems, both on the surface and buried deep inside. Because many of the scenes take 

place between a character and a counselor, the audience is given four viewpoints from 

which to see the show: Rudy‘s, Kevin‘s, Jessica‘s, and Lauren‘s, though Rudy‘s point 

of view is the most prominent. 
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 Since the story of the split between the Stone brothers was a prequel, I found 

one of the most important factors was to ensure the accuracy of the timeline of both 

SMCL and Red Tape. Also, any continuity errors would need to be clarified in both 

scripts; thus, the writing of SMCL  necessitated several revisions in Red Tape, 

particularly on issues relevant to time. I was able to determine how long the Corporate 

Ladder existed, when Kevin Stone fell off his roof, and when Rudy Stone left the 

Corporate Ladder to develop his own business. By paying close attention to the 

timeline of the two plays, I made changes to both plays to ensure continuity between 

the prequel and its original source material. 

 It should be noted that all of these ideas for SMCL began after the writing of a 

first draft titled Going Corporate. This early version of the play followed the 

relationship of Rudy and Kevin as they developed the Corporate Ladder from a small 

business into a major corporation. Lauren acted as the agent of action, the catalyst who 

worked to separate the brothers as she stole the Corporate Ladder from them piece by 

piece. Going Corporate was a complete disaster. It lacked sufficient motivation, 

character depth, and anything else I wanted the play to contain. It failed on every 

level, and I felt as though I failed, leading to a major crisis of faith. I would be remiss 

to exclude my personal crisis during the writing of SMCL, if only because I rebounded 

from this crisis determined, inspired, and vitalized, writing the complete script of 

SMCL in eight days. 

This crisis sprang from Going Corporate. Reading it cover to cover made me 

notice how formulaic it was; but not only was it formulaic, it was obviously formulaic. 



Texas Tech University, Rodney Donahue, May 2011 
 

43 

It lacked thought, depth, and universality, elements that often separate a good play 

from hack writing. It was as though I copied the Freytag Pyramid, a tool used by 

playwrights to aid in the most basic developmental stages of playwriting, and simply 

inserted the moments I wanted on stage into their specified slots. Aristotle would 

comment, ―The play has action; all it needs now are character, thought, speech, sound, 

and spectacle.‖ My advisor Dr. Bert more or less commented on the play‘s lack of 

these elements as well. Writing Going Corporate was a lesson in humility, a lesson 

that plays are not merely wrought, but require something more, whatever something 

more may be. In this case, ―something more‖ ended up being a desire to combat my 

personal limited view of theatre and its practices. 

I realized that as a playwright, as an educator, and as a practitioner of theatre, 

my purpose was to serve as a visionary of the theatre. I wrote down one sentence 

describing my feelings: ―The theatre is only limited by its visionaries.‖ Reflecting on 

my experiences in theatre, I discovered that the most energetic and inspiring 

productions on which I worked contained one universal aspect: a limitless vision of 

the theatre. If the people I worked with believed something could happen on the stage, 

they found ways to make it happen. In writing Going Corporate I had limited my 

vision of theatre to clever dialogue and hackneyed formulas. There was no risk, so 

there was no vision. I decided that no longer would I conform to playwriting stand-

bys. My vision was limitless, and I needed to take risks. 

With eight days remaining before my independent study project‘s deadline, I 

decided to write a more fluid script. Only the characters from Going Corporate 
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remained; everything else would be different. I wanted the characters to be the most 

important part of the script; plot would be second, though it became the most 

important part later. This was a risky move. I had less than ten days to write an entire 

draft of the play before the end of the summer semester; however, I felt my limitless 

vision of what I wanted theatre to be outweighed the prospects of completing an 

assignment on time or filling in plot holes.  

In order to better understand the characters, I allowed them the freedom to 

express their innermost feelings. While monologues were the most obvious choice for 

the theatre, I wanted to avoid the reality-television motif of individuals speaking to an 

audience/camera. Out of this dilemma, I developed a fourth character that did not 

appear in Going Corporate: a counselor based loosely on my wife, the person with 

whom I share my innermost feelings. 

Like the characters that remained static in Red Tape, the counselor remains 

static in SMCL. While I believe character change defines SMCL, the counselor is 

necessarily static. She is a fortress for the other characters in the play; because the 

personalities of the other characters are so emotionally-driven, they rely on her logical 

personality driven by rationality and clarity of thought.  

I was tempted to restrict the play to scenes with the counselor on account of 

wanting to focus on internal characteristics. Essentially I was playwright-as-counselor 

of these characters, allowing them to pour out their hearts to me; however, as the 

counseling sessions progressed, a pattern began to emerge. They were obviously being 

treated for their actions with the other characters. In an attempt to prevent limiting 
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myself to character, something I did in Going Corporate by limiting myself to plot, I 

allowed the story to exist outside the counseling sessions. 

The counseling sessions opened the door to the big three of entertainment: sex, 

death, and money. It occurred to me that each character‘s personal dilemma revolved 

around one of these, and since everything in the play circulated within the Corporate 

Ladder, selecting the title of Sex, Money, and the Corporate Ladder was a natural in 

terms of symbolism and marketing; the original title was Sex, Death, Money, and the 

Corporate Ladder, but since the death was figurative and not seen by the audience, I 

cut it. The title also creates an automatic link between the two plays through the 

company name. Characters are not the only recurring elements from Red Tape.  

One of the difficulties in Going Corporate involved Rudy and Kevin‘s close 

relationship. In Going Corporate, the brothers did everything together and cared for 

each other; it became impossible for me to realistically portray a separation that could 

lead to the characters they became by the time of Red Tape. I portrayed it in Going 

Corporate, and it was not realistic. As with my discovery mentioned above, SMCL is 

about what people are. I decided against the close relationship in Going Corporate and 

instead presented a pair of brothers who rarely spend a moment together. This idea 

presented the foundation I used to create the play: their fated division. The division 

began before the play, long before Kevin severed his spinal cord. In fact, the end of 

the play only seals the obvious; Rudy and Kevin missed their chance to connect long 

before SMCL, and only at the end of the play does the audience realize that the 

brothers missed their chance. 
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It is important to note the similarities between Red Tape and SMCL. Red Tape 

was written before SMCL; therefore, all reappearing characters and circumstances 

derive from Red Tape. Sex, Money, and the Corporate Ladder is based on the world of 

Red Tape, presenting the separation of the Stone brothers following the creation of the 

Corporate Ladder. 

 For my writing process of SMCL, the most important aspect involved the 

reappearing characters, the characters that appear in both plays. I consider these 

characters the most attractive quality in writing a prequel because I wrote the play 

solely to explore their back stories. The reappearing characters from Red Tape are 

Rudy Stone, Kevin Stone, and Lauren Topps. All the functions of these characters in 

Sex, Money, and the Corporate Ladder change from their original functions in Red 

Tape. In Red Tape, Rudy Stone serves the play as a utilitarian character; in Sex, 

Money, and the Corporate Ladder, Rudy is the protagonist, the agent of action. Kevin 

Stone served Red Tape as comic relief; in Sex, Money, and the Corporate Ladder, 

Kevin is a foil, a ―character who in some way compares and contrasts with another‖ 

(Rush 72). Lauren Topps‘ functional journey is not long, but it is significant. In Red 

Tape, Topps functions as an antagonist to Marcus Freeman, but only an antagonist that 

is ―a passive stumbling block‖ (Rush 71). In Sex, Money, and the Corporate Ladder, 

Topps is still an antagonist, but she is ―deliberately trying to prevent… success, taking 

an active role in generating opposition‖ (Rush 71). Jessica does not appear in Red 

Tape; though I did not mention her future in SMCL, I always assumed she would quit 

the Corporate Ladder. 
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Another important consideration revolved around the mythology of Red Tape. 

In order to successfully use reappearing characters, noting their use in the original text 

was imperative. In SMCL, I wanted to reveal how all three recurring characters 

became the way they were in Red Tape. Ironically, choosing the Stone brothers‘ story 

was interesting not because it automatically brought about two recurring characters, 

but because the Stone brothers are the most static characters in Red Tape. In Red Tape, 

they do not have a character arc of any kind, they do not grow, and they do not 

change; in SMCL, they grow and change in ways that make them the stoic figures Red 

Tape makes them out to be. In Red Tape, Kevin Stone is the inventor of the Corporate 

Ladder, a man who is stuck in a wheelchair and hates his brother. These things do not 

change throughout the play; in fact, for quite some time I toyed with the idea of 

writing an epilogue in which the two brothers become friends, but I felt it would take 

too much time away from the main story, and perhaps not be funny enough to have in 

a comedy. Throughout the same play, Rudy Stone hates the Corporate Ladder, sells 

the Easy Step to Success, and wants to reconnect with his brother. None of these 

things change. The characters are on opposite ends of the spectrum necessarily; they 

represent the polar perspectives of everything they view, connected by the fact that 

they are brothers. How did they develop these polar attitudes? This is the question 

SMCL attempted to answer.  

 The given circumstances in Red Tape and Sex, Money, and the Corporate 

Ladder appear the same; both take place in St. Louis, Missouri and occur in the 

present. The remaining circumstances are very different. For instance, in Red Tape, 
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Rudy‘s only connection with the Corporate Ladder is through his brother Kevin; in the 

other, Rudy is a valuable employee within the Corporate Ladder. In Red Tape, Topps 

alludes to the possibility of having an affair with an employee; in Sex, Money, and the 

Corporate Ladder, Topps consistently has affairs with several employees. In Red 

Tape, Kevin is wheelchair-bound and constantly jokes about his accident; in Sex, 

Money, and the Corporate Ladder, Kevin does not wish to acknowledge the accident 

because it is painful. Red Tape begins after Rudy beats the Corporate Ladder in sales 

with his new company; Sex, Money, and the Corporate Ladder ends when Rudy 

decides to start his own company. 

Both Red Tape and SMCL are set in a world where the main focus is the 

Corporate Ladder, the company every character is purposefully or accidentally 

connected to. When developing a play about the most annoying aspects of 

bureaucracy, the symbol of the Corporate Ladder came to mind. The Corporate Ladder 

is an American reference to the hierarchical structure of its business enterprises, major 

and minor, public and private; generally, the idea of the corporate ladder carries a 

negative connotation. I found the idea of the Corporate Ladder as an actual company 

to be humorous, not to mention that the company actually sold ladders, so I used it as 

the ultimate form of bureaucracy in Red Tape. Because of the negative connotation of 

bureaucracy presented in the play, the audience identifies with Marcus in his valiant 

struggle against a major corporation. SMCL reveals the Corporate Ladder in a different 

light. No one is against the Corporate Ladder at the beginning of the prequel; in fact, 

everyone works hard to ensure the company‘s growth. The Corporate Ladder is no 
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longer a humorous symbol, and its negative connotation allows SMCL to seamlessly 

move into the realm of drama.  

Lauren Topps, the President of the Corporate Ladder in both plays, has a 

change of character in both plays. In Red Tape, Lauren spends the play preventing 

Marcus from accomplishing his goals; in the end, Lauren accepts Marcus‘s decision to 

quit the Corporate Ladder, realizing there is nothing she can do to keep him with the 

company. This is paralleled in SMCL in her situation with Rudy, though in this case 

she accepts Rudy‘s resignation due to extortion; in SMCL, her character cannot yet 

experience the acceptance she receives in Red Tape. Instead, Lauren‘s character 

struggle in SMCL tracks her inability to control her sexual desires. This may not be a 

problem for some, but it causes Lauren‘s personal and professional worlds to collide, 

disrupting her ability to function. In the end, she shows a slight measure of control, a 

measure obviously reached in Red Tape. She does not simply give in to her sexual 

desire for Cory, she gives Cory an ultimatum: he must work out more to attain her 

affections, an ultimatum the Lauren of SMCL would never issue. 

Another important connection between Red Tape and SMCL was the 

possibility of a sexual harassment lawsuit. In Red Tape it is used as a comic device to 

bring the characters of the play together in different pairings; however, in SMCL the 

topic of sexual harassment reveals the seriousness of the issue in terms of its horror, 

subjectivity, and misuse. In Red Tape, sexual harassment is a weapon used to attack 

Lauren and the Corporate Ladder; in SMCL, sexual harassment is a weapon Lauren 

wields within the Corporate Ladder to obtain her goal of sending Rudy to New York.  
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Rudy Stone has always been the main character of the prequel. With the 

exception of the customer, Rudy was the least-explored character in Red Tape. For 

that reason, I wanted him to have leading status. I also felt that while he was one of the 

antagonists of Red Tape, he remains a sympathetic character because of his regret over 

the status of his relationship with Kevin. I wrote SMCL to explore Rudy‘s feelings 

about this division and his reasons for hating the Corporate Ladder the way he does in 

Red Tape. At the beginning of Red Tape, Rudy takes a jab at the Corporate Ladder via 

a commercial; this a continuation of the end of SMCL, where Rudy devises an idea in 

direct opposition to the Corporate Ladder.  

Kevin Stone is a character that has become very important to me as a writer 

and as an individual concerned with social activism. Originally concerned with cast 

size, I decided the role of Kevin could be doubled with the customer; I justified this 

because Kevin is in a wheelchair and the customer attacks Marcus after he says, ―I 

hate handicapped people.‖ As I mentioned above, I was attempting to write the 

marketable play. I realize now that while Kevin‘s status as alternately-abled in Red 

Tape led to a barrage of jokes I defended because the jokes came from the mouth of 

Kevin or his friends, SMCL explores the pain and alienation people with his disability 

might feel. This is particularly important because Kevin was not born without the use 

of his legs; he lost their usage later, in an accident. He became an entirely different 

person the moment he severed his spinal cord. Because it is so obvious that he has 

learned to laugh about his disability by the time Red Tape comes around, I portrayed 
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him in a more dramatic fashion in SMCL, forcing him to confront his feelings rather 

than laugh about them. 

I am convinced the most important scene in the play involves Kevin‘s 

rehabilitation. In it, Rudy tries to push Kevin into accepting his disability; Kevin 

responds in anger because he is neither physically nor emotionally capable of 

accepting it at this point in the play. Rudy forces Kevin to physically and emotionally 

confront his handicap by removing his wheelchair while he is on a set of parallel bars, 

which Kevin uses to build his upper body strength. This scene directly contrasts with 

the humorous uses I put Kevin and his wheelchair to when I wrote Red Tape.  

The character of Kevin also represents a marketable factor I was unaware of 

during the writing process for Red Tape. During my crisis of faith in the theatre 

mentioned above, I telephoned Frank Higgins for guidance. He reminded me that 

plays are written for the stage and that playwrights should take production demands 

and marketing ideas into consideration. He illustrated this by explaining his 

experiences with his latest play Black Pearl Sings. Black Pearl Sings is a two-

character play, an eye-candy piece for producers who do not want to spend (or in their 

term, ―waste‖) money on several actors. Both characters are females, another 

important factor to producers in American theatre, particularly in Higgins‘s hometown 

Kansas City, where the majority of the theatre-going public is female. One of the 

characters is white while the other is black, giving the play diverse cultural appeal; this 

has become highly important to producers. As for the marketability of Kevin, should 

the role be performed by an individual confined to a wheelchair, the American 
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Disabilities Association might provide funding to non-profit theatres for utilizing a 

handicapped actor. Such an event occurred at Coterie Theatre in 2007 for Frank 

Higgins‘s Country of the Blind. This production included seeing and non-seeing 

actors. Both seeing and non-seeing actors wore blindfolds and no shoes; they 

determined their place on stage by touch, feeling the stage‘s surface with their feet. 

The ADA grant covered a substantial portion of the play‘s production costs; in effect, 

it might be more marketable to utilize an actor without the use of his legs for Kevin 

than to double cast Kevin and the customer. 

 Writing a marketable play is an important factor for most playwrights. Red 

Tape and SMCL lie at opposite ends of the spectrum regarding this factor. I wrote Red 

Tape with the express purpose of creating a marketable play for an acting ensemble to 

perform using minimal design elements and theatrical conventions. With Red Tape, 

details like scene and costume changes, length, and cast size influenced my writing in 

every way as I attempted to write the marketable play. For all the limitations I placed 

on myself, I still attempted to push boundaries. Red Tape includes a pantomimed 

HALO jump, lights reminiscent of night vision goggles, and a bullet-ridden corpse, all 

within one scene. There are various locations, making a unit set more difficult to 

create and a play without scene changes virtually impossible, and one of the characters 

is restricted to the use of a wheelchair.  

My experience with SMCL was the exact opposite; rather than write a play 

dictated by the current economic, political, and social ramifications of both theatre and 

the world at large, I instead focused on writing a play I wanted to see on the stage. 
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SMCL was written to push the boundaries of imaginable theatre into manageable 

realms. I gave myself no limitations. I wrote the play as if money were no object. And 

whereas I set out to simply write a play to fulfill a requirement, Sex, Money, and the 

Corporate Ladder won the Texas Educational Theatre Association Playfest Award for 

2010 and became the focus of this study. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



Texas Tech University, Rodney Donahue, May 2011 
 

54 

CHAPTER IV 

THE PRODUCTION PROCESS 

This chapter will serve as an account of the Texas Tech University Department 

of Theatre and Dance production of Sex, Money, and the Corporate Ladder. I will 

analyze the process chronologically from the submission of SMCL to my post-

production evaluation of SMCL as a prequel. Topics include submitting work to 

directors, play selection, working as a production playwright, the collaborative 

playwright, a staged reading of SMCL at the Texas Educational Theatre Association 

2010 conference, my responses to audience criticism of the production of SMCL, and 

how I evaluate SMCL as both an independent production and a prequel based on my 

interpretations of audience criticism. I will include a list of discoveries I made 

concerning my writing process, the prequel, and this project. 

 In the Texas Tech University Department of Theatre and Dance, it is standard 

operating procedure for student directors to submit plays to the Lab Selection 

Committee for eligibility for production in the Lab Theatre; therefore, it is the 

responsibility of student playwrights to find qualified student directors willing to 

submit new original play scripts. 

 The most difficult aspect in the production process was ensuring that a 

qualified director would submit my new original script. The best possible scenario 

would be a combination of an MFA student directing as part of a thesis project and my 

original script being produced as part of my dissertation requirements. At the end of 

2008, Amber Ward and Jen Watson were second-year MFA performance and 
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pedagogy students looking to direct Lab productions during their third and final year 

to complete their thesis projects, and Orada Lelanuja and I were second-year Ph.D. 

playwrights needing our original scripts produced as part of our dissertations.  

It is not easy to market a new full-length play to qualified graduate student 

directors for two reasons. First, they are full-time students with very little time to read 

a full-length play that they are not required to read. Second, and most important, they 

want to direct their favorite plays, plays they have always dreamed of crafting for the 

stage, not new, original, untested works they do not know or are not interested in. 

 Watson submitted Red Tape, but she made very clear to the selection 

committee, Lelanuja, and myself that her primary choice was Lelanuja‘s Arya. Ward 

wanted to direct a play by her favorite playwright. She listed three plays by this 

playwright and placed Arya fourth on her list of choices. Ward had not read Red Tape 

and rejected the notion of directing a new play. 

 The day following the play submission deadline, I worked to convince Ward to 

ask for an extension to submit Red Tape. My reasons for this were beneficial to all 

parties involved. Since Ward had only agreed to submit one new original work, I 

assumed she would be chosen to direct it. In this scenario, Ward would direct Arya 

and Watson would direct Red Tape, so no one would direct the play they wanted. 

Ward agreed with me, reading Red Tape in ninety minutes and asking department 

chair Professor Fred Christoffel for a submission deadline extension, to which he 

agreed for the benefit of all parties involved. 
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 Amber Ward submitted Red Tape to the Lab Theatre selection committee after 

the January 2009 submission deadline. The committee did not consider this an issue 

and selected Red Tape for a February 2010 production. Ward and I immediately 

obtained a dramaturg, MFA performance and pedagogy student Robyn Huizinga, and 

began working on the production of Red Tape. 

 Six months later I wrote Sex, Money, and the Corporate Ladder as part of an 

independent study to write a prequel to Red Tape. As mentioned in the previous 

chapter, SMCL was intended to be an addition to the dissertation rather than the focus. 

After turning in the first draft, my dissertation advisor Dr. Norman A. Bert asked if I 

would consider submitting it in place of Red Tape. SMCL was better written and more 

psychologically engaging than Red Tape, and I agreed to it pending the approvals of 

Christoffel and Ward. After all, the department chair had already cemented Red Tape 

as part of the season, and Ward and I had been working on creative ideas for Red Tape 

for months. Dr. Bert persuaded Professor Christoffel, and the script persuaded Ward. 

Ward submitted Sex, Money, and the Corporate Ladder to the Lab Theatre selection 

committee six months after the January 2009 submission deadline, and the committee 

agreed. The switch was official by the end of August. 

 The play selection transition was fairly easy for Huizinga, Ward, and me. 

Though we had done some preliminary production work on Red Tape, production 

meetings were not scheduled until October, and auditions would not take place until 

December. Ward was tied up in rehearsals for Les Liaisons Dangereuses until 

September and Huizinga was cast in Lelanuja‘s Arya, which ran through October. I, 
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for my part, had the time to work on rewriting SMCL; my rewriting, though, was 

incidentally overshadowed by my departmental qualifying examinations. All three of 

us had something else on our plates which would have interfered regardless of which 

play was in production. 

This transition was not quite as seamless for the designers; it was, in fact, a 

stressful transition. The designers applied for the Red Tape production team by March 

and were assigned positions by April. For them, the switch in August was jarring. 

New scripts were issued, and the designers had six weeks to complete preliminary 

work before the first production meeting, a far cry from the original six months they 

were given for preliminary work on Red Tape; however, they adapted to the situation 

after reading the script and were prepared by the first production meeting. 

Auditions for SMCL took place in early December 2009. I attended auditions, 

watching ninety Texas Tech University students perform a monologue and sing a 

song; they also auditioned for Rabbit Hole and the musical Curtains. As a director, I 

generally prefer to rely on my personal instincts when casting rather than rely on the 

counsel of others. I wanted to respect Ward‘s position. The only suggestion I provided 

was that she should consider looking at Stephen McClure for the role of Kevin. I 

directed McClure in the one-act play The Tortoise and the Hare: A NASCAR Fable. I 

found McClure an actor capable of tackling any challenge. He must have tackled 

callbacks well, because Ward did cast him in the role of Kevin. 

I decided before rehearsals began to take as much of a hands-on approach to 

the rehearsal process for SMCL as I could. As theatre is a collaborative art form, I take 
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great care to ensure I bring value to a production with my efforts. The average 

collegiate theatre production usually consists of actors, directors, and designers 

working to bring a script to life without the influence of the playwright because the 

playwright is not usually present. Throwing a playwright into this usual mix 

introduces an unknown factor to a generally formulaic equation, since the playwright 

has a specific vision when writing the play, and the director usually has a separate 

vision. 

Production rehearsals began the third week in January. I attended production 

rehearsals an average of twice per week. I attended run-through rehearsals in which 

either an entire act or the entire play was run from start to finish. Attending run-

through rehearsals allowed me to determine how scenes worked independently and 

flowed together, as well as to recognize potential questions the audience might have. I 

found early on that attending working sessions with the actors proved inefficient and 

counterproductive. For me, as a playwright, the rehearsals were inefficient because I 

could not discern what aspects of these particular rehearsals were going to make it to 

the performances; nor could I ascertain a sense of rhythm and flow from the short 

periods of working one or two pages instead of an entire scene. Also, if I arrived at the 

beginning of rehearsal, the warm-up routine took fifteen minutes, during which I could 

do nothing to aid the production. Attending these rehearsals was counterproductive 

because the actors, not accustomed to a playwright in rehearsal, were tentative in 

experimenting in my presence. As a director, I understood this and chose not to attend 

working rehearsals for the sake of the production. 
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 The most important part of my work during the rehearsal process involved 

observing the play objectively. Professional playwright Frank Higgins always told me 

I had to be willing to ―kill my darlings.‖ I had to be willing to set aside my personal 

feelings, my subjectivity, and work objectively to make my script the best play 

possible. Because I had the good of the production at the forefront of my mind, this 

was the easiest capacity for me to function in as playwright. I found both Ward and 

her actors responsive to both my comments and my changes; in turn, they provided me 

with many fresh approaches to scenes and working on the play in production. 

The most difficult aspect of participating in the production as a playwright was 

combating my production instincts. I had both acted and directed in the Lab Theatre, 

and I had served in numerous technical capacities during my undergraduate education. 

Also, when I write for the stage, I write words I would want to say as an actor and 

picture the movement I would craft as a director. These ideas were still firm in my 

mind, as I had written the play not six months prior to the rehearsals. Still, having been 

a director, I understand how important it is for the director to be the leader and make 

executive decisions in the production process. For this reason, I always brought my 

concerns with the production to Ward, but after I brought something up and lost, I let 

the matter rest. For example, I felt that McClure‘s Kevin moved himself to anger and 

sadness too early in the rehabilitation scene; I brought this to Ward‘s attention, and she 

felt the opposite. During the next rehearsal, the rehabilitation scene was performed in 

much the same way it was the night before. I knew Ward was not going to change her 

mind, so I let the matter rest once it was clear how she wanted a scene performed. I 
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could bring concerns to her attention, but ultimately she was the one who decided 

what ended up in the production, and I respected her decisions, whether I agreed with 

them or not.  

 While the production‘s costume, lighting, and scene designers each spoke with 

me about various aspects of the play, my most hands-on work with the production 

team consisted of my collaboration with sound designer Alex Krus. Krus‘s design 

concept revolved around the audience‘s inundation with promotional material by the 

Corporate Ladder; he wanted to present far-fetched examples of advertising from the 

world of the play. Krus and I worked to determine when it would be appropriate to 

include such advertisements; the script, after all, was a delicate balance of both 

comedy and drama. We decided that promotional material should never follow a 

dramatic scene, and that the promotional material should somehow relate to the 

preceding scene, so the audience would remain engaged in the narrative. These 

advertisements also served to engage the audience during scene changes. Below are 

the compositions used during the production of SMCL; the page numbers indicate the 

location in the script where the material was inserted. 

10 – Do you work construction? Have you fallen off ladders on-site? 

And how about the medical bills that follow? Try the Corporate Ladder 

and watch those medical bills melt away! Don‘t miss our Sales Expo at 

the Saint Louis Convention Center this weekend! The Corporate 

Ladder… Saving lives, one rung at a time. 

 

18 – Are you having trouble… in the bedroom? Problems getting 

things up? Not anymore. With the Corporate Ladder, you‘ll never have 

problems getting anything up in the bedroom again! The Corporate 

Ladder… Saving lives, one rung at a time. 
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33 – Are your ratings poor? Are you slipping? The Corporate Ladder 

makes sure that slipping is never an issue. If Conan O‘Brien had the 

Corporate Ladder, he‘d still host The Tonight Show! Do you want to 

slip like Conan O‘Brien? The Corporate Ladder… Saving lives, one 

rung at a time. 

 

45 – Have you been drinking and thought, ―I really need to drink on a 

balcony‖? If so, let the Corporate Ladder help! No more worrying you 

might fall from that high place; with the Corporate Ladder, you can 

drink as high as the Corporate Ladder extends. Bottoms up! The 

Corporate Ladder… Saving lives, one rung at a time. 

 

62 – Trying to have an affair? Does your wife know all the places to 

look for you? You need the Corporate Ladder. Everyone else has one, 

so you and your special someone can get away with just about anything 

on any roof you can find! The Corporate Ladder… Saving lives, one 

rung at a time. 

 

67 – Need a problem removed? The Corporate Ladder‘s there to help! 

Tell your problem to climb onto a high roof with you using the 

Corporate Ladder. Climb down and take down the Corporate Ladder. 

Your problem will have no choice but to attempt to dismount the roof 

without it. As long as you have six garbage bags and an SUV… 

problem solved! The Corporate Ladder… Saving lives, one rung at a 

time. 

 

68 – Is your employer sending you on an endeavor you have no interest 

in undertaking? Try the Corporate Ladder! Our lightweight yet durable 

frame allows hours and hours of beating your employer senseless. Our 

unique sealant allows you to use water to wipe any blood right off. The 

Corporate Ladder… Saving lives, one rung at a time. 

 

80 – Trying to get back in shape for summer? Why not try the 

Corporate Ladder? There‘s no better way to get in shape than climbing 

up and down, up and down, and with the safety of the Ultimate Catch 

System, you‘ll be shedding the pounds in the safest way possible. The 

Corporate Ladder… Saving lives, one rung at a time. 

 

85 – Do you have a chemical imbalance? Do you need psychiatric 

help? Texas Tech University Health Sciences Center‘s Student Health 

Services can help. Make an appointment by calling (806) 743-2848 or 

visit the Student Wellness Center at 1003 Flint Avenue. From here… 

it‘s possible. 
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89 – Are you looking for work? The Corporate Ladder is hiring! We 

have openings in our newly expanded research and development 

division, and we are currently looking to replace our Director of Sales! 

If you are looking for an employer to take you all the way to the top, try 

the Corporate Ladder! The Corporate Ladder… Saving lives, one rung 

at a time. 

 

During the rehearsal process, SMCL won one of the Texas Educational Theatre 

Association‘s PlayFest awards for collegiate playwriting. The play was given a staged 

reading with actors provided by the PlayFest committee on 22 January 2010. 

For a staged reading of SMCL at TETA Conference, I was given a sixty-minute 

time slot and asked that SMCL be read during that time. The draft of SMCL at the time 

of the conference was 104 pages. At minimum, I had to excise thirty pages, perhaps up 

to forty. I eventually cut out thirty-two pages I deemed ―not absolutely necessary.‖ As 

mentioned, I try to remain objective when criticizing my work. This type of editing 

immediately forced me to recognize how often I fluff my scripts. This is an example 

from the first scene of SMCL: 

    RUDY 

Don‘t you do the things you feel obligated to do? 

 

    JESSICA 

Not as a career. 

 

    RUDY 

I want to be in Sales. 

 

    JESSICA 

But not here. 

 

    RUDY 

No. 

 

    JESSICA 

Why not? 
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    RUDY 

I don‘t know. 

 

    JESSICA 

Is it fulfilling? 

 

    RUDY 

No. 

 

    JESSICA 

Then why don‘t you quit? 

 

    RUDY 

Because the money‘s good. 

 

 

I found that while writing I very often have people clarify things because it 

sounds natural to me; though they do sound natural, these clarifications could easily be 

added to one line while eliminating the clarifying question. Here is the same scene as 

above, but cut down for TETA: 

    RUDY 

Don‘t you do the things you feel obligated to do? 

 

    JESSICA 

Not as a career. 

 

    RUDY 

I want to be in Sales, but not here. It‘s not fulfilling. 

 

    JESSICA 

Then why don‘t you quit? 

 

    RUDY 

Because the money‘s good. 

 

 

Originally eleven separate lines, this same scene relayed the necessary 

information in only five. This editing process consisted of dozens of compressions 
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similar to this. When trying to find elements to cut, these clarifications took immediate 

hits, falling off the page and not making it to the TETA stage. The abridged version of 

the play both improved and damaged SMCL. It was an improvement because it forced 

me to eliminate unnecessary exchanges in the script. It damaged the play because I did 

have to eliminate parts of the plot that formed gaps in the story, making it somewhat 

confusing. Most of these gaps involved scenes between combinations of Jessica, 

Kevin, and Lauren; I made sure to include all of Rudy‘s scenes. 

At TETA, the role of Kevin was played by a man in a wheelchair. He told me 

afterwards that what he liked most about the play was that a handicapped actor could 

actually play Kevin. He said that often a person becomes handicapped in the course of 

a play, so earlier scenes require the actor be able to walk. Since my play begins 

following the accident, the man enjoyed the idea that here was another part made for 

handicapped actors. 

Even though a sizeable portion of the play had been cut for time, the staged 

reading at TETA was beneficial to the production for a number of reasons. Working 

with a cast unfamiliar with the script allowed me to evaluate the script with other 

actors outside of rehearsal; this provided me a new objective window through which I 

viewed SMCL. I also asked a variety of audience members, mostly high school 

students, for feedback on the reading. As most of this feedback was positive, I 

departed the conference more confident in the play‘s ability to hold an audience‘s 

interest and in the work I could bring to the production team. 
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During the rehearsal process, Dr. Bill Gelber served as one of Ward‘s 

supervisors. I spoke with him about the script, and he gave me a note that I had not 

considered. In the original draft of SMCL, Kevin talked about how difficult it was to 

get a glass of water in the middle of the night because he would have to obtain it from 

the refrigerator and not spill it on his return trip to bed. Dr. Gelber had worked with 

paraplegics, and he explained that picayune problems like that were usually eliminated 

in the early stages of recovery. Lids prevent drinks from spillage, and a bedside 

pitcher eliminates the need to leave the bed. Consequently, I removed this portion of 

the speech, as I wanted the production to be as realistic as possible. 

 Because the play was slated for production 8 February through 14 February, I 

gave myself a cut-off date for script changes: 25 January. I chose this date in 

consultation with the director. I made this decision not because I felt changes did not 

need to be made in the weeks leading up to the production; indeed, I found multiple 

lines I wanted to add, change, and remove. My concerns involved the actors‘ 

capacities to keep up with changes. Having performed in original plays with last-

minute changes, I personally found them difficult to incorporate and often 

unnecessary; I did not wish to burden the actors in this production with the 

unpleasantness I know such changes can cause. I have recorded these desired changes 

in another version. 

I became very concerned during the technical and dress rehearsals for the 

production. So many different aspects of the production were missing during these late 

rehearsals, most notably a set of parallel bars for the actor playing Kevin to use during 
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the rehabilitation scene. The final two dress rehearsals quashed any lingering doubts, 

as the production ran smoothly during both rehearsals I attended. 

 I attended three performances of the production of SMCL: Monday, 

Wednesday, and Saturday. I chose to attend the Saturday production months in 

advance, and I decided I would randomly attend two productions during the week. If I 

were to rank these three performances, I would place Saturday on top and Wednesday 

on the bottom. Whereas Wednesday‘s performance displayed inconsistent pacing by 

the actors, Saturday‘s performance had a very responsive audience, and the actors 

responded in kind by giving what I consider their best performance throughout the 

entire process. I do not wish to divide these three performances, but instead explore 

them as a whole, with differences only occurring due to the element of live theatre. 

This will not be a scene-by-scene analysis; rather, I will delve only into scenes in the 

production that I felt challenged me as a playwright.  

An interesting and unexpected interpretation of the play regarded the 

relationship between Rudy and Jessica. A family member who watched the 

performance asked me if Jessica cried in the last moments because she was in love 

with Rudy. I brushed off the comment, knowing I did nothing to write such a 

relationship into the script and that Megan Bailey, the actress playing the role, did 

nothing to portray such a relationship on stage. When another patron asked me about 

this same point, I became very inquisitive about the matter. I asked my class how 

many of them believed Jessica was in love with Rudy. (I taught a theatre appreciation 

course during the Spring 2010 semester, and the class was assigned to see the play.) 



Texas Tech University, Rodney Donahue, May 2011 
 

67 

Ten out of thirty-five believed this was the case. I found this very peculiar. For these 

audience members, there was no doubt in their minds that this was not only what 

happened, but it was what I had written into the play. 

After careful evaluation of the script, I believe Jessica gives no signals to Rudy 

as anything more than a counselor or friend. The stage directions clearly indicate that 

this has nothing to do with love: ―RUDY exits. LAUREN reveals her flask. Stops. She 

throws the flask across the room. It is apparent she cares, but no one is there for her to 

tell them she cares.‖ In the production, the only cue Bailey gave the audience was the 

cry at the end of the play. Bailey, Ward, and I felt Bailey‘s cry portrayed these 

directions as neatly as possible. It is possible that the production conveyed such a 

relationship; however, this was not the case for every audience member I asked, and 

such a relationship could be construed in the minds of the audience based on 

interpretation of the production. 

I think that current American culture attempts to rationalize theatre in this way. 

When discussing plays produced at Coterie Theatre, one of the top theatres for young 

audiences in the country, producing artistic director Jeff Church said that children are 

more concerned with who ends up with whom rather than what happens in the play 

(Church). This cultural conditioning had a heavy hand in how some audience members 

interpreted the production. Instead of a play about freedom, it became a love story 

about a couple who missed their chance. I may be oversimplifying this audience 

response, but reducing Jessica and Rudy‘s relationship to one of unrequited love 

simplifies SMCL. 
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 The criticism concerning the love story prompted me to write a scene 

following the final stage directions. I have included the scene here, but I have elected 

not to include it in future versions of the script for two reasons. The stage directions 

ending the production script allow the actress and the director freedom to experiment; 

this addition eliminates that freedom of interpretation. I wrote the following scene to 

better explain Jessica‘s intentions; however, the scene does not steer away from the 

possibility of her falling in love with him. I would rather the audience interpret a love 

story than have me tell them what happened. Since I am still not comfortable spoon-

feeding the audience Jessica‘s true intentions, I will not be including the following 

scene in the play. 

     THE CORPORATE LADDER 

 

    JESSICA 

I didn‘t create the Corporate Ladder. I have never broken a promise. I danced, 

played the flute, and I was home-schooled. What does that tell you? I was the 

top of my class: psychology, NYU. The Corporate Ladder hires the best. So I 

was hired on to ensure the mental health of the Corporate Ladder. By any 

means necessary. And that‘s what I did. I transformed the President into an 

alcoholic. I gave a disabled man the confidence only achievable through a new 

identity. But Rudy… I wanted to help him. I wanted to continue working with 

him, continue helping him find what he was looking for. But the only thing 

Rudy really needed to do was leave. He needed to leave the Corporate Ladder. 

If I had agreed to help him, if I had said, ―Sure, Rudy. Let‘s continue your 

sessions on a neutral site,‖ I wouldn‘t have helped him. I would have held him 

back. So I pushed him away. I did everything I could to push him away. Rudy 

needed absolutely no connection to the Corporate Ladder, so that‘s what I gave 

him. It‘s the hardest thing I‘ve ever had to do. And the Corporate Ladder… 

Well, as I said, I didn‘t create it. I just tried to save it. As best I could. By any 

means necessary. 

 

One of my biggest issues with SMCL is the obvious change in tone at the end 

of the play. Higgins always cautioned playwrights, ―Know your ball park; you don‘t 
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play football at Royal stadium.‖ What he meant by this is that playwrights should 

know what genre they are writing, usually comedy or drama. Dr. Bert cautioned this 

for SMCL. I wrote SMCL with comedic scenes and dramatic scenes. For structural 

reasons, I wanted to shift back and forth between them. Out of structural necessity I 

wrote the last two scenes as dramas; they are in no way comedic. The problem with 

the last two scenes is that they carry so much dramatic weight that they seem to throw 

the entire play out of structural balance. The other dramatic scenes are lighter, so it 

makes sense to use these to balance out the comedic scenes, but having two incredibly 

heavy scenes on the tail end completely tips the scales.  

As a playwright, I justified the shift between heavy drama and comedy by 

including the rehabilitation scene, allowing me to go back and forth between the two. 

Critic William Kerns of the Lubbock Avalanche-Journal attended the Tuesday evening 

performance. In his review, ―Climbing the Corporate Ladder,‖ Kerns described how I 

intended the audience to absorb the scene: 

The play's best scene takes place when Kevin begins his rehab from the 

point where he quit. Only he's not alone this time. Hoping to reconnect, 

Rudy now is there to assist, hoping too much time has not passed. It 

obviously is a challenging physical scene for McClure, cast as a 

paraplegic afraid of appearing weak away from the virtual, protective 

umbrella of his wheelchair. One senses desperation and perspiration 

each time McClure's Kevin is prodded into summoning the strength to 

move along the parallel bars. At the same time, Powers is thoroughly 

unpredictable in this scene ... wanting to help ... unsure of what to do ... 

raising, then lowering, his arms in the background ... moving forward, 

then back, hesitating, his own desperation no less visible. (Kerns) 

 

In production, I could not make this justification. The change in tone at the end 

of the play created two very different plays. The first portion of the play was a delicate 
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balance between comedy and drama, even with one heavily dramatic scene; the ending 

turned SMCL into a completely different play, a play in which all hope seemed lost. 

The production was like attending a game in Royal stadium; the audience watched 

eighty minutes of baseball, and then a football game ended the performance. 

Another major criticism was that the story trailed off, as though the play 

needed an ending. In my mind, the answer was obvious, but I had written Red Tape 

and could see where the characters were headed. The audience did not have my 

perspective; some audience members were even confused. Following the production 

of SMCL, the question I was asked most often was, ―So what happened?‖ I know what 

happened: I operated under the assumption that SMCL was a prequel instead of an 

individual entity. The problem with this: the production was a prequel only for the 

production staff, not for the audience. Red Tape was neither produced nor published, 

so the audience could not make connections between the original source material and 

the production they experienced. Only the designers, director, and dramaturg had 

knowledge of and access to Red Tape. This was the most important criticism of 

SMCL. 

None of the prequels studied in the second chapter of this dissertation had this 

particular problem; it is unique to this version of SMCL. Lanford Wilson‘s Talley’s 

Folly and August Wilson‘s Gem of the Ocean work as entirely independent 

productions; Fifth of July and Joe Turner’s Come and Gone provide a richer 

understanding of these plays, but they are not necessary in order to understand what 

happens. Albee‘s At Home at the Zoo does not have this problem. In At Home at the 
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Zoo, Homelife is a prequel act; The Zoo Story, perhaps the most popular one-act in 

American theatre, follows Homelife after  intermission, so any questions the audience 

has are answered immediately. MacKaye‘s The Mystery of Hamlet works better as a 

prequel to Hamlet than as an individual entity, but it has the advantage of being a 

prequel to one of the most popular tales in the history of the world; The Mystery of 

Hamlet does not need to stand independent from Hamlet.  

These playwrights were able to strike a balance between the prequel as both 

dependent and independent that I did not. I wrote a dependent prequel rather than an 

independent work of art; that much is evident from SMCL‘s ambiguous ending and 

from the audience‘s response to that ending. Such an ending leads an audience away 

from the content of the play and allows them to develop their own, such as a love story 

between a counselor and her patient. The production process revealed that SMCL was, 

in fact, a prequel, but it was prequel that could neither stand independently as a 

production nor maintain a connection with the original source material. 

The criticism from the preceding pages forced me to add a scene to the end of 

the play for three reasons. First, I wanted to balance the tone at the end of the play. 

Second, I wanted to give the audience something that definitively ends the play, 

answering the question of what happens. Finally, I wanted to develop a stronger bond 

between SMCL and Red Tape while allowing SMCL to exist independently from it. 

(Copies of SMCL and Red Tape are available in the appendix of this dissertation.) This 

scene serves as both the end of SMCL and the prologue to Red Tape. It signifies the 

importance of SMCL as a prequel and as an independent work. The most valuable 
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lesson of this dissertation is expressed in this scene, in which character, story, and 

given circumstances are inextricably connected; this scene provides a sense of 

completion to SMCL, allows SMCL to function as both prequel and independent 

entity, and forges SMCL and Red Tape together into one cohesive whole. 

KANSAS CITY  

CONVENTION CENTER 

 

    RUDY 

Hi, I‘m Rudy Stone. Tired of climbing the rungs of The Corporate Ladder? 

We‘ve all had problems with it, haven‘t we? Whether we fall from the top or 

simply get caught on one lonely rung at the bottom, is climbing The Corporate 

Ladder really worth it? Why not try the Easy Step-to-Success? Two steps up. 

Two steps down. It‘s a much more efficient version of The Corporate Ladder. 

It‘s quick, reliable, and compact for easy, in-house storage. Because who needs 

to get up on a roof anymore? Don‘t waste time on The Corporate Ladder; just 

grab the Easy Step-to-Success! 

 

Throughout the course of this study, I made many discoveries. These 

discoveries involve my surprise over the frequency of prequels appearing throughout 

dramatic literature, the apparently simple process of writing a prequel, the importance 

of plot in my writing process, the lack of bureaucracy in the submission process of 

Red Tape and SMCL, editorial experience, the perception-altering production, and the 

significance of this study. 

I was surprised by the frequency of prequels that appeared in dramatic 

literature. I discovered numerous prequels in my search for examples, most notably 

William Shakespeare‘s The Merry Wives of Windsor as a prequel to his Henry plays. 

The additional plays I found would only have served as more examples of prequels 

and would not have contributed more information to the study; it is, however, 
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important to note the frequency with which prequels appear. This is not surprising, as 

the prequel provides a writer with a strong vehicle to explore the origin of a character. 

 While tackling the preliminary work of SMCL, I discovered that writing a 

prequel looked apparently simple and actually was not. I thought I could jump directly 

into writing without having to work out the connections between Red Tape and SMCL. 

This created minor inconsistencies that need to be worked out in both plays. I needed 

to create a timeline that enabled me to check the continuity between the two plays. In 

order to write a prequel to Red Tape, I had to make minor changes in Red Tape to 

make sense of things in SMCL. Writing a prequel required a greater attention to detail 

because the details were in two plays rather than one. 

Aristotle considered plot the most important part of tragedy. With both Red 

Tape and SMCL, I began writing by focusing on something other than plot. In both 

instances, plot became the most important element later. I discovered that while plot is 

not always the most inspirational element to focus on to start a script, it is a wonderful 

tool that must be used to complete a script. 

The submission process of Red Tape and SMCL taught me the importance of 

remaining objective in the academic world. During the submission process, I often felt 

like I was David fighting Goliath, fighting to have my play produced at Texas Tech 

University. I felt as though everything was stacked against me. In reality, everyone 

worked to have my play produced: the director, my advisor, the department chair, and 

the play selection committee. I was unable to act impartial during this part of the 

process because I felt so much was at stake. In fact, these individuals relaxed any rules 
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or regulations in order to get my play produced. No one was fighting against me; 

everyone was fighting with me. 

I earned a great deal of editorial experience working on the sixty-minute 

version of SMCL for the TETA conference. I discovered that after I complete a first 

draft, I need to tighten my dialogue by determining what the necessary lines and 

eliminating the unnecessary lines I included in the produced version of SMCL. When I 

work on my next version of SMCL, I will begin by eliminating some the fluff I 

eliminated for the TETA version. 

 Observing the audience reactions to the production of Sex, Money, and the 

Corporate Ladder altered my perception of how a play on the paper translates to the 

stage. While I believed the balance between the comedy and drama would work, it did 

not; the two final scenes, both dramatic in nature, deviated from the comedy-drama 

interplay I planted from the beginning of the script. I also discovered that while 

considered the play to end well, the audience needed a little more, wondering what 

happened at the end of the play. While SMCL worked as a written prequel, it did not 

work as an individual production. The audience needed a little more, and they needed 

a more balanced ending, one with a little comedy. 

The most important discovery I made involves the importance of this project. 

This project defines the elements that constitute a prequel, surveys prequels from 

antiquity to the twenty-first century, and provides a guide for formulating a prequel in 

the next chapter. Many people desire to understand what a prequel is and want to 

know how to write one. This study is significant because it provides writers with the 
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keys to analyze and create a prequel, a product that began in ancient Greece and a 

phenomenon that will continue past the twenty-first century. 
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CHAPTER V 

A PROCEDURAL PROCESS FOR DEVELOPING THE SUCCESSFUL PREQUEL 

In this chapter I will devise a series of procedural steps a playwright can utilize 

to develop a prequel. These steps include identifying an original source, determining 

rights ownership of the original source material, selecting aspects of the dramatic 

elements of the original source to reappear in the prequel, analyzing the selected 

aspects that constitute a prequel, and developing a cohesion between prequel and 

original source. Most of these steps will focus on the dramatic elements that constitute 

a prequel: continuity of plot, character, and given circumstances. The steps are 

designed in order of importance based on efficiency; the inefficiencies of deviating 

from each step will be included following each segment. These steps are designed to 

aid the playwright in the preliminary stages of the writing process to better facilitate 

the development of a prequel. 

As mentioned in Chapter II, an exhaustive search revealed no information on 

what a prequel was beyond the definition. This is the first guide outlining how to 

formulate a prequel based on an analysis of the prequels studied in Chapter II and my 

own process outlined in Chapters III and IV. 

The first step for developing a successful prequel is identifying an original 

source from which the playwright wants to work. Often, a playwright will not actively 

seek out such a work. Attending or reading a play, perhaps even working on one, will 

arouse the playwright‘s interest in exploring the work. Working on the back stories of 
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the Stone brothers during my preliminary work on Red Tape inspired me to consider 

writing a prequel about them. 

It is important to select a play in which all of the prerequisite elements of plot, 

character, and given circumstances are attractive to the playwright. These elements 

will feature prominently in the prequel, and a playwright who does not appreciate 

these elements will have a difficult time including them in the prequel. To remove any 

of these elements would create a separate imaginary world, one that does not 

correspond to the events in the original source. For example, setting a prequel of Red 

Tape in Southeast Asia would remove the prequel from the imaginary world of the 

original source; though the characters and even the story may be the same, the 

different given circumstances create a reimagining instead of a prequel. It is possible 

to justify such a drastic change in setting, perhaps by having Rudy study business 

tactics in Thailand, but such drastic changes must be justified. 

The playwright should select a play s/he is willing to spend a great deal of time 

studying. The following steps are designed to provide the playwright with the most 

efficient use of this precious resource. Writing any full-length play requires both 

dedication and experimentation. Writing a prequel requires twice as much because the 

playwright must work with both the prequel and its original source. If a playwright is 

unwilling to study the original source, it is probably not a play for which the 

playwright should compose a prequel.  

If a playwright decides to write a prequel based on immediate inspiration, the 

playwright should note the idea, and then allow the idea to rest for several days. If the 
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idea for writing a prequel for the play passes, it was probably not something the 

playwright should pursue. This will prevent the playwright from spending time writing 

a play in which the playwright has no real or vested interest. If the idea remains a 

constant source of inspiration, the playwright should continue with step two. 

 The second step for developing a successful prequel is determining who 

controls the rights of the original source. This determination is one of the most 

important parts of this process. In a published work, rights ownership is usually listed 

in the pages leading up to the actual work. If the playwright intended to write a 

prequel to August Wilson‘s Gem of the Ocean, for example, the copyright is listed on 

page iv. The Estate of August Wilson controls the copyright of this work. Of the plays 

studied in Chapter II, only The Mystery of Hamlet was written by an author other than 

that of the original. Hamlet is part of the public domain, so this was not an issue for 

Percy MacKaye. 

 If the playwright controls the rights to his own work, which he does unless the 

playwright sold the rights of his own play to a separate entity, the playwright may 

write a prequel based on his/her original source. Sex, Money, and the Corporate 

Ladder was based on my play Red Tape. I did not sell the rights to Red Tape to 

anyone, so nothing prevented me from pursuing the writing of a prequel. 

If the playwright seeks to write a prequel based on an original source that does 

not belong to the playwright, the playwright must obtain the rights of the original 

source material. An excellent guide to obtaining the rights to an original source is 

Dana Singer‘s Stage Writers Handbook.  
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Determining the entity that owns the rights to the original source material early 

in the developmental process is important to the playwright. It would be foolish to 

perform this step after any writing, as the playwright who does not obtain permission 

from the controlling entity would not be able to use the play for any purpose other 

than as an exercise. I attempted to adapt a play in a graduate level playwriting course. 

I contacted the licensing department of a major law firm in Washington, D.C. for the 

rights to adapt the work and was rejected. By the time I learned I was rejected, the 

course was nearing completion, and I did not have the time to develop a new project. 

While I learned a great deal from the incident and from the course, adapting this 

particular work into a play became nothing more than an educational exercise because 

I was unable to obtain the rights to the work.  

The third step in developing a successful prequel is selecting elements from the 

original source that will be included in the prequel. These will derive from the 

dramatic elements of given circumstances, reappearing characters, and continuity of 

plot. The selected elements will provide a foundation for analyzing the original source 

and building a prequel that complements it.  

While the given circumstances of the original source must remain unaltered to 

provide continuity, they do not all need to appear in the prequel. Such occurrences 

may be extraneous. The playwright must decide which important circumstances 

should be included in the prequel. In Red Tape, one of the most important locations is 

Handshakes and Milkshakes, a local restaurant. In Sex, Money, and the Corporate 

Ladder, this restaurant is never even mentioned. It may exist in the imaginary world, 
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or it may not at the time of SMCL. It is not important for it to exist in SMCL. The 

Corporate Ladder, the company for which the characters of SMCL work, does 

reappear. It was the major part of the imaginary world that connected both plays. 

Selecting the reappearing characters from the original source is perhaps the 

most important part of developing a prequel. These are the characters the playwright 

will expand on in the prequel, often taking the form of an exploration of a character‘s 

origin. Usually the playwright will select the most attractive characters from the 

original source material. In the case of Red Tape, Rudy and Kevin Stone were two 

characters with a rich history I did not tap into in the play; therefore, I used the prequel 

as an origin story. I was interested in writing a play that explored the end of their 

personal relationship. These characters had very defined voices and were the most fun 

to write. I was also interested in looking at the accident that caused Kevin‘s restriction 

to a wheelchair from a psychological rather than comedic perspective.  

A character can function differently in a prequel than s/he does in the original 

source. The playwright should not be limited by the original source, as a fresh 

perspective can provide an entirely different outlook on a character. In Red Tape, 

Rudy functioned as an antagonist, a stumbling block for the Corporate Ladder. He was 

rude, abrasive, and I hoped audiences would have difficulty relating to him. In Sex, 

Money, and the Corporate Ladder, Rudy functioned as the protagonist; he was 

charming, charismatic, and the audience followed his journey. Had I limited each 

reappearing character to function as s/he did in the original source, Rudy would have 

had a minor role in SMCL instead of serving as its driving force. 
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The playwright must also select elements of the story from the original source 

material. These story elements will derive from the events in the lives of the characters 

in the original. In Red Tape, Kevin Stone is in a wheelchair, but he was not always in a 

wheelchair. I could have written a play that included a Kevin Stone who was able to 

walk, or perhaps included the actual incident causing Kevin‘s disability. Regardless of 

where the prequel takes place, the playwright must understand that these elements of 

story are inherent in the characters chosen by the playwright; deviations from the plot 

of the original source would result in a lack of continuity and would no longer allow 

the play to serve as a prequel. 

It is important to select the reappearing dramatic elements before analyzing the 

original source. The playwright might otherwise expend unnecessary energy on 

useless data. If I analyzed each character in Red Tape before selecting the characters I 

used in the prequel, I would have spent a great deal of time developing characters I 

never intended to include. I began by selecting only Rudy and Kevin Stone; later, I 

added Lauren Topps. By selecting the reappearing elements prior to analysis, my 

developmental process for Sex, Money, and the Corporate Ladder was far more 

efficient because I did not waste time analyzing the five other characters from Red 

Tape who I did not incorporate. 

The fourth step for developing a successful prequel involves thoroughly 

analyzing dramatic elements selected from the original source that will constitute the 

prequel. Analyzing the given circumstances, characters, and back story timeline of the 
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original source provides the playwright with a strong grasp of the imaginary world in 

which the playwright will work. 

Given circumstances should be analyzed first, as the artificial world of the 

original source material will be present in the prequel regardless. What makes this 

world different from the real world? Where and how do the people in this imaginary 

world live? Answering these questions will aid the playwright in creating a world 

consistent with the original source. In Red Tape, the Corporate Ladder was surpassed 

in sales by Rudy Stone‘s private company. This particular given circumstance was the 

driving force behind Sex, Money, and the Corporate Ladder. No matter what 

happened in SMCL, Rudy Stone had to leave to develop a private company that would 

compete with the Corporate Ladder on a national scale. 

When analyzing characters, it is important to note all instances that occurred in 

the lives of the characters prior to the original source. This should be done for each 

reappearing character selected. My analysis of Red Tape‘s Rudy Stone provided me 

with the fuel to launch a successful prequel. I explored how the relationship with his 

brother was severed; I extracted the intricacies of his relationship with Lauren Topps; I 

determined why he hated the Corporate Ladder and, perhaps more importantly, how 

instrumental he was in the company‘s creation; and I found how he was able to obtain 

the design for step ladder from his brother despite their fallout. All of these instances 

occurred prior to Red Tape and made it into the prequel as a result of character 

analysis.  
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The playwright should create a back story timeline based on the original source 

material. This timeline should include approximate dates of all the incidents discussed 

in analyzing the characters. The timeline allows the playwright to organize the events 

that lead up to the original source. The timeline promotes continuity amongst the 

prequel and the original source material by eliminating the guesswork of when 

particular events occur. I created a back story timeline for Red Tape in order to 

develop Sex, Money, and the Corporate Ladder. I found I could not work on the 

prequel without it. My timeline helped me determine when Kevin‘s accident occurred, 

when the Corporate Ladder company was founded, and how long it took Rudy to 

create a rival company that existed by the time Red Tape began. The playwright 

should not consider the back story timeline a convenience; the back story timeline is a 

requirement. 

By thoroughly analyzing the original source, the playwright can recognize the 

factors that promote continuity; this prevents the playwright from arbitrarily 

embedding continuity errors into the prequel. After writing Sex, Money, and the 

Corporate Ladder, I discovered several discrepancies between it and Red Tape. These 

discrepancies could have been avoided had I more thoroughly analyzed the timeline 

leading up to Red Tape; I wrote the play, and yet I failed to properly analyze it. It is 

much easier to exclude such discrepancies as they occur in a first draft than it is to 

remove them from a completed draft. 

The final step in developing a successful prequel is formulating a play that is 

united with the original source in a way that creates a harmonious relationship. 
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Though the plays are connected by the consistency in the elements of plot, character, 

and given circumstances, incorporating all the elements discussed in this chapter is not 

enough. The plays need to work together as one unit and provide a seamless transition 

between prequel and original source. All of the plays analyzed in Chapter II work 

together in this way, whether the continuities connecting the plays are few, as is the 

case of August Wilson‘s Gem of the Ocean and Joe Turner’s Come and Gone, or 

many, like Shakespeare‘s Hamlet and MacKaye‘s The Mystery of Hamlet. These plays 

contain the elements that constitute a prequel, but the action also flows seamlessly 

from one play to the next. 

A play‘s given circumstances can contribute significantly to creating a 

cohesive whole between the prequel and the original source. The given circumstances 

justify the prequel‘s use of the original source‘s imaginary world. In Red Tape, the 

Corporate Ladder is a company where corruption is acceptable at the highest levels of 

its organization. Not only do all the characters in the play understand this, they take it 

for granted; working for the Corporate Ladder requires an individual to accept that the 

workplace environment is both hostile and unfair. Sex, Money, and the Corporate 

Ladder explores this hostile environment in its infancy. Rudy is blackmailed to choose 

between leaving his current position and being charged with a criminal offense. The 

scene portrays the beginnings of poor ethical decisions by the president of the 

Corporate Ladder, which are continued in Red Tape. Unlike Red Tape, where 

everyone, including Rudy, knows the kind of environment the Corporate Ladder 

possesses, SMCL creates this environment in its infancy. 



Texas Tech University, Rodney Donahue, May 2011 
 

85 

A reappearing character often plays the pivotal role of creating a cohesive 

whole between two plays. A character might play a minor role, like Rutherford Selig 

in Gem of the Ocean, or a major role, like Peter in Edward Albee‘s At Home at the 

Zoo; in either case, the prequel‘s connection to the original source hinges on how a 

reappearing character is used. In Red Tape, Rudy‘s rude and abrasive personality fills 

every scene in which he is involved with employees of the Corporate Ladder. In 

SMCL, Rudy treads the path leading to his feelings of animosity toward the company. 

Rudy is betrayed by his counselor, betrayed by his boss, and pushed away by his 

brother. Rudy‘s appearance in SMCL answers any questions about his attitude toward 

the Corporate Ladder.  This leaves no margin of error as to whether or not the two 

plays are unified: SMCL ends with Rudy upset with the company, and Red Tape 

begins with his attack against it. 

A prequel may not always work as an independent play. As discussed at the 

end of Chapter IV, Sex, Money, and the Corporate Ladder did not work as an 

independent play. Audience members often asked, ―What happened?‖ I did not end 

the play; instead, I focused too much on allowing the prequel to rely on the original 

source. The prequel needs to work with the original source, but the original source 

cannot be a crutch; in such cases, the audience unfamiliar with the original source 

material may not necessarily understand the play. The prequel should act as part of a 

figure-skating pair; the original holds up the prequel, but the prequel must still hold a 

pose while being held up by the original source. They must work in tandem. As 

indicated at the end of Chapter IV, I added a scene at the end of the play that not only 
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allowed SMCL to stand as an independent play, but also united it with Red Tape by 

leading directly into the beginning of the original source material. With this scene, 

audiences will receive a proper ending for SMCL as well as a continuation of a larger 

story. In this way, the two plays became a cohesive whole, working closely together 

like a pair of figure skaters able to skate either as a pair or independent of one another. 

 The preliminary work involved in writing a prequel will give the playwright 

knowledge of the original source‘s imaginary world, insight into its reappearing 

characters, and the capacity to unite the story of the prequel and the original source 

into a cohesive whole. The steps provided in this chapter are designed to aid in this 

preliminary process. The goal of any playwright developing a prequel is to both 

expand upon the imaginary world of the original and create an individual work that 

complements it. The playwright utilizes the story, characters, and given circumstances 

of the imaginary world of the original source to provide a fresh account that unites the 

two plays, inextricably binding them together by these elements of dramatic structure. 
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Red Tape 

 
a comedy in two acts by 

Rodney Donahue 
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Cast— 4 men, 4 women, 1 man or woman 

 

MARCUS FREEMAN: Executive Vice President of Public Relations of The 

Corporate Ladder. 

 

LAUREN TOPPS: President of The Corporate Ladder. 

 

RUDY STONE: Sole salesman of the Easy Step-to-Success. 

 

KEVIN STONE: Head of Research and Development at The Corporate 

Ladder. Marcus Freeman‘s best friend. Wheel-chair bound.  

 

CORY RHODES: Human Resources Manager of the Corporate Ladder. 

 

AMBER ZAWESOME: Administrative Assistant. Really, really, really 

ridiculously good-looking. 

 

BELLE: A kind woman with a rosy personality; always willing to help, if she 

can help it. 

 

MICAH: A waitress at Handshakes and Milkshakes; mixes business and 

pleasure. 

 

CUSTOMER: Fan of Marcus Freeman‘s commercial. Protective parent of a 

handicapped child.  

 

 

Setting— 

 

Various locations, including a conference room, a restaurant, a bare bachelor 

pad, and a park. May be bone-chillingly minimal or extravagantly detailed. 

 

 

Time and Place— 

 

St. Louis, Missouri. The present. 

 

 

Synopsis— 

 

Attempting to date an attractive coworker, a man trips over a plethora of red 

tape when he learns she won a sexual harassment case with her previous 

employer. 
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    PROLOGUE 

 

    (Spotlight on RUDY STONE) 

 

    RUDY 

Hi, I‘m Rudy Stone. Tired of climbing the rungs of The Corporate Ladder? 

We‘ve all had problems with it, haven‘t we? Whether we fall from the top or 

simply get caught on one lonely rung at the bottom, is climbing The Corporate 

Ladder really worth it? Why not try the Easy Step-to-Success? Two steps up. 

Two steps down. It‘s a much more efficient version of The Corporate Ladder. 

It‘s quick, reliable, and compact for easy, in-house storage. Who needs to get 

up on a roof anymore? Don‘t waste time on The Corporate Ladder; remember 

the Easy Step-to-Success! 

 

    (Spot out) 
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ACT ONE 

 

    SCENE ONE 

 

(Lights up on the main conference room of The 

Corporate Ladder. The room creates a top-dog 

impression, though the characters are not top 

dogs. MARCUS FREEMAN, LAUREN TOPPS, 

KEVIN STONE, and CORY RHODES sit at the 

table) 

 

    LAUREN 

I take it you all understand the problem. 

 

    MARCUS 

Rudy‘s got a good commercial. So what? It‘s not like he‘s beating us in 

sales…  

 

    LAUREN 

You haven‘t read the new sales report. 

 

    KEVIN 

You mean— 

 

    LAUREN 

Amber, could you bring in last week‘s sales report. 

 

(AMBER enters, but cannot be seen because the 

sales report is a stack of papers taller than she) 

 

    AMBER 

Here you are. Last week‘s sales report. Where should I set it? 

 

    LAUREN 

Before Mister Freeman. 

 

    AMBER 

Of course. 

 

    LAUREN 

Gentleman, this is Amber Zawesome, our new administrative assistant. 

Everyone say hello. 
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    EVERYONE 

Hello. 

 

    AMBER 

Hello! 

 

(AMBER drops the giant stack in front of 

MARCUS. It is LOUD. AMBER is revealed. 

She has the look of a stereotypical secretary 

coupled with the immense beauty of a Greek 

goddess. Lights dim. LAUREN, KEVIN, and 

CORY freeze. SLOW motion: AMBER flips her 

hair. Lights up. Normal time returns) 

 

    MARCUS 

Wow! 

 

    AMBER 

Gorgeous, isn‘t it? 

 

    MARCUS 

Yeah. 

 

    AMBER 

I love well-written reports. 

 

    MARCUS 

Me, too. 

 

    LAUREN 

Thank you, Amber. You may go. 

 

    AMBER 

Of course. 

 

(Lights dim. LAUREN, KEVIN, and CORY 

freeze. Slow motion: AMBER exits; MARCUS‘ 

jaw drops. Lights up. Normal time returns) 

 

    LAUREN 

This is last week‘s sales record. 

 

    MARCUS 

Rudy beat us? 
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    LAUREN 

He slaughtered us! He ripped us from our divine right as top of the corporate 

universe. 

 

    KEVIN 

I think you‘re making a big deal out of nothing. So he beat us one week. 

 

    LAUREN 

What am I, Mr. Stone? 

 

    KEVIN 

You‘re the boss. 

 

    LAUREN 

And what is my name? 

 

    KEVIN 

Mrs. Topps. 

 

    LAUREN 

President Topps, and I have always been number one; having a last name like 

mine assures it. I am the President of The Corporate Ladder. I don‘t sit on a 

rung with the rest of you, I sit on top. He did not simply beat us one week, as 

you so simply put it, Kevin, he took my place on top! 

 

    MARCUS 

What he meant was— 

 

    LAUREN 

If he can‘t say what he means, he should chew on his hand instead of wasting 

my time. 

 

    MARCUS 

Yes, Mrs. President. 

 

    LAUREN 

You are Rudy Stone‘s brother, are you not? 

 

    KEVIN 

I am. 

 

    LAUREN 

And you are my head of research and development. 
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    KEVIN 

I am. 

 

    LAUREN 

Have you any idea how your brother came up with the idea of the Easy-Step-

to-Success? 

 

    KEVIN 

I gave it to him. 

 

    LAUREN 

You‘re fired! 

 

    KEVIN 

You can‘t fire me! You gave me the okay to give it to him. 

 

    LAUREN 

I most certainly did not. 

 

    CORY 

Actually, you did. 

 

    LAUREN 

What? 

     

    CORY 

Kevin came to me asking permission to allow his brother Rudy to use the idea. 

I brought it to you; you said it‘d be alright; it was alright. He followed all the 

rules. We can‘t fire him for your mistake. I mean, for following the rules. 

 

    LAUREN 

No, of course not. 

 

    KEVIN 

Thank God. 

 

    LAUREN 

What can we do? 

 

    MARCUS, KEVIN 

What? 

 

    CORY 

Well— 
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    MARCUS 

Wait a minute, what are we talking about? 

 

    LAUREN 

I can‘t fire him; I‘d like to know my alternatives. 

 

    MARCUS 

This is ridiculous! We‘re talking about an incident that happened… How long 

has it been? 

 

    CORY, KEVIN 

Four years. 

 

    MARCUS 

Years before this eclipse in sales. How could we know this was going to 

happen? 

 

    LAUREN 

You knew! 

 

    KEVIN 

You said the step-ladder was a stupid idea! ―Who needs a small ladder in their 

house? No one will ever use it.‖ 

 

    LAUREN 

That is not what I sound like; I do not sound like that! 

 

    CORY 

Well— 

 

    LAUREN 

Don‘t say anything. Now what are our options?... What are our options? 

 

    MARCUS 

You told him not to say anything. 

 

    LAUREN 

Say something. 

 

    CORY 

You do sound like that. 

 

    LAUREN 

Say something about what we can do with Kevin! 
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    CORY 

Of course, of course. Well, according to section thirty-one, subsection fifteen 

we can always force him to take a leave of absence. We‘ll still have to pay 

him, of course, but he won‘t be around. 

 

    LAUREN 

How long? 

 

    CORY 

There are various lengths. 

 

    MARCUS 

Wait just one second— 

 

    LAUREN 

This is not a discussion, Mister Freeman. What is the maximum amount of 

time? 

 

    CORY 

Six months. 

 

    LAUREN 

Do it. 

 

    CORY 

Really? 

 

    LAUREN 

Do I sound like I‘m kidding? 

 

    KEVIN 

Wait, you‘re going to pay me to not be here? 

 

    LAUREN 

I look at research and development and wonder exactly how you climb the 

ladders you work on? 

 

    KEVIN 

I have a very capable assistant. 

 

    LAUREN 

Really. I bet he can‘t do anything. 
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He‘s very talented. He could do my job if… Wow. I walked right into that one. 

And yes, I am aware that I can‘t walk! 

 

    LAUREN 

Cory, how soon can you process the paperwork? 

 

    MARCUS 

If you give him a leave of absence, I‘ll quit. 

 

    LAUREN 

You don‘t want to quit. 

 

    MARCUS 

I will on principle. 

 

    CORY 

She‘s right, you don‘t want to quit. 

 

    MARCUS 

And why not? 

 

    KEVIN 

Yeah. Why not? 

 

    CORY 

Because the contract you signed will force us to collect on a percentage of your 

salary for the previous five years. 

 

    MARCUS 

What kind of percentage? 

 

    CORY 

Eighty. Five. 

 

    KEVIN 

You don‘t want to quit, Marcus. 

 

    LAUREN 

Regardless, how soon can you process the paperwork? 

 

    CORY 

Actually, leaves of absence have to be processed by the administrative 

assistant. I just sign them. 
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Amber, could you come in here please? 

 

    (AMBER enters. MARCUS is awestruck again) 

 

    AMBER 

You called? 

 

    LAUREN 

Amber, we need you to process a six-month leave of absence for us. 

 

    AMBER 

Right away. Anything else? 

 

    LAUREN 

Would you kindly escort Mr. Stone to security, where he can wait until the 

papers are signed? 

 

    KEVIN 

I don‘t need an escort. 

 

    LAUREN 

Mister Stone, either Amber will escort you to security, or security will escort 

you to security. 

 

    MARCUS 

You should go with her. 

 

    (Everyone looks at MARCUS) 

 

    MARCUS (Cont.) 

I mean, this is an outrage! 

 

    LAUREN 

Not another word, Mister Freeman. What will it be, Kevin? 

 

    KEVIN 

I‘ll go with Miss Zawesome. 

 

    LAUREN 

Good decision. 

 

    AMBER 

Don‘t worry, Mister Stone. Everyone in security is real nice, at least to me. 
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    KEVIN 

I‘m sure they are. 

 

(Lights dim. CORY and LAUREN freeze. Slow 

motion: KEVIN and AMBER exit. Lights up. 

Normal time returns) 

 

    LAUREN 

Now, Mister Freeman, there‘s something we must discuss with you. 

 

    MARCUS 

What‘s that? 

 

    LAUREN 

Well… For the past eight years you haven‘t had to work very hard. 

 

    CORY 

Or even at all. 

 

    MARCUS 

I know I just sit around all day, but there‘s nothing for me— 

 

    LAUREN 

Marcus, I‘m not upset with you. You had nothing to work for. We hired you on 

as Executive Vice President of Public Relations of The Corporate Ladder, you 

made one commercial, we‘ve shown it ever since, and we‘ve crushed any and 

all competitors. 

 

    CORY 

You‘re the face of The Corporate Ladder, Marcus. We‘re very proud of you. 

 

    LAUREN 

But… We need you to work again. 

 

    MARCUS 

I‘ve been working… Sort of. 

 

    LAUREN 

Unless your desk is in the break room and your supplies are in the vending 

machines, I‘m guessing the only real work you do is in our state-of-the-art 

gym. 

 

    CORY 

Marcus is my racquetball partner. 
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    MARCUS 

The only reason I did that is because there was nothing for me to do. You gave 

me a fancy title, and I‘ve been sitting on it. 

 

    LAUREN 

Time to get off the fancy title and start being the fancy title. You‘re our public 

relations expert, and we need public relations. You have to get out there and 

get us public relations, understand? 

 

    CORY 

That‘s the key to sales, Marcus: public relations. 

 

    MARCUS 

What do you want me to do? 

 

    CORY 

Anything! 

 

    LAUREN 

Commercials, lectures, piracy— 

 

    MARCUS 

—We can‘t actually do that anymore— 

 

    LAUREN 

—Whatever it takes to get us back on top. We are The Corporate Ladder. 

There should be no rungs above ours. 

 

    MARCUS 

There won‘t be. 

 

    LAUREN 

Marcus, I‘m counting on you. The Corporate Ladder‘s counting on you. Are 

you up to the challenge? I can‘t send you out there on a rusty ladder. 

 

    MARCUS 

I can handle it. 

 

    LAUREN 

I trust this unfortunate business with Kevin Stone will not interfere with your 

responsibilities? 

 

    MARCUS 

It will not. 
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    LAUREN 

Good. Cory can fill you in on budget restrictions later, but the limitations will 

be minimal. We need to get your face back out there. The little man needs to 

know we relate to him. 

 

    MARCUS 

Maybe we‘d relate to him more if we didn‘t refer to him as the little man. 

 

    LAUREN 

That‘s the kind of public relations thinking we need. Keep it up, Marcus! 

 

    (LAUREN exits. CORY heads for door) 

 

    MARCUS 

Wait, that‘s it? 

 

    CORY 

What‘s good for the company is what‘s good for all of us, right? 

 

    (CORY exits) 

 

    MARCUS 

Okay. Back to work. Back to work. I‘m finally working again… 

 

(MARCUS claps his hands and rubs them 

together) 

 

    MARCUS (Cont.) 

Now, what do I do, again? 

    (CORY re-enters) 

 

    CORY 

Forgot my marbles. 

 

    MARCUS 

Oh, Cory! Can I ask you something? 

 

    CORY 

Freeman! You‘re my racquetball partner, you can ask me anything? 

 

    MARCUS 

Thanks, Cory. 
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    CORY 

So how are you today? 

 

    MARCUS 

Well, Cory, my best friend has been removed from his duties— 

 

    CORY 

It‘s my job, Marcus. She‘s the boss. There‘s nothing I can— 

 

    MARCUS 

I was going to say I don‘t care. 

 

    CORY 

Oh. Okay, then. Glad to hear you‘re not upset with the company‘s decision. 

 

    MARCUS 

What‘s good for the company is what‘s good for all of us, right? 

 

    CORY 

That‘s the spirit. Are you ready to talk about the budget for our new public 

relations project? 

 

    MARCUS 

No, Cory, I need you to do me a favor. 

 

    CORY 

Anything you need. I am here for everyone in the company, but you‘re number 

one. 

 

    MARCUS 

I‘ve met someone. 

 

    CORY 

Really? 

 

    MARCUS 

Well, not really, actually. But I‘ve seen her, if you know what I mean. 

 

    CORY 

I think I do. 

 

    MARCUS 

And I‘d like to get to know her… socially. 
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    CORY 

I see. 

 

    MARCUS 

I know all the mandates, and apparently I have to come to you for permission 

to ask the employee out as per the regulations of The Corporate Ladder. 

 

    CORY 

Ah, section fifteen, subsection thirty-one. 

 

    MARCUS 

The leave of absence? 

 

    CORY 

No, that‘s section thirty-one, subsection fifteen. This is section fifteen, 

subsection thirty-one: office relationships. 

 

    MARCUS 

Oh. 

 

    CORY 

I know it‘s bureaucratic, but we all climb the same Corporate Ladder. We can‘t 

afford to knock anybody off, and that‘s exactly what would happen if we 

overlook even one of the rungs. 

 

    MARCUS 

I am formally asking permission to ask someone out from within The 

Corporate Ladder.  

    CORY 

Fantastic. Give me the name, I‘ll go draw up the paperwork, and we‘ll get this 

settled as quickly as possible. Strike while the iron‘s hot. 

 

    MARCUS 

Thanks, Cory. I really do appreciate this. 

 

    CORY 

Not a problem. You‘ve followed all the rules. I couldn‘t be happier to get this 

done for you by this afternoon. All I need‘s a name. 

 

    MARCUS 

Amber Zawesome. 

 

    CORY 

…Amber Zawesome…   
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MARCUS 

Is there a problem? 

 

    CORY 

No, no problem, no problem at all, maybe, maybe a small problem, problem, 

big problem, BIG problem— 

 

    MARCUS 

Cory? 

 

    CORY 

WHAT? I‘m sorry, I just yelled at you, didn‘t I? That‘s unfortunate, isn‘t it? 

 

    MARCUS 

Cory, calm down, what‘s the matter? 

 

    CORY 

I just told you all the things I can do for you, but I can‘t, and now I‘m in a bind 

because there‘s no way I can fill out the paperwork— 

    MARCUS 

—Breathe, Cory, breathe— 

 

    CORY 

—and when rules are followed, and I like to follow rules, Marcus, I do, and I 

can‘t help people following rules, I hyperventilate, and my psychiatrist says I 

need to take a long, long, LONG vacation to some resort, so I learn to let 

others help me so I don‘t hyperventilate— 

 

    MARCUS 

CORY! 

 

    CORY 

WHAT? I did it again. 

 

    MARCUS 

Shut up! 

 

    CORY 

Okay… I‘m sorry. 

 

    MARCUS 

What‘s the matter, Cory? 
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    CORY 

I can‘t do it. I can‘t fill out the paperwork allowing you to date Amber 

Zawesome. Would you like me to fill them out for someone else? 

 

    MARCUS 

But you just said— 

 

    CORY 

I am aware of what I just said, Marcus, but I can‘t… 

 

    MARCUS 

… That‘s it? 

 

    CORY 

Yes, that‘s it. You may leave now. 

 

    MARCUS 

What? 

 

    CORY 

Also, my door‘s no longer open. Please shut it on your way out. 

 

    MARCUS 

This isn‘t your office. 

 

    CORY 

You think I don‘t know that? 

 

    MARCUS 

Fine! 

 

(MARCUS moves to the door. He SLAMS it 

shut) 

 

    CORY 

What was that? 

 

    MARCUS 

What‘s going on, Cory? 

 

    CORY 

I don‘t know what you‘re talking about. 
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You said you‘d fill out the paperwork. 

 

    CORY 

Amber is a special case. 

 

    MARCUS 

I followed all the rules. 

 

    CORY 

I know you did. Section fifteen, subsection thirty-one. 

 

    MARCUS 

I followed all the rules. 

 

    CORY 

You can‘t go out with Amber because she won a sexual harassment lawsuit of 

five million dollars at the last company she worked. 

 

(CORY slaps his hand over his mouth; this 

should make a popping sound) 

 

    MARCUS 

What? 

 

    CORY 

Oh, no. 

 

    MARCUS 

Five million dollars in a sexual harassment suit? 

 

    CORY 

Oh my goodness oh my goodness oh my goodness— 

 

    MARCUS 

You‘re freaking out again. 

 

    CORY 

I KNOW! I broke the rules. I broke them, Marcus, I broke them. Me! I live by 

the rules. I live by the rules, Marcus, all of them. Do you know how many of 

the Ten Commandments I‘ve broken in my life? 

 

    MARCUS 

Maybe eight? 
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    CORY 

Five, Marcus. Five, of the Ten Commandments, and I felt horrible every time, 

and that‘s just my religion. Marcus, this… this is my job! 

 

    MARCUS 

Cory, it‘s okay. 

 

    CORY 

It‘s not, IT‘S NOT! Marcus, you may not have morals, most of society doesn‘t, 

but I do. I have principles I stand on, and I just jumped off number one: obey 

the rules. 

 

    MARCUS 

Alright, it‘s not okay. 

 

    CORY 

I knew it! I knew it! It‘s not okay. I told you it wasn‘t. 

 

    MARCUS 

What are you going to do? 

 

    CORY 

What do you mean? 

 

    MARCUS 

No one needs to know. 

 

    CORY 

You already know. 

 

    MARCUS 

But no one else does. It won‘t leave this room. 

 

    CORY 

It will when you walk out of it. 

 

    MARCUS 

But it doesn‘t have to. 

 

    CORY 

You don‘t understand. I don‘t think I could live having told you what I have. 

It‘s a breach of privacy, someone‘s privacy—no! It‘s too late. 
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Just sign the papers, Cory. I won‘t tell anyone else about the lawsuit. 

 

    CORY 

Are you bribing me? 

 

    MARCUS 

No, of course not. 

 

    CORY 

I told you I stand on principles, Marcus! 

 

    MARCUS 

But if I already know about the lawsuit— 

 

    CORY 

You don‘t know anything. Amber dated a co-worker at her last job; he fired 

her when she broke off the relationship. You‘re a superior here; we can‘t— 

 

    (CORY slaps his hand over his mouth: POP!) 

 

    MARCUS 

I‘ll keep my mouth shut; you sign the papers. 

 

    CORY 

They‘ll be on your desk by the end of the day. 

 

    (MARCUS opens the door) 

 

    MARCUS 

You want me to shut the door? 

 

    CORY 

My door is always open. 

 

    MARCUS 

Still not your door, but thanks. And I won‘t tell anyone about the law— Just 

kidding. 

 

    (MARCUS leaves; CORY hyperventilates) 
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SCENE TWO 

 

(Lights up on the interior of the popular 

restaurant Handshakes and Milkshakes. A table 

sits in the middle of the stage, the enchanted 

grotto. There is a door on either side; one leads 

to the kitchen, another leads to the restrooms. 

There is also a way for the characters to enter the 

other portions of the restaurant. These other 

portions can be seen by everyone onstage and are 

clearly better in every way. MARCUS sits at the 

table. Waiting occurs) 

 

    MARCUS 

Maybe I should pray she doesn‘t show up. Fanciest place in town, I‘ve got the 

table between the bathrooms and the kitchen. Enchanted grotto, my— 

 

    (MICAH enters) 

 

    MICAH 

Good evening, sir, and welcome to Handshakes and Milkshakes, where we mix 

business and pleasure. My name‘s Micah and I‘ll be your server this evening. 

Is there anything I can get for you while you wait for the lady? Or gentleman. 

 

    MARCUS 

How ‗bout another table? 

 

    MICAH 

I can only get you another table after you sign the waiting list, which will 

qualify you for a reservation in roughly six-to-eight months. After that, we‘ll 

have to make the reservation, and we‘re booked until next February. 

 

    MARCUS 

What about this table? 

 

    MICAH 

We save it for special occasions, such as your visit. 

 

    MARCUS 

The real reason? 

 

    MICAH 

No one wants it, sir. 
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    MARCUS 

Well, then, how ‗bout a bourbon? 

 

    MICAH 

May I see your identification, please? 

 

    MARCUS 

I‘m [insert age of actor portraying MARCUS over the legal limit].  

 

    MICAH 

Which I will soon be able to verify by checking your identification. 

 

    (MARCUS reveals his identification) 

 

    MARCUS 

[MARCUS says the age of the actor portraying MARCUS over the legal limit]. 

 

    MICAH 

Yes, I see. You were right. What kind of bourbon would you like, sir? 

 

    MARCUS 

The kind that gets here the fastest. 

 

    MICAH 

We have seventeen varieties— 

 

    MARCUS 

I‘ll take the cheapest one in the largest quantity you can give me mixed with 

the cola product you sell here. 

 

    MICAH 

I will relate your message to the bartender. Anything else? 

 

    MARCUS 

Do we get menus? 

 

    MICAH 

Are you here on a date? 

 

    MARCUS 

I will be. 
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    MICAH 

I figure you‘re on a first date since you look worried about this horrible table 

you‘ve obtained. Am I correct? 

 

    MARCUS 

You are. 

 

    MICAH 

I think it would be better if you wait for the lady… or gentleman. 

 

    MARCUS 

Lady, yes. 

 

    MICAH 

Of course, sir. If you have a menu, she may feel pressured, order out of haste, 

and choose something that causes a stomach reaction that ends your chances of 

a romantic evening. I assume you want to avoid that? 

 

    MARCUS 

I do. 

 

    MICAH 

Then I will bring you the menus when you need them. Anything else? 

 

    MARCUS 

How is this the quickest way of obtaining my brandy? 

 

    MICAH 

I thought it was bourbon— 

 

    MARCUS 

Either will work. I want the cheaper one. 

 

    MICAH 

Of course you do, sir. 

 

(MICAH exits. BELLE enters talking 

continuously as she sits down. She is dressed in a 

poorly-constructed sunflower costume, petals 

and all. She carries a purse, a photograph of 

MARCUS, a pen, and a legal pad with writing 

on it) 
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    BELLE 

—so sorry. I realize I am very late. You don‘t know the half of it. I came all 

the way over from St. Charles, where they‘re erecting new subdivisions, so I 

had to take three-seventy to two-seventy to seventy to one-seventy just to get 

to forty, and they‘re working on the new on-ramp, which doesn‘t have to close 

two lanes but did, trying to protect workers who are more than twenty feet 

from those big orange pillars they think can stop a semi, for some reason. So 

that‘s why I‘m late and I‘m sorry. 

 

    MARCUS 

…Um… Who are you? 

 

    BELLE 

Oh, heavens, where are my manners? My name‘s Belle. How are you, Mister 

Freeman? Or should I just call you Marcus? You are something of a celebrity. 

 

    MARCUS 

Marcus is fine. But why are you sitting at my table? 

 

    BELLE 

Oh, of course. Of course you want to know why this giant sunflower is sitting 

at your table. 

 

(Long pause while BELLE laughs at her stupid 

joke) 

 

    MARCUS 

…So. Why are you? 

 

    BELLE 

Why am I what? 

 

    MARCUS 

Sitting at my table. I‘m waiting for someone. 

 

    BELLE 

You‘ve been waiting for me. I knew you were. That‘s why I spent so long 

apologizing— 

 

    MARCUS 

I‘m not waiting for you. 

 

    BELLE 

Yes, you are. Amber sent me. 
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    MARCUS 

Amber… sent you. 

 

    BELLE 

Yes. 

 

    MARCUS 

Why would she do that? 

 

    BELLE 

Well, after the sexual harassment lawsuit, Amber‘s been very particular about 

the men she dates. Do you know about the lawsuit? 

 

    MARCUS 

The one in which she won five million dollars? Yes, I heard. 

 

    BELLE 

Then you can imagine she‘s reluctant to date men who are only after her for 

her money or who are simply weirdo creeps. 

 

    MARCUS 

I guess I can understand that. 

 

    BELLE 

What I have here is a list of topics you and I are to discuss during our dinner 

together. If you are opposed to this, you may leave now, but Amber will not 

give you a second chance. Also, if you choose to continue and your ideas do 

not match up with Amber‘s expectations, she will not give you a second 

chance. So… Shall we begin? 

 

    (CUSTOMER enters) 

 

    CUSTOMER 

Excuse me, you‘re The Corporate Ladder guy, aren‘t you? 

 

    MARCUS 

Something like that, yes. 

 

    CUSTOMER 

I‘d really like your autograph, but I have to run to the bathroom. Can I get it 

when I come back? 

 

    MARCUS 

Of course. No problem. 



Texas Tech University, Rodney Donahue, May 2011 
 

116 

    CUSTOMER 

Thanks so much. 

 

(CUSTOMER exits. MICAH enters with the 

drink, which she sets down, and menus, which 

she hands to BELLE and then MARCUS) 

 

    MICAH 

Good evening, miss, and welcome to Handshakes and Milkshakes, where we 

mix business and pleasure. My name‘s Micah and I‘ll be your server this 

evening. Is there anything I can get for you this evening? 

 

    BELLE 

What are you having, Marcus? 

 

    MARCUS 

Um. 

 

(He signals MICAH, indicating his actual drink 

should remain nameless) 

 

    MICAH 

The gentleman is drinking a combination of our various cola products. 

 

    BELLE 

That sounds great. I‘ll have that. 

 

    MICAH 

Of course, miss. Anything else? 

 

    BELLE 

What kind of appetizers— 

 

    MARCUS 

Wait! 

 

    BELLE 

What? 

 

    MARCUS 

Am I paying for your dinner? 
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    MICAH 

If you‘ll excuse me, miss, I‘ll put in your drink order while you, sir, figure this 

out. 

 

    (MICAH glares at MARCUS as she exits) 

 

    BELLE 

Isn‘t it customary for the man to pay for dinner? 

 

    MARCUS 

What? 

 

    BELLE 

This is a date, isn‘t it? 

 

    MARCUS 

Maybe for you, but— 

 

    BELLE 

You didn‘t come here with the intention of buying a lady dinner? 

 

    MARCUS 

Not just any lady. 

 

    BELLE 

Right. Amber. 

 

    MARCUS 

Right. Amber. Not… I don‘t know your name. 

 

    BELLE 

I told you when I got here. 

 

    MARCUS 

I was taken aback. You don‘t really expect me to remember— 

 

    BELLE 

You were probably just stunned by my beauty. 

 

(BELLE accentuates a flower petal with her hand 

as if accentuating her hair) 

 

    MARCUS 

That must have been it. 
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    BELLE 

Well, of course, I don‘t blame you. I suppose I can forgive you for that. My 

name‘s Belle. 

 

    MARCUS 

Marcus. Nice to meet you, Belle. 

 

    BELLE 

And you. 

 

    (They shake hands) 

 

    MARCUS 

As I was saying, I am not buying you dinner, Belle. 

 

    BELLE 

That‘s too bad. I guess our time is up. 

 

    (She begins collecting her things) 

 

    MARCUS 

What do you mean? 

 

    BELLE 

Well, if you‘re not payin‘, I‘m not stayin‘. 

 

    MARCUS 

But the legal pad— 

 

    BELLE 

—will say that you left the date before we even got started because you 

couldn‘t handle the pressure of living up to— 

 

    MARCUS 

—Fine, I‘ll pay. 

 

    BELLE 

Wonderful! 

 

(MICAH enters with another drink as MARCUS 

drinks his entire glass) 

 

    MICAH 

So, did we decide— 
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BELLE    MARCUS 

—He‘s paying.   —I‘m paying. 

 

    MICAH 

Good idea, sir. 

 

    MARCUS 

It wasn‘t even mine. I need another one. 

 

    MICAH 

Of course, sir. That was awfully quick. You might get a head… sugar rush, sir. 

 

    MARCUS 

In that case, why don‘t you just bring me two more next time around. 

 

    BELLE 

Is it any good? 

 

    MARCUS 

What? 

 

    BELLE 

The drink? 

 

    MARCUS 

Good enough to see through the bottom of the glass. 

 

    (BELLE sips) 

 

    BELLE 

Mine seems to have more Coke than Pepsi. Maybe you didn‘t mix mine as well 

as his. 

    MICAH 

I can believe that, miss. Would you like another, or would you prefer 

something else? 

 

    BELLE 

Why don‘t you just get me a bourbon and cola. I have a feeling this is going to 

be a long night. 

 

    (Long pause) 

 

    MICAH 

…Okay. 
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    (MICAH takes BELLE‘s drink and exits) 

 

    MARCUS 

Am I paying the bar tab? 

 

    BELLE 

What? 

 

    MARCUS 

I said, are you ready to rumble? 

 

    BELLE 

I have no interest in fighting you. 

 

    MARCUS 

I‘m glad. 

 

    BELLE 

Can we just start this thing? 

 

    MARCUS 

What a great idea. 

 

    BELLE 

So… 

 

    MARCUS 

…I thought you had a list of topics. 

 

    BELLE 

I do, but I thought you would at least ask me… 

 

    MARCUS 

…Ask you… about your sunflower costume? 

 

    BELLE 

What‘s wrong with it? You don‘t like it? 

 

    MARCUS 

Am I supposed to? 
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    BELLE 

This sunflower costume was made by the handicapped children I teach down at 

the hospital. How can you be so thoughtless as to attack something made by 

handicapped children? 

 

    MARCUS 

I‘m not attacking— 

 

    BELLE 

It must be nice, sitting up there on your pedestal— 

 

    MARCUS 

I didn‘t mean— 

 

    BELLE 

But could you imagine not being able to sit on a pedestal, because these 

handicapped children lack the body strength and coordination to sit on a 

pedestal! UGH! Even the pedestal you sit on mocks them! 

 

    MARCUS 

My best friend doesn‘t have the use of his legs. 

 

    BELLE 

He must be mentally handicapped, too, so he can‘t comprehend your cruel, 

insensitive bias against those less fortunate. 

 

    MARCUS 

He‘s the head of Research and Development at The Corporate Ladder! He 

invented The Corporate Ladder! With the Ultimate Catch System? He makes 

more money than I do! 

 

    BELLE 

Right. A man without the use of his legs invented The Corporate Ladder. 

Why? So there‘d be one more thing in this world he can‘t climb on? 

 

    MARCUS 

No. He lost the use of his legs because— 

 

(BELLE pulls a camera out of her purse and 

takes a picture of MARCUS, blinding him. She 

begins taking notes) 

 

    MARCUS (Cont.) 

Agh! What was that for? 
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    (MARCUS recovers, blinking) 

 

    MARCUS (Cont.) 

Hey, what are you doing? What are you writing? 

 

    BELLE 

I am writing what Amber needs to know about you. 

 

    MARCUS 

What? That I hate handicapped people? 

 

    BELLE 

So you admit it! 

 

    MARCUS 

Fine. Fine! There it is! You figured me out! I HATE HANDICAPPED 

PEOPLE! 

 

    (CUSTOMER enters from bathroom) 

 

    MARCUS (Cont.) 

Hey, you were in the bathroom while I announced to everyone else that I 

HATE HANDICAPPED PEOPLE! I just don‘t want you to feel left out in any 

way. You understand, don‘t you? 

 

    CUSTOMER 

My son‘s in a wheelchair! 

 

(CUSTOMER slugs MARCUS and exits. 

MARCUS lands on the table) 

 

    BELLE 

Well, I hope you‘re happy. This is the worst date I have ever been on. You 

should be ashamed of yourself. 

 

    MARCUS 

In case you haven‘t noticed, I don‘t care anymore. 

 

    BELLE 

To think there was a time I would have let you walk me to my door… 

 

    MARCUS 

Is it up steps, so the handicapped kids you teach can‘t get you? 
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    BELLE 

Good evening, Marcus! You‘re no match for Amber! 

 

(BELLE slaps MARCUS and exits. MARCUS 

begins gulping his second drink. MICAH enters) 

 

    MICAH 

Would you like me to bring you another one, sir? 

 

    MARCUS 

No, I have to drive home. I don‘t think I‘ll even get to this third one here. 

 

    MICAH 

Mind if I… 

 

    MARCUS 

You‘re allowed to drink on the job? 

 

    MICAH 

No. I‘m not. But sometimes you have to break the rules. 

 

(MARCUS shrugs. MICAH downs the entire 

glass) 

 

    MARCUS 

Wow! 

 

    MICAH 

You shouldn‘t have to drink alone tonight. 

 

    MARCUS 

You mind just bringing me the check? 

 

    MICAH 

Of course, sir. 

 

    MARCUS 

You know I don‘t really hate handicapped people. 

 

    MICAH 

Of course, sir. 

 

    MARCUS 

You‘re a good waitress. 
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    MICAH 

I know, sir. Sorry things didn‘t work out with the sunflower. 
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    SCENE THREE 

 

(Lights up on the conference room. CORY sits at 

the table. He plays with marbles. One marble 

rolls underneath the table. He climbs underneath. 

AMBER enters, setting pocket folders around 

the conference table; she is confused about the 

marbles. MARCUS enters. He is dressed in the 

clothes from the previous evening, except his 

jacket is gone, his tie is loose, and some buttons 

are undone; maybe one sleeve is rolled up) 

 

    AMBER 

The meeting‘s not for another— Marcus, you look terrible. 

 

    MARCUS 

We need to talk. 

 

    AMBER 

Okay. 

 

    (MARCUS pulls out a chair) 

 

    MARCUS 

Please. Sit down. 

 

    (AMBER sits in the designated chair) 

 

    AMBER 

Thank you. Are you going to sit— 

 

    MARCUS 

I don‘t think so. 

 

    (MARCUS will sit later, just not now) 

 

    AMBER 

Okay. What would you like to talk about? 

 

    MARCUS 

…What. Would. I. Like. To. Talk about. A reasonable question if ever I heard 

one. What would I like to talk about? What would you like to talk about? 
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    AMBER 

Well… I like talking about administrative duties. 

 

    MARCUS 

Administrative duties. Of course! A fine subject to talk about in casual 

conversation. Perhaps you asked the wrong question. You asked what I would 

like to talk about. You see, I would like to talk about how much I hate bowling, 

and how it‘s not really a sport. That‘s what I would like to talk about. But 

that‘s not what we need to talk about. 

 

    AMBER 

We don‘t need to, no. 

 

    MARCUS 

What do you suppose we need to talk about? 

 

    AMBER 

I don‘t know. I try not to suppose. The more time I spend supposing, the less 

actual work I get done. 

 

    MARCUS 

Ah. Excellent. A woman with the mind of a genius and the body of a lingerie 

model. 

 

    AMBER 

You realize that borders on sexual harassment. 

 

    MARCUS 

Does it? 

 

    AMBER 

Yes. 

 

    MARCUS 

You know a thing or two about sexual harassment? 

 

    AMBER 

Yes. 

 

    MARCUS 

…Well, we wouldn‘t want to cross that boundary, would we? 

 

    AMBER 

No, we wouldn‘t. 
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    MARCUS 

Let‘s not suppose, then. Let‘s talk about what we need to talk about. Do you 

have an idea of what we need to talk about? 

 

    AMBER 

I would guess we need to talk about last night. 

 

    MARCUS 

Last night? What happened last night? 

 

    AMBER 

I assume that‘s what you‘re getting at with all of these sarcastic segues. 

 

    MARCUS 

What would I possibly want to discuss about last night? Last night was great! I 

had a few glasses of bourbon— 

 

    AMBER 

—Glasses?— 

 

    MARCUS 

—a great waitress who deserved a much larger tip than the generous one I gave 

her, and, most importantly, I learned that one should never taunt a 

SUNFLOWER! 

 

    AMBER 

Marcus— 

 

    MARCUS 

Last night was the worst night of my life. I stood up in front of an entire group 

of people who I don‘t know and proclaimed to the world that I hate 

handicapped people just so I could end whatever you want to call whatever it 

was you set me up on last night… I am the face of The Corporate Ladder, 

Amber, did you know that? 

 

    AMBER 

Yes. 

 

    MARCUS 

Did you read the paper this morning? 

    AMBER 

No, I usually— 
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(MARCUS tosses a newspaper onto the 

conference table) 

 

    MARCUS 

Who‘s in the picture? 

 

    AMBER 

You. 

 

    MARCUS 

And the headline? 

 

    AMBER 

Local celebrity hates handicapped. 

 

    MARCUS 

And the by-line? 

 

    AMBER 

How did I know— 

 

    MARCUS 

—And. The. By-line? 

 

    AMBER 

By Belle Boxom. 

 

    MARCUS 

Do you know what‘s going to happen when President Topps comes in here and 

reads this? 

 

    AMBER 

She‘ll probably work with public relations to solve the problem. 

 

    MARCUS 

Except I‘m our public relations! I‘m the problem! 

 

    AMBER 

I didn‘t know this would happen. 

 

    MARCUS 

Why would you do this to me? Yesterday I asked you if you‘d like to go to 

dinner with me. I got us into the best restaurant in town— 
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    AMBER 

Belle said it was a bad table. 

 

    MARCUS 

I‘m going to let that one slide because… I don‘t have a reason to let it slide. 

No, wait. Yes, I do. I‘m a nice guy! That‘s right! I‘m a nice guy. I know it 

doesn‘t say that on your little report or whatever that crazy lady wrote, but I 

am a very nice guy. Who doesn’t hate handicapped people. 

 

    AMBER 

I know. 

 

    MARCUS 

That I‘m a nice guy or that I don‘t hate handicapped people? 

 

    AMBER 

That you‘re a nice guy. I mean, both. You‘re a nice guy and you don‘t hate 

handicapped people. I hope. 

 

    MARCUS 

How could you possibly know that? 

 

    AMBER 

You came in here to talk to me about last night. You didn‘t brush me off. You 

haven‘t yelled at me. Too much. You are attempting to find out why I did what 

I did, and you look horrible; I can tell you‘ve been working all night on how to 

tell me without ruining your chances of a real date with me. So yeah, you‘re a 

nice guy. 

 

    MARCUS 

Ruining a real date. What are you talking about? 

 

    AMBER 

I thought you wanted a date with me. Isn‘t that why you‘re here? 

 

    MARCUS 

…Um…Yeah. Really? I mean… Would you— 

 

    AMBER 

I would love to go on a date with you. 

 

    MARCUS 

Great. Wait, it will be with you, right? 
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    AMBER 

Yes. You‘ll have to get the okay from Cory again, though. 

 

    MARCUS 

I can do that. 

 

    AMBER 

Great. How about tonight? 

 

    MARCUS 

Where do you want to go? 

 

    AMBER 

I hear Handshakes and Milkshakes is the best restaurant in town. 

 

    MARCUS 

I‘ll get us a table; it might not be very good. 

 

    AMBER 

Whatever you want. 

 

    MARCUS 

Pick you up at seven? 

 

    AMBER 

Take all the time you need. You may want to take a shower before we go. 

 

    MARCUS 

Seven it is. 

 

    (MARCUS almost leaves) 

 

    MARCUS (Cont.) 

Amber? 

 

    AMBER 

Yes? 

    MARCUS 

You know I don‘t hate handicapped people, right? 

 

    AMBER 

I don‘t believe it for a second. 

 

    (AMBER places the folders and exits) 
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    MARCUS 

Let‘s hope the citizens of St. Louis feel the same way. 

 

(MARCUS looks out after AMBER as CORY 

crawls out from underneath the conference table. 

[While under the conference table, the director 

may, at times, make CORY a humorous focal 

point for the audience to laugh at.] CORY 

hyperventilates. He quickly pulls a chair back 

and sits, attempting to catch his breath) 

 

    MARCUS 

What is that sound—Cory? Are you okay? 

 

    CORY 

I‘m fine, I‘m fine. It‘s no problem. 

 

    (CORY calms down a bit) 

 

    MARCUS 

Good. Hey, I need to ask you another favor. 

 

    CORY 

I can‘t do it again, Marcus. 

 

    MARCUS 

What do you mean? 

 

    CORY 

I can‘t let you go out on a date with Amber again. 

 

    MARCUS 

How did you know what I was going to ask you? 

 

    CORY 

It doesn‘t matter how I know. 

 

    MARCUS 

I think it does. 

 

    CORY 

I was under the table. 
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    MARCUS 

Under the table? 

 

    CORY 

That‘s right. I was under the table. I didn‘t say I was proud of it. 

 

    MARCUS 

What were you doing under the table? 

 

    CORY 

How I got there is unimportant. What‘s important is that I know. 

 

    MARCUS 

Why can‘t I go out with her? 

    CORY 

Marcus… the President has already seen the morning paper. 

 

    MARCUS 

What? 

 

    CORY 

The face of The Corporate Ladder cannot parade around St. Louis with a 

sexual harassment magnet. Can you imagine the repercussions it could have on 

our sales? 

 

    MARCUS 

Our sales are already slipping. 

 

    CORY 

All the more reason we don‘t need bad publicity. 

 

    MARCUS 

I want to go out with her. 

 

    CORY 

You should have gone out with her last night. 

 

    MARCUS 

I tried to. 
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    CORY 

Well, I‘m not going to approve it today. Yesterday was a fluke, Marcus. I 

could have lost my job for allowing you to ask her out, and look what 

happened! Not again. I knew I should have said nothing, but I didn‘t, and I am 

not going to betray my conscience again. 

 

    MARCUS 

You think this is your fault. 

 

    CORY 

I‘m partly responsible, yes. If I had put my foot in my mouth and stopped you 

like I should have, we wouldn‘t be in this mess, and I‘m not going to take 

responsibility for another incident like the one that occurred last night. 

 

    MARCUS 

But you didn‘t do that; she did. 

 

    CORY 

Have you thought about the fact that if she wanted to go out with you she 

would have done so last night? 

    MARCUS 

She wanted to make sure I wasn‘t after her money. 

 

    CORY 

And you think she‘s going to go for a handicapped-hating— 

 

    MARCUS 

You know that‘s not true. 

 

    CORY 

I know Kevin‘s your best friend, but I‘m telling you that the boss isn‘t going to 

give you any breathing room here. She likes being on top, and right now we‘re 

in second place to your best friend‘s brother. Do you think she finds that 

coincidental? 

 

    MARCUS 

She‘ll think it‘s a conspiracy— 

 

    CORY 

And with good reason! If she thinks for one second last night was a last-ditch 

effort to undermine her authority over sending Kevin on a leave of absence, 

she‘ll do the same thing to you. As your racquetball partner, I‘m warning you: 

don‘t test her on this! 
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    MARCUS 

I am going on a date with Amber tonight. 

 

    CORY 

You aren‘t. 

 

    MARCUS 

I am. 

 

    CORY 

If I see you at Handshakes and Milkshakes tonight, Marcus, I swear… 

 

    MARCUS 

…What? What do you swear? 

 

    CORY 

I will no longer be your racquetball partner. 

 

    MARCUS 

Cory. 

 

    CORY 

Hey, you blackmailed me yesterday! I went home and cried about it for hours. 

I‘m not blackmailing you, Marcus, I‘m telling you the facts. 

 

    MARCUS 

It‘ll be your word against mine. 

 

    CORY 

Are you saying my word lacks credibility? No one challenges my word. 

 

    MARCUS 

I‘m the face of The Corporate Ladder; they want to believe me. 

 

    CORY 

I‘ll find a way to stop you. 

 

    MARCUS 

I‘d like to see you try. 

 

    (MARCUS turns to exit, but keeps his eyes fixed 

on CORY. As he does, LAUREN enters, running 

into him) 
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    LAUREN 

Marcus! 

 

    MARCUS 

Mrs. President. 

 

    LAUREN 

What is this? 

 

    (She throws a newspaper into his chest, knocking 

    him into the seat CORY was in) 

 

    MARCUS 

I had no idea— 

 

    LAUREN 

Yesterday we talked about the different kinds of publicity we need. 

 

    MARCUS 

Yes. 

 

    LAUREN 

Which of those categories do you think this fits into, Marcus? 

 

    MARCUS 

None of them? 

 

    LAUREN 

I think you‘re right. 

 

    CORY 

I think so, too. 

 

    LAUREN 

Shut up. 

 

    CORY 

Yes, Mrs. President. 

 

    LAUREN 

You can‘t just go lolly-poppin‘ any sucker you see on the street, Marcus. Just 

because you like the salty taste of sunflower seeds doesn‘t mean you should 

dress your girlfriends like ‗em! 
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    MARCUS 

She‘s not my— 

 

    LAUREN 

Shut up. 

 

    MARCUS 

Yes, Mrs. President. 

 

    LAUREN 

And if you think our sales amongst the differently-abled aren‘t going to be 

affected by this P.R. disaster, then maybe we should look for another— 

 

    MARCUS 

It was an awful joke made in very poor taste, Mrs. President. Rest assured it 

will never happen again. 

 

    LAUREN 

No bad publicity. I don‘t want to see anything like this from you ever! 

Understand? 

 

    MARCUS 

I understand. 

 

    LAUREN 

Good. 

 

    MARCUS 

May I say something? 

 

    CORY 

No. 

 

    LAUREN 

Yes. 

    MARCUS 

I just wanted you to know that this isn‘t my fault. 

 

    LAUREN 

How so? 

 

    MARCUS 

I was trying to go on a date with Amber. 
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    (CORY begins to hyperventilate) 

 

    LAUREN 

Zawesome? Did you know about this? 

 

    CORY 

I, sort of, authorized it. 

 

    LAUREN 

We talked about the problem with Amber‘s— 

 

    MARCUS 

Five million dollar sexual harassment compensation? 

 

    LAUREN 

How does he know about that? 

 

    MARCUS 

Old wheezy told me. 

 

    LAUREN 

Cory! 

 

    CORY 

He came in asking about dating a woman. I told him all I needed was the 

name, and he said hers. How was I supposed to tell him he couldn‘t do it? 

 

    LAUREN 

So you know… Okay. But this information doesn‘t leave this room, 

understand? 

 

    MARCUS & CORY 

Yes. 

 

    LAUREN 

Because if it does, we‘ll be sued for millions more in a breach of privacy suit 

under section ten, subsection five. 

 

    CORY 

Actually, it‘s section five, subsection ten. 

 

    LAUREN 

What did I say? 
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    CORY 

You said section— 

 

    LAUREN 

Oh, who cares what I said! Point is, we need to do some damage control. 

Marcus, you are not allowed to date Amber. 

 

    MARCUS 

You can‘t tell me who I can and can‘t— 

 

    LAUREN 

The contract you signed as an Executive Vice President says that I can, and I 

am taking full advantage of that privilege. If you don‘t like it, you can always 

resign? … I didn‘t think so. I want you to come up with a way to counter this 

public relations nightmare, understand? 

 

    MARCUS 

I‘ll have ideas first thing tomorrow morning. 

 

    LAUREN 

You‘re sure they won‘t be on my desk by the end of the day? 

 

    MARCUS 

I‘m certain that‘s what I meant to say. 

 

    CORY 

Mrs. President? 

 

    LAUREN 

Cory. 

 

    CORY 

If you don‘t mind, I‘d like to have a business meeting with you this evening. 

 

    LAUREN 

Why not right now? 

 

    MARCUS 

Yes, why not right now? 

 

    CORY 

Because I‘m not ready for it right now; but I will be ready for it this evening. 
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    LAUREN 

We can meet tomorrow morning after my meeting with Marcus. 

 

    CORY 

I really think it has to be tonight. 

 

    LAUREN 

You‘re very concerned about this. It‘s not like my lazy husband‘s making me 

dinner. Okay, where? 

 

    CORY 

Handshakes and Milkshakes? 

 

    LAUREN 

That‘s acceptable. Tonight, then? 

 

    CORY 

I‘ll pick you up at seven? 

 

    LAUREN 

We‘ll just meet there at seven-thirty. 

 

    CORY 

Wonderful. I think we‘ll accomplish quite a bit. 

 

    LAUREN 

I hope so. Get your facts ready by this evening, though. Don‘t come to me with 

meetings you‘re not ready for. 

 

    CORY 

Sorry, Mrs. President. 

 

    LAUREN 

Is there anything else I can do for you? 

 

    MARCUS 

I don‘t believe so. 

 

    LAUREN 

Good, because it‘s not even nine and I‘m ready for vodka. I mean bed. 

 

    (LAUREN exits) 
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    MARCUS 

You know what you are? 

 

    CORY 

What? 

 

    MARCUS 

You‘re a lousy racquetball partner! 

 

    CORY 

I may not move like you on the court, but off the court I am the master. 

 

    MARCUS 

You think you‘re smarter than me? 

 

    CORY 

I know I‘m smarter than you. 

 

    MARCUS 

I‘m going on the date with Amber, and I‘d love to see you stop me. 

 

    CORY 

I will stop you, because just like on the court, I‘m always one step ahead of 

you. 

 

    MARCUS 

Oh, yeah? 

 

    (MARCUS grabs the bag of marbles and dumps 

    them out; they roll everywhere) 

 

    CORY 

No! 

 

    MARCUS 

Let‘s see if you‘ll be a step ahead of me by the time you clean all those up. 

 

(CORY scurries to collect his marbles. 

MARCUS appears worried, as though he knows 

the marble-dropping is only a minor setback, and 

he really has no idea how he will not get caught 

on this date) 
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    SCENE FOUR 

 

(Lights up on the interior of Handshakes and 

Milkshakes. Same sucky corner. The enchanted 

grotto. MARCUS, clean and fixed up, and 

AMBER sit at the sucky table. There are much 

better tables in their field of vision. MARCUS is 

nervous, perhaps enough to sweat profusely) 

 

    AMBER 

This is nice. The enchanted grotto? 

 

    MARCUS 

Could be better. 

 

    AMBER 

I told you I don‘t mind. 

 

    MARCUS 

You did, didn‘t you? 

 

    AMBER 

What are you nervous about? 

 

    MARCUS 

Oh… So many things. 

 

    AMBER 

I‘m already here. There‘s no reason to be nervous. 

 

(Laughter. AMBER‘s is reassuring; MARCUS‘ 

is nervous) 

 

    MARCUS 

Okay. 

 

    (MICAH enters) 

 

    MICAH 

Good evening, miss, sir, and welcome to… How are you doing this evening, 

Mister Freeman? 

 

    MARCUS 

You remember me? 
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    MICAH 

Of course, I do. Everyone in town does. You have a very memorable… face, 

sir. 

 

    MARCUS 

Thank you. 

 

    MICAH 

Of course, sir. But where are my manners. Miss, welcome to Handshakes and 

Milkshakes, where we mix business and pleasure. 

 

    AMBER 

It‘s all pleasure this evening. 

 

    MICAH 

I‘m sure it is. Is there anything I can get you right away, a beverage or an 

appetizer? 

 

    AMBER 

I‘ll have a bourbon and cola. 

 

    MARCUS 

Same here. 

 

    MICAH 

Bourbon and cola, sir? 

 

    MARCUS 

Is there a problem? 

 

    MICAH 

No, sir, just trying to remember what kind of bourbon you would like. 

 

    MARCUS 

Same as last time. 

 

    AMBER 

No cheap stuff. 

 

    (MICAH looks to MARCUS, who nods) 

 

    MICAH 

Of course, miss. Anything else? 
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    MARCUS 

Actually, yeah, can I talk to you in private for a second? 

 

    MICAH 

Of course, sir. 

 

    MARCUS 

I‘ll just be a second. 

 

    AMBER 

That‘s fine. 

 

(MARCUS gets up and moves MICAH 

downstage) 

 

    MARCUS 

I‘m not supposed to be here. 

 

    MICAH 

Actually, my manager said you‘re the best publicity we‘ve had in ages— 

 

    MARCUS 

That‘s not what I mean. I‘m not supposed to be here with her. 

 

    MICAH 

I see. Things are looking up with the sunflower? 

 

    MARCUS 

No, absolutely not. My boss told me that if I— 

 

    MICAH 

—Show up here with her that you‘ll be put on a six-month leave of absence. 

 

    MARCUS 

Yeah. How‘d you know? 

 

    MICAH 

He‘s sitting right over there. 

 

(MICAH points. MARCUS drops to the ground. 

MICAH moves in front of him) 

 

    MICAH (Cont.) 

With all due respect, sir, you don‘t know what‘s been on that floor. 
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    (RUDY enters, tripping over MARCUS) 

 

    RUDY 

Goodness, gracious, I‘m terribly sorry, I… Marcus Freeman? 

 

    MARCUS 

Rudy Stone. 

 

    RUDY 

That‘s so interesting. I didn‘t expect to find crap on the way to the bathroom. 

 

    (RUDY exits to bathroom) 

 

    MARCUS 

Are they looking this way? 

 

    MICAH 

No, you‘re clear. 

 

    (MARCUS scurries to his table) 

 

MICAH (Cont.) 

I‘ll get those drinks for you now. 

 

    (MICAH exits) 

     

AMBER 

Marcus? 

 

    MARCUS 

Yes, Amber? 

 

    AMBER 

Is everything alright? 

 

    MARCUS 

Why should anything be the matter? 

 

    AMBER 

You‘re sweating. 

 

    MARCUS 

It‘s just a little hot in here. 
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    AMBER 

Is there anything I can do to make you feel more comfortable? 

 

    MARCUS 

Believe me, there‘s nothing wrong with you. 

 

    AMBER 

It‘s the restaurant, isn‘t it? 

 

    MARCUS 

How so? 

 

    AMBER 

You said we wouldn‘t have a great table, and it‘s getting you all worked up, 

isn‘t it? 

 

    MARCUS 

It is? I mean, it is! I‘m uncomfortable. Because I want this evening to go well. 

And I‘m worried this table is preventing the date from going well. 

 

    AMBER 

That‘s adorable. 

 

    MARCUS 

Well— 

 

    AMBER 

Let‘s go. 

 

    MARCUS 

I don‘t know if that‘s— 

 

    AMBER 

—Come on! 

 

(AMBER stands. MARCUS grabs her hands and 

pulls her back to her seat) 

 

    MARCUS 

No! We ordered drinks. 

 

    AMBER 

We did, didn‘t we? Let‘s have a drink. 
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    MARCUS 

I can‘t wait. 

 

    AMBER 

Good. 

 

    (They wait) 

 

    AMBER (Cont.) 

So… What should we talk about? 

 

    MARCUS 

Do you think bowling is a sport? 

 

    AMBER 

Only the best on the planet. 

 

    MARCUS 

Really? 

 

    AMBER 

Oh, yeah. I was captain of my high school bowling team. We went to state. 

 

    MARCUS 

Really. You like bourbon? 

 

    AMBER 

I do. 

 

    MARCUS 

Me too. I could really use some. 

 

    AMBER 

You seem distracted. 

 

    MARCUS 

I just thought I recognized someone. 

 

    AMBER 

Who? 

 

    MARCUS 

Don‘t look! 
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    AMBER 

Okay. 

 

(They don‘t look. MICAH enters with drinks and 

menus) 

 

    MICAH 

I brought you some menus. I figured you‘d want them, especially you, sir. 

They‘re a little blurry this evening, so you‘ll have to look real close at them, 

but only when I tell you. 

    AMBER 

That‘s weird. 

 

    MICAH 

Yes. Yes, it is weird. This is a weird restaurant. 

 

    MARCUS 

Thank you very much. 

 

    MICAH 

I think you may want to have a look at it now, sir. 

 

    MARCUS 

Why would I… 

 

(LAUREN enters. MARCUS shoves the menu 

into AMBER‘s face and holds up his own. 

LAUREN proceeds to the bathroom. RUDY 

enters. He and LAUREN meet face to face) 

 

    LAUREN 

Rudy. 

 

    RUDY 

Lauren. Some kind of Corporate Ladder party? 

 

    LAUREN 

Just me and my Human Resources Manager. Nothing… inappropriate. 

 

    RUDY 

What ever you say. I just didn‘t know there‘d be crap when I left the bathroom.  

 

    LAUREN 

You speak to a lady in the most disgusting manner. 
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    RUDY 

I would never speak that way to a lady. 

 

    (RUDY exits) 

 

    LAUREN 

I hate that man. 

 

    MICAH 

I‘ll look into it, ma‘am. 

 

    LAUREN 

See that you do. 

 

    (LAUREN exits to bathroom) 

 

    AMBER 

These menus really are hard to read. 

 

    MARCUS 

Do we need the menus anymore? 

 

    MICAH 

No, sir. 

 

(MARCUS sets the menus down) 

 

    AMBER 

But I don‘t know what I want. 

 

    MARCUS 

We have to go, Amber. 

 

    AMBER 

What about the drinks? 

 

    MARCUS 

We‘ll get them somewhere else. 

 

    AMBER 

But we haven‘t paid for them. 

 

    MICAH 

Your drinks are on the house. 
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Why are our drinks on the house? 

 

    MICAH 

I owe him one. 

 

    AMBER 

Why do you owe him one? Marcus, why does she owe you one? One what? 

 

    MARCUS 

It doesn‘t matter, does it? A free drink‘s a free drink, right? Micah, thanks 

again. I‘ll make it up to you. 

    MICAH 

Don‘t worry about it, sir. Have an excellent evening. Come back anytime. 

 

    MARCUS 

Thank you. Come on, let‘s get out of here. 

 

(MARCUS and AMBER stand. MARCUS 

gasps, throws AMBER into her seat, shoves the 

menu into her face, and hides himself with his 

menu. CORY enters, holding it in) 

 

    CORY 

I can make it, I can make it, I can make it… 

 

(CORY says this until he exits to bathroom. 

Pause) 

 

    AMBER 

So confused.  

 

    MICAH 

Sir? 

 

    MARCUS 

Yes? 

 

    MICAH 

Don‘t move. 

 

    MARCUS 

Okay. 
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    AMBER 

Can I move? 

 

    MICAH 

No. 

 

    AMBER 

I don‘t like it here. 

 

    (LAUREN and CORY enter) 

 

    LAUREN 

I was in the bathroom first! 

 

    CORY 

I had to go! You‘d think a fancy place like this would have more than one 

restroom! 

 

    LAUREN 

This is not a date. 

 

    CORY 

I know. 

 

    LAUREN 

You said this was a business meeting, and I get here, and… What‘s your 

slogan, miss? 

 

    MICAH 

We mix business and pleasure, ma‘am. 

 

    LAUREN 

This is only business; not pleasure. Am I understood? 

 

    CORY 

Yes, ma‘am. 

 

    LAUREN 

I am a sort-of-happily married woman, Cory, and I will not ruin my sub-par 

relationship with my husband for someone like you. Is that clear? 

 

    CORY 

It is, ma‘am. 
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    LAUREN 

I mean, you would have to at least work out a couple more times a week. 

 

    CORY 

Yes, ma‘am... May I go to the bathroom now? 

 

(LAUREN sighs and exits. CORY races into the 

bathroom) 

 

    MICAH 

All clear. 

 

    (AMBER takes the menu off her head) 

 

    AMBER 

What is the matter, Marcus? 

 

    MARCUS 

I didn‘t exactly… get permission to ask you out. 

 

    AMBER 

What? 

 

    MARCUS 

I was going to, but I‘m the Executive Vice President of Public Relations for 

The Corporate Ladder, as well as St. Louis‘ latest bigot, and you‘re the 

recipient of a five million dollar settlement in a sexual harassment lawsuit. You 

don‘t see why our bosses would find that a bit of a problem? 

 

    AMBER 

So you asked me out and you didn‘t get permission? Marcus, I could get fired. 

It‘s hard enough for a millionaire to get a job she likes doing, let alone getting 

fired from one. 

 

    MARCUS 

You‘re not going to get fired. 

 

    AMBER 

Not if they don‘t find out. 

 

    MICAH 

Miss, would you like me to secure an exit strategy? 
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Would you? 

 

    MICAH 

Of course, miss. 

 

    AMBER 

You‘re a good waitress. 

 

    MICAH 

I know, miss. Menus. 

 

(The menus hide them. CORY enters from the 

restroom) 

 

    CORY 

A date. Excuse me, miss? 

 

    MICAH 

Yes, sir? 

 

    CORY 

If you ask your boss to dinner to find two people together who aren‘t supposed 

to be together, but you don‘t tell your boss what you‘re doing at dinner, is that 

a date? 

 

    MICAH 

Yes, sir. 

 

    CORY 

But I don‘t want it to be a date! 

 

    MICAH 

Tell her. 

 

    CORY 

I can‘t tell her. If I do I‘ll… Not your problem. Say, do you know that guy who 

was in here last night? 

 

    MICAH 

Many gentlemen frequented our establishment last night. 

 

    CORY 

I‘m talking about the one who hates handicapped people. 
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    MICAH 

What, sir? 

 

    CORY 

The guy… who hates handicapped people? He was here last night? Do you 

know who I‘m talking about? 

 

    MICAH 

No, sir, and frankly, if this hater of the handicapped is associated with you, I 

don‘t think I would like to help you anymore. 

 

    (MICAH turns her back to CORY) 

 

    CORY 

Can‘t blame you for that. 

 

    (CORY exits) 

 

    MICAH 

All clear. I‘ll see what I can do. 

 

    (Menus down. MICAH exits) 

 

    AMBER 

I can‘t believe you didn‘t get permission. 

 

    MARCUS 

I did get permission, but you ruined it by setting me up with that reporter. 

 

    AMBER 

She‘s my best friend! 

 

    MARCUS 

Well, if that‘s the kind of company you keep… 

 

    (Silence. AMBER picks up her purse) 

 

    MARCUS (Cont.) 

Oh, no, Amber, I‘m sorry. It just came out. I didn‘t mean it. 

 

    AMBER 

Yes, you did, and this isn‘t going to work. 
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    MARCUS 

Please give me another chance. 

 

    AMBER 

You forgot; this was another chance. 

 

    CUSTOMER (OS) 

There he is! 

 

    MARCUS 

…Oh. No. 

 

    (CUSTOMER enters with MICAH in pursuit) 

 

    CUSTOMER 

I thought I‘d find you here. 

 

    MICAH 

Sir, I can only get you another table after you sign the waiting list, which will 

qualify you for a reservation in roughly six-to-eight— 

 

    CUSTOMER 

Can it, cutie! I talked with my spouse about you! 

 

    MARCUS 

Could you please keep it down! I‘m trying to have a conversation with this 

lovely young lady. 

 

    AMBER 

Actually I was just leaving. 

 

    (CORY enters with LAUREN) 

 

    CORY 

See! I told you they were here! I told you! 

 

    LAUREN 

What are you doing here with her? I told you— 

 

    AMBER 

He‘s not with me. 

 

    CUSTOMER 

Hey, butt out, ladies! I‘m going to teach this guy a lesson. 
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    LAUREN 

If you attack this man, I promise our legal division will make medical bills 

look like minimum wage with what you‘ll have to pay! 

 

    CUSTOMER 

You can‘t do that? 

 

    LAUREN 

We‘re The Corporate Ladder. We can do anything. 

 

    (RUDY enters) 

 

    RUDY 

Well, look at this meeting of the minds. And you, Corporate Ladder got you 

down? 

 

    CUSTOMER 

Yeah! 

 

    RUDY 

Here‘s my card. Give me a buzz sometime. The Easy Step-to-Success is just a 

phone call away. 

 

    CUSTOMER 

Gee, thanks. I still hate the rest of you! 

 

    (CUSTOMER exits) 

 

    LAUREN 

Rudy, get out of here. 

 

    RUDY 

I‘m interested to see how this plays out. I thrive on the demise of my 

competitors. 

 

    LAUREN 

No demise here. Just mixing business with pleasure, right? 

 

    (Awkward smiles) 

 

    AMBER 

Some of us aren‘t. 
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Amber, wait— 

 

    AMBER 

You know, I bet when I leave the room you make it like it‘s a movie, and I 

move in slow motion, like I‘m some object to be gazed upon only by you, huh? 

 

    MARCUS 

…Absolutely not. 

 

    AMBER 

(sad/embarrassed) 

Right. Of course you don‘t. You don‘t get it, do you? You‘re the Head of 

Public Relations; you get to sit around all day doing nothing. You don‘t know 

what it‘s like to want to work. I don‘t want to lose this job. I had enough 

problems losing my last one. You think that because The Corporate Ladder has 

a few dents in it the whole thing‘s busted, well, you‘re wrong. All of you are. 

You think you can just have rules and that makes everything okay. You can 

break them, why not, it only matters that the rules exist, well, it‘s not okay! 

Rules are made for a reason. I lost my last job because I dated my supervisor, 

and when I broke it off he fired me. Do you have any idea how that felt? Of 

course you don‘t. You sit in your office, twiddling your thumbs, planning 

extravagant dates with otherwise normally unobtainable women, and you 

expect everything to just work out fine. Well, it doesn‘t. Whether you think so 

or not, there‘s a reason we have red tape. It‘s not always a bad thing… Excuse 

me. 

 

    (AMBER exits) 

 

    CORY 

…I assure you, The Corporate Ladder has no dents.  

 

    RUDY 

Of course not. And last week I didn‘t surpass you in sales.  

 

    (RUDY exits) 

 

    LAUREN 

You were right, Cory. You said he‘d do it anyway. Mister Freeman, I‘d like to 

see you in my office at eight sharp. 

 

    MARCUS 

I‘ll be there. 
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    LAUREN 

See that you are. 

 

    (LAUREN exits) 

 

    CORY 

I told you not to do it, Marcus. This is why we have rules. 

 

    MARCUS 

But I didn‘t go out with her the first time. 

 

    CORY 

What do you want me to do? 

 

    MARCUS 

Is there anything you can do? 

 

    CORY 

The only thing I can do is tell you that I told you so. 

 

    MARCUS 

What? 

 

    CORY 

I told you to leave it alone. But you couldn‘t, could you? Just had to go out 

with Amber Zawesome. Well, she‘s mine, okay? 

 

    MARCUS 

She‘s what? 

 

    CORY 

What? 

 

    MARCUS 

You just said she‘s yours. 

 

    CORY 

You must have misunderstood me; I said… Uh… 

 

    MARCUS 

You wanted her all along? 

 

    CORY 

Maybe. I mean… No! 
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    MARCUS 

I don‘t believe this! 

 

    CORY 

Maybe now you‘ll stay away from her. 

 

    MARCUS 

Are you threatening me? 

 

    CORY 

We‘re sending you on a leave of absence tomorrow, Marcus. And it‘s going to 

be a long one. We can‘t fire you, because if we do, you can freely date Amber. 

But by the time you get back, Amber will have forgotten who you are, and not 

because you got a new haircut or something, it‘ll be because she‘s having the 

best time of her life with the Human Resources Manager of The Corporate 

Ladder. And we‘ll live our perfectly-administrated lives together from nine-to-

five and from five-to-nine. And it will be glorious… 

 

(CORY basks in the spotlight. MARCUS fumes, 

and then he punches CORY in the face) 

 

    CORY (Cont.) 

Oh, Marcus… You shouldn‘t have done that in front of all of these people. 

Your leave of absence may have to be extended beyond the usual limitations. 

Take a nice vacation. You‘ve earned it. 

 

    (CORY exits) 

 

    MARCUS 

This was bad, wasn‘t it? 

 

    MICAH 

Yes, sir. 

 

    MARCUS 

I‘m in trouble, aren‘t I? 

 

    MICAH 

Yes, sir. 

 

    MARCUS 

What should I do? 

 

    (MICAH grabs the glasses from the table) 
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    MICAH 

Drink, sir. 

 

    (The two drink. Lights out) 
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    ACT TWO 

 

    SCENE ONE 

 

 (Lights up on MARCUS‘ bachelor pad, which is 

actually quite bare, aside from empty bottles. 

MARCUS and KEVIN sit, drunk. MARCUS 

reads The Corporate Ladder Guidelines and 

Policies Manual, which will be with him 

throughout Act Two: Scenes One, Two, and 

Three) 

 

    MARCUS 

I have been accused of violating The Corporate Ladder Guidelines and Policies 

section thirty-one, subsection fifteen. 

 

    KEVIN 

No, it‘s section fifteen— 

 

    MARCUS 

Who cares. 

 

    KEVIN 

There are over a thousand policies in that manual. How can anyone manage to 

keep them all? 

 

    MARCUS 

A violation of this sort will require a long leave of absence. Six months is the 

maximum. Also, under section three, subsection two, I have intentionally done 

harm to a fellow employee of The Corporate Ladder. A violation of this sort 

will require a long leave of absence as well. Six months is the maximum, 

however… Under section three, subsection ten, when two penalties of a certain 

magnitude occur within forty-eight hours, the maximum penalties may be 

combined to form a super-maximum penalty. 

 

    KEVIN 

Is that the official term? 

 

    MARCUS 

It‘s in the book. 

 

    KEVIN 

It sounds stupid. 
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    MARCUS 

Anyways… Super-maximum penalty. One year. Me. Leave of absence. 

 

    KEVIN 

Hey, your speech is slurring. 

 

    MARCUS 

That‘s because I‘ve been drinking for quite some time. Help me look for a 

bottle with something in it. Where‘s the tequila? 

 

    KEVIN 

I finished it. 

 

    MARCUS 

You did? I thought I did? As I was saying, I will not be allowed on the 

premises, I will not be allowed to associate with any other business 

organizations, and I most certainly will not be allowed to socialize with Amber 

Zawesome. These are the terms. They are non-negotiable. 

 

    KEVIN 

It‘s not so bad. Look on the bright side: we have six months to spend drinking 

until we‘re blue in the face. 

 

    MARCUS 

We‘re already blue in the face. 

 

    KEVIN 

Then we should stop drinking. 

 

    (KEVIN finds a partially-filled bottle and drinks) 

 

    MARCUS 

What are we doing here? 

 

    KEVIN 

Drinking… Should we be doing something else? 

 

    MARCUS 

I have to do something. 

 

    KEVIN 

Why? 
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    MARCUS 

I can‘t just sit here. 

 

    KEVIN 

Why not? You‘ve been sitting around for years. 

 

    MARCUS 

Have not. 

 

    KEVIN 

Oh, don‘t act like you have a hard job. 

 

    MARCUS 

I work. 

 

    KEVIN 

On what? 

 

    MARCUS 

Weekdays. 

 

    KEVIN 

Yeah. You contribute to society in so many ways. 

 

    MARCUS 

What‘d you ever do? 

 

    KEVIN 

I invented The Corporate Ladder. 

 

    MARCUS 

I can‘t just sit here and take it. Not anymore. 

 

    KEVIN 

The tequila? 

 

    MARCUS 

No, the leave of absence. I have to do something. 

 

    KEVIN 

What are you going to do? Section one, subsection one: The Corporate Ladder 

is the top. 
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    MARCUS 

I don‘t know. All I know is I‘m sick of bureaucracy. 

 

    KEVIN 

Me, too. 

 

    MARCUS 

To being sick of bureaucracy! 

 

    KEVIN 

Being sick! 

 

    (They drink) 

 

    MARCUS 

How does one combat it? 

 

    KEVIN 

Bureaucracy? Wait in line, like everybody else. 

 

    MARCUS 

That‘s what I mean! All these guidelines, policies, regulations, everybody just 

takes it. 

 

    KEVIN 

That‘s what you‘re supposed to do. 

 

    MARCUS 

But why? 

 

    KEVIN 

Because someone said so. And wrote it down. 

 

    MARCUS 

That was a rhetorical question. 

 

    KEVIN 

So I shouldn‘t have answered? 

 

    MARCUS 

You‘re making me lose my train of thought. 

 

    KEVIN 

It‘s the alcohol. 
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    MARCUS 

What can we do to stop it? 

 

    KEVIN 

Just go around it. 

 

    MARCUS 

What? 

 

    KEVIN 

Go around the bureaucracy. Go to the top. Ask the president to give you your 

job back. 

 

    MARCUS 

What did you say? 

 

    KEVIN 

I said ask the president to give you your job back. 

 

    MARCUS 

That‘s exactly what I‘ll do. I‘ll ask the President to give me my job back. 

 

    KEVIN 

That‘s the spirit. 

 

    MARCUS 

Let‘s find some tickets. 

 

    KEVIN 

Tickets?  

 

    MARCUS 

To Washington, D.C. 

 

    KEVIN 

Why? 

 

    MARCUS 

To ask the President to give me my job back. 

 

    KEVIN 

Wrong President. 
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    MARCUS 

Why not? I mean, if the President can fire air traffic controllers on a legitimate 

strike, wouldn‘t you think he‘d be able to get me my job back? 

 

    KEVIN 

In theory. 

 

    MARCUS 

I‘m done with theory. Time for action. I have to get to the President. 

 

    KEVIN 

Right now? I bet he‘s asleep. Besides, it‘ll take some time to meet the 

President. 

 

    MARCUS 

Why? 

 

    KEVIN 

Because you have to fill out like a thousand pieces of paper just to ask for an 

audience, and even then nothing‘s guaranteed. 

 

    MARCUS 

Then I‘ll go around it. 

 

    KEVIN 

Around the paperwork? 

 

    MARCUS 

Around everything. I have to get directly to the President no matter what the 

cost. 

Kevin… I have a plan. You bring your drum? 

 

(Lights fade out. Sound of a drum offstage 

begins lightly and builds until…) 
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SCENE TWO 

 

(KEVIN, on the far end of the stage, is lit 

somewhat. He beats on a drum.  Triplets, rolls, 

rimshots, paradiddles. It must sound militaristic. 

The rest of the stage is barely lit; MARCUS is 

onstage but blends in. Piles of grass, weeds, or 

bushes are attached to the top of his head and his 

back so he appears to be ―one‖ with nature) 

 

    MARCUS 

Our hero seeks an audience with the President of the United States, single-

handedly the most-protected individual on the planet. He is guarded by the top 

one percent of the Secret Service, the Army, and the Marine Corps. With that 

amount of red tape to break through, how can our hero, a white-collar office 

executive, obtain such an audience? 

 

(Green and yellow light floods the stage, as 

though the audience is watching through a night 

vision lens, MARCUS is no longer hidden from 

the audience) 

 

    MARCUS (Cont.) 

The Secret Service, the Army, and the Marines have no idea that this dime-a-

dozen everyman is actually the world‘s foremost expert on the art of stealth. So 

good is he at stealth, that the other experts in the same art are completely 

unaware of his existence because he is so much stealthier. It is because they are 

unaware of his prowess, nay, his very existence that our hero will be able to 

reach the President without even the grass he crawls on knowing he was ever 

there. 

 

    (Drumming stops) 

 

    KEVIN 

Aren‘t you forgetting something? 

 

    (A red laser lands on MARCUS) 

 

    MARCUS 

What‘s that? 
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    KEVIN 

The grass doesn‘t carry a thirty-ought-six searching for stealthy trespassers, 

just the snipers on every building in downtown Washington, D.C. guarding the 

lawn to the Oval Office. 

 

(Lights out, except for on KEVIN. GUNSHOT. 

After a moment, KEVIN continues his 

militaristic drumming. A spot hits MARCUS in 

mid-air, free-falling. He wears a jumpsuit and a 

black helmet that shields his face) 

 

    MARCUS 

What about a HALO jump? My cousin‘s a flight instructor at Baltimore. I‘m 

sure I can cover the cost of taking me over Washington, D.C. on my salary. 

30,000 feet‘s all I need! Pull the chute before I hit the ground, I‘ll only be 

suspended about six seconds. 

 

    (Sound of parachute opening. Drumming stops) 

 

    KEVIN 

Marcus? 

 

    MARCUS 

What? 

 

    KEVIN 

Six seconds? 

 

    (Red laser hits MARCUS again) 

 

    MARCUS 

How can anybody get off a decent shot in six— 

 

(Lights out and GUNSHOT. After a moment, 

drumming continues. Lights onstage fade up on 

MARCUS over the course of ten seconds. He is 

crouched down) 

 

    MARCUS (Cont.) 

Then there‘s only one way to get to the President. 

 

(Once the fade is complete, MARCUS emerges 

from his crouch with large, over-sized assault 

rifles in his arms) 
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    MARCUS (Cont.) 

Right through the front door. 

 

(Blackout. Muzzle-fire appears as thousands of 

GUNSHOTS are heard over the course of ten 

seconds and KEVIN stops drumming; muzzle-

fire ends one-second into the ten. Silence. 

Spotlight on MARCUS‘ dead, bullet-ridden, 

unrecognizable body) 

 

    KEVIN 

That‘s it? That‘s your plan. 

 

(Lights up. MARCUS enters; his corpse is still 

onstage) 

 

    MARCUS 

It‘s a good plan! 

 

    KEVIN 

It‘s a horrible plan! Look at you! 

 

    (They look at the corpse) 

 

    MARCUS 

That‘s only this plan. In the others— 

 

    KEVIN 

In the others you‘re only shot once because a Marine Corps sniper will only 

need one bullet! If you take on the Army and Secret Service, they‘ll make sure 

your funeral‘s closed-casket! 

 

    MARCUS 

I‘m out of ideas. 

 

    KEVIN 

Really? 

 

    MARCUS 

Every other idea involves exactly the kind of red tape I‘m trying to avoid.  

 

    KEVIN 

For cryin‘ out loud, he‘s the President of the United States! So you have to fill 

out a couple hundred forms to talk to him. 
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    MARCUS 

But I shouldn‘t have to. I mean, there are people in this world that don‘t have 

to fill out a hundred forms to talk to the President. 

 

    KEVIN 

I know. 

 

    MARCUS 

And not even dignitaries. Just normal, everyday people. Relatives, old 

friends— 

 

    KEVIN 

Like my brother. 

 

    MARCUS 

What? 

 

    KEVIN 

My brother Rudy. He can talk to the President whenever he wants. 

 

    MARCUS 

How? 

 

    KEVIN 

Rudy and the President were fraternity brothers at the University of Iowa. 

 

    MARCUS 

Why didn‘t you tell me this before? 

 

    KEVIN 

It‘s not something I usually bring up in conversation. ―Hey, did you know my 

brother and the President are fraternity brothers?‖ 

 

    MARCUS 

I mean why didn‘t you tell me this before I came up with all these stupid ideas. 

 

    KEVIN 

You said they weren‘t stupid. 

 

    MARCUS 

Look. There‘s my corpse. 

 

    (They look at the corpse) 
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    KEVIN 

…No. 

 

    MARCUS 

Kevin, please, I‘m begging you. 

 

    KEVIN 

We haven‘t spoken in five years, Marcus. He‘s not even my brother anymore, 

really. 

 

    MARCUS 

You stopped talking to him, right? 

 

    KEVIN 

The day he put the patent on the step ladder. 

 

    MARCUS 

Would it be too much to assume that he may still want to rekindle the 

relationship? 

 

    KEVIN 

I‘m sure he does. 

 

    MARCUS 

Can‘t we— 

 

    KEVIN 

You‘re asking me to rekindle a fake relationship with my brother who 

desperately seeks my approval even though he stole the second-greatest idea 

I‘ve ever had? 

 

    MARCUS 

You‘re right. That would be wrong. 

 

    KEVIN 

Unless… 

 

    MARCUS 

Unless. 

 

    KEVIN 

Unless I tell him I want to rekindle our relationship, we use him only to get 

you to the President, and then I leave him in the dust again, heartbroken! 
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    MARCUS 

No, I don‘t think— 

 

    KEVIN 

Don‘t you want to meet the President? 

 

    MARCUS 

Not at the cost of your brother‘s well-being. 

 

    KEVIN 

He‘s an enemy of The Corporate Ladder. 

 

    MARCUS 

And so am I! Right now. So are you, for that matter. The Corporate Ladder 

turned its back on us. If we have to break bread with its enemies to get it to 

turn around, so be it! 

 

    KEVIN 

Then we‘ll do it. But I will not leave arm-in-arm with my brother! 

 

    MARCUS 

Kevin— 

 

    KEVIN 

You have to make a decision sometime, Marcus. I made mine. I chose The 

Corporate Ladder over my brother because they were good to me… then. You 

have to make a decision, too. What‘s more important: meeting the President, or 

not meeting the President? Either way, the future holds that I will not speak to 

my brother. 

 

    MARCUS 

Then I may as well meet the President. 

 

    KEVIN 

I‘ll make the arrangements. 

 

    MARCUS 

Good. And Kevin? You think you could go ahead and get that out of here? 

 

    (MARCUS indicates the corpse) 

 

    KEVIN 

No problem. 
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    MARCUS 

At least think about connecting— 

 

    KEVIN 

Not another word on the matter. 

 

(MARCUS decides not to speak. He exits. 

KEVIN rolls over to the corpse, attaches it to the 

wheelchair, and rolls offstage dragging the 

corpse as the lights fade to black) 
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    SCENE THREE 

 

(Lights up on the enchanted grotto of 

Handshakes and Milkshakes. RUDY sits at the 

table, waiting. MICAH enters) 

 

    MICAH 

Good evening, sir, and welcome— 

 

    RUDY 

I know the speech. Is there any way I could get a better table? 

 

    MICAH 

You could make a reservation. 

 

    RUDY 

That‘ll take forever. 

 

    MICAH 

I trust you don‘t have forever? 

 

    RUDY 

I do not. I‘m a salesman. I have to keep moving; I can‘t keep waiting. 

 

    MICAH 

I see, sir. May I get you a drink while you‘re… not waiting? 

 

    RUDY 

Water, please. 

 

    MICAH 

Excellent choice. 

 

    RUDY 

It‘s just water. 

 

    MICAH 

People at this table have made some bad decisions consuming beverages other 

than water. 

 

    RUDY 

I know. I was here. 
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    MICAH 

I‘ll bring your water right out for you. 

 

    RUDY 

Could you get this chair? 

 

    MICAH 

I thought you wanted a table for two? Is there no lady? 

 

    RUDY 

I‘m meeting a gentleman. 

 

    MICAH 

I see. 

 

    RUDY 

Not in that kind of way. He‘s my brother. 

 

    MICAH 

I see. Why am I taking the chair away? 

 

    RUDY 

Because he‘s in a wheelchair. 

 

    MICAH 

Right away, sir. 

 

(MICAH exits with chair. KEVIN enters and 

wheels up to the table) 

 

    KEVIN 

Rudy! 

 

    RUDY 

Kevin, it‘s so good to see you. You‘re looking well. 

 

    KEVIN 

Well, I‘m not walking yet, but the doctors say there‘ll be hope when I‘m dead. 

 

    RUDY 

Glad to see you still have your sense of humor. 
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    KEVIN 

Well, after falling off our roof, I realized life‘s too short to worry about not 

having the ability to control the lower half of your body. 

 

    RUDY 

It was so clear to you what you had to do. How did you put it? 

 

    KEVIN 

If only there was some way for people to fall off their roofs and not have to 

worry. And The Corporate Ladder was born. 

 

    RUDY 

(indicating the wheelchair) 

I‘m just sorry you had to pay the price. 

 

    KEVIN 

Hey, if not me, someone else, right? 

 

    RUDY 

Right…  

 

    (A sudden change in tone that surprises neither) 

 

    RUDY (Cont.) 

You don‘t want to be here, do you? 

 

    KEVIN 

Not a second longer than I have to. 

 

    RUDY 

Then make it quick so I can get about my business. 

 

    KEVIN 

You‘d like that, wouldn‘t you? Getting back to your business. Yours, and only 

yours. 

 

    RUDY 

You said the idea was mine to have. 

 

    KEVIN 

The idea. Not the patent. 

 

    RUDY 

We‘re just going in circles. 



Texas Tech University, Rodney Donahue, May 2011 
 

176 

    KEVIN 

Fine. I hate circles! I‘ve got a friend who needs a favor. 

 

(KEVIN motions offstage. MARCUS enters and 

extends his hand) 

 

    MARCUS 

Thanks for agreeing to meet with me, Rudy. 

 

    RUDY 

I didn‘t. Thank you for a pleasant evening, Kevin. Call again whenever you 

feel like talking. I‘ll always be here. 

 

    (RUDY rises from his chair) 

 

    MARCUS 

Kevin, what‘s going on? 

 

    KEVIN 

Things didn‘t go as planned. 

 

    MARCUS 

Rudy, wait! 

 

    RUDY 

I do not associate with employees of The Corporate Ladder. I can‘t afford to 

mingle with those in second place. 

 

    MARCUS 

I‘m on a leave of absence! So‘s Kevin. 

 

    RUDY 

What? 

 

    KEVIN 

Leaves of absence. 

 

    RUDY 

Both of you? 

 

    (MARCUS and KEVIN nod) 

 

    RUDY (Cont.) 

Why? 
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    KEVIN 

Marcus hit the human resources manager after courting a millionaire secretary 

and destroying the company image. 

 

    MARCUS 

Kevin got his because he gave you the idea for the Easy Step-to-Success. 

 

    RUDY 

You did? 

 

    KEVIN 

What of it? 

 

    RUDY 

Finally sticking it to The Corporate Ladder, huh? 

 

    MARCUS 

Well, we‘re still getting paid. 

 

    RUDY 

But you‘re no longer working for them. 

 

    KEVIN 

Marcus doesn‘t work too much anyway. 

 

    MARCUS 

Hey! 

 

    RUDY 

It‘s not a secret that your commercial is the only thing you‘ve done for The 

Corporate Ladder. You‘ve been coasting. So what? 

 

    MARCUS 

I have not been coasting. 

 

    RUDY 

Listen, I‘m suddenly in a better mood knowing that you‘re getting paid while 

going behind The Corporate Ladder‘s back. What can I do ya for? 

 

    KEVIN 

Will you give me the patent? 

 

    RUDY 

No. Anything else? 
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    KEVIN 

No. 

 

    MARCUS 

Yes. 

 

    RUDY 

What‘s that? 

 

    KEVIN 

You introduce Marcus to the President. 

 

    RUDY 

What makes you think I can introduce just anyone to the President? 

 

    KEVIN 

Remember that dancer in New Mexico. The one with the— 

 

    RUDY 

I remember, but I‘m not blackmailing the President. And times have changed 

Kevin. It‘s not that simple. 

 

    KEVIN 

He‘s one of your best friends. Make it that simple. 

 

    RUDY 

I can‘t. 

 

    KEVIN 

Fine. There‘s nothing we can do, Marcus. 

 

    MARCUS 

It was our one chance to stick it to The Corporate Ladder. 

 

    RUDY 

I‘m sorry. 

 

    KEVIN 

No, you‘re not. You‘re never sorry. You‘re a salesman, Rudy. Always have 

been, always will be. You can‘t be sorry. 

 

    RUDY 

And that‘s why you‘ll never forgive me. 
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(RUDY starts to exit. Bumping into MICAH 

who hands him his water) 

 

    MICAH 

Your water, sir. 

 

    RUDY 

Thanks. 

 

(RUDY downs the entire glass, starts to exit 

again) 

 

    MARCUS 

Wait! 

 

    RUDY 

What? 

 

    MARCUS 

Rudy, please help me. 

 

    RUDY 

I can‘t. 

 

    KEVIN 

…Rudy. 

 

    RUDY 

Yeah? 

 

    KEVIN 

I‘ll call you. 

 

    RUDY 

When? 

 

    KEVIN 

I don‘t know… Soon. 

 

    RUDY 

I‘ll be waiting. 

 

    (RUDY exits) 
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    MARCUS 

I don‘t believe this. 

 

    KEVIN 

What? It‘s not like he was going to introduce you to the President. 

 

    MARCUS 

That‘s it. I‘m done following these stupid rules! 

 

    KEVIN 

Marcus, calm down! 

 

    MARCUS 

I will not calm down! These things never got me anywhere or anything. 

 

    MICAH 

Perhaps you‘d like a bourbon and cola? On the house? 

 

    MARCUS 

Micah! Could you just leave me alone for a MINUTE? 

 

    MICAH 

Of course, sir. 

 

    MARCUS 

…Micah, no, I‘m sorry, I didn‘t— 

 

    MICAH  

I‘m glad no one‘s been punched during your visit today, sir. 

 

    (MICAH exits) 

 

    KEVIN 

She‘s really something, isn‘t she? 

 

    MARCUS 

Much better than Amber. Oh, what have I done? 

 

    KEVIN 

Marcus, what are you going to do? 

 

   MARCUS 

There‘s only one thing left to do, Kevin: take matters into my own hands. 
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   KEVIN 

But… You‘ve never done that before. 

 

   MARCUS 

I know. 

 

   KEVIN 

How‘ll you do it? 

 

    MARCUS 

First, I‘m getting rid of this! 

 

(MARCUS throws The Corporate Ladder 

Guidelines and Policies Manual) 

 

    KEVIN 

And second? 

 

    MARCUS 

I‘m going to cut some red tape! 

 

    KEVIN 

How? 

 

    MARCUS 

I don‘t know. But it won‘t be theoretical. It will be practical. 

 

    KEVIN 

Marcus. Just quit. I‘ve written you a letter of resignation. 

 

    MARCUS 

What? 

 

    KEVIN 

You don‘t have to live inside bureaucracy! Live outside it. Just quit. 

 

    MARCUS 

But I‘ll owe them— 

 

    KEVIN 

Is the money worth more than peace of mind? 

 

    MARCUS 

We‘ll see. 
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    (MARCUS exits. RUDY enters) 

 

    RUDY 

Kevin. 

 

    KEVIN 

Can‘t talk now. I‘ve gotta wheel outta here! 

 

    RUDY 

I just wanna know if there‘s the possibility of us… 

 

    KEVIN 

What? 

 

    RUDY 

If we‘ll ever be… 

 

    KEVIN 

The man I just introduced you to has become an unstable element. I have to 

leave. If you have something you want to say to me, say it! 

 

    RUDY 

Will we ever be brothers again? 

 

    KEVIN 

…There are always… possibilities. 

 

    RUDY 

Okay. 

 

    KEVIN 

If you‘ll excuse me, I have no idea what my best friend is about to do. I have to 

stop him. He doesn‘t know what he‘s doing. He‘s trying to cut through some 

red tape. 

 

(KEVIN exits. MICAH enters as RUDY picks 

up the manual) 

 

    MICAH 

What is that? 

 

    RUDY 

The Corporate Ladder Guidelines and Policies Manual. Probably belonged to 

that crazy fellow who just took off, Marcus Freeman? 
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Do you know where he went? 

 

    RUDY 

My brother said he ran off to cut some red tape. Here. This could probably 

make me a fortune, but…  

 

(He hands the manual to MICAH) 

 

    MICAH 

You said he‘s going to cut some red tape? 

 

    RUDY 

That‘s what my brother said. Said he didn‘t know what he was doing. 

 

    MICAH 

If you‘ll excuse me, I have to help him. 

 

    RUDY 

How? 

 

    MICAH 

(indicates the manual) 

He needs me. I mean this. He just doesn‘t know it. 

 

    (MICAH exits) 

 

    RUDY 

So who do I pay? 
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    SCENE FOUR 

 

(The conference room of The Corporate Ladder. 

LAUREN and CORY sit at opposite ends. 

MARCUS hides under the desk) 

 

    CORY 

You know, if there‘s ever anything you need— 

 

    LAUREN 

Cory Rhodes— 

 

    CORY 

Okay, okay. 

 

    LAUREN 

You cannot— 

 

    CORY 

What, it was a harmless— 

 

    LAUREN 

I thought I made it very clear that you are not allowed to pursue me, Cory. 

 

    CORY 

I didn‘t— 

 

    LAUREN 

I told you you‘d have to work out more if an affair was in order. 

 

    CORY 

I have a girlfriend. 

 

    LAUREN 

Of course you do. 

 

    CORY 

I just can‘t talk about her, that‘s all. 

 

    LAUREN 

Who is she? 

 

    CORY 

It‘s... 
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Yes? 

 

    CORY 

She works here. 

 

    LAUREN 

You filled out your own paperwork. 

 

    CORY 

There isn‘t a guideline that says the human resource manager can‘t fill out— 

 

    LAUREN 

I can‘t believe you filled out your own— 

 

    (AMBER enters) 

 

    AMBER 

Mrs. President? 

 

    LAUREN 

Can‘t you see I am chastising, Amber? What do you need? 

 

    AMBER 

Kevin Stone is here to see you. 

 

    LAUREN 

Tell him he‘s not allowed— 

 

    AMBER 

He says it‘s urgent. 

 

    LAUREN 

Very well. Send him in. 

 

    AMBER 

Yes, Mrs. President. Cory. 

 

    CORY 

Amber. 

 

(AMBER exits) 
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    LAUREN 

Are you out of your mind? 

 

    CORY 

No, I am a very sensible individual. 

 

    LAUREN 

You count the commandments you break and play with marbles; you‘re the 

least sensible person I know. 

 

    CORY 

Sorry, Mrs. President. 

 

LAUREN 

I do not want to be responsible for a lawsuit, Cory. Do you know what kind of 

trouble you‘ll get in for allowing yourself to date an employee? 

 

    CORY 

I will take full responsibility. 

 

    LAUREN 

How about financial responsibility? 

 

    CORY 

I‘d rather not. 

 

    (KEVIN enters, followed by AMBER) 

 

    KEVIN 

President Topps, I need to speak with you. It‘s urgent. 

 

    LAUREN 

That‘s what I hear. What‘s the matter? Corporate Ladder got you down? 

 

    CORY 

Good one. 

 

    LAUREN 

I know. 

 

    KEVIN 

Would you two shut up? 
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    LAUREN 

You can‘t talk to me like that! 

 

    KEVIN 

Marcus flipped out. 

 

    CORY 

What? 

 

    KEVIN 

I came to warn you that he‘s on the warpath! 

 

    LAUREN 

Ridiculous. Our security is the best in the city. 

 

KEVIN 

I am telling you right now, this man is unstable. He‘s completely lost it. 

 

    CORY 

That‘s absurd. He won‘t dare show up here. Marcus Freeman always follows 

the rules. 

 

    KEVIN 

He told me he‘s not going to follow the rules anymore, said the rules never got 

him anywhere or anything. 

 

    LAUREN 

This is Rudy‘s idea, isn‘t it? Thinking of getting into business with your 

brother? 

 

    KEVIN 

Absolutely not. 

 

    LAUREN 

You know, Kevin, since you‘re not allowed on the premises, perhaps you 

should leave now before I have security escort you out. 

 

    KEVIN 

I came to help. 

 

    CORY 

You can help by leaving. 
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    LAUREN 

Amber? 

 

    AMBER 

If you‘ll come with me, Mr. Stone. 

 

    MARCUS 

Nobody‘s going anywhere. 

 

(MARCUS climbs out from under the table. He 

scares CORY and LAUREN. MARCUS closes 

the door to the conference room) 

 

    LAUREN 

What are you doing here? 

 

    KEVIN 

Marcus, as a friend, I‘m asking you to follow the rules. One more time. 

 

    MARCUS 

Kevin, they‘re— 

 

    KEVIN 

Please. One more time. 

 

    (KEVIN hands MARCUS a letter) 

 

    MARCUS 

Okay. 

 

    KEVIN 

Promise me you won‘t— 

 

    MARCUS 

I promise. 

 

    KEVIN 

One more try, Marcus. 

 

    (KEVIN exits) 

 

    AMBER 

Hello, Marcus. 
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    MARCUS 

Hello, Amber. 

 

    AMBER 

You got a haircut. 

 

    MARCUS 

I just combed it differently. 

 

    AMBER 

Looks nice. 

 

    MARCUS 

Thanks. 

 

    AMBER 

Well, see you around. 

 

(Lights dim as AMBER shows herself off to 

MARCUS. CORY fumes) 

 

    CORY 

Amber! 

 

    (Lights up) 

 

    AMBER 

Sorry. 

 

    (AMBER exits) 

 

    MARCUS 

Did you hear what she said about my hair? 

 

    CORY 

Yes, I heard. 

 

    LAUREN 

What‘s on your mind, Marcus? Obviously something, since you‘ve managed to 

avoid every security procedure we have in place. 

 

    CORY 

We should apprehend him. 
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    MARCUS 

I just came here to quit. That‘s all. 

 

    (MARCUS tosses a letter to CORY) 

 

    CORY 

What‘s this? 

 

    MARCUS 

A letter of resignation and a check for eighty-five percent of my salary for the 

previous five years. 

 

    (CORY and LAUREN laugh) 

 

    MARCUS (Cont.) 

What‘s so funny? 

 

    LAUREN 

Do you want to tell him? 

 

    CORY 

Can I? 

 

    MARCUS 

Tell me what? 

 

    LAUREN 

Go ahead. 

 

    CORY 

Marcus, you can‘t quit. 

 

    MARCUS 

But I have the letter, and the check… I‘m following the rules. 

 

    LAUREN 

Not all of them. 

 

    MARCUS 

What? 

 

    CORY 

In your contract, it also states that the right to sever ties with the company must 

be amiable on both ends, and, quite frankly, we want you here. 
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    MARCUS 

You‘re kidding. 

 

    CORY 

That would be lying, and I don‘t want to break that commandment, if it‘s 

alright with you. 

 

    MARCUS 

You guys hate me! 

 

    LAUREN 

We can‘t afford to have you traipsing off like a criminal trying to use The 

Corporate Ladder for evil intentions. 

 

    MARCUS 

I don‘t want to use The Corporate Ladder at all. 

 

    CORY 

The point is that you are not allowed to take part in any activities directly 

opposing The Corporate Ladder while you are employed with us, and you are 

not allowed to quit unless we feel you should be allowed to quit. And we 

don‘t. 

 

    MARCUS 

But you don‘t want me to work, either. 

 

    LAUREN 

No. You still have months on your leave. You won‘t be working. 

 

    MARCUS 

I don‘t believe this. 

 

    CORY 

Believe it. 

 

    MARCUS 

This is insane! Let me get this straight. I can‘t quit; I can‘t come back to work. 

This is… 

 

    LAUREN 

It‘s The Corporate Ladder. We can do anything. 

 

    MARCUS 

That‘s it! You know what I want! I want Amber! 
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    CORY 

Absolutely not. 

 

    LAUREN 

Wait, Cory. Maybe we should hear him out. 

 

    CORY 

What do you mean?  

 

    LAUREN 

You want Amber. As what, your administrative assistant? 

 

    MARCUS 

I want permission to date Amber. 

 

    LAUREN 

What do you think, Cory? 

 

    CORY 

Well… Since we‘ve taken away everything else… I guess… Okay. 

 

    MARCUS 

Really? 

 

    LAUREN 

Really. Amber. Could you come in here, please? 

 

    (AMBER enters) 

 

    AMBER 

Of course, Mrs. President. 

 

    LAUREN 

If you‘re going to do it, Marcus, I suggest you do it now. 

 

    CORY 

While you still have our blessing. 

 

    MARCUS 

Amber. 

 

    AMBER 

Yes, Marcus? 
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    MARCUS 

I was wondering… if you would like to start over? 

 

    AMBER 

I‘d like that very much. 

 

    MARCUS 

You would? 

 

    AMBER 

Well, yes. There‘s nothing like an amiable relationship amongst colleagues. 

They did tell you about that, didn‘t they? 

 

    MARCUS 

That I can‘t quit? Yes, they did. 

 

    AMBER 

Good. 

 

    MARCUS 

So… would you like to go to dinner with me? 

 

    AMBER 

Oh, no, I can‘t. 

 

    MARCUS 

I didn‘t even give a date. 

 

    AMBER 

I can‘t. 

 

    MARCUS 

If we‘re starting over, then we should be able to have dinner again, right? 

 

    AMBER 

Well… Technically, if we‘re starting over, I should probably tell you that I 

have a boyfriend. 

 

    MARCUS 

Who? … Don‘t tell me. 

 

    AMBER 

I believe you‘ve met Cory Rhodes, our human resources manager. 
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    MARCUS 

You‘ve gotta be kidding me. When did this happen? 

 

    AMBER 

Marcus, you‘ve been gone for weeks. 

 

    MARCUS 

I was trying to make it so we could be together. 

 

    AMBER 

You should have told me that. I left the restaurant and you never contacted me. 

I guess we can‘t really start over, can we? 

 

    MARCUS 

Not really. 

 

    AMBER 

Then I‘ll see you when you return to work. 

 

    LAUREN 

Just a second! You‘re the mystery girlfriend? 

 

    CORY 

Uh-oh. 

 

    MARCUS 

Awesome. 

 

    LAUREN 

You do see the hypocrisy here, right? 

 

    CORY 

It‘s not hypocrisy; we love each other. 

 

    LAUREN 

Love? 

 

    CORY 

We like each other. 

  

    LAUREN 

Amber? 
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    AMBER 

I do like him. 

 

    LAUREN 

Very well. Amber, you may go. 

 

(AMBER exits) 

 

    CORY 

Thank you, Mrs. Pres— 

 

    LAUREN 

What length must I travel to convince any of you that I do not want the 

possibility of a five million dollar lawsuit on my hands? 

 

    MARCUS 

You have to let me quit, now. This isn‘t right. That it‘s okay for him to date 

her and not me. 

 

    LAUREN 

I‘m afraid we have no choice. 

 

    MARCUS 

Of course you have a choice. 

 

    LAUREN 

Not according to our latest public relations research. 

 

    MARCUS 

Public relations… Wait, you‘ve hired a replacement. 

 

    CORY 

Of course not. She‘s a specialist in public relations, not a public relations 

expert. 

 

    MARCUS 

What‘s the difference? 

 

    LAUREN 

For starters, her salary is half of yours. 

 

    MARCUS 

That‘s reassuring. It still doesn‘t explain her research. 
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    LAUREN 

I must admit, I‘m not very good with analyzing the data. Cory? 

 

    CORY 

I‘ll go get her. 

 

    (CORY exits) 

 

    MARCUS 

You can‘t keep me caged up like this. I am not an animal. 

 

    LAUREN 

You caged yourself the minute you hit Cory in the face. That kind of behavior 

leads me to believe you are an animal, and I will not allow animals to tear 

down The Corporate Ladder! 

 

    (CORY enters) 

 

    CORY 

She‘ll be here. She‘s collecting the data. 

 

    LAUREN 

Good. I‘d like you to see exactly why we can‘t afford to lose you. 

 

(A woman enters with a stack of papers covering 

her face) 

 

    WOMAN 

Sorry I‘m late, it‘s just that this research is a little larger than I thought. 

 

    (The woman sets down the stack of papers) 

 

    MARCUS 

Sunflower! 

 

    (It is BELLE) 

 

    BELLE 

Well, if it isn‘t the man of the hour, the most ungentlemanly gentleman I ever 

did meet. How are you, Marcus Freeman? 

 

    MARCUS 

I am very tense, as every fiber in my being is holding my fist from your face. 
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    BELLE 

I‘m surprised you‘re able to restrain yourself. 

 

    MARCUS 

This is your specialist in public relations? 

 

    CORY 

Well, she does have a degree in communications. 

 

    MARCUS 

So do I. 

 

    LAUREN 

So do I. 

 

    CORY 

So do I. 

 

    MARCUS 

Well, isn‘t this just peachy. Maybe after this we can catch up on old times and 

have a drink at Handshakes and Milkshakes! 

 

    BELLE 

I think that would be great. 

 

    LAUREN 

He was being sarcastic. 

 

    BELLE 

That‘s because he‘s not a nice person. 

 

    LAUREN 

If you‘ll please relay the information to him? 

 

    BELLE 

Right. Well, Mister Freeman, you may not be a very nice person, but you 

certainly are a very popular person. 

 

    MARCUS 

Really? 

 

    BELLE 

Absolutely. Ever since your debacle and public battery of Mister Rhodes— 
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    CORY 

It‘s not actually battery, otherwise you‘d be in jail. 

 

    LAUREN 

Yes, if there are problems within the company, we keep them within the 

company. 

 

    CORY 

Section one, subsection one: The Corporate Ladder is the top. 

 

    LAUREN 

Sorry, Miss Boxom. Continue. 

 

    BELLE 

In any case, these events created a swell of interest in The Corporate Ladder. 

In the last few weeks, its stock has beaten every other on the market overall, 

sales are the highest they‘ve been in years, and you… 

 

    MARCUS 

Yes. 

 

    BELLE 

I can‘t even say it. Can someone else— 

 

    LAUREN 

You‘re the reason people come here. 

 

    MARCUS 

Me? 

 

    LAUREN 

Without you, The Corporate Ladder would fall over. 

 

    CORY 

Metaphorically. The Corporate Ladder is physically the sturdiest— 

 

    MARCUS 

That‘s why you won‘t let me out? 

 

    LAUREN 

Yes. 

 

    MARCUS 

And there‘s nothing else I can do. 
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    LAUREN 

Go home, Marcus. Take a nice vacation. Know that within a year you will 

return to your home with us. 

 

    MARCUS 

That‘s it, isn‘t it? 

 

    LAUREN 

That‘s it. 

 

    MARCUS 

Okay. 

 

    (MARCUS begins to exit. MICAH enters) 

 

    MICAH 

Marcus! 

 

    MARCUS 

Micah. What are you doing here? 

 

    MICAH 

You stormed out of the restaurant… You dropped this. 

 

(MICAH hands MARCUS The Corporate 

Ladder Guidelines and Policies Manual) 

 

    MARCUS 

Thanks. 

 

    MICAH 

Did you quit? 

 

    BELLE 

He can‘t quit. 

 

    MICAH 

Why not? 

 

    BELLE 

He‘s the face of The Corporate Ladder. 

 

    MICAH 

I wasn‘t asking you. 
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    MARCUS 

She‘s right. 

 

    MICAH 

So what then? 

 

    MARCUS 

Nothing. 

 

    MICAH 

Nothing? You‘re giving up? 

 

    MARCUS 

There‘s too much... 

 

    MICAH 

Too much what? 

 

    MARCUS 

There‘s just too much red tape. I can‘t cut through all of it. 

 

    MICAH 

Why don‘t you use it? 

 

    MARCUS 

Use what? 

 

    MICAH 

Use the red tape to your advantage. 

 

    MARCUS 

What do you mean? 

 

    LAUREN 

Yes, what do you mean? 

 

    MICAH 

Section one, subsection one: The Corporate Ladder is the top. 

 

    CORY 

Oh, no. 
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    MICAH 

You can use The Corporate Ladder against itself since it works only within its 

own rules. 

 

    MARCUS 

How? 

 

    MICAH 

I‘m not sure. There has to be a way. 

 

    LAUREN 

There‘s no reason for this. He‘s recognizing his potential. 

 

    MICAH 

As what? A corporate lackey? 

 

    BELLE 

At least he‘s not a waitress. 

 

    MICAH 

Excuse me? 

 

    BELLE 

I said at least he‘s not a waitress. 

 

    MICAH 

You know what? You‘re a very rude person. 

 

    BELLE 

I just have more charm than people are used to. 

 

    MICAH 

That‘s not charm. 

 

    BELLE 

How dare you. 
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    MICAH 

How dare I? How dare you! You go on a date with man who has done nothing 

to you, and you publicly humiliate him in front of the entire city; now you 

belittle me in front of everyone here because I am a waitress, as though you‘ve 

descended from on high to judge me from some pedestal? Well, for your 

information, I‘m a law student at Washington University, and I‘ve made so 

much in tips working at Handshakes and Milkshakes that once I‘ve graduated I 

can retire without ever having to try a case. You may have charm, sunflower, 

but charm isn‘t what you need. 

 

    BELLE 

What do I need? 

 

    MICAH 

An etiquette lesson! 

 

(MICAH grabs BELLE by the hair and forces 

her out of the conference room) 

 

MARCUS 

Wow. 

 

    MICAH 

You can‘t just give up, Marcus. You have to find a way to turn The Corporate 

Ladder against itself. 

 

    LAUREN 

Amber? Could you please come in here? 

 

    (AMBER enters) 

 

    AMBER 

Mrs. President? 

 

    LAUREN 

Amber, I need you to get security in here immediately. 

 

    AMBER 

Yes, Mrs. President. 

 

(Lights dim. AMBER starts to exit. She flips her 

hair and screams as MICAH grabs her by the 

hair. Lights up) 
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    MICAH 

Nobody‘s getting security. 

 

(MICAH tosses AMBER into a chair and slams 

the door shut)  

 

    MARCUS 

That was hot. 

 

    CORY 

It was, wasn‘t it? 

 

    LAUREN 

You can‘t bond with him. 

 

    CORY 

Sorry, Mrs. President 

 

    MICAH 

Shut up! 

 

    LAUREN 

Excuse me— 

 

    MICAH 

I said shut up! 

 

    LAUREN 

Yes, ma‘am. 

 

    MARCUS 

Micah, you really— 

 

    MICAH 

You shut up, too! 

 

    MARCUS 

Okay. 

 

    MICAH 

Everybody, sit down! 

 

    (They do) 
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    MICAH (Cont.) 

Everybody, listen up. We‘re all adults here. Except the woman I threw out by 

her hair… And the woman I threw in the chair by her hair… And me for 

throwing them by their hair… You three here are all adults, though you may be 

the worst adults I‘ve ever seen. And nobody is leaving this room until we work 

this out, am I understood? I see I have a question. 

 

    CORY 

What are we working out? 

 

    MICAH 

We‘re working out a way for Marcus to get out of his tenure with The 

Corporate Ladder by following the red tape as laid down in The Corporate 

Ladder Guidelines and Policies Manual. 

 

    CORY 

Oh. 

 

    MARCUS 

The super-maximum penalty. 

 

    CORY 

What? 

 

    MARCUS 

I should have gone to jail for what I did to Cory, but I didn‘t. Instead, I was 

given a super-maximum penalty for harming a co-worker. 

 

    CORY 

Oh, no! 

 

    MICAH 

What does that mean? 

 

    CORY 

You wouldn‘t. 

 

    MARCUS 

President Topps, I ask that you relieve me of my duties and my responsibilities 

as Executive Vice President of Public Relations of The Corporate Ladder. 

 

    LAUREN 

Why would I do that? 

 



Texas Tech University, Rodney Donahue, May 2011 
 

205 

    MARCUS 

Because if you don‘t… 

 

    CORY 

Marcus, we were racquetball partners. 

 

    MARCUS 

I‘m going to punch Cory Rhodes until my arms get tired. 

 

    LAUREN 

If you do that I‘ll… 

 

    MARCUS 

You‘ll… extend my leave of absence? Or will you be forced to fire me? 

 

    CORY 

Mrs. President, do it! 

 

    LAUREN 

He‘s not serious. 

 

    CORY 

Look at him. He‘s like an animal that‘s been let out of a cage! He‘ll do it! 

 

    MARCUS 

I will do it. I‘m very mad right now. 

 

(CORY, who has been trying to avoid 

MARCUS, is finally caught by him) 

 

    CORY 

Mrs. President, please! 

 

    LAUREN 

You want me to fire Marcus Freeman? 

 

    CORY 

YES!!! 

 

    LAUREN 

I will do so on one condition, Cory. 

 

    CORY 

Name it! 
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    LAUREN 

You have to stop the constant flirtations, the sexual innuendos, the borderline 

sexual harassment, do you understand? 

 

    AMBER 

The what? 

 

    CORY 

… No, no, no, it‘s not what you think. 

 

    AMBER 

You really spent the last few weeks keeping Marcus away from me so you 

could have me as your little side project while you bided your time with little 

miss Corporate Ladder? 

 

    CORY 

Of course not! I love you. 

 

    AMBER 

You are unbelievable. 

 

    CORY 

Amber, I— 

 

    AMBER 

Mrs. President, have you fired Mr. Freeman yet? 

 

    LAUREN 

Not officially, no. 

 

    AMBER 

Marcus, would you please punch Cory in the face for me? 

 

    MARCUS 

My pleasure. 

 

    (MARCUS hits CORY, knocking him out cold) 

 

    AMBER 

Mrs. President? 

 

    LAUREN 

Amber, I am so sorry. 
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    AMBER 

I will be filing charges for a sexual harassment suit. The paperwork will be on 

your desk by the end of the day. I believe the going rate is five million dollars? 

 

    MICAH 

Make it eight. 

 

    (All look at MICAH, who shrugs) 

 

    MICAH (Cont.) 

What, I‘m a law student! 

  

    AMBER 

Marcus, I‘m sorry you became some odd kind of pawn in this very strange 

game. Had I performed my administrative duties better, this may not have 

happened. 

 

    MARCUS 

I don‘t blame you, Amber. 

 

    (MARCUS and AMBER shake hands) 

 

    AMBER 

Well, I guess this is goodbye. 

 

(Lights dim. Slow motion. AMBER starts to 

exit) 

 

    MICAH 

GOODBYE! 

 

(Lights up. MICAH pushes AMBER quickly out 

of the room) 

 

    MICAH (Cont.) 

What‘d I do? 

 

    LAUREN 

Well, Mr. Freeman, I suppose there‘s nothing left to do but fire you. 

 

    MARCUS 

I‘m sorry it has to end this way. 
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    LAUREN 

It doesn‘t have to, you know. 

 

    MARCUS 

It doesn‘t have to. 

 

    (MARCUS extends his hand) 

 

    LAUREN 

I‘m not going to fire you, though. 

 

    MARCUS 

What? 

 

    (LAUREN picks up the letter and opens it) 

 

    LAUREN 

I‘m accepting your resignation. 

 

    MARCUS 

But the money… 

 

    (LAUREN rips up the check) 

 

    LAUREN 

Thanks to you The Corporate Ladder‘s back on top. I don‘t need your money, 

Marcus. I‘m going to do things the old fashioned way: by getting my hands 

dirty. And there‘s only one way to do that. Amber… Oh, right, she just quit. 

Well, it looks like I‘ll have to get to Kevin myself. We‘ve got a lot of work to 

do to kick that guy‘s brother‘s butt, especially since Kevin can‘t kick, can he? 

 

    (LAUREN shakes MARCUS‘ hand) 

 

    LAUREN (Cont.) 

I should have let you go a long time ago. I wish you the best of luck. 

 

    MARCUS 

Thanks, Mrs. President. 

 

    LAUREN 

Marcus, you can call me Lauren. (to Micah) And you! If you ever need a job, 

my legal team could use someone like you! Looks like we have a pretty tough 

sexual harassment suit coming up. 
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    MICAH 

I need to finish school, first. 

 

    LAUREN 

I know the chancellor. I can make him present you with a jurist-doctorate 

today. 

 

    MICAH 

I think I‘ll just do things the old-fashioned way, too. 

 

    LAUREN 

My kind of gal. Well, Marcus, I‘m back on top of The Corporate Ladder! And 

I intend to stay here! 

 

    (LAUREN exits in a blaze of glory) 

 

    MARCUS 

Are you really getting a jurist-doctorate? 

 

    MICAH 

Of course. 

 

    MARCUS 

Maybe I should do something. I‘ve been sitting around for a long time. 

 

    MICAH 

You can still sit around if you want. 

 

    MARCUS 

How‘s that? 

 

    MICAH 

Well, I‘m kinda loaded. 

 

    MARCUS 

Thank you. 

 

    MICAH 

For what? 

 

    MARCUS 

I couldn‘t have done this without you. 
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    MICAH 

What, get fired? 

 

    MARCUS 

Actually, yeah. Kinda funny, isn‘t it? 

 

    MICAH 

It is an odd ending The good guy gets fired and you‘re still rooting for him. 

 

    MARCUS 

It‘s not over yet. 

 

    MICAH 

Why not? 

 

    MARCUS 

The guy didn‘t get the girl. 

 

    MICAH 

I think he did. 

 

    (They kiss. KEVIN enters) 

 

    KEVIN 

What‘s up? …Sorry, did I ruin the mood? 

 

    MARCUS 

We were trying to have a moment. 

 

    KEVIN 

No problem, Marcus.  I just gotta get this unconscious body outta here for 

President Topps. 

 

    (KEVIN rolls to CORY) 

 

    MARCUS 

Where were we? 

 

    KEVIN 

You were kissing. 

 

(They kiss. KEVIN ties CORY to his 

wheelchair) 
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    KEVIN (Cont.) 

I should probably take more care with a live body… Here goes nothing. 

 

    (The end.) 
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SEX, MONEY, AND THE CORPORATE LADDER 
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Sex, Money, and the Corporate Ladder by Rodney Donahue 

 

Cast— 2 men, 2 women 

 

RUDY STONE: Director of Sales for the Corporate Ladder. Kevin‘s younger 

brother.  

 

KEVIN STONE: Inventor of the Corporate Ladder. Head of Research and 

Development. Wheelchair bound. 

 

LAUREN TOPPS: President of the Corporate Ladder. Married. 

 

JESSICA LANE: Counselor of the Corporate Ladder. May or may not have a 

drinking problem. 

 

 

Setting— 

 

Sex, Money, and the Corporate Ladder  takes place in various settings, 

including a board room, a hallway, a rehabilitation center, and the offices of 

Jessica, Kevin, and Lauren. 

 

 

Synopsis— 

 

Sex, Money, and the Corporate Ladder delineates the lives of three individuals 

surrounding the creation of the Corporate Ladder, a company built on Kevin 

Stone‘s invention of the Ultimate Catch System. As their personalities come in 

direct conflict with one another, will they survive the collision unscathed? 
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    COUNSELOR’S OFFICE 

 

  RUDY and JESSICA seated. 

 

    RUDY 

I‘m a little nervous. I‘ve never done this before. 

 

    JESSICA 

Been alone with a woman? 

 

    RUDY 

You‘re good, aren‘t you? 

 

    JESSICA 

I work for the Corporate Ladder. 

 

    RUDY 

I meant counseling. But you knew that, didn‘t you? 

 

    JESSICA 

I find levity an excellent tool with which to break the ice in counseling. 

 

    RUDY 

Me too. But in sales. 

 

    JESSICA 

So you‘re in sales here at the Corporate Ladder? 

 

    RUDY 

Director of Sales. I‘m very good at what I do. 

 

    JESSICA 

Of that I have no doubt. You seem like a natural. 

 

    RUDY 

I‘ve always been good at selling. I made over one hundred dollars with my first 

lemonade stand. I actually ran out of lemonade, so I paid my brother to run to 

the store and buy more. I did that all day. 

 

    JESSICA 

Is your brother Kevin Stone? 

 

    RUDY 

Yes. 
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    JESSICA 

I see. So your brother invented the Corporate Ladder, and you sell it? 

 

    RUDY 

It‘s a bit more complicated than that, but, yes, essentially. 

 

    JESSICA 

Rudy, why don‘t you tell me about Sales at the Corporate Ladder. 

 

    RUDY 

Well, it‘s like a Mary Kay party, but with a ladder. Maybe more like Pampered 

Chef. I don‘t know. It‘s not like CutCo; with CutCo you only had one 

customer. 

 

    JESSICA 

CutCo? 

 

    RUDY 

It‘s a knife company. You never had any college students try to sell you 

CutCo? 

 

    JESSICA 

I‘m afraid not. 

 

    RUDY 

It‘s just knives. 

 

    JESSICA 

I have knives. 

 

    RUDY 

So did everyone I sold CutCo to, but you‘d be surprised how quickly people 

change their minds watching you cut a penny with scissors. 

 

    JESSICA 

So it‘s like Pampered Chef? 

 

    RUDY 

Except I don‘t do the demo in a home. I‘ll do it at a corporate office, or at a 

hardware store or something. For big deals, I‘ll be in some convention center 

somewhere. 

 

    JESSICA 

So you‘re a traveling salesman. 
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    RUDY 

In a manner of speaking. 

 

    JESSICA 

Like Willy Loman. 

 

    RUDY 

I tend to identify with Del Griffith. 

 

    JESSICA 

Planes, Trains, and Automobiles. 

 

    RUDY 

You like it? 

 

    JESSICA 

I‘m familiar with it. 

 

    RUDY 

The guy sold rings for shower curtains! He could sell anything. 

 

    JESSICA 

Like you? 

 

    RUDY 

I‘m not like him. 

 

    JESSICA 

He was depressed. 

 

    RUDY 

That was a movie. 

 

    JESSICA 

Death of a Salesman was a play. Both salesmen; both depressed. 

 

    RUDY 

I‘m not depressed. 

 

    JESSICA 

Then why are you here? 
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    RUDY 

That was a very nice segue. You greeted me appropriately, asked open-ended 

questions, now you‘re attempting to ascertain my wants. All you have to do is 

explain features and benefits and you‘re ready to close the deal. 

 

    JESSICA 

Except I don‘t have anything to sell you, Rudy. 

 

    RUDY 

What about hope? 

 

    JESSICA 

I think you being here shows that you have hope. 

 

    RUDY 

I guess. 

 

    JESSICA 

Why did you come to me? 

 

    RUDY 

Something‘s wrong. I don‘t know what it is. 

 

    JESSICA 

Well, let‘s try to find out what‘s wrong, then, okay? 

 

    RUDY 

Alright. 

 

    JESSICA 

I‘ll start by asking what you think the problem is. 

 

    RUDY 

I don‘t know. 

 

    JESSICA 

How do you feel? 

 

    RUDY 

I feel like I shouldn‘t be here. 

 

    JESSICA 

I think it‘s good that you‘re here. 
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    RUDY 

No, I mean at the Corporate Ladder. 

 

    JESSICA 

Why should you not be here? 

 

    RUDY 

I feel like I‘m only here because of my brother. 

 

    JESSICA 

Because he invented the Corporate Ladder? 

 

    RUDY 

I feel as though I shouldn‘t leave him. 

 

    JESSICA 

Out of loyalty? 

 

    RUDY 

He‘s in a wheelchair. 

 

    JESSICA 

Yes, I‘ve met him. 

 

    RUDY 

I just don‘t want him to be alone. 

 

    JESSICA 

I see. Your brother works in Research and Development? 

 

    RUDY 

Yes. 

 

    JESSICA 

And you are Director of Sales? 

 

    RUDY 

Yes. 

 

    JESSICA 

So how often do you interact with him? 

 

    RUDY 

Not at all. 
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    JESSICA 

So he doesn‘t really need you. 

 

    RUDY 

I need to be here in case he needs me. 

 

    JESSICA 

He told you this. 

 

    RUDY 

No, but… I can‘t leave him. 

 

    JESSICA 

How are sales? 

 

    RUDY 

Sales are great. We‘ve been up every quarter for the last three years. The 

company‘s growth is exponential. 

 

    JESSICA 

You said you can sell anything. How many products do you sell? 

 

    RUDY 

Well, we only sell the Corporate Ladder. 

 

    JESSICA 

Have you worked for other companies where you sold only one item? 

 

    RUDY 

No, but this item‘s different. 

 

    JESSICA 

Why? 

 

    RUDY 

It‘s personal. 

 

    JESSICA 

You don‘t have to tell, if you don‘t want. 

 

    RUDY 

That‘s not what I mean. I mean the product affects me personally. 
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    JESSICA 

How? 

 

    RUDY 

My brother designed the Corporate Ladder after he fell off his roof and severed 

his spinal cord. 

 

    JESSICA 

I‘m sorry. 

 

    RUDY 

Don‘t be. We prevent the same from happening every time I sell the Corporate 

Ladder. 

 

    JESSICA 

So it‘s fulfilling, selling the Corporate Ladder? 

 

    RUDY 

I don‘t want what happened to my brother to happen to anyone else. 

 

    JESSICA 

You don‘t sound fulfilled. 

 

    RUDY 

It‘s important to prevent this from happening. 

 

    JESSICA 

Is it important to you? 

 

    RUDY 

It‘s important that I do it. 

 

    JESSICA 

More important than doing what you want to do? 

 

    RUDY 

I‘m doing what I want to do. 

 

    JESSICA 

I don‘t think you are. I think you‘re doing what you feel you have to do, what 

you feel obligated to do. 

 

    RUDY 

Don‘t you do the things you feel obligated to do? 
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    JESSICA 

Not as a career. 

 

    RUDY 

I want to be in Sales. 

 

    JESSICA 

But not here. 

 

    RUDY 

No. 

 

    JESSICA 

Why not? 

 

    RUDY 

I don‘t know. 

 

    JESSICA 

Is it fulfilling? 

 

    RUDY 

No. 

 

    JESSICA 

Then why don‘t you quit? 

 

    RUDY 

Because the money‘s good. 

 

    JESSICA 

You don‘t think you can make good money selling something else. 

 

    RUDY 

I probably could— 

 

    JESSICA 

You‘re just unwilling to try. 

 

    RUDY 

Yes. 

 

    JESSICA 

Out of obligation. 
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    RUDY 

Yes. 

 

    JESSICA 

To your brother? 

 

    RUDY 

Look, I should really get back to work— 

 

    JESSICA 

We have the entire hour. 

 

    RUDY 

I know, but I don‘t want to take up any more of your time. 

 

    JESSICA 

Don‘t like talking about your obligation? 

 

    RUDY 

No. 

 

    JESSICA 

Most people don‘t. Why would they? They feel they aren‘t controlling their 

own destinies; something else controls them, and they don‘t like it. So I don‘t 

mind you leaving. I just want you to understand that you‘re leaving because 

you‘re finding out what‘s wrong, not because what I‘m saying is useless. 

We‘re both part of the Corporate Ladder; I‘m here to help you. My door is 

always open to you; I‘d like you to pass through again. Just answer one more 

question before you go. 

 

    RUDY 

What? 

 

    JESSICA 

Were you there when Kevin severed his spinal cord? 

 

    RUDY 

No, I wasn‘t. Why? 

 

    JESSICA 

You want to talk about it? 

 

    RUDY 

Not really. 
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    JESSICA 

I figured. I‘ll see you again? 

 

    RUDY 

You will. 

 

  RUDY exits.  
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    THE CORPORATE LADDER 

 

    KEVIN 

I created the Corporate Ladder. I fell off my roof and severed my spinal cord. 

It was a trauma from which I may never fully recover. I thought, ―If only there 

was a way for people to fall off their roofs without having to worry.‖ And it hit 

me: the Ultimate Catch System! And the Corporate Ladder was born. 

 

    RUDY 

I created the Corporate Ladder. It was a joke, really. We were deciding on 

what to call the product. I made a reference to the fact that it‘s the safest ladder 

on the market, so it doesn‘t matter what we call it. We could call it the 

Corporate Ladder and people would still buy it, regardless of the negative 

connotations of corporations. And the Corporate Ladder was born. 

 

    LAUREN 

I created the Corporate Ladder. Kevin developed a marketable product, Rudy 

understood how to evoke consumption, but I established the enterprise. I 

procured investors, obtained necessary human and material resources, and 

organized an aggressive expansion plan fit for a private company. And the 

Corporate Ladder was born. 
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    KANSAS CITY  

CONVENTION CENTER 

 

    RUDY 

The Ultimate Catch System is a unique guidance system implanted here, at the 

top of the ladder. The ladder actually grips the surface. Yes, question? No, the 

ladder will not grip every surface it comes in contact with, but it will let you 

know when a surface cannot be grasped by making this sound… Now, the 

Corporate Ladder has grasped the roof. Look here, approximately two-thirds 

up the device. Do you see these isolated parts? These recognize when a body 

has crossed their field of vision. This actually activates the device. It has also 

been set to register children; anything over six inches will be registered by the 

device. This, of course, means that animals may activate the device, but we 

must take all precautions to safeguard our customers, right? How many of you 

have pets? How many of you have children? This ladder will save both of 

them. So how is the Corporate Ladder the safest ladder on the market? The 

ladder‘s gripped the surface; you‘ve crossed the plane activating the Corporate 

Ladder. Now once you‘re on your roof, the Corporate Ladder follows your 

every movement. You step left, it moves left; you step right, it follows. So the 

Corporate Ladder will always be in the position to catch you. That‘s where the 

Ultimate Catch System comes in. The Ultimate Catch System works like an 

airbag with the exception of when it activates. An airbag blows on impact; the 

Ultimate Catch System expands prior to impact. These two nodes at the top of 

the ladder signal the return of the body to the ladder‘s position. Now, if the 

body crosses this plane here in a certain amount of time, the Ultimate Catch 

System dispatches, causing the person to land safely on this contraption over 

here. Test subjects have referred to landing on it as, ―Like landing on a hard 

pillow.‖ Have any of you tried sleeping on a hard pillow? It isn‘t easy, but 

we‘re not talking about sleeping; we‘re talking about preventing you from 

suffering debilitating injuries, even death. My brother created the Ultimate 

Catch System after falling from his roof. His recovery process is ongoing after 

four years. He doesn‘t want this to happen to anyone else, and neither do I. Is 

anyone here interested in purchasing the Corporate Ladder? 
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    COUNSELOR’S OFFICE 

 

    LAUREN 

I just don‘t think ethics and morality belong in my professional life. 

 

    JESSICA 

Why not? 

 

    LAUREN 

I have always compartmentalized: work, family, religion. 

 

    JESSICA 

Care to elaborate? 

 

    LAUREN 

My employees don‘t ask about my husband, my husband doesn‘t ask me about 

God, and God doesn‘t ask me about anything. 

 

    JESSICA 

Do you believe in Him? 

 

    LAUREN 

God? One hundred percent! Ninety. I think every self-aware Christian has 

doubts. 

 

    JESSICA 

I would tend to agree with you. What about your husband? 

 

    LAUREN 

What about him? 

 

    JESSICA 

Richard, right? 

 

    LAUREN 

That‘s right. 

 

    JESSICA 

He doesn‘t ask you about work? 

 

    LAUREN 

I‘m certain he‘s curious, but he knows very well I don‘t want to talk about it. 
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    JESSICA 

Does he satisfy you? 

 

    LAUREN 

No. 

 

    JESSICA 

That was very fast. No compartmentalizing? 

 

    LAUREN 

Give me a second. I might find a way he satisfies me. 

 

    JESSICA 

Physically? 

 

    LAUREN 

Yes. 

 

    JESSICA 

So the sex life is fine? 

 

    LAUREN 

No. 

 

    JESSICA 

But you said— 

 

    LAUREN 

He always looks nice when I come home, so I suppose you could say he‘s 

satisfying physically. 

 

    JESSICA 

But not sexually. 

 

    LAUREN 

No. 

 

    JESSICA 

Is it his… size? 

 

    LAUREN 

Oh, no, that‘s fine. It‘s just… How can I describe this? Having sex with 

Richard is like hoping for the best. There‘s no real answer, so you just do what 

you can and- 
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    JESSICA 

Hope for the best. 

 

    LAUREN 

Exactly. 

 

    JESSICA 

You‘re very open about your sex life? 

 

    LAUREN 

Well, I am with you. You said everything was confidential. 

 

    JESSICA 

It is. 

 

    LAUREN 

So I can be open with you. 

 

    JESSICA 

Are you open with him? 

 

    LAUREN 

About sex? Not really. 

 

    JESSICA 

Are you being sexually satisfied elsewhere? 

 

    LAUREN 

Of course. 

 

    JESSICA 

Does he suspect? 

 

    LAUREN 

Maybe. Like I said, I don‘t talk with him about work. 

 

    JESSICA 

What does work have to do with… I see. You don‘t mind if I probe? 

 

    LAUREN 

Not at all. 

 

    JESSICA 

It‘s just that… You‘re my boss, so I don‘t want to— 
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    LAUREN 

On the other side of that door. In here, I‘m your patient. 

 

    JESSICA 

Of course. So you have sex here at the Corporate Ladder. 

 

    LAUREN 

Yes. 

 

    JESSICA 

I see you don‘t wear your wedding ring. 

 

    LAUREN 

My sign of female submission? Besides, everyone knows I‘m married. 

 

    JESSICA 

Do they? 

 

    LAUREN 

Even though I kept my last name, I am Mrs. Topps. 

 

    JESSICA 

But doesn‘t everyone call you President Topps? 

 

    LAUREN 

It‘s the title I‘ve earned. 

 

    JESSICA 

Did you set it up that way? So you could exist in a world in which the 

ambiguity of your relationship with your husband doesn‘t interfere with your 

extramarital activities? 

 

    LAUREN 

Are you saying I subconsciously constructed a position in which I can serve as 

sexual predator? 

 

    JESSICA 

Yes. 

 

    LAUREN 

I hadn‘t thought of it that way. 

 

    JESSICA 

I see that. So what do you think? 
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    LAUREN 

I think I‘m an accidental genius. 

 

    JESSICA 

You don‘t think your extramarital affairs are affecting your conscience? 

 

    LAUREN 

I told you: work, family, religion. 

 

    JESSICA 

That‘s how you‘ve organized them on paper, but you spilled some water on it. 

The ink‘s bleeding, and these categories are running into one another, whether 

you think they are or not. Where would you put sex? 

 

    LAUREN 

It was home. 

 

    JESSICA 

But now it‘s work. 

 

    LAUREN 

So it changed. 

 

    JESSICA 

Did it change, or did it invade? 

 

    LAUREN 

I don‘t understand. 

 

    JESSICA 

Your placement of particular subjects in specific categories without room for 

flexibility is causing the boundaries to stretch so thin that they‘re on the verge 

of exploding, if they haven‘t already done so. If there‘s no room for error and 

error occurs, what do you do? 

 

    LAUREN 

No one errs at the Corporate Ladder. 

 

    JESSICA 

I‘m not talking about the Corporate Ladder. 

 

    LAUREN 

Oh. 
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    JESSICA 

Have you thought about divorcing your husband? 

 

    LAUREN 

I can‘t divorce. 

 

    JESSICA 

Religion? 

 

    LAUREN 

Work. No pre-nup. He‘s entitled to half, and the half is more than substantial. 

 

    JESSICA 

 So work gets in the way of family? 

 

    LAUREN 

No. 

 

    JESSICA 

You can‘t divorce because of work; you have sex at work instead of with your 

husband. These are not normal problems for people—  

 

    LAUREN 

If you‘re telling me sex and divorce aren‘t normal problems- 

 

    JESSICA 

Listen to me! 

 

  LAUREN stands. 

 

    LAUREN 

I‘m your boss. 

 

  JESSICA confronts. 

 

    JESSICA 

On that side of the door. In here, you‘re my patient. If you wanna leave… 

 

  JESSICA waits. LAUREN sits. JESSICA follows. 

 

    LAUREN 

No. 
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    JESSICA 

Sex and divorce are normal problems, but your compartmentalized lifestyle 

thrusts them into modes most people aren‘t required to deal with. You‘ve 

segregated everything in your life and now you‘re on the brink of an internal 

civil war. 

 

    LAUREN 

So my problem is sex. 

 

    JESSICA 

No, sex is a symptom. Under normal circumstances I would recommend 

dealing with the bigger issue to get at the symptom; however, in your case I 

believe working with the symptom will actually aid in resolving the bigger 

issue. 

 

    LAUREN 

And what‘s the bigger issue? 

 

    JESSICA 

Type-A personality complex. 

 

    LAUREN 

I never considered that a bad thing. 

 

    JESSICA 

It‘s not bad. But you have no control over it. You need to learn to control it. 

 

    LAUREN 

And I‘m going to learn to control it by focusing on sex? 

 

    JESSICA 

Yes. 

 

    LAUREN 

With my husband or at work? 
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    LAUREN’S OFFICE 

 

    LAUREN 

This is it? 

 

    RUDY 

Everything. 

 

    LAUREN 

I like it. 

 

    RUDY 

Thanks. I‘ve been doing it for awhile now, so… 

 

    LAUREN 

I like the changes, particularly the touch with your brother. That‘s clever. 

 

    RUDY 

Just a selling point; salesmen have been evoking pity since Ancient Greece. 

 

    LAUREN 

Is that a fact? 

 

    RUDY 

Yes. Well, back then they were called playwrights, but they certainly sold their 

plays. 

 

    LAUREN 

Are you an expert on Ancient Greece? 

 

    RUDY 

More of a fleeting fascination than something I spend time studying. 

 

    LAUREN 

I myself don‘t know much about it. You, on the other hand, seem to know a 

great deal. At least, a great deal more than me. 

 

    RUDY 

I took a class in college. 

 

    LAUREN 

There‘s something so… primal about Ancient Greece. 
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    RUDY 

They were overtly sexual in many respects; more overt than we are. 

 

    LAUREN 

Another fact? 

 

    RUDY 

It is, in fact. A fact. 

 

    LAUREN 

You don‘t consider me overtly sexual? 

 

    RUDY 

No, President Topps. 

 

    LAUREN 

How about covertly sexual? 

 

    RUDY 

I don‘t think we should be discussing sexual natures, not at work. 

 

  RUDY moves to leave; LAUREN blocks the door. 

 

    LAUREN 

What about after work? 

 

    RUDY 

I told you I‘m not an expert in Ancient Greece. 

 

    LAUREN 

Who‘s talking about Ancient Greece? 

 

    RUDY 

We‘ve had sex. 

 

    LAUREN 

Yes. 

 

    RUDY 

For awhile. 

 

    LAUREN 

Yes. 
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    RUDY 

Listen, I don‘t want to get attached to— 

 

    LAUREN 

Your boss? 

 

    RUDY 

Anyone at work. 

 

    LAUREN 

Who said anything about getting attached? 

 

    RUDY 

It‘s just that…. It‘s been my experience that women prefer to attach… strings. 

They desire attention, gifts, promises, security…. I don‘t do that stuff. 

 

    LAUREN 

I don‘t need gifts, promises, or security. I desire attention, but nothing 

permanent. If you want to walk, walk. If you want to meet me here at eight, 

again, I‘ll make sure you have every opportunity to walk away at any time. 

 

    RUDY 

No strings? 

 

    LAUREN 

No strings. 

 

    RUDY 

Eight? 

 

    LAUREN 

I‘ll be here. 

 

    RUDY 

I don‘t really want to wait. 

 

    LAUREN 

Then don‘t. 

 

They kiss. RUDY picks up LAUREN and puts her on the desk. 

He takes off her jacket. 

 

    RUDY 

Do you have other appointments? 
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    LAUREN 

I think so. 

 

    RUDY 

Tonight, then. 

 

    LAUREN 

Tonight. 

 

  They continue. 

 

    RUDY 

No, we can wait. 

 

    LAUREN 

We can. 

 

    RUDY 

So… is our meeting over? 

 

    LAUREN 

I guess so, yes. Good work. 

 

    RUDY 

You, too. I mean, thank you, President Topps. 

 

    LAUREN 

Call me Lauren. 

 

    RUDY 

Not yet. At eight, though. 

 

    LAUREN 

Eight. 

 

    RUDY 

Until eight, then. 

 

  RUDY exits. LAUREN puts on her jacket. 

 

    LAUREN 

Until eight. 
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    COUNSELOR’S OFFICE 

 

    KEVIN 

I‘m gonna be honest, Jessica… I don‘t know why I‘m here. 

 

    JESSICA 

Dr. Jonathan Schriner referred you to me. 

 

    KEVIN 

I see. 

 

    JESSICA 

Do you have any idea why he would do that? 

 

    KEVIN 

I couldn‘t say. I haven‘t seen him in… Because I haven‘t seen him in months. 

 

    JESSICA 

Why not? 

 

    KEVIN 

I‘ve been busy. In fact, this session interferes with a very delicate project. I‘m 

on the verge of a breakthrough in R and D, and I can honestly say this is the 

worst time Dr. Schriner could have chosen. 

 

    JESSICA 

If you continued with your rehab you wouldn‘t be here, so forgive me if you 

think I‘m wasting your time when you could have saved it yourself. 

 

    KEVIN 

I‘m sorry. I don‘t mean to be adversarial. 

 

    JESSICA 

And yet you are. 

 

    KEVIN 

I‘m sorry. I‘m just worried. 

 

    JESSICA 

About what? 

 

    KEVIN 

That I‘ll forget a step in what I‘m doing and screw up my project. 
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    JESSICA 

I want you to know that I understand. Most of my patients attend sessions with 

me voluntarily; they can discontinue treatment at any time. This is not the case 

with you. The Corporate Ladder has mandated that you begin treatments to 

prevent any mental deficiencies that may impair your judgment. 

 

    KEVIN 

Dr. Schriner‘s responsible for my physical well-being, not my mental well-

being. 

 

    JESSICA 

I know. I‘m being charged with your mental well-being. 

 

    KEVIN 

Fair enough. 

 

    JESSICA 

Why have you neglected your rehabilitation? 

 

    KEVIN 

Like I said: I‘m busy. 

 

    JESSICA 

Are you busy, or are you making yourself busy? 

 

    KEVIN 

What do you mean? 

 

    JESSICA 

I‘m concerned you‘re avoiding your sessions in order to avoid your disability. 

 

    KEVIN 

Maybe you haven‘t noticed, but I can‘t avoid my disability. 

 

    JESSICA 

What do you think will happen once you‘ve completed your rehab? 

 

    KEVIN 

What does it matter? 

 

    JESSICA 

You don‘t think it will help you to fully recover? 
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    KEVIN 

I‘ll never fully recover. 

 

    JESSICA 

The rehab will— 

 

    KEVIN 

Unless I walk again, I won‘t fully recover. 

 

    JESSICA 

So you‘re avoiding it because you don‘t see the point. 

 

    KEVIN 

That‘s right. 

 

    JESSICA 

It won‘t really change anything. 

 

    KEVIN 

Not really. 

 

    JESSICA 

Because you still won‘t be able to walk. 

 

    KEVIN 

I just said that. 

 

    JESSICA 

You dislike any acknowledgement of your handicap, don‘t you? 

 

    KEVIN 

I‘ve learned to live with it. 

 

    JESSICA 

Have you? 

 

    KEVIN 

Do I have a choice? 

 

    JESSICA 

I think you‘re choosing not to live with it. 

 

    KEVIN 

But I have to live with it. 
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    JESSICA 

So why are you choosing not to? 

 

    KEVIN 

It‘s not a choice! 

 

    JESSICA 

Because you didn‘t choose to be handicapped. 

 

    KEVIN 

That‘s right. 

 

    JESSICA 

So you died that day? 

 

    KEVIN 

Listen, I can see you‘re confused. I‘m not dead; I just severed my spinal cord. 

 

    JESSICA 

You are in the grieving process, though. 

 

    KEVIN 

Nobody died. 

 

    JESSICA 

The grieving process does not require death in order to take place. Individuals 

generally grieve over any sort of loss: a photograph, a job. In your case, it‘s 

your former self, the self that could walk. 

 

    KEVIN 

I‘m not grieving. 

 

    JESSICA 

I believe you are. It‘s a five-step process that begins with denial. 

 

    KEVIN 

But I‘m not in… I‘m not in denial. 

 

    JESSICA 

It would explain why you haven‘t attended rehab sessions in some time. Your 

denial of the existence of a problem facilitates no need to acknowledge it. 

    KEVIN 

So you‘re saying I need to attend rehab again. 
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    JESSICA 

You need to acknowledge that you‘re disabled. I think the rehab will be 

physically beneficial regardless, and it may help mentally, too. 

 

    KEVIN 

So what is the five-step process? 

 

    JESSICA 

Denial, anger, bargaining, depression, acceptance. 

 

    KEVIN 

But I can‘t walk. How is accepting it relevant? It is what it is. 

 

    JESSICA 

I wish it were that easy. 

 

    KEVIN 

Is there a way to skip to acceptance without, you know, going through it all? 

 

    JESSICA 

I suppose it‘s possible, but unlikely. 

 

    KEVIN 

How unlikely? 

 

    JESSICA 

I‘ve never heard of it. 

 

    KEVIN 

Oh. 

 

    JESSICA 

Why don‘t you tell me about the incident? 

 

    KEVIN 

I fell off my roof. What‘s there to tell? 

 

    JESSICA 

Hopefully something, because I‘m going to keep you here until you‘ve 

answered any questions to my satisfaction. 

 

    KEVIN 

But my experiment— 
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    JESSICA 

Will have to wait! 

 

    KEVIN 

Fine. Ask away. 

 

    JESSICA 

You fell off your roof. How? 

 

    KEVIN 

I was cleaning my roof and I slipped on some wet leaves. 

 

    JESSICA 

Why were you cleaning your roof? 

 

    KEVIN 

I don‘t know. I thought it needed cleaning. 

 

    JESSICA 

Did it? 

 

    KEVIN 

Probably. I‘d never done it before. 

 

    JESSICA 

So you were doing something new? 

 

    KEVIN 

Yeah. 

 

    JESSICA 

Why? 

 

    KEVIN 

I just felt like it. 

 

    JESSICA 

I‘ve never thought about cleaning my roof. 

 

    KEVIN 

Do you live in an apartment? That might explain why you‘ve never thought of 

it. 
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    JESSICA 

Had you ever been on your roof before? 

 

    KEVIN 

No. 

 

    JESSICA 

Why‘d you climb on it? 

 

    KEVIN 

I don‘t know. It was a good day. 

 

    JESSICA 

What made it good? 

 

    KEVIN 

I felt like I could do anything. You know those days when you feel like you 

can do anything? It was one of those days. So I decided to clean my roof. 

 

    JESSICA 

What made you feel like you could do anything? 

 

    KEVIN 

Running. 

 

    JESSICA 

Running. 

 

    KEVIN 

Every Monday for a year, I woke up and said, ―Today‘s the day I start running 

every day.‖ And I ran three miles every Monday for a year. I got up every 

single Monday saying that this week would be different, and Tuesday I would 

forget all about it. By Wednesday I‘d remember, but it was too late in the week 

to get a good start. So I‘d wait until the next Monday to start again. And then, 

after more than a year of this, I ran three miles on Monday, and I got up early 

the next day, Tuesday morning, and I ran three miles. I did it. I ran three miles 

two days in a row. Throughout the run, all I could think about was how proud I 

was, how great I felt, how maybe Rudy and I could... It was the greatest run of 

my life. And then, later that day, I fell off my roof. Now I‘ll never run again. 

But I suppose no run would have been able to match that one anyway. 

 

    JESSICA 

So you fell off your roof because you exercised. 
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    KEVIN 

That‘s not why I fell off. 

 

    JESSICA 

But that‘s what you think. That may be another reason you‘ve neglected your 

rehab. You look at falling off your roof as a result of your run; your entire 

outlook on exercise is subject to a subconscious connection between your 

accident and the greatest moment of your life, which will never happen again. 

 

    KEVIN 

I don‘t think they‘re connected. 

 

    JESSICA 

Do you honestly believe that? 

 

    KEVIN 

I haven‘t thought about it. 

 

    JESSICA 

I think you can move to the second step in the grieving process today. 

 

    KEVIN 

Only the second? 

 

    JESSICA 

It‘s a big step. You‘ve been in denial for at least as long as you‘ve been 

avoiding rehabilitation. Maybe longer. I suggest you have a rehab session 

tonight. Without Dr. Schriner. 

 

    KEVIN 

But he‘s— 

 

    JESSICA 

I don‘t want him to be there for this one. Just do whatever you did the last time 

you attended. The point isn‘t to further your physical condition but the mental. 

I have a feeling that attending this session with your accident in perspective 

will force you to feel anger. 

 

    KEVIN 

If you say so. 

 

    JESSICA 

I‘ll arrange for an orderly to attend to you after hours; I doubt you‘ll want other 

people there. I‘ll explain the situation. You have to attend. 
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    KEVIN 

I‘ve been pretty busy lately. I don‘t know if tonight— 

 

    JESSICA 

If you don‘t attend, I‘ll suspend your activities at the Corporate Ladder until 

further notice. 

 

    KEVIN 

You can‘t do that. 

 

    JESSICA 

One phone call to President Topps and— 

 

    KEVIN 

I‘ll go. 

 

    JESSICA 

Good. 

 

    KEVIN 

Can I go now? 

 

    JESSICA 

One more thing. 

 

    KEVIN 

What? 

 

    JESSICA 

How are things with your brother? 

 

    KEVIN 

Rudy? Fine. 

 

    JESSICA 

Do you talk much? 

 

    KEVIN 

No. 

 

    JESSICA 

Did you talk after your accident? 
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    KEVIN 

A little. 

 

    JESSICA 

And before? 

 

    KEVIN 

Not really. Why? 

 

    JESSICA 

Curiosity. 

 

    KEVIN 

Are you done being curious? 

 

    JESSICA 

You may go. 

 

    KEVIN 

Thank you. 

 

    JESSICA 

Rehab. Tonight. 

 

    KEVIN 

I‘ll be there! 

 

  KEVIN exits. JESSICA reveals a flask and drinks from it. 
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    LAUREN’S OFFICE 

 

  LAUREN puts on her jacket as before. 

 

    LAUREN 

Until eight. 

 

  LAUREN presses a button and picks up the receiver. 

 

    LAUREN 

Yes, Nancy, I need you to make an appointment for four o‘clock with the 

psychologist. Don‘t let me forget. What else? What does he want? Very well, 

send him in. 

 

LAUREN moves behind her desk. She adjusts her outfit. 

KEVIN enters. 

 

    KEVIN 

President Topps? 

 

    LAUREN 

Yes, come in, Kevin. 

 

    KEVIN 

Thank you for seeing me. I know you don‘t like drop-ins. 

 

    LAUREN 

Nonsense. You invented the Corporate Ladder. Where would I be without you? 

 

    KEVIN 

No doubt at the top of some other private company. 

 

    LAUREN 

I appreciate that. 

 

    KEVIN 

It never hurts to suck up to the boss. Did you just meet with my brother? 

 

    LAUREN 

No. 

 

    KEVIN 

What was he doing here? 
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    LAUREN 

I don‘t know. Maybe asking Nancy on a date? 

 

    KEVIN 

Rudy‘s not too good with dating. 

 

    LAUREN 

You know, we did meet. Sales. We talked about sales. Your invention put us at 

the top this quarter. 

 

    KEVIN 

We‘re at the top? 

 

    LAUREN 

In the Midwest, anyway. Postings came out this morning. I planned on sharing 

it with everyone at the board meeting tomorrow, but I don‘t mind telling you 

now, so long as you keep it a secret. 

 

    KEVIN 

Safe with me. 

 

    LAUREN 

To what do I owe this visit? 

 

    KEVIN 

I did it. I finally perfected the Micro-UCS. 

 

    LAUREN 

The what? 

 

    KEVIN 

The miniature version of the Ultimate Catch System? 

 

    LAUREN 

Of course. The step-ladder, right? 

 

    KEVIN 

Yeah. 

 

    LAUREN 

Good. 

 

    KEVIN 

I‘d like to begin testing immediately. 



Texas Tech University, Rodney Donahue, May 2011 
 

250 

    LAUREN 

Why? 

 

    KEVIN 

To begin production as soon as possible. 

 

    LAUREN 

Is that necessary? 

 

    KEVIN 

I thought you wanted more products for the company. You were the one who 

suggested R and D in the first place. 

 

    LAUREN 

I know what I said, but it‘s a little more complicated than that. 

 

    KEVIN 

It‘s not complicated. Do you want new products or not? 

 

    LAUREN 

I do. 

 

    KEVIN 

Then you‘ll authorize the tests? 

 

    LAUREN 

Why don‘t you bring it up at the board meeting tomorrow? That way I won‘t 

bring it up in a way you don‘t want. Does that sound fair? 

 

    KEVIN 

You‘ll support it? 

 

    LAUREN 

I will. 

 

    KEVIN 

I just want to be sure I‘m not busting my butt for no reason. I have plenty of 

money, but you wanted us to find a way to prevent more accidents. Save more 

lives. We are still doing that, right? 

 

    LAUREN 

Nothing is more important than safeguarding the lives of others. 
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    KEVIN 

Is that why I‘ve been given mandatory counseling? 

 

    LAUREN 

You are the most important member of this company, Kevin. We want to make 

sure you are able to do your job for as long as you are able. 

 

    KEVIN 

Why wouldn‘t I be able to do my job? 

 

    LAUREN 

Because your doctor feels you may have some psychological issues, and we 

want you to know that we take those issues very seriously. 

 

    KEVIN 

Thank you. 

 

    LAUREN 

I‘m always in your corner, Kevin. If there‘s anything you need, just ask. 

 

    KEVIN 

Just your support on the Micro-UCS. 

 

    LAUREN 

You‘ll have it. Tomorrow morning. 

 

    KEVIN 

Do you think my brother will support it as well? 

 

    LAUREN 

Why would I know? 

 

    KEVIN 

I was just wondering. 

 

    LAUREN 

I don‘t see why he wouldn‘t. If he can sell it, I think that‘s all he cares about. 

 

    KEVIN 

Yeah, probably. Thanks, President Topps. 

 

  KEVIN exits. RINGING. LAUREN presses speakerphone. 
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    LAUREN 

This is President Topps. 

 

    JESSICA (VO) 

You want to stop by today? 

 

    LAUREN 

If you have an opening. 

 

    JESSICA (VO) 

How are the suppression techniques working? 

 

  LAUREN straightens her hair. 

 

    LAUREN 

Oh, you know. Fine. 

 

    JESSICA (VO) 

Excellent. Four o‘clock? 

 

    LAUREN 

Four o‘clock. 

 

    JESSICA (VO) 

I‘ll see you then. 

 

  LAUREN presses a button. 

 

    LAUREN 

I‘m in trouble. 
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COUNSELOR’S OFFICE 

 

    JESSICA 

So, when it comes to decide between personal fulfillment and money, you 

choose money? 

 

    RUDY 

It‘s not like that. 

 

    JESSICA 

What is it like? 

 

    RUDY 

You‘re simplifying the situation. 

 

    JESSICA 

I am, because I don‘t think you understand the situation. 

 

    RUDY 

I described it, didn‘t I? 

 

    JESSICA 

Maybe you‘ll respond better if I complicate it. You had the chance to leave the 

Corporate Ladder, but you didn‘t because they offered you more money. 

You‘re unhappy, you can‘t figure out why, you‘re avoiding your personal 

needs, instead favoring a societal construct of happiness in the acquisition of 

material possessions. Better? 

 

    RUDY 

The love of money is the root of all evil, not money. 

 

    JESSICA 

On what do you spend your money? 

 

    RUDY 

What? 

 

    JESSICA 

I bet your apartment is as bare as this legal pad. 

 

  JESSICA shows RUDY her pad, which says, ―Rudy.‖ 

 

    RUDY 

You haven‘t written anything? 
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    JESSICA 

I told you your problem‘s simple. 

 

    RUDY 

How do you know I live in an apartment? 

 

    JESSICA 

If you‘re unwilling to spend your money on material possessions, you‘re more 

likely to rent an apartment because you don‘t have enough stuff to own a 

home. 

 

    RUDY 

The apartment isn‘t that bare. 

 

    JESSICA 

Let me guess: one bathroom and a living space that works as kitchen, dining, 

living, and bedroom? 

 

    RUDY 

Yeah. 

 

    JESSICA 

Does the apartment have a bar? 

 

    RUDY 

No. 

 

    JESSICA 

Do you have a coffee table? 

 

    RUDY 

No. 

 

    JESSICA 

So you eat dinner from a tray table while sitting on your futon? 

 

    RUDY 

You just have everything figured out, don‘t you? 

 

    JESSICA 

I work for the Corporate Ladder, don‘t I? 

 

    RUDY 

Since you have me figured out, what‘s wrong? Why did I come in to see you? 
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    JESSICA 

Because you feel guilty, and you don‘t know why. 

 

    RUDY 

But you do. 

 

    JESSICA 

That‘s right. 

 

    RUDY 

So, why do I feel guilty? 

 

    JESSICA 

You feel guilty because you weren‘t able to prevent your brother‘s accident. 

 

    RUDY 

I wasn‘t even there. 

 

    JESSICA 

Why not? 

 

    RUDY 

I told him I couldn‘t be there. 

 

    JESSICA 

Why? 

 

    RUDY 

I was busy. 

 

    JESSICA 

Doing what? 

 

    RUDY 

Nothing. 

 

    JESSICA 

You lied to him. 

 

    RUDY 

I didn‘t want to help him clean his roof. 

 

    JESSICA 

So you didn‘t go to help. And he fell off his roof. 



Texas Tech University, Rodney Donahue, May 2011 
 

256 

    RUDY 

Yes. 

 

    JESSICA 

Could you have prevented it? 

 

    RUDY 

I don‘t know. 

 

    JESSICA 

But you believe you might have made a difference. 

 

    RUDY 

Of course I could have. How could I not? 

 

    JESSICA 

Because you weren‘t there. 

 

    RUDY 

But I should‘ve been there. 

 

    JESSICA 

And what would have happened if you had been there, or you saw it? 

 

    RUDY 

I don‘t know. 

 

    JESSICA 

Because you haven‘t considered the possibility that you are not a factor here. 

 

    RUDY 

He asked me to help, I didn‘t show, he fell off his roof. It‘s pretty clear. 

 

    JESSICA 

Coincidence. 

 

    RUDY 

Do you believe in coincidence? 

 

    JESSICA 

When I was in high school my best friend Amber stopped speaking to me after 

our friend Molly told Amber about an altercation she had with me. 
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    RUDY 

But she wasn‘t involved? 

 

    JESSICA 

No. 

 

    RUDY 

Why would she do that? 

 

    JESSICA 

Amber took offense against something that didn‘t happen to her. Those kind of 

offenses can never be forgiven because there‘s nothing to forgive. 

 

    RUDY 

What are you saying? 

 

    JESSICA 

You feel guilty for an incident in which you played no active role. You‘re 

unable to forgive yourself for not being part of it. 

 

    RUDY 

I… I know there‘s nothing I could have done. 

 

    JESSICA 

Do you? 

 

    RUDY 

I told him I couldn‘t help, but I could have. 

 

    JESSICA 

Because you didn‘t want to. 

 

    RUDY 

But I should have. 

 

    JESSICA 

You chose the personal fulfillment of doing nothing over the unsatisfying 

cleaning of your brother‘s roof. 

 

    RUDY 

Yes. 
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    JESSICA 

And your brother fell off his roof when you made a choice that led to your 

satisfaction. 

 

    RUDY 

That‘s not why he fell off. 

 

    JESSICA 

But that‘s what you think. That‘s why you always choose things that aren‘t 

personally fulfilling. The last time you did that, your brother severed— 

 

    RUDY 

That‘s not true. 

 

    JESSICA 

Why don‘t you have a girlfriend? 

 

    RUDY 

I don‘t need to have a girlfriend to have a good sex life. 

 

    JESSICA 

Of course not. I‘m not talking about your sex life; I‘m explaining that a 

girlfriend would indicate a choice for personal fulfillment. 

 

    RUDY 

I‘d need a nicer place before I looked at having a girlfriend. 

 

    JESSICA 

Everything indicates that you can‘t be fulfilled. 

 

    RUDY 

I want fulfillment. 

 

    JESSICA 

I didn‘t say you don‘t want it. I said you can‘t do it. Your guilt is too great. It‘s 

taken over everything you do: your home, your work, even your mind. 

 

    RUDY 

How do I get rid of it? 

 

    JESSICA 

The guilt? 
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    RUDY 

Yes. 

 

    JESSICA 

I don‘t know if you‘ll ever be rid of it. 

 

    RUDY 

What can I do? 

 

    JESSICA 

Replace it. 

 

    RUDY 

With what? How? 

 

    JESSICA 

Right now your only motivation is to prevent something that‘s already 

happened. Your brother fell off a roof. You don‘t have to deal with that. He 

does. 

 

    RUDY 

So what can I do? 

 

    JESSICA 

Find out what fulfills you. And do it. Right now you‘re here because nothing‘s 

more important than selling the Corporate Ladder; it‘s not enough for you, but 

it‘s all you have. Time remains constant, linear, and yet you exist in one 

moment, waiting. What are you waiting for? …You need a purpose, Rudy. The 

purpose you have isn‘t going to cut it. You need something new. You need to 

find something fulfilling and do it. 

 

    RUDY 

What? 

 

    JESSICA 

I don‘t know… You know where you might start? 

 

    RUDY 

Where? 

 

    JESSICA 

With your brother. Help him. 
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    RUDY 

Isn‘t that what I‘ve been doing? 

 

    JESSICA 

You‘ve been trying to prevent what happened to him. Why don‘t you try 

helping him out instead of waiting for him to need you? 

 

    RUDY 

 I could help with his rehabilitation. What do you think? 

 

    JESSICA 

I think that‘s an excellent idea. 

 

    RUDY 

Thanks, Jessica. 

 

    JESSICA 

Rudy, wait! 

 

    RUDY 

Yeah? 

 

    JESSICA 

This may not end up being the solution. 

 

    RUDY 

You have another suggestion? 

 

    JESSICA 

No, but I want you to consider the possibility that this may not be the answer. 

 

    RUDY 

I‘ll keep that in mind. 

 

RUDY exits. JESSICA reveals a flask and takes a swig. 

KNOCKING. 

 

    JESSICA 

I‘ll be with you in a moment. 

 

JESSICA finishes the rest of the flask and hides it. 
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SAINT JOSEPH MEDICAL: 

REHABILITATION 

 

Parallel bars on stage. KEVIN in his wheelchair at one end. 

RUDY waits at the other end. 

 

    RUDY 

Are you ready? 

 

    KEVIN 

Don‘t rush me. 

 

    RUDY 

Sorry. 

 

    KEVIN 

I‘ll go when I‘m ready. 

 

    RUDY 

You said that ten minutes ago. 

 

    KEVIN 

It hasn‘t been ten minutes. 

 

    RUDY 

There‘s a clock behind you, right above your head. It‘s all I‘ve been looking at 

for the last ten minutes. 

 

    KEVIN 

Dr. Schriner said— 

 

    RUDY 

Dr. Schriner isn‘t here— 

 

    KEVIN 

You‘re being negative. 

 

    RUDY 

I‘m sorry, I just didn‘t think it would take this long. 

 

    KEVIN 

I told you: plan on being here an hour. 
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    RUDY 

I know, but I thought it‘d be go-go-go. 

 

    KEVIN 

Well, if you don‘t wanna be here, maybe you should go-go-go. 

 

    RUDY 

I‘m sorry. Forget I said anything. 

 

    KEVIN 

Why do you want to be here anyway? You never showed interest before. 

 

    RUDY 

I just want to help. 

 

    KEVIN 

So start helping. 

 

    RUDY 

Sorry. 

 

    KEVIN 

It‘s okay…I think I‘m ready. 

 

    RUDY 

Whenever. 

 

Nothing. It appears as though KEVIN is not going to move. 

RUDY waits. Then KEVIN does, in fact, pull himself up onto 

the bars and begins moving across; slow, measured strides with 

his hands. He stops halfway. He tries one more, but he locks his 

arms. 

 

    KEVIN 

Okay, that‘s enough. 

 

RUDY runs over to him and supports KEVIN‘s weight so 

KEVIN can stay on the bars. 

 

    RUDY 

You wanna finish? 

 

    KEVIN 

No. 
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    RUDY 

It‘s important to finish. 

 

    KEVIN 

Says who? 

 

    RUDY 

Dr. Schriner. 

 

    KEVIN 

You‘ve been talking with Dr. Schriner? 

 

    RUDY 

I told you I want to help with the rehab. 

 

    KEVIN 

I know what you said, I just didn‘t think you cared. 

 

    RUDY 

Of course I care. 

 

    KEVIN 

I can hold myself up; just get my chair. 

 

    RUDY 

Why don‘t you go back to it? 

 

    KEVIN 

I can‘t do anymore. 

 

    RUDY 

I‘ll spot you. 

 

    KEVIN 

Just bring the chair. 

 

    RUDY 

Fine. You got it? 

 

    KEVIN 

Got it. 

 

RUDY releases KEVIN, who struggles to hold on to the bar. 

RUDY brings the chair underneath KEVIN. 



Texas Tech University, Rodney Donahue, May 2011 
 

264 

    RUDY 

Okay. Nice and slow. 

 

    KEVIN 

I‘m in. I said you can— 

 

    RUDY 

Okay. 

 

    KEVIN 

What did Dr. Schriner say? 

 

    RUDY 

That you haven‘t been attending your rehab sessions, for starters. 

 

    KEVIN 

He did? 

 

    RUDY 

Four years. Your rehab was only supposed to last two, and you‘re not even 

close to halfway. 

 

    KEVIN 

I‘m busy. 

 

    RUDY 

Nothing‘s more important than your health. 

 

    KEVIN 

Not preventing this from happening to others? 

 

    RUDY 

We can still do that, if you take better care of yourself. 

 

    KEVIN 

What‘s the point? 

 

    RUDY 

What happened to you? You used to be driven, inspired, ready to take on 

anything. Now look at you. You can‘t cross a bar with the help of a spotter. 

 

    KEVIN 

You wanna know what happened to me, Rudy? 
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    RUDY 

I wanna know! 

 

    KEVIN 

I fell off my fuckin‘ roof, that‘s what! …Happy? 

 

    RUDY 

No. That‘s not what happened to the person I described. The person I 

described? Driven, inspired? That was you after the accident. What changed? 

 

    KEVIN 

Nothing. 

 

    RUDY 

Then why won‘t you cross the bars? 

 

    KEVIN 

The exercise doesn‘t make any sense. It‘s not a practical application. 

 

    RUDY 

Not practical? 

 

    KEVIN 

Where in the real world am I going to encounter a set of bars so close together? 

Am I working toward some advanced degree in disabled gymnastics? 

 

    RUDY 

The practical application is to increase the strength in your chest and arms to 

compensate for the lack of strength in your legs. 

 

  KEVIN claps. 

 

    KEVIN 

Thank you. Thank you. You are a true well-spring of knowledge. Allow your 

fountain of wisdom to pour from your lips and grace my ears. 

 

    RUDY 

Knock it off! You‘re allowing your experience as a scientist to cloud your 

judgment. If you think the exercise is impractical, why don‘t you ask Dr. 

Schriner for more practical applications? 

 

    KEVIN 

That guy doesn‘t know what he‘s talking about. 
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    RUDY 

You‘re right. I didn‘t realize the letters M.D. and Ph.D. spelled ―idiot.‖ 

 

    KEVIN 

Depends on where the letters come from. 

 

    RUDY 

Stanford. 

 

    KEVIN 

Good school. 

 

    RUDY 

But he doesn‘t know what he‘s talking about. 

 

    KEVIN 

Fine. I‘ll ask him for more practical exercises next time I see him. 

 

    RUDY 

When will that be? 

 

    KEVIN 

I don‘t know. 

 

    RUDY 

How ‗bout right now? 

 

    KEVIN 

I‘m sure Dr. Schriner is very busy. 

 

    RUDY 

This is his card. He gave me seven different numbers. Told me he‘d see you as 

long as he wasn‘t in surgery. 

 

    KEVIN 

I‘ll do it. 

 

    RUDY 

I‘ll call him. 

 

    KEVIN 

Not that. The bars. 
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    RUDY 

You said you can‘t. 

 

    KEVIN 

You said I can. 

 

    RUDY 

Okay. 

 

  KEVIN moves to one end, RUDY to the other. 

 

    KEVIN 

Okay. 

 

    RUDY 

Take as much time as you need. 

 

    KEVIN 

Okay. 

 

    RUDY 

Do you want me to spot you? 

 

    KEVIN 

If I ask. 

 

    RUDY 

Okay. 

 

KEVIN pulls himself onto the bars. He only moves one-quarter 

of the distance. 

 

    KEVIN 

That‘s it, that‘s it. 

 

    RUDY 

Alright. 

 

  RUDY moves underneath KEVIN. 

 

    KEVIN 

What are you doing? 
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    RUDY 

I‘m spotting— 

 

    KEVIN 

That‘s it. 

 

    RUDY 

Finish. 

 

    KEVIN 

My arms are killing me. 

 

    RUDY 

Finish! 

    KEVIN 

No. 

 

    RUDY 

FINISH! 

 

    KEVIN 

Ugh… 

 

KEVIN moves his arms, but places no weight on them; RUDY 

struggles to hold him up. 

 

    RUDY 

You‘re not even trying! 

 

    KEVIN 

You told me to finish. 

 

    RUDY 

You have to do some work. 

 

    KEVIN 

We‘re moving. 

 

    RUDY 

Not any more. 

 

  RUDY freezes. 
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    KEVIN 

What are you doing? 

 

    RUDY 

We‘re not going anywhere until you help. 

 

    KEVIN 

Just get my chair then. 

 

    RUDY 

You want your chair? 

 

    KEVIN 

Yeah. 

 

    RUDY 

Go to the end. 

    KEVIN 

I can‘t. 

 

    RUDY 

Try. 

 

    KEVIN 

Just get my chair. 

 

    RUDY 

You have to hold yourself up. 

 

    KEVIN 

I‘m ready. 

 

    RUDY 

Got it? 

 

RUDY releases KEVIN, who holds himself up. RUDY moves 

to the wheelchair and moves it away from the end of the beams. 

 

    KEVIN 

What are you doing? 

 

    RUDY 

You want your chair? Finish. 
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    KEVIN 

I can‘t! 

 

    RUDY 

I‘ll spot you. 

 

    KEVIN 

No! 

 

    RUDY 

I‘m going to spot you. 

 

    KEVIN 

I‘m not— 

 

    RUDY 

All you‘re doing right now is wasting your energy holding yourself up and 

yelling. 

 

    KEVIN 

Spot me. 

 

RUDY spots KEVIN. KEVIN works hard, and, with RUDY‘s 

help, makes it to the other side. 

 

    RUDY 

You finished. 

 

    KEVIN 

Yeah. 

 

    RUDY 

It‘s important to finish. 

 

    KEVIN 

I can‘t hold myself up. 

 

    RUDY 

That‘s okay. 

 

    KEVIN 

You kicked my chair all the way over there. 
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    RUDY 

I can set you down. 

 

    KEVIN 

On the ground? No thanks. 

 

    RUDY 

If you can‘t hold yourself up, then— 

 

    KEVIN 

This is ridiculous. You wanna just drop me on the floor like a slab of beef. 

 

    RUDY 

If I have to get your chair— 

 

    KEVIN 

I don‘t believe this. 

 

    RUDY 

What, then? You hold yourself up, or I set you on the ground. What‘s it gonna 

be? 

 

    KEVIN 

Just put me down. 

 

    RUDY 

Kevin— 

 

    KEVIN 

PUT ME DOWN! 

 

    RUDY 

Okay. 

 

RUDY squats down low, gently setting KEVIN on the floor. He 

moves to the wheelchair. 

 

    KEVIN 

Leave it. 

 

    RUDY 

But— 

 



Texas Tech University, Rodney Donahue, May 2011 
 

272 

    KEVIN 

Just let me sit here awhile. 

 

    RUDY 

You just said— 

 

    KEVIN 

I‘m already here. I might as well make it look deliberate. 

 

    RUDY 

There‘s no one else here; even the orderly ran to the bathroom. 

 

    KEVIN 

I said leave it! 

 

    RUDY 

At least let me bring it over to you. 

 

    KEVIN 

So it looks like I fell out of the chair instead of off the bars. That‘s less 

embarrassing. 

 

    RUDY 

What do you want me to do? 

 

    KEVIN 

Go. 

 

    RUDY 

What? 

 

    KEVIN 

Don‘t ask what, I‘m telling you to leave. 

 

    RUDY 

This is stupid. You can‘t be proud of anything, can you? You crossed the bars 

for the first time in who knows how long, and now— 

 

    KEVIN 

I didn‘t cross the bars. 

 

    RUDY 

You did, though. 
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    KEVIN 

With help. 

 

    RUDY 

What‘s wrong with help? 

 

    KEVIN 

You don‘t get it, do you? 

 

    RUDY 

I guess not. 

 

    KEVIN 

It‘s so easy for you. ―Just lie here on the ground. I‘ll get the chair.‖ Look at 

me, Rudy. Do you have any idea how I feel? I can‘t do anything. I used to lie 

in bed and get a drink whenever I wanted. Now I have to climb into my chair, 

roll out to the fridge, roll back, and climb back into bed. I have to make sure I 

put a childproof lid on so I don‘t spill while I wheel around, and I have to 

make sure I set the drink on the close side of the night stand so I can reach it 

without having to get down again. I used to roll off the bed right onto my feet; 

now I worry about falling off my bed and landing on my feet because I might 

break them! Then I‘ll be in a wheelchair with casts! That‘s what I‘ve worried 

about every damn day for the last four years! So for you to just set me on the 

ground, to lay me out here like something that can just be dropped off and 

picked up—What am I, a pile of heavy books? You have no idea how I feel! 

 

    RUDY 

Kevin, I didn‘t know. 

 

    KEVIN 

Oh, I know you didn‘t know. Did you ever bother to ask? 

 

    RUDY 

You seemed fine. 

 

    KEVIN 

Well I‘m not fine! 

 

    RUDY 

Kevin, I‘m— 

 

    KEVIN 

Just get the chair.  
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    RUDY 

I— 

 

    KEVIN 

Come on! Get the chair before the orderly returns! 

 

  RUDY brings the chair to KEVIN and tries to help him. 

 

    RUDY 

Let me— 

 

    KEVIN 

You‘ve done quite enough, thank you. 

 

    RUDY 

Okay. 

 

  KEVIN pulls himself into the chair. 

 

    KEVIN 

Show‘s over. You can go now. I know that‘s what you wanted. 

 

    RUDY 

I wanted… Nevermind. I‘ll see you at the board meeting. 

 

    KEVIN 

Sure. 

 

    RUDY 

Kevin? 

 

    KEVIN 

What? 

 

    RUDY 

I‘m proud of you. 

 

    KEVIN 

For what? 

 

    RUDY 

You finished. It‘s important to— 
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    KEVIN 

How about you just wait here while I leave, okay? I don‘t want to talk to you 

right now. Just… stay. 

 

  KEVIN exits. 

 

    RUDY 

…Finish. 
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    COUNSELOR’S OFFICE 

 

    JESSICA 

Why did you need to meet with me so urgently? 

 

    LAUREN 

I haven‘t been able to control my urges. 

 

    JESSICA 

No kidding. 

 

    LAUREN 

You know? 

 

    JESSICA 

Lauren, these things take time. It‘s not an overnight cure. 

 

    LAUREN 

You don‘t understand. Things are getting out of hand. 

 

    JESSICA 

How so? 

 

    LAUREN 

Well, I asked Rudy to meet me tonight, and he— 

 

    JESSICA 

Rudy? 

 

    LAUREN 

Stone. 

 

    JESSICA 

Yes, I‘ve met him. 

 

    LAUREN 

It just sounded like you hadn‘t. 

 

    JESSICA 

I‘m sorry, he just never mentioned it. 

 

    LAUREN 

Why would he talk about a secret affair with his boss? 
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    JESSICA 

I didn‘t mean to interrupt. Please continue. 

 

    LAUREN 

I asked him to meet me tonight, and he accused me of trying to be his 

girlfriend. 

 

    JESSICA 

Really. 

 

    LAUREN 

We‘ve only been having sex; there‘s been nothing but sex. Nothing. 

 

    JESSICA 

You‘re worried that his interpretation of your affection results in crossing the 

boundaries you set up for yourself? 

 

    LAUREN 

Exactly. 

 

    JESSICA 

Are you worried because you feel you‘ve done something wrong, or are you 

worried because you think you‘ll get caught? 

 

    LAUREN 

I‘m worried I‘ll get caught. 

 

    JESSICA 

By whom? 

 

    LAUREN 

Everyone. My husband, the company… There are very strict rules concerning 

intra-company relationships. 

 

    JESSICA 

I‘m familiar with them. 

 

    LAUREN 

I thought I covered my tracks well enough, but now I‘m concerned that Rudy‘s 

going to expose me. What should I do? 
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    JESSICA 

Most people attempt to cover their tracks when they‘re hiding something. 

When they can‘t cover their tracks, they generally panic, like you‘re doing 

now. You accounted for everything, but this new element has foiled your plan. 

 

    LAUREN 

Then we fix the plan. 

 

    JESSICA 

No, we need to fix the problem. 

 

    LAUREN 

There isn‘t a problem. 

 

    JESSICA 

Then why did you come to see me? 

 

    LAUREN 

Because I was panicking. I have to go. 

 

    JESSICA 

No, we should talk about this. 

 

    LAUREN 

I don‘t have time. I have to find a way to tip the scales in my favor. 

 

    JESSICA 

You need to remove the problem, not figure out a way to keep it going. 

 

    LAUREN 

Thanks, Jessica. 

 

  LAUREN exits. JESSICA reveals her flask. 

 

    JESSICA 

Don‘t thank me. 
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LAUREN’S OFFICE 

 

  LAUREN lies under a blanket. RUDY puts on his pants. 

 

    RUDY 

I didn‘t like that. 

 

    LAUREN 

Was I too rough for you? 

 

    RUDY 

A little, yes. 

 

    LAUREN 

I‘ll be nicer next time. 

 

    RUDY 

…I know we said no strings. 

 

    LAUREN 

No strings. 

 

    RUDY 

But can we talk about what just happened? 

 

    LAUREN 

If you like. 

 

    RUDY 

Are you okay? 

 

    LAUREN 

I‘m great. Never felt better. 

 

    RUDY 

It‘s just… you seemed kind of scared. 

 

    LAUREN 

What do you mean? 

 

    RUDY 

You were screaming. 

 



Texas Tech University, Rodney Donahue, May 2011 
 

280 

    LAUREN 

I thought you liked it when I scream. 

 

    RUDY 

Maybe your average orgasmic oo‘s and ah‘s, but these screams were like… 

blood-curdling.  

 

    LAUREN 

I didn‘t mean to frighten you. I thought you were tougher than that. 

 

    RUDY 

I don‘t want to hurt you. 

 

    LAUREN 

You can‘t hurt me. 

 

    RUDY 

Maybe not emotionally, but… Well, the way you… It just… 

 

    LAUREN 

What? 

 

    RUDY 

I felt like I was raping you. 

 

    LAUREN 

You weren‘t. 

 

    RUDY 

I know I wasn‘t, but that‘s what you were acting like. 

 

    LAUREN 

I was acting like you were raping me. Do you have any idea how that sounds? 

 

    RUDY 

I know how it sounds, but you have to understand how I felt— 

 

    LAUREN 

I said I‘ll be nicer next time. 

 

    RUDY 

I don‘t know that there‘ll be a next time. 
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    LAUREN 

Fine with me. No strings. 

 

    RUDY 

No strings. I‘ll see you at the board meeting tomorrow. 

 

    LAUREN 

Yeah, I‘d better get home. It is my husband‘s birthday. 

 

    RUDY 

…What? 

 

    LAUREN 

I‘d better get home. 

 

    RUDY 

You‘re married. 

 

    LAUREN 

No strings. 

 

    RUDY 

It just changes things. 

 

    LAUREN 

How? 

 

    RUDY 

You‘re married. 

 

    LAUREN 

Doesn‘t explain how it changes things. 

 

    RUDY 

It doesn‘t bother you to cheat on your husband. 

 

    LAUREN 

Do I act like it bothers me? 

 

    RUDY 

Not at all. 
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    LAUREN 

Why should it matter to you? You don‘t know him. He‘s not your friend. The 

only person you should be concerned with is me. 

 

    RUDY 

I am concerned about you. How could you keep this from me? 

 

    LAUREN 

I didn‘t keep it from you. 

 

    RUDY 

You have for weeks. 

 

    LAUREN 

If I had told you, would you have— 

 

    RUDY 

No. 

 

    LAUREN 

Exactly why I didn‘t tell you. I wouldn‘t have told you now, either; it just 

slipped. 

 

    RUDY 

I‘m sorry you weren‘t able to keep it a secret longer. 

 

    LAUREN 

Why does it make a difference? 

 

    RUDY 

It does to me. 

 

    LAUREN 

Where was this going, huh? Why do you care so much? 

 

    RUDY 

I don‘t. 

 

    LAUREN 

So stop caring about it. 

 

    RUDY 

I don‘t think I can do this anymore. 
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    LAUREN 

I told you: you can walk any time you want. 

 

    RUDY 

I want to walk. 

 

    LAUREN 

Walk, then. 

 

    RUDY 

I just want to be clear that this isn‘t gong to affect anything outside— 

 

    LAUREN 

Walking does not include follow-up questions. Stay, ask questions, or walk. 

 

    RUDY 

Tell your husband happy birthday. 

 

  RUDY exits. LAUREN exhales. 

 

    LAUREN 

Step two: remove the problem… 
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    THE CORPORATE LADDER:  

CONFERENCE ROOM 

 

  Room full of big-wigs. KEVIN and RUDY onstage. 

 

    LAUREN 

I would just like to thank everyone for another amazing quarter. We are now 

officially the number one privately-owned company in the Midwest, number 

thirteen in the nation. We will become the number one entity in the nation 

within the next three years. Of this I have no doubt, because I believe in our 

product, as do our customers, as do all of you. We are in demand. Because our 

product is certified as the safest tool on the market to date, everyone needs it. 

Because our product is doing so well, I have a couple items for the agenda 

today. The first concerns Research and Development. Now, Kevin, I know you 

in particular have been working diligently on the Micro-Ultimate Catch 

System. I think all of us agree that it is definitely the next step in the evolution 

of the company. The Micro-UCS is ready to go whenever we want to put it 

into motion; for that, we all thank you. However. I don‘t think we‘re ready to 

expand our product line. I think the Corporate Ladder stands on its own; 

another product would confuse our customers at this crucial step in the 

company‘s life. We‘re on the road to number one, and I don‘t think we should 

make any moves until we‘ve reached the top, or at least leveled off.  

 

  KEVIN raises his hand in earnest. 

 

    LAUREN 

It may be some time, but I think you‘ll agree that what‘s good for the company 

is good for all of us. Because of this, I cannot recommend testing of the Micro-

UCS at this time. Now, while we may not be ready to expand our product line, 

I believe we are ready to open a new facility in New York. Americans will see 

this move to create new jobs in another part of the country as a humanitarian 

effort they think only the government can provide. We‘ll need a consultant to 

oversee the evolution of this facility, someone who‘s been with us from the 

very beginning, who‘s been with us every step of the way. I can honestly think 

of no one better suited or more qualified than our Director of Sales, Rudy 

Stone, to serve this function. Rudy has been instrumental in the development 

of this company, and I know he represents our best interests.  

 

  RUDY and KEVIN raise their hands in earnest. 

 

    LAUREN 

Of course we‘ll discuss these items today, but I am fully confident all of you 

will agree with me that these steps must be taken to ensure our road to number 

one. Let‘s begin. 
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LAUREN’S OFFICE 

 

    KEVIN 

What the hell was that? 

 

    LAUREN 

President Topps. 

 

    KEVIN 

President Topps: what the hell was that? 

 

    LAUREN 

I don‘t think our customers need us to have two products right now; perhaps 

when our numbers are no longer rising, we can use the Micro-UCS to bolster 

our company. For now, I see no need to make any changes. 

 

    KEVIN 

You told me what I was doing was important. 

 

    LAUREN 

It is. 

 

    KEVIN 

Then why aren‘t we using it? 

 

    LAUREN 

We need to keep our ideas in reserve. That way we‘ll have them when we need 

them. 

 

    KEVIN 

I thought our priority was preventing accidents. 

 

    LAUREN 

I‘m not ready to commit our resources to this product right now, not while 

we‘re still skyrocketing. 

 

    KEVIN 

Can we at least begin testing? That way we‘ll be ready to put it into production 

when the time comes. 

 

    LAUREN 

The board has already laid the matter to rest. We‘ll test it at a later date. 
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    KEVIN 

You lied to me. 

 

    LAUREN 

I changed my mind. 

 

    KEVIN 

What am I doing here, Lauren? 

 

    LAUREN 

You are the foundation of the Corporate Ladder, Kevin. We can‘t continue 

without you. 

 

    KEVIN 

I don‘t think you need me at all. 

 

    LAUREN 

How would it look if the man who invented the Corporate Ladder left the 

company he helped build? 

 

    KEVIN 

So you just keep me around as some kind of mascot. 

 

    LAUREN 

No. 

 

    KEVIN 

That‘s what it feels like. 

 

    LAUREN 

I‘m sorry I didn‘t tell you about my decision. It‘s a wonderful product. 

Logistically speaking, I don‘t think we can afford to make such a dramatic 

shift in our priorities. 

 

    KEVIN 

Logistically speaking, the numbers say we can afford just about anything. 

 

    LAUREN 

The board wants to line their pockets, Kevin. 

 

    KEVIN 

So it‘s not about saving lives; it‘s about money. 
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    LAUREN 

Not for you. Not for me, either. For them, yes, it is about money. 

 

    KEVIN 

Do you need me? 

 

    LAUREN 

Yes. 

 

    KEVIN 

Do you need me for my abilities or because I‘m a symbol? 

 

    LAUREN 

Both. 

 

    KEVIN 

 I don‘t know that I can give you more than one. 

 

    LAUREN 

I‘d like you to find a way. 

 

    KEVIN 

I doubt that I will. 

 

  RUDY enters. 

 

    RUDY 

New York? 

 

    LAUREN 

Rudy, I‘m in the middle of something. 

 

    KEVIN 

It‘s okay. I‘m done here. 

 

    RUDY 

I‘d like you to stay. 

 

    KEVIN 

Then I‘m definitely done here. 

 

    RUDY 

Kevin— 
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    KEVIN 

WHAT? 

 

    RUDY 

Nothing. 

 

    KEVIN 

President Topps, don‘t force me to do something I don‘t want to. Find a way to 

make it happen. You decide if it‘s about preventing accidents or if it‘s about 

money. 

 

    LAUREN 

Kevin— 

 

    KEVIN 

I need to know by the end of the day, thank you. 

 

  KEVIN exits. 

 

    RUDY 

What did you do to him? 

 

    LAUREN 

I could ask you the same thing. 

 

    RUDY 

He worked very hard on the Micro-UCS. 

 

    LAUREN 

I can do whatever I want. I‘m the President of the Corporate Ladder. 

 

    RUDY 

That gives you the right to send me to New York? 

 

    LAUREN 

It does. 

 

    RUDY 

I‘m not going. 

 

    LAUREN 

I don‘t think you have a choice. 
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    RUDY 

Is this about last night? 

 

    LAUREN 

It is, actually. 

 

    RUDY 

This is sexual harassment. 

 

    LAUREN 

Yes, it is. And I‘m willing to let it slide if you go to New York. 

 

    RUDY 

I sexually harassed you? 

 

    LAUREN 

Yes. 

 

    RUDY 

Forgive me, but you initiated every encounter. 

 

    LAUREN 

I‘d like you to take a look at some of these. 

 

  LAUREN hands RUDY blurry black and white photographs. 

 

    RUDY 

What is this? 

 

    LAUREN 

I took out a little insurance policy. 

 

    RUDY 

These are surveillance photos. 

 

    LAUREN 

Yes. 

 

    RUDY 

You filmed us having sex? 

 

    LAUREN 

Nothing so crude. As you can see, the photos were only taken every thirty 

seconds or so. 
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    RUDY 

Have you shown these to anyone? 

 

    LAUREN 

No. 

 

    RUDY 

Then I‘ll take them. 

 

    LAUREN 

They‘re only duplicates. Do you think I‘m stupid enough to— 

 

    RUDY 

What are you talking about? 

 

    LAUREN 

This is a big promotion I‘m offering you. I suggest you take it. 

 

    RUDY 

You planned this. That explains all the weird stuff last night. I assume you 

recorded it as well? 

 

    LAUREN 

Of course. Blood-curdling screams don‘t make for good photography. 

 

    RUDY 

I don‘t believe this. No strings. 

 

    LAUREN 

There are no strings. 

 

    RUDY 

Moving to New York is a pretty big string. 

 

    LAUREN 

Sending you to New York has nothing to do with you. It has to do with me. 

 

    RUDY 

I beg your pardon? 
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    LAUREN 

I need to curb my sexual behavior. I obviously find you irresistible, and you 

apparently can‘t get enough of me, so I have no choice but to remove you from 

within my grasp. You can either take the promotion to New York, or I‘ll 

accuse you of rape. 

 

    RUDY 

I don‘t believe this. 

 

    LAUREN 

There‘s nothing to believe. The choice is yours: New York or jail. 

 

    RUDY 

I‘m not going to New York. 

 

    LAUREN 

I‘ll give you until the end of the day to think about it. 

 

    RUDY 

How do I know you won‘t use this against me later? 

 

    LAUREN 

You‘ll just have to trust me. 

 

    RUDY 

The woman with no ethics. 

 

    LAUREN 

I‘m loyal to the Corporate Ladder; I don‘t need ethics. Everything I do is for 

the good of the company, which is why I want you to go to New York. 

 

    RUDY 

We can work this out. 

 

    LAUREN 

I‘ve already worked it out. I suggest you look at the evidence. You can keep 

those photos, by the way. I‘m certain they‘ll help you make the right decision. 

 

    RUDY 

You‘ll give me until the end of the day? 
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    LAUREN 

It doesn‘t matter. You can have until the end of the week. I already know the 

decision you‘ll make. Would you like me to set up the appointment with our 

contractors in New York, or would you like to make it? 

 

    RUDY 

Hold that call. I wouldn‘t want you to make any… unnecessary arrangements. 

 

  RUDY exits. 
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    COUNSELOR’S OFFICE 

 

    KEVIN 

You were right. 

 

    JESSICA 

I don‘t always enjoy being right. 

 

    KEVIN 

The old Kevin is dead. 

 

    JESSICA 

So you skipped from denial to acceptance in one day? 

 

    KEVIN 

I didn‘t skip anything. President Topps killed me. 

 

    JESSICA 

What happened? 

 

    KEVIN 

I made my breakthrough yesterday right after we finished our session; she shot 

down the project. 

 

    JESSICA 

There will be other projects. 

 

    KEVIN 

This is the only thing I‘ve worked on since the Corporate Ladder. I can‘t be 

sure there will be other projects. 

 

    JESSICA 

So now it‘s meaningless. Hollow. 

 

    KEVIN 

Like everything else in my life. 

 

    JESSICA 

You busied yourself with your work to avoid your rehab; now that your project 

has been rejected, you wish you had finished. 

 

    KEVIN 

I seem to be betting everything on all the wrong hands. 
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    JESSICA 

Maybe. But at least you didn‘t fold. 

 

    KEVIN 

Not yet. 

 

    JESSICA 

Are you thinking about folding now? 

 

    KEVIN 

I‘d be lying if I said I wasn‘t considering it. 

 

    JESSICA 

Look at it this way: you‘ve been dealt the same hand you were dealt four years 

ago. You can play it differently. 

 

    KEVIN 

I‘m not getting my legs back. 

 

    JESSICA 

No, but you can finish your rehab this time. 

 

    KEVIN 

What‘s the point? 

 

    JESSICA 

It‘s important to finish. You can‘t finish anything. 

 

    KEVIN 

It‘s not like I don‘t try. 

 

    JESSICA 

I know. Most of the time, finishing is out of your hands. You couldn‘t finish 

your dreams of running because you severed your spinal cord; you can‘t finish 

your work because they rejected it. You didn‘t finish your rehabilitation, but 

now‘s your chance! You‘ve been given the opportunity to finish something. 

All you have to do is do it. 

 

    KEVIN 

I went last night. 

 

    JESSICA 

Yes, the orderly called me. Tell me about it. 
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    KEVIN 

You were right. I was angry. 

 

    JESSICA 

I‘m glad you went. I‘m proud of you. And your brother helped you? 

 

    KEVIN 

Something like that. 

 

    JESSICA 

What happened? 

 

    KEVIN 

He doesn‘t understand. I haven‘t accepted my handicap, and he doesn‘t 

understand that. He can just move on because nothing happened to him. 

 

    JESSICA 

Are you sure he‘s moved on? 

 

    KEVIN 

He didn‘t lose the use of his legs; nothing happened to him. 

 

    JESSICA 

He told you that. 

 

    KEVIN 

We don‘t really talk. In fact, I was surprised he asked to help me out. 

 

    JESSICA 

Maybe he wants to help you move on. 

 

    KEVIN 

Rudy never cared about anything but himself. Hell, the day I fell off my roof, I 

asked him to come help, but he said he was busy. 

 

    JESSICA 

Do you blame Rudy for what happened? 

 

    KEVIN 

No. 

 

    JESSICA 

Not even a little? 
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    KEVIN 

I don‘t know if things would have been different. 

 

    JESSICA 

But you think about it. 

 

    KEVIN 

Of course I do. What if it had been him instead of me, what if he had seen it, 

what if it had happened to both of us, what if we got drunk instead of getting 

on the roof? I‘ve thought about it. 

 

    JESSICA 

Think about talking to him about it. 

 

    KEVIN 

He doesn‘t care. 

 

    JESSICA 

Then why did he go with you last night? 

 

    KEVIN 

I don‘t know. 

 

    JESSICA 

Do you care about him? 

 

    KEVIN 

I don‘t know. I want to, but… 

 

    JESSICA 

You don‘t have to. Know. Whether or not you care. I do want you to continue 

your rehab. I think that if you pursue it, you‘ll quickly find your path to 

becoming alternately-abled. 

 

    KEVIN 

Alternately-abled? 

 

    JESSICA 

An alternately-abled individual does things differently rather than a disabled 

person who is incapable of doing things period. 

 

    KEVIN 

That‘s not going to be easy. 
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    JESSICA 

I never said it would be. I‘d also like you to stay on with the Corporate Ladder. 

 

    KEVIN 

My job seems meaningless. 

 

    JESSICA 

Do you want to help people? 

 

    KEVIN 

Yes. 

 

    JESSICA 

And your inventions help people? 

 

    KEVIN 

Yes. 

 

    JESSICA 

And you can build anything you want in Research and Development? 

 

    KEVIN 

I see where you‘re going with this. 

 

    JESSICA 

Be patient. I know that seems difficult when you feel like you‘ve wasted four 

years of your life, but one day your inventions will prevent what happened to 

you from happening to others. The Corporate Ladder already does. 

 

    KEVIN 

Yeah. 

 

    JESSICA 

And so will this rejected project. And so will your next idea. It will happen. 

Where else will you be given the resources to save lives the way you do now? 

 

    KEVIN 

Nowhere. 

 

    JESSICA 

I‘d like to meet with you once a week, at your convenience. Once you start 

your rehabilitation and work on a new project, I‘m sure the old Kevin will 

return from his hiatus. Be patient. 
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    KEVIN 

I will. Thank you. 

 

    JESSICA 

I care about you. I care about everyone here at the Corporate Ladder. 

 

    KEVIN 

I know. 

    JESSICA 

Don‘t let these trivial things set you back. You want to save lives. Stay here, 

and you‘ll save your own. 

 

    KEVIN 

Thanks, Jessica. 

 

    JESSICA 

You‘re welcome. I‘ll see you next week. 

 

    KEVIN 

You will. 

 

  KEVIN exits. 
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    HALLWAY 

 

  LAUREN on her cell, waiting. KEVIN enters, unnoticed. 

 

    LAUREN 

Why don‘t you drop by my office tonight and we can talk about this further? 

Around eight? Absolutely I do. No, I‘m not worried about him. I know he was 

shocked in the meeting, but I promise you Rudy will be in New York on 

Monday. I told you I‘m done with him, Dr. Winters. You‘re the one I have my 

eye on. What about Kevin? I know. Who‘s worried about falling off a step 

ladder? Ridiculous. I say we just let him roll around in Research and 

Development.  

 

    KEVIN 

Hey. 

 

    LAUREN 

Hi. Uh, Jack, I‘m here now. Why don‘t you drop by my office tonight and we 

can talk about this further? Perfect. See you then. 

 

  LAUREN puts away her phone. 

 

    KEVIN 

So— 

 

    LAUREN 

I didn‘t mean what I said. You know I didn‘t mean it. 

 

    KEVIN 

If I remain as mascot, will I be able to make a few requests? 

 

    LAUREN 

If you want. 

 

    KEVIN 

I do. 

 

    LAUREN 

Great. I‘m so glad— 
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    KEVIN 

How you feel doesn‘t concern me; what does concern me is my position in the 

Corporate Ladder. I‘m head of R and D, yet I have no staff. I want a full-time 

assistant, I want an expanded budget, and I want it in writing by the end of the 

day. 

 

    LAUREN 

Why don‘t you throw in creative control of your products while you‘re at it? 

 

    KEVIN 

Sounds good. I would also like creative control of all R and D projects. 

 

     LAUREN 

That‘s a tall order. I don‘t know if— 

 

    KEVIN 

The terms are non-negotiable. I have no problem walking away right now. And 

yes, I‘m aware I can‘t walk. 

 

    LAUREN 

Did you just make a joke about your handicap? 

 

    KEVIN 

I don‘t have a handicap; I‘m alternately-abled.  

 

    LAUREN 

Something‘s different about you. 

 

    KEVIN 

Nothing‘s different. I‘m the same old Kevin Stone. 

 

  KEVIN picks up one leg and crosses it over the other. 

 

    KEVIN 

Oh, and I want the paperwork on my desk by tomorrow. 

 

    LAUREN 

I thought you said the end of the day? 

 

    KEVIN 

I did, but it doesn‘t really matter. I already know the decision you‘re going to 

make. 
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    LAUREN 

Do you? 

 

    KEVIN 

I do if you don‘t want Richard to find out about your late-night meeting with 

Jack. 

 

    LAUREN 

You know I‘m married? 

 

    KEVIN 

Of course I do. I was at your wedding. I sat on your husband‘s side. I‘m sure 

he‘d like to know you‘re sleeping with— 

 

    LAUREN 

I‘ll have the paperwork on your desk by the end of the day. 

 

    KEVIN 

It can wait until tomorrow. I know you‘re gonna have a busy night… Would 

you care to join me for lunch? 

 

    LAUREN 

No, thanks. I have an appointment. 

 

    KEVIN 

You don‘t want to eat with me because I‘m alternately-abled. 

 

    LAUREN 

That‘s not why— 

 

    KEVIN 

Never in my life— 

 

    LAUREN 

Would you like me to join you? 

 

    KEVIN 

That‘s okay. I don‘t feel like having lunch with your kind. 

 

    LAUREN 

Regularly-abled? 

 

    KEVIN 

No… Bitches. 



Texas Tech University, Rodney Donahue, May 2011 
 

302 

 

  KEVIN exits. 
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COUNSELOR’S OFFICE 
 

    JESSICA 

Let me get this straight. You attempted to give Rudy Stone the choice between 

moving to New York and a rape accusation, and now his brother is aware of 

your indiscretions and has threatened to use them against you if you don‘t give 

in to his demands? 

 

    LAUREN 

I need a drink. 

 

    JESSICA 

Alcohol isn‘t allowed at the Corporate Ladder. 

 

    LAUREN 

It‘s just a figure of speech. 

 

    JESSICA 

Do you think Rudy will go to New York? 

 

    LAUREN 

What choice does he have? 

 

    JESSICA 

Will you miss him? 

 

    LAUREN 

I have Jack now. 

 

    JESSICA 

Jack? 

 

    LAUREN 

Dr. Jack Winters. One of the board members. 

 

    JESSICA 

I see. So the techniques aren‘t working. 

 

    LAUREN 

Everything‘s falling apart. My marriage, my affairs… All I have left is my 

position at the top of the Corporate Ladder. 
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    JESSICA 

I don‘t know if there‘s anything else I can do for you. You resist advice, 

counseling, really wisdom of any kind. 

 

    LAUREN 

You mean you can‘t help me. 

 

    JESSICA 

Both your lust for men and your need to overpower them are completely out of 

control. 

 

    LAUREN 

I just need something to help me. 

 

    JESSICA 

I‘m not a psychiatrist. 

 

    LAUREN 

Isn‘t there anything you can give me? 

 

    JESSICA 

My job is to help individuals at the Corporate Ladder. Because that is my 

primary concern, there‘s still one thing I can give you. 

 

  JESSICA reveals her flask. 

 

    LAUREN 

Alcohol isn‘t allowed at the Corporate Ladder. 

 

    JESSICA 

I won‘t tell if you won‘t. 

 

LAUREN drinks. She hands the flask to JESSICA, who drinks. 

LAUREN snatches the flask from JESSICA. JESSICA pulls out 

a bottle. They smile together. 
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    HALLWAY 

 

  RUDY waits. LAUREN enters. 

 

    LAUREN 

Rudy! 

 

    RUDY 

Lauren. 

 

    LAUREN 

I was just— 

 

    RUDY 

Checking up on me? Trying to see if Jessica would reveal anything? I doubt 

she would. Her patients come first. 

 

    LAUREN 

You‘re absolutely right; she didn‘t reveal anything. Have you made a decision? 

 

    RUDY 

I believe I have come up with the most reasonable alternative. 

 

    LAUREN 

New York then? 

 

    RUDY 

You want to get rid of me; I can‘t go to New York. What about a compromise? 

 

    LAUREN 

I don‘t compromise. 

 

    RUDY 

Just hear me out. 

 

    LAUREN 

Very well. 

 

    RUDY 

I want to quit. 

 

    LAUREN 

Out of the question. 
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    RUDY 

Why not? 

 

    LAUREN 

If you‘re going to leave the company it will be on account of dismissal, not of 

your free will. 

 

    RUDY 

It‘s obvious you want me gone. Why can‘t I just quit? 

 

    LAUREN 

You‘re the most qualified to send. 

 

    RUDY 

More qualified than Jack Winters? 

 

    LAUREN 

Why bring up Jack Winters? 

 

    RUDY 

Because he‘s more qualified than me. Let me quit. 

 

    LAUREN 

You quit and I‘ll charge you with rape! 

 

    RUDY 

You… what is that? 

 

    LAUREN 

What? 

 

    RUDY 

Is that… rum? 

 

    LAUREN 

It‘s whiskey… I mean, no! 

 

    RUDY 

You‘ve been drinking? 

 

    LAUREN 

Absolutely not. 

 



Texas Tech University, Rodney Donahue, May 2011 
 

307 

    RUDY 

Yes, you have. 

 

    LAUREN 

There‘s absolutely no eighty proof. Evidence. 

 

    RUDY 

Then you won‘t mind if I call security right now on your behalf? 

 

    LAUREN 

For what? 

 

    RUDY 

Well, if you‘ve been drinking at the Corporate Ladder and I have documented 

evidence of you taking advantage of me, I might be able to charge you with 

sexual harassment. 

 

    LAUREN 

That‘s unnecessary. 

 

    RUDY 

The photos make it look very necessary. 

 

    LAUREN 

I did not sexually harass you. 

 

    RUDY 

What‘s the matter? Afraid they‘ll take the word of a charming salesman over a 

drunk? Look at you, you can barely stand! 

 

    LAUREN 

What will it take to keep this quiet? 

 

    RUDY 

I want to quit. 

 

    LAUREN 

Done. 

 

    RUDY 

None of that two weeks notice crap, either; I‘m out today. 

 

    LAUREN 

Fine. Anything else? 
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    RUDY 

I assume I have the only photos. 

 

    LAUREN 

Yes. No. Damn. I was hoping you‘d just go to New York. 

 

    RUDY 

So there‘s no audio recording. 

 

    LAUREN 

No. Fine, you can quit today. But if you tell anyone about this I‘ll— 

 

  RUDY kisses her to shut her up; LAUREN pushes him off. 

 

    RUDY 

I love whiskey. Oh, and I don‘t want to sign any paperwork, either. You think 

you can have Nancy fill it out for me? Thanks! 

 

  RUDY exits. 

 

    LAUREN 

It worked. I did it. I resisted the sexual advances of an employee! The 

techniques are working. 

 

  LAUREN pulls out her cell and dials. 

 

    LAUREN 

Hey, Jack, it‘s me. Listen, I can‘t meet with you tonight. No, I can‘t do it. 

Because I‘m married and I want to compartmentalize sex at home. Hello? He‘s 

gone! I did it! 
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RESEARCH AND DEVELOPMENT  
 

  RUDY rummages through various drawers in various desks. 

 

    RUDY 

Come on! 

 

  KEVIN enters. 

 

    KEVIN 

This is a restricted area! I‘ll call security! 

 

    RUDY 

Good, you‘re here. 

 

    KEVIN 

Rudy? 

 

    RUDY 

Where are the schematics for the Micro-UCS? I found the prototype, but no 

schematics. 

 

    KEVIN 

Stop! You‘re making a mess! 

 

    RUDY 

I‘m looking for the schematics. Where are they? 

 

    KEVIN 

It‘s the twenty-first century; everything‘s on the computer. 

 

    RUDY 

Can you send them to me? 

 

    KEVIN 

Why? 

 

    RUDY 

I want us to start our own company. 

 

    KEVIN 

What? 
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    RUDY 

Yeah. Let‘s get out of here and just start our own company. 

 

    KEVIN 

We already work here. 

 

    RUDY 

Don‘t you understand? We messed up. We should have gone into business 

together, without investors, and Lauren Topps, and surveillance cameras. 

 

    KEVIN 

We didn‘t mess up. 

 

    RUDY 

With the Micro-UCS we can start over. We‘ve been given a second chance. 

 

    KEVIN 

Rudy… Yesterday you volunteer to help with my rehab after we haven‘t talked 

in months, and now you want me to give you the schematics for the Micro-

UCS so we can start our own business? What‘s wrong with you? 

 

    RUDY 

Nothing. For the first time in a long time, I feel great. I have a purpose. 

 

    KEVIN 

What‘s that? 

 

    RUDY 

We have to destroy the Corporate Ladder. 

 

    KEVIN 

The Corporate Ladder saves lives. 

 

    RUDY 

I mean the company. With your technical skills and my sales abilities, we can 

build our own formidable company of safety devices, beginning with this. 

 

    KEVIN 

The Micro-UCS? 

 

    RUDY 

They don‘t want it. We can use it. Think about it. We can market it as the 

safest step ladder on the market. Everyone will want it. 
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    KEVIN 

We have great jobs now. I just received an expanded budget, you‘re going to 

New York — 

 

    RUDY 

I‘m not. I‘m leaving the Corporate Ladder. 

 

    KEVIN 

Why? 

 

    RUDY 

I just told you. 

 

    KEVIN 

You told me what you want to do; you haven‘t told me why you‘re doing it. 

 

    RUDY 

Will you give me the Micro-UCS? 

 

    KEVIN 

Why? 

 

    RUDY 

Don‘t you want it to save lives? 

 

    KEVIN 

Of course— 

 

    RUDY 

Well, it‘s not going to do that collecting dust on a shelf. 

 

    KEVIN 

Let me think about it. 

 

    RUDY 

There‘s no time. 

 

    KEVIN 

We‘re talking about two years of my life! At least give me a day to— 

 

    RUDY 

I have to quit today. 
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    KEVIN 

Because you slept with Lauren? 

 

    RUDY 

She threatened me with rape. 

 

    KEVIN 

I wouldn‘t worry about it.  

 

    RUDY 

Why not? 

 

    KEVIN 

She‘s sleeping with a member on the board. Jack Winters. 

 

    RUDY 

Oh. 

 

    KEVIN 

I didn‘t mean… I just overheard— 

 

    RUDY 

No, thanks. I actually feel better about blackmailing her with sexual 

harassment. Will you give me the schematics? 

 

    KEVIN 

Even if I could, I can‘t send them until tomorrow because right now they‘re 

under the control of the Corporate Ladder. Tomorrow I will have complete 

control. 

 

    RUDY 

I guess I can wait until then…Why don‘t you come with me? 

 

    KEVIN 

My place is here. 

 

    RUDY 

Don‘t you want to prevent more accidents? 

 

    KEVIN 

I do. 

 

    RUDY 

And you think you can do that here? 
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    KEVIN 

If I stay here, I‘ll have the resources provided for me. 

 

    RUDY 

Once the Micro-UCS hits the market, we‘ll be ready to go. 

 

    KEVIN 

And how long will that take? 

    RUDY 

I don‘t know. 

 

    KEVIN 

I can‘t waste any more time, especially if that means I‘m wasting more years. 

 

    RUDY 

The Corporate Ladder didn‘t take years. 

 

    KEVIN 

Because we were using other people‘s money, Rudy! People willing to give us 

a hand for a stake in the safest ladder imaginable. You won‘t have that this 

time. And who‘s going to build this thing? 

 

    RUDY 

You are. 

 

    KEVIN 

By myself. 

 

    RUDY 

At first. 

 

    KEVIN 

Do you know how long that would take? 

 

    RUDY 

No, I don‘t. 

 

    KEVIN 

You haven‘t changed a bit. 

 

    RUDY 

What does that mean? 
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    KEVIN 

Always thinking about yourself. Never thinking about others. 

 

    RUDY 

That‘s not true! 

 

    KEVIN 

You came up with this idea, what, within the last hour? And now you want me 

to throw away my entire life because you have a purpose. 

 

    RUDY 

You think the Corporate Ladder will get the Micro-UCS out in less than four 

years? 

 

    KEVIN 

Fine. Fine, I‘ll send you the Micro-UCS tomorrow to make up for the last two 

years, but I can‘t wait two more to develop a new product to save more lives. 

And I‘m definitely not going to participate in any kind of an assembly line; I 

have technicians here to do that for me! Once you figure out the schematics, 

you can do that yourself.  The only reason I‘m giving you the Micro-UCS is 

because the Corporate Ladder rejected it, and you‘ll probably get it on the 

market before they change their minds. I‘m thinking about others. I can do 

more good here at the Corporate Ladder than wasting my time with your 

selfish enterprise. 

 

    RUDY 

You think you wasted the last two years? What about me? I wasted the last 

four years. 

 

    KEVIN 

How? 

 

    RUDY 

Biding my time at the Corporate Ladder until you needed my help. 

 

    KEVIN 

You never offered to help me. 

 

    RUDY 

I was waiting for you to ask. 

 

    KEVIN 

I could‘ve used it day one. 
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    RUDY 

Then why didn‘t you? 

 

    KEVIN 

Because I thought I didn‘t need it. 

 

    RUDY 

Kevin, I‘m sorry. 

 

    KEVIN 

Let‘s not waste time with sorry. Let‘s not waste any more time. You have a 

purpose now; you don‘t have to worry about me anymore. And you have your 

Micro-UCS, so don‘t waste more time with me. I have lives to save. I have to 

work, so you can go, because I‘m not wasting more time talking to you. I don‘t 

have the time to build a relationship with my brother who was never there for 

me.  

 

    RUDY 

That‘s it? 

 

    KEVIN 

That‘s it. 

 

    RUDY 

Goodbye, Kevin. 

 

    KEVIN 

Good luck with your company. 

 

    RUDY 

Thanks. I… Goodbye, Kevin. 

 

  RUDY exits. Long silence. 

 

    KEVIN 

…Goodbye, Rudy. 
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    COUNSELOR’S OFFICE 

 

    RUDY 

Am I bothering you? 

 

    JESSICA 

Not at all. 

 

    RUDY 

You look a little… I don‘t know. Something. 

 

    JESSICA 

Busy day. 

 

    RUDY 

Me, too. 

 

    JESSICA 

How can I help you, Rudy? 

 

    RUDY 

I saw Lauren leave your office earlier. 

 

    JESSICA 

I refuse to violate the confidentiality my patients have with me. 

 

    RUDY 

So you didn‘t tell her anything about me? 

 

    JESSICA 

Oh, I see. You think she came in here to ask about our sessions? 

 

    RUDY 

Why else would she come in here? She‘s not a patient, is she? 

 

    JESSICA 

No, she‘s not. She did ask about you. But as I said, I told her nothing. 

 

    RUDY 

Did she seem… odd? 

 

    JESSICA 

In what way? 
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    RUDY 

Drunk? 

 

    JESSICA 

We all have coping mechanisms.  

 

    RUDY 

Of course. 

 

    JESSICA 

Anything else about President Topps‘ visit? 

 

    RUDY 

I don‘t think so. 

 

    JESSICA 

When will you be heading to New York? 

 

    RUDY 

Who said I‘m going to New York? 

 

    JESSICA 

President Topps did; she said it‘d be a big promotion. 

 

    RUDY 

I don‘t need a promotion. 

 

    JESSICA 

I see. So… 

 

    RUDY 

What? 

 

    JESSICA 

You‘ll be staying here? 

 

    RUDY 

No, I‘m leaving the Corporate Ladder. 

 

    JESSICA 

Really? 

 

    RUDY 

Yes. 
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    JESSICA 

You found something to fulfill your needs? 

 

    RUDY 

I have an idea, yes. 

 

    JESSICA 

Congratulations. 

 

    RUDY 

Thank you. 

 

    JESSICA 

When‘s your last day? 

 

    RUDY 

Today. 

 

    JESSICA 

Wow. What do you plan on doing? 

 

    RUDY 

I want to start my own company. 

 

    JESSICA 

What kind of company? 

 

    RUDY 

Something in competition with the Corporate Ladder. 

 

    JESSICA 

…Oh. 

 

    RUDY 

What? 

 

    JESSICA 

Nothing. 

 

    RUDY 

You rarely say nothing. 

 

    JESSICA 

I think it would be in your best interest to go to New York. 
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    RUDY 

Why?  

 

    JESSICA 

Because… Lauren said— 

 

    RUDY 

She‘s going to hit me with rape allegations if I don‘t? 

 

    JESSICA 

No one wants that to happen. 

 

    RUDY 

It‘s not going to. I‘ve taken care of it. 

 

    JESSICA 

How? 

 

    RUDY 

Extortion. 

 

    JESSICA 

What did you do? 

 

    RUDY 

Nothing. I caught her drunk. We compromised. 

 

    JESSICA 

I‘m glad you‘ll be moving on to new things. 

 

    RUDY 

Actually, I was wondering if you would consider continuing my sessions after 

I leave. 

 

    JESSICA 

I‘m in the employ of the Corporate Ladder. 

 

    RUDY 

I thought, if you wouldn‘t mind, we could meet on a neutral site. 

 

    JESSICA 

I don‘t think so. 
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    RUDY 

I know it‘d be a conflict of interest— 

 

    JESSICA 

Yes. 

 

    RUDY 

But I really think we‘re getting somewhere. 

 

    JESSICA 

You‘ll have to seek help elsewhere. 

 

    RUDY 

I don‘t understand. I thought you put your patients first. 

 

    JESSICA 

I never said my patients come first. 

 

    RUDY 

You said— 

 

    JESSICA 

My duty is to the Corporate Ladder; that has remained constant. 

 

    RUDY 

That‘s it? You‘re just gonna let me go? 

 

    JESSICA 

What do you want from me? 

 

    RUDY 

I want you to practice what you preach. 

 

    JESSICA 

I do. I am loyal to the Corporate Ladder; I always have been. You‘re leaving 

the Corporate Ladder; my loyalty leaves with you. 

 

    RUDY 

What about finding personal fulfillment? 

 

    JESSICA 

I was hoping it‘d be with the Corporate Ladder. I wanted you to find it here. 

Instead, you‘ve done the opposite: you extorted the President and you‘re 

developing a company to combat it. 
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    RUDY 

So you don‘t care about people, just the people who work for the company. 

 

    JESSICA 

That‘s correct. 

 

    RUDY 

I don‘t believe this! The Corporate Ladder was created to help people. This 

company was founded to prevent people from falling off their roofs! 

 

    JESSICA 

This company was founded to line the pockets of private investors who pay me 

good money to ensure a safe mental environment for its employees. A 

company of which you are no longer a part. 

 

    RUDY 

You never cared about me. 

 

    JESSICA 

That‘s not true. I just don‘t care anymore. 

 

    RUDY 

You‘re sick. 

 

    JESSICA 

Even your brother doesn‘t care about you. 

 

    RUDY 

…I said that? 

 

    JESSICA 

You did. 

 

    RUDY 

I never said that. 

 

    JESSICA 

You must have. 

 

    RUDY 

Did he… Did he tell you that? 

 

    JESSICA 

I can‘t— 
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    RUDY 

He‘s a patient, too, isn‘t he? 

 

    JESSICA 

I will not violate— 

 

    RUDY 

That‘s why he went to rehab last night! You told him to! And you wanted me 

to go with him. Why? 

 

    JESSICA 

Because you‘re brothers. 

 

    RUDY 

Kevin was thinking about leaving, too. Did you persuade him to stay? 

 

    JESSICA 

I can‘t— 

 

    RUDY 

Did you persuade him to stay?!? 

 

    JESSICA 

Yes. 

 

    RUDY 

Because it‘s what‘s best for the company? 

 

    JESSICA 

Yes. 

 

    RUDY 

What about what‘s best for him? 

 

    JESSICA 

Inconsequential. 

 

    RUDY 

You wanted us to come together, didn‘t you? To spend time together. We were 

both on the verge of leaving the company. You needed to make sure that didn‘t 

happen. You wanted us to help one another so we‘d choose to stay with the 

company. You wanted to keep us here. Why? 
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    JESSICA 

Losing Kevin Stone would be detrimental to the company image. The idea of 

an inventor leaving a company he developed to prevent his disability would 

lead to dissatisfied customers and shaky investors. The only way for him to 

consider staying would be for him to find his old self; I figured you could give 

it to him. 

 

    RUDY 

And what about me? What about losing his brother? 

 

    JESSICA 

For the company or for him? 

 

    RUDY 

Both. 

 

    JESSICA 

Losing his brother would be unfortunate, but manageable. 

 

    RUDY 

Well, I am leaving. 

 

    JESSICA 

Then we will manage. 

 

    RUDY 

I‘ll see that you don‘t. 

 

    JESSICA 

You can leave the Corporate Ladder now, Rudy. There‘s nothing left for you 

here. 

 

    RUDY 

...I would love to walk out of this office without giving you the satisfaction of 

learning how much you helped me. But if there‘s one thing I‘ve learned, it‘s 

that I care. I have to care. I‘m going to leave, but I want you to know that no 

matter what happens, I‘m not going to stop caring, even when people like you 

do. And because I care, I have to tell you that you helped me in ways you can‘t 

possibly imagine. I have to tell you that you changed my life. I have to tell you. 

Because if I didn‘t, well… If I didn‘t, I‘d be just like you.  

 

RUDY exits. JESSICA reveals her flask. Stops. She throws the 

flask across the room. It is apparent she cares, but no one is 

there for her to tell them she cares. 


