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This play is dedicated to Howard Rosenstone



“Which is the most reasonable, and does his duty best:
he who stands aloof from the struggle of life, calmly
contemplating it, or he who descends to the ground, and
takes his part in the contest? ‘That philosopher,” Pen
said, ‘had held a great place amongst the leaders of the
world, and enjoyed to the full what it had to give of rank
and riches, renown and pleasure, who came, weary-
hearted, out of it, and said that all was vanity and vexa-
tion of spirit. Many a teacher of those whom we rever-
ence, and who steps out of his carriage up to his carved
cathedral place, shakes his lawn ruffles over the velvet
cushion, and cries out that the whole struggle is an ac-
cursed one, and the works of the world are evil. Many a
conscience-stricken mystic flies from it altogether, and
shuts himself out from it within convent walls (real or
spiritual), whence he can only look up to the sky, and
contemplate the heaven out of which there is no rest, and
no good.

‘But the earth, where our feet are, is the work of the
same Power as the immeasurable blue yonder, in which
the future lies into which we would peer. Who ordered
sickness, ordered poverty, failure, success— to this mari
a foremost place, to the other a nameless struggle with
the crowd —to that a shameful fall, or paralyzed limb or
sudden accident-—to each some work upon the ground
he stands on, until he is laid beneath it.””

Thackeray,
Pendennis



THE CHARACTERS

Bobby Gould—
Charlie Fox — Two men around forty
Karen — A woman in her twenties

THE SCENE
ONE — Gould’s office, morning

TWO—His home, that evening.
THREE — His office, the next morning



Speed-the-Plow was first presented by Lincoln Center
Theater at the Royale Theater, Broadway, opening on
May 3, 1988, with the following cast:

BosBY GouLD Joe Mantegna
CHARLIE Fox Ron Silver
KAReN Madonna

Directed by Gregory Mosher; sets by Michael Merritt;
costumes by Nan Cibula; lighting by Kevin Rigdon.






Speed-the-Plow

ACT ONE

SCENE: GOULD’s office. Morning. Boxes and Painting
materials all around.
AT RISE: GOULD is sitting, reading, FOX Enters.

GouLp. When the gods would make us mad, they
answer our prayers.

Fox.Bob . . .

GouLp. I'm in the midst of the wilderness.

Fox.Bob . . .

GouLp. Ifit’s not quite “Art” and it’s not quite “En-
tertainment,” it’s here on my desk. I have inherited a
monster.

Fox....Bob ...

GouLp. Listen to this . . . (reads) “How are things
made round? Was there one thing which, originally, was
round ... ?”

Fox....Bob. ..

GoulLD. (leafing through the Book he is reading,
reads) “A certain frankness came toit . . .” (He leafs.)
“The man, downcast, then met the priest, under the
bridge, beneath that bridge which stood for so much,
where so much had transpired since the radiation.”

Fox. . . . yeah, Bob, that’s great . . .

GouLp. Listen to this: “and with it brought grace. But
still the questions persisted . . . that of the radiation.
That of the growth of animalism, the decay of the soil.
And it said ‘Beyond terror. Beyond grace’ . . . and
caused a throbbing . . . machines in the void . . .”
(He offers the book to FOX.) Here: take a page.

9
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Fox. I have to talk to you.
GouLp. Chuck, Chuck, Chuck, Charles: you get too
old, too busy to have ‘fun’ this business; to have ‘fun,’

then what are you . . . ?
Fox....Bob . ..
GouLp. What are you?
Fox. WhatamI .. .?
GouLbp. Yes.

Fox. What am I when?

GoulLb. What are you, I was saying, if you're just a
slave to commerce?

Fox. If I'm just a slave to commerce?

GouLb. Yes.

Fox. I’'m nothing.

GouLp. No.

Fox. You’re absolutely right.

GouLbD. You got to have fun. You know why?

Fox. Okay: why?

GouLb. Because, or else you'll die, and people will say
“he never had any fun.”

Fox. How close are you to Ross?

GouLp. Howcloseam ItoRoss . . . ?Idon’tknow.
How close should I be?

Fox. I have to ask you something.

GouLp. (pause) Go ahead, Chasl.

Fox. You wanna greenlight a picture? What’s your
deal, what’s your new deal?

GouLD. What’s my new deal, that’s all you can talk
about?

Fox. What’s your new deal?

GouLp. All right. Over ten mil I need Ross’s approval.
Under ten mil, I can greenlight it. So what? (pause)

Fox. This morning, Bob.

Goulp.. .. Yes . . .?
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Fox. This morning a man came to me.

GouLp. . . . a man came to you. Whaddayou, al-
ready, you’re here to “promote” me . . . ?
Fox.Bob . . .

GouLp. You here to promote me? Charl? Because,
Charl, one thing I don’t need . . .

Fox. Bob.

GouLp. When everybody in this jolly fown is tryin’ to
promote me, do you wanna see my messages . . . ?

Fox. Bob.

GouLp. “Get Him While He’s Hot” . . .

Fox. Yes, yes, but . . .

GouLD. My good, my “good” friend, Charles
Fox . ..

Fox.Bob . . .

GouLp. That’s why we have “channels.”

Fox. Uh huh.

GouLp. All these “littie” people out there, that we see.
Y’unnerstand? Fellow asks, “what are they there for?”
Well, Charl, We Don’t Know. But we think, you give the
thing to your boy, gives it to my boy, these people get to
eat, they don’t have to go beg, and get in everybody’s face
the airport the whole time. This morning the phone
won’t stop ringing. Do you know who’s calling? Every-
body says they met me in Topeka, in 1962, and do I want
to make their movie. Guys want me to do remakes of
films haven’t been made yet.

Fox.. .. Huh,huh . . .

GouLp. I'm drowning in “coverage” (He picks up a
script and reads.) “The Story of a Horse and the Horse
Who Loved Him.” (He drops script.) . . . Give me a
breather from all those fine folk suddenly see what a
great “man” I am. ’N when I do return my calls, Charl,
do you know what I'll tell those people?



12 SPEED-THE-PLOW

Fox. No.

GouLb. I'm going to tell them “Go through chan-
nels.” This protects me from them. And from folk, fine
as they are, like you, Charl, when you come to me for
favors. Or did you come up here to congratulate me on
my new promotion?

Fox. Congratulations.

GouLp. Do I deserve it?

Fox. Yes. You do, Bob.

GouLp. Why?

Fox. Because you're a prince among men and you're
Yertle the Turtle.

GouLp. All right then, that’s enough. What did you
bring me?

Fox. This morning, Bob.

GouLp. Yes?

Fox. This morning Doug Brown came to me.

GouLp. . . . Doug Brown.
Fox. (pause) He came to my house, Bob. How would
you like . . . How would you like for Doug Brown to

“cross the street” to do a picture for us? (pause) Bob?
How would you /ike, a script that I got him. He’s nuts for
it, he’s free, we could start to shoot next month, Lhave his
word and he’ll come to the studio, and do the film for us.
Doug Brown will cross the street and do a film for us next
month.

GouLD. (picks up phone) Get me Ross. (pause)

Fox.. . . do you see what I'm telling you?

GouLD. . . . he came to your house . . .

Fox. . ..can you believe what I'm saying to
you ...?

GouLp. Douggie Brown. (into phone) Ross (pause)
Richard Ross . . . no, no, no, don’t look in the

book . . . there’s a button on the console . . . Rich-
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ard R . . . just push the button on the . . . (pause)
There’s a button on the console . .. Richard
Ross . . . Just . . . Thank you. (Hang up the phone.)
(pause) Are you alright?

Fox. I'm fine. ’'m fine, I just need coffee.

GouLp. We'll get it for you. Tell mmm . . .

Fox. Alright, I, this is some time ago.

GouLp.. .. uhhuh . ..

Fox. That I get the script to Brown . .

GouLp. What script?

Fox. You don’t know it, a prison script . . .

GouLp. (simultaneously with “script’) One of
ours . .. ?

Fox. I found it in the file. I loved it . . . all the time
I’m thinking . . .

Gourp. Uh huh . . .

Fox. How to do this script, I, one day . . .

GouLp. Uh huh . . .

Fox....so ...

GouLp. So, you give the script to Brown . . .

Fox. Not “him.” his .

GouLp. Uh huh . . .

Fox.. .. his. ..

GouLp.. . . I know . . .

Fox. His “guy.”

GouLp. Yes.

Fox. Gives Douggie the script . . . (Phone rings.
GOULD picks up the phone.)

GouLp. (into phone) Yes. Thank you. (hangs up)
Ross’ll get back to us . .

Fox.. . . His guy gives Douggie the scri . . .

GouLp. He gives Douggie the script.

Fox. Yes.

GouLp. Mmm ., .
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Fox. Months ago, alright? I don’t know. Today,
alright . . . ? Today. (pause) 'm having coffee . . .

Gourp. Umm hmmm . . .

Fox. Who drives up?

GouLbp. . . . coffee at your house . . .

Fox. Who drives up?

GouLp. Douggie Brown.

Fox. Douglas Brown drives up to my house. (pause)
He says: “I Want To Do Your Script. I’ve got this other
thing to deal with, and we’ll settle it tomorrow. Call me
ten o’clock tomorrow morning. I'll come in and sign
up.”’ (Phone rings.)

GouLp. (into phone) Hello . . . who? No calls. No
calls. Just Richard Ross? And we need cof-
fee . . . Okay? Gotit . . .?

Fox. . . . Cross the street to shootit . . . 7 And he
says “why not.” (pause)

GouLD.. .. huh . . .

Fox. Huh . . .?

GouLD. . . . He’d come over here to shoot it . . .

Fox. Sonofabitch like out of some damn fairytale.

GouLD. . . . he drove to your house . . .

Fox.. . . I'm looking out the window . . .

GouLp.. . . sonofabitch . . .

Fox. . . . Douglas Brown drivesup . . .

(The phone rings. GOULD picks it up.)

GouLp. (into phone) Hello. Yes. Rich-
ard . . . (pause) Yes. Put him . . . Hello, Richard.
Fine, just fine. They’re painting it. Well, thank you.
Thank you. Listen, Richard. Do you need some good
news . . . ?(pause) Well, it’s a surprise that I've got for
you. No, I want to tell you in person. Do you have five
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mi . . . (checks watch) We'll be there. (pause) Charlie
Fox . . . Charlie came in with a . . . (pause) Right.
Right. We’ll be there. Right. (hangs up) Well. We see him
in ten minutes.

Fox. Yessir. I need some coffee.

GouLD. Oh, Jesus, what’s the . . .

Fox. What . . . ?

GouLp. The, what’s the story? Tell me the . . .

Fox. I can tell it. No, you’re right. You tell it.

GouLbp. Gimme the broad outl . . .

Fox. Yes, yes.

GouLp. Just sketch me the broad . . .

Fox. Yes, yes, the thing, of course, is .

GouLbp. Douggie, Brown, of course, the thing . . .

Fox. “A Douggie Brown picture” . . .

GouLp. A Douggie Brown picture . .

Fox. Eh? A buddy . . .

GouLp. A Buddy Picture.

Fox. Douggie and . . .

GouLp. “Watch this space,” I got it . . .

Fox. Right.

GouLp. The Flavor of the Month . . . okay, now,
what’s the story?

Fox. Doug’s in prison.

GouLp. . . . Prison . . .

Fox. Right. These guys, they want to get him.

GouLDp. Black guys . . .

Fox. Black guys in the prison.

GouLbp. (into phone) Coffee, quickly, can you get
some coffee in here? (hangs up)

Fox. And the black guys going to rape his ass.

GouLp. Mmm.

Fox. Okay. Now. “Now, you could,” he goes, “you
could have your “way” with me, all of you . . .”
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GouLp. Uh huh, what? ten or twenty guys . . .

Fox. “. . . and you could do that. But I'd have to,
you see? Here’s the thing of it. Unless you killed me, 1
would . . .”

GouLp. Uh huh . . .

Fox. “. . . have to come back and retaliate, some-
time, somehow, because . . .”

GouLDp.. . . okay . ..

Fox. “Icouldn’t . . .”

GouLp.. . .uhhubh . ..

Fox. «. . . live with that.”

GoulLp. . . . The degradation . . .
Fox. “So whyn t you skip all the middle shit, klll me

right now.’
GOULD. . . . he throws it in their face.
Fox. You got it.
GouLp.. .. uhhubh ...
Fox. “Or” (pause) Or . . .
GoULD.. . . yes .

Fox.“If you could use afriend, why not allow me this?
To be your friend .

GouLb. He teams up with the guys . .

Fox. “To side with you . . .”

GouLp. Yes.

Fox. “and together . . .”

GouLp.. . .and . . .

Fox. . .. they become friends, they teach him
the . . .

GouLp. . . . he learns the prison ways . . .

Fox. They blah blah, so on .

Gourp. Uh huh . . .

Fox. Now. Eh? Now. With his, his knowledge of com-
puters, so on, with his money . . .

GowLD.. . . yeah . . .

Fox: His links to the outside . . .
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GouLp. Agirl . . . ?

Fox. Ah. Now that’s the great part, I'm telling you,
when I saw this script . . .

GouLp. . . . I don’t know how it got pastus . . .

Fox. When they get out of prison, the head convict’s
sister . . .

GouLD. . . . a buddy film, a prison film, Douggie
Brown, blah, blah, some girl . . .

Fox. Action, a social . . .

GouLbD. Action, blood, a social theme . . .

Fox. (simultaneously with “theme’) That’s what I'm
saying, an offbeat . . .

GouLp. Good. Good. Good. Alright. Now: Now:
whenwegoin . . .

Fox. That’s what I’'m saying. Bob.

GouLp. Don’t even say it.

Fox. Bob:

GouLp. I understand.

Fox.. .. Iwanted fosay . . .

GouLp. I know what you wanted to say, and you’re
right. I know what you’re going to ask, and I’'m going to
see you get it. Absolutely right: You go on this package as
the co-producer. (pause) The name above the title. This
is your . .

Fox.. . . thank you . .

GouLp. Thank me?

Fox. Thank you, Bob.

GouLp. Hey: You came in here.

Fox.. .. Thankyou . . .

GouLp. Hey, Charl, it’s right . . .

Fox. No, but the thing is that you thought of it. You
thought of me. You thought to say it.

GouLp. I should be thanking you ard I do thank you.

Fox. Thank you, Bob.

GouLp. This is your thing and you should get a bump.
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Fox. Thank you.

GouLb. Because. Charlie: Don’t thank me. You start
me off here with a bang. I know that you could have gone
across the street . . .

Fox. I wouldn’t have done that.

GouLp. But you could.

Fox.1wouldn’t . . .

GouLp. But you could. And that’s the point, Charl.
That you absolutely could. And it was “loyalty” kept you
withus . . .

Fox. Hey, hey, it’s only common sense.

GouLp. You stuck with the home store.

Fox. Hey, you’ve been good for me, to put it bluntly,
all the years . . .

GouLD. . . . you stuck with the old firm, Charl, you
stuck with your friends.

Fox. It’s where I work, Bob, it’s what I do, and my
relationship with you . . . We were all happy for you,
Bob, you got bumped up, and I feel that 'm lucky . . .

GouLp. I'm the lucky one, Charl . . .

Fox. Hey, bullshit, to have somebody I could come
to ...

GouLp. (simultaneously with “‘come”) Because you
could have gone across the street. Who would have
blamed you?

Fox. Yeah, but I wouldn’t of done it.

GouLp. Who would of blamed you, Charl? You get a
free option on a Douggie Brown film, guys would walk in
here, hold a guy up .

Fox. I work here, Bob And my loyalty has always
been to you. (pause)

GouLp. Well, I'm one lucky son of a bitch . . .

Fox. That you are.

GouLp. And what I do is “owe you.”
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Fox. No, no, Bob. Bullshir . .. The time’s

you've . . .

GouLp. I'm just doing my job.

Fox. No, I know, I know . . . and I know at times,
that it was difficuit for you . . .

GouLp. No.

Fox. I, and I hesitate to ask it, to ask for the
credit . . .

GouLp. . . . Don’t have to ask it.

Fox. *Cause I know, anybody was to come in here,
exploit you . . . this thing . . .

GouLp.. . . Forget . . .

Fox. ... your new ‘“position,” all, I even
hesitate . . .

GouLb. Don’t hesitate about a goddamn thing, forger
it, Charl: You Brought Me Gold. You’re gonna be co-
producer. What the fuck are you talkin’ about . . . ?

Fox. I just, I wanted tosay . . .

GouLp. (simultaneously with “say”’) I'm grateful to
you, pal. For this *n for all that you’ve been, over the
years . . .

Fox.Now . . . youknow . . .

GouLb. Hey, hey, hey. (GOULD checks his waich.)
Let’s go make some money. (He rises.)

Fox. I, I need a cuppa coffee . . .

GouLbp. You get it in Ross’s office. Here’s how we play
ittwegetin . ..

Fox....yes ...

GouLp. We get in, get out and we give it to him in one
sentence. Let me talk, no disrespect . . .

Fox. No.

GouLp. But it’s courtesy . . .

Fox. I understand.
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GouLb. One sentence. ‘“Doug Brown, Buddy Film.”
(Phone rings. Into phone) Whoever it is, we’ll be with Mr.
Rit . . . (pause) Yes? Put him on . . . Hello: Rich-

ard . .. Yes ...? Yes, well, how long will you
bbb . . . (pause) 1 see . . . Absolutely. (pause) No
problem whatsoever . . . yowllbe backbythen . . . ?

(pause) Absolutely so. Thank you. (He hangs up. Pause.
To FOX:) Ross just got called to New York. He’s going
on the Gulfstream, turn around and come right back. So,
we got pushed to tomorrow morning, ten o’clock.

Fox. (pause) Aha. (pause)

GouLp. No help for it.

Fox. I've got, Douggie only gave me until . . .

GouLp. . . . 'msorry . . .

Fox. Doug Brown only gave me until ten tomorrow
morn . . .

GouLp. No, I know, we’ve only got "til ten totie . . .

Fox. Wegot to come up with a pay or play to tiehim to
this thing by ten o’clock to . . .

GouLp. No problem. Ross’ll be back for tomorrow
morning, if he doesn’t . . .

Fox.. .. ifhe doesn’t . . .

GouLD.. . .yes ...

Fox.. .. then . ..

GouLDp. ... Then well raise him on the
phone . . .

Fox.. .. I'msaying . . .

GouLp. Wherever he is, we’ll pull him out of
it ...

Fox. Wherever he is.

GouLp. Yup.

Fox. Because I only got the option until ten o’clock
tomorrow. Doug Brown told me . . .

GouLp. Yeah. I'm saying. Ten o’clock tomorrow.
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Ross: he’ll be here, one chance in a quillion he isn’t, than
we go Condition Red, we get him on the . . .

Fox.. . . because . . .

GouLp. Yeah, yeah, yeah, I'm with you.

Fox.Be . ..

GouLp. ... You understand . . . I wanted to
do ...

Fox.. .. lunderstand . . .

GouLp. I wanted to do it in person . . .

Fox. Yes.

GouLp. . . . ’Cause you're gonna be the Bringer of
Good News . . .

Fox. No, no, you’re absolutely right.

GouLp. Do it in person . . .

Fox....yes ...

GouLp. And forge that bond.

Fox.It’sjust . . .

GouLp. Don’t worry.

Fox. Not me. It’s just, you move up to the big
league . . . (pause)

GouLp. Charley. Your ship has come in . . .

Fox. (pause) . . . all'msaying . . . Ross . . .
GouLp. What’s Ross going to say . . . “No?” It’s
done.

Fox. Lord, I believe, aid thou my unbelief . . . the
sucker walked in, said ““I love the script.”
GouLb. Oh yes, Charlie, for we’re now the fair-haired

boys.
Fox. I couldn’t believe it, you talk, talk about, talk,
what is the . . . “watersheds.”

GouLp, That’s right.

Fox. And, this is one of them.

Gourp. And why shouldnt it be—you
understand . . . ?
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Fox. I don’t know.
GouLp. 'Cause you . . .

Fox.. .. L Idontknow . ..
GouLp.. . . Youworkedforit . . . you know, you
know . . .

Fox. “I'm going to be rich and I can’t believe it.”
GouLbp. Rich, are you kidding me? We're going to
have to hire someone just to figure out the things we

want to buy . . .

Fox. I mean, I mean, you think about a concept, all
your life . . .

GouLp.. . . 'mwithyou . . .

Fox. “Wealth.”

GouLp. Yes. Wealth.

Fox. Then it comes down to you . . .

GouLp. Uh huh . . .

Fox. All you can think of . . . “This is what that
means . . .”

GouLp. And that is what it means. (pause)

Fox. How, how, figuring up the rentals, tie in, foreign,
air, the . . .

Gourp. Uh huh . . .

Fox. Over the course . . .

GouLp. . . . don’t forget the sequels.

Fox.Dowe ... weretiedintothat . . . ?

GouLD. Are we tied in to that, Charl? Welcome to the
world.

Fox. Hhhh. How . . . (pause)

GouLb. The question, your crass question: how much
money could we stand to make . . . ?

Fox. Yes.

GouLp. I think the operative concept here is “lots and
lots . . .”

Fox. Oh, maan . . .
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GouLp. Great big jolly shitloads of it.
Fox. Oh, maan . . .

GouLp. But money . . .

Fox. Yeah.

GouLp. Money, Charl . . .

Fox. Yeah . . .

GouLp. Money is not the important thing.
Fox. No.

GouLD. Money is not gold.

Fox. No.

GouLp. What can you do with money?
Fox. Nothing.

GouLp. Nary a goddamn thing.

Fox.. . . I’m gonna be rich.

GouLb. “Buy” things with it.

Fox. Where would I keep them?

GouLb. What would you do with them?
Fox. Yeah.

GouLb. Take them out and dust them, time to time.
Fox. Oh yeah.

Goulp. I piss on money.

Fox. I know that you do. I'll help you.
GouLp. Fuck money.

Fox. Fuck it. Fuck “things” too . . .
GouLp. Uh huh. But don’t fuck “people.”
Fox. No.

GouLp. ’Cause, people, Charlie . .

Fox. People . . . yes.
GouLD. Are what it’s all about.
Fox. I know.

GouLDp. And it’s a people business.

Fox. That it is.

GouLp. It’s full of fucken’ people . . .
Fox. And we’re gonna kick some ass, Bob.
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GouLp. That we are.

Fox. We’re gonna kick the ass of a lot of them fucken’
people.

GouLp. That’s right.

Fox. We get rolling, Bob. It’s “up the ass with gun and
camera.”

GouLp. Yup.

Fox. ’'Cause when you spend 20 years in the
barrel . . .

GouLp.. . . ILknow . . .

Fox. No, you don’t know, you’ve forgotten. Due
respect.

GouLD. . . . maybe . . .

Fox. But, but . . . oh, maan . . . I'm gonna settle

some fucken’ scores.

GouLp. Better thingstodo . . .

Fox. If there are, show them to me, man . . . A
bunch of cocksuckers out there. Gimme a cigarette. Oh,
man, I can’t come down.

GouLp. Noneed to. Huh . . . ?

Fox. Ross, Ross, Ross isn’t going to fuck me out of
this . .. ?

GouLp. No. Absolutely not. You have my word.

Fox. I don’t need your word, Bob. I know
you . . . Drives right to my house. I need a cup of
coffee.

GouLD. (into phone) Could we get acup . . . well,
where did you try? Why not try the coffee
mach . . . well, it’s right down at the . . . down the,
no, it’s unmarked, just go . . . that’s right. (Hangs up.)

Fox. What, you got a new broad, go with the new
job . ..

GouLb. No. Cathy’s just out sick.

Fox. Cute broad, the new broad.
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GouLp. What? She’s cute? The broad out there is
cute? Baby, she’s nothing. You wait ’til we make this
film.

Fox. She’s nothing?

GouLp. Playing in this league? I'm saying, it’s Boy’s
Choice: Skate in One Direction Only. (pause)

Fox. Oh, man, what am I going to do today?

GouLp. Go to a movie, get your hair done.

Fox. I'm jumping like a leaf.

GouLp. It’s a done deal. We walk in tomorrow . . .

Fox. What’s this, what’s the thing you’re reading I
come in? (FOX picks up the book.)

GouLp. This thing?

Fox.Uhhuh . . .

GouLp. From the East. An Eastern Sissy Writer.
(passes the book to FOX)

Fox. (reads) “The Bridge: or Radiation and the Half
Life of Society. A Study of Decay.”

GOULD. A novel.

Fox. Great.

GouLbp. A cover note from Richard Ross: “Give thisa
courtesy read.”

Fox. (reads) “The wind against the Plains, but not a
wind of change . . . a wind like that one which he’d
been foretold, the rubbish of the world — swirling, swirl-
ing . . . two thousand years . . .” Hey I wouldn’t just
give it a courtesy read, I'd make this sucker.

GouLp. Good idea.

Fox. Drop a dime on western civilization.

GouLp. . . . ’Bout time.

Fox. Why don’t you do that? Make it.

Goulp. I think that I will.

Fox. Yeah. Instead of our Doug, Doug Brown’s
Buddy film.
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GouLb. Yeah. I could do that. You know why? Be-
cause my job, my new job is one thing: the capacity to
make decisions.

Fox. I know that it is.

GouLp. Decide, decide, decide . . .

Fox. It’s lonely at the top.

GouLp. But it ain’t crowded.

(KAREN, the secretary, comes in with a tray of coffee.)

KAREN. I’m sorry, please, but how do you take your
coffee . . . ?

Fox. He takes his coffee like he makes his movies:
nothing in it.

GouLp. Very funny.

Fox. *Cause he’s an old whore.

Goulp. . . . that’sright . . .

Fox. Bobby Gould . . .

Gourp.. .. Huh . ..

Fox. You’re just an old whore.

GouLp. Proud of it. Yes, yes.

Fox. They kick you upstairs and you’re still just some
old whore.

GouLp. You're an old whore, too.

Fox. I never said I wasn’t. Soon to be a rich old whore.

GouLbp. That’s right.

Fox. And I deserve it.

GouLp. That you do, babe, that you do.

Fox. Because, Miss, lemme tell you something, I’ve
been loyal to this guy, you know, youknow . . . what's
your name?

KAREN. Karen . . .

Fox. Karen, lemme tell you: since the mail
room . . . youknow? Step-by-step. Yes, in his shadow,
yes, why not? Never forgot him, and he never forgot me.
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GouLb. That’s absolutely right.
Fox. You know why I never forgot him?
KAREN.. . . I,

Fox. . .. Becaus.e .thc shit of his I had to eat, how
could | forget him?
GouLp.. .. huh . ..

Fox. Yes, but the wheel came around. And here we
are. Two whores. (fo GOULD:) You’re gonna decorate
your office. Make it a bordello. You’ll feel more at home.

GouLp. You, you sonofabitch . . .

Fox.. . . and come to work in a soiled nightgown.

GouLp. Hey, after the Doug Brown thing, I come to
work in that same nightgown, I say “‘kiss the hem,” then
every swinging dick in this man’s studio will kiss that
hem.

Fox. They will.

GouLp. They’ll french that jolly jolly hem.

Fox. Uh huh, uh huh . . . you, you, you fucken’
whore, on his deathbed, St. Peter’ll come for him, his
dying words, “Just let me turn one more trick . . .”

GouLp. I'm a whore and 'm proud of it. But 'm a
securewhore. Yes, and you get ready, now: you get ready
’cause they’re going to plot, they’re going to plot against
you . . . (to KAREN:) Karen. My friend’s stepping up
in class . . . (fo FOX:) They’re going to plot against
you, Charlie, like they plotted against me. They’re going
to go back in their tribal caves, and say “Chuck Fox, that
hack . . .”

Fox. “That powerful hack . . .”

GouLp. “Let’s go and steal his job . . .”

KAREN. Sir . . . ?

Fox. Black, two sugars, thank you.

GouLp. To your face they’ll go, “Three bags full.”
And behind your back they’ll say, “Let’s tear him down
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— let’s tear Charlie Fox down . . .”

Fox. Behind my back. Yes, but in pub-
lic...?... Theyllsay: “I waxed Mr. Fox’s car. He
seemed pleased.”

KAREN. (serving coffee) Black, two sugars.

Fox.. . . “Iblew his poodle. He gave me asmile.” (of
coffee) Thank you.

GouLp. This is  Charlie Fox. This
is ... Karen . ..

Fox. Yes. Good morning.

KAREN. Good morning, sir.

GouLb. Please put me down. Tomorrow. Richard
Ross. His office. Ten A.M. Whatever you find in the
book, call back and cancel it. And leave a note for Cathy,
should she be back . . .

KAREN. I'm told that she’ll be back tomorrow.

GouLD. . . . draw her attention to our meeting with
Ross.

KAREN. Yessir.

Fox. Karen, as Mr. Gould moves up the ladder, will
you go with him?

KAREN. Sir?

Fox. When . . .

KAREN. I'm just a temporary . . .

GouLb. That’s right, she’s just here fora . . .

Fox. Well, would you like stay on, if . . .

GouLp. Hey, what are you? The Master of the Revels?

KAREN. I'm just,.I’'m on a temporary . . .

Fox. Hey, everything’s temporary ’til it’s “not” . . .

KAREN. No, this is just a temporary job.

GouLp. It’s just a temporary job—so leave the girl
alone.

Fox. Karen: yeah: Karen, this seem like a good place
to work?

KAREN. Sir?
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Fox. Call me Charlie. This seem like a good place to
work?

KAREN. Here?

Fox. Mr. Gould’s office.

KAREN. I’'m sure that it is.

Fox. She’s “sure that it is.” How wonderful to be so
sure. How wonderful to have such certainty in this won-
derful world. Hey, Bobby . . .? Your boss tells you
“take initiative,” you best guess right -—and you do, then
you get no credit. Day-in . . . smiling, smiling, just a
cog.

GouLb. Mr. Fox is talking about his own self.

Fox. You bet I am. But my historical self, Bob, for I
am a cog no more.

GouLDp. Karen, you come here at an auspicious time.

Fox. Give this man a witness.

GouLDp. Because in this sinkhole of slime and deprav-
ity, something is about to work out.

Fox.. . . Singing a song, rolling along.

GouLD.. . . And all that garbage that we put up with
is going to pay off. (pause)

KAREN. . . . Why isit garbage . . . ? (pause)

GouLp. It’s not all garbage, but most of it is.

KAREN. Why?

GouLp. Why. That’s a good . . . (fo FOX:) Why?
(pause)

Fox. Because.

GouLp. (to KAREN:) Because.

Fox. Life in the movie business is like the, is like the
beginning of a new love affair: it’s full of surprises, and
you’re constantly getting fucked.

KAREN. But why should it all be garbage‘?

Fox. Why? Why should nickels be bigger than dimes?
That’s the way it is.

GouLp. It’s a business, with its own unchanging rules.
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Isn’t that right, Charlie?

Fox. Yes, it is. The one thing is: nobody pays off on
work.

GouLp. That is the truth.

Fox. Everybody says “Hey, I'm a maverick.”

GouLp. That’sit . . .

Fox. But what do they do? Sit around like, hey,
Pancho-the-dead-whale . . .

GouLp.. .. huh . ..

Fox. Waiting for the . . .

GouLD.. . . mmm . . .

Fox. Yeah ... 7?7 The endorsement of their
superiors . . .

GouLp. Uh huh. Listen to the guy. He’s telling you.

Fox. ’Cause you wanna do something out here, it
better be one of the five major food groups.

GouLp. Uh huh.

Fox. Or your superiors go napsy — bye. The upside of
which, though, a guy . . .

GouLD. . . . that’sright . . .

Fox. The upside . . .

GouLp. Hmmm.

Fox. The upside, though . . .

GouLp.. . . Hmm.
Fox. The one time you do get support . . .
GouLp.. . . Hey

Fox. If you do have a relationship . . .

GouLp. Hey, Charl, kidding aside, that is what I'm
here for.

Fox. Then, you can do something. (fo KAREN, of
GOULD:) Thisguy, Karen, thisguy . . . thelasteleven
years.

GouLp. Forget it . . .

Fox. Forget? Bullshit. This man, my friend . . .
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GouLp. Now we're even.

Fox. Oh, you beauty . . . What’s it like being Head
of Production? I mean, is it more fun than miniature
golf?

GouLp. You put as much energy in your job as you
put into kissing my ass . . .

Fox. My job is kissing your ass.

GouLp. And don’t you forget it.

Fox. Not a chance. (pause)

KAREN. Sir:

GouLp. Yes.

KAREN. (pause) I feel silly saying it.

GouLp. What?

KAREN.T . . .

GouLb. Well, whatever it is, say it.

KAREN. (pause) 1 don’t know what to do. (pause) I
don’t know what I’'m supposed to do. (pause)

GouLbp. Well, that was very frank of you. I tell you
what: don’t do anything.

KAREN. Sir . . . ?

GouLrb. We'll call it a bank holiday. (fo FOX:) Huh?
Let’s get out of here.

Fox. Good, let’s get out of here.

GouLrp. Huh?

Fox. Well done.

GouLDp. And let’s get out of here. (10 KAREN:) Look
in my book, and cancel whatever I’ve got today. Any-
body calls, call me tomorrow. I’'ll be in tomorrow for my
ten a.m. meeting with Ross.

Fox. Young America at WORK and PLAY.

GouLb. You get done cancelling my stuff, you can go
home.

Fox. Where we going for lunch?

GouLp. Well, I figured we’d drop by the commissary,
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get the tuna sandwich, then go swishing by Laura Ashley
and pick out some cunning prints for my new office.

Fox. Whyn’t you just paint it with broken capillaries,
decorate it like the inside of your nose.

Goulp. I may. I just may. So, lunch, the Coventry, in
half an hour. (fto KAREN:) Call the Coventry. Table for
two, at one. Thank you. (She Exits. Pause. He sighs.)
First in war. First in peace. First in the hearts of Pee Wee
Reese.

Fox. Lunch at the Coventry.

GouLp. That’s right.

Fox. Thy will be done.

GouLp. You seg, all that you got to do is eat my doo
doo for eleven years, and eventually the wheel comes
round.

Fox. Pay back time.

GouLp. You brought me the Doug Brown script.

Fox. Glad I could do it.

Gouip. You son of a bitch . . .

Fox. Hey.

GouLp. Charl, I just hope.

Fox. What?

GouLp. The shoe was on the other foot, I'd act in such
a...
Fox.. .. Hey. ..

GouLbp. Really, princely way toward you.
Fox. I know you would, Bob, because lemme tell you:

experiences like this, films like this . . . these are the
films . . .
GouLp.. .. Yes

Fox. These are the films. that whaddayacal-
lit . . . (long pause) that make it all worthwhile.
GouLp. . . . I think you’re going to find a ot of
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things now, make it all worthwhile. I think conserva-
tively, you and me, we build ourselves in to split, mini-
mally, ten percent. (pause)

Fox. Of the net.

GouLp. Char, Charlie: permit me to tell you: two
things I’ve learned, twenty five years in the entertain-
ment industry.

Fox. What?

GouLp. The two things which are always true.

Fox. One:

GouLp. The first one is: there is no net.

Fox. Yeah . . . ? (pause)

GouLp. And I forget the second one. Okay, I'm gonna
meet you at the Coventry in half an hour. We'll talk
about boys and clothes.

Fox. Whaddaya gonna do the interim?

GouLp. I'm gonna work . . . (indicating his figures
on the pad)

Fox.Work . . . ?Youneverdid aday’s work in ycur
life.

GouLbp. Oooh, oooh, . . . the bitching lamp is lit.

Fox. You never did a fucken’ day’s work in your life.

GouLp. That true?

Fox. Eleven years I've known you, you’re either
scheming or you’re ziggin’ and zaggin’, hey, I know you,
Bob.

GouLp. Oh yes, the scorn of the impotent . . .

Fox. I know you, Bob. I know you from the back. I
know what you’re staying for.

GouLp. You do?

Fox. Yes.

GouLp, What?

Fox. You’re staying to hide the afikomen.
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GoulLb. Yeah?

Fox. You're staying here to put those moves on your
new secretary.

GouLp. [ am?

Fox. Yeah, and it will not work.

GouLp. It will not work, what are you saying . . . ?
Fox. No, I was just saying that she . . .
GouLD. . . . she wouldn’t go for me.

Fox. That she won’t go for you.
GoulLD. (pause) Why?
Fox. Why? (pause) I don’t know.

GouLp. Whatdo yousee . . . ?
Fox. I think . . . I'think . . . you serious?
GouLD. Yes.

Fox. I don’t want to pee on your parade.

GouLp. No . . .

Fox. I mean, I'm sorry that I took the edge off it.

GouLp. I wasn’t going to hit on her.

Fox. Hmmm.

GouLp. I was gonna . . .

Fox. You were gonna work.

GouLD. Yes.

Fox. Oh.

GouLD. (pause) But tell me what you see.

Fox. What I see, what I saw, justan observation . . .

GouLDp.. .. Yes . ..

Fox. It’s not important.

GouLp. Tell me what you see. Really.

Fox. I just thought, I just thought she falls between
two stools.

GouLb. And what would those stools be?

Fox. That she is not, just some, you know, a
“floozy” . . .
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GouLp. A “floozy” . . .

Fox.. . . onthe other hand, I think I’d have to say, I
don’t think she is so ambitious she would schtup you just
to get ahead. (pause) That’s all. (pause)

GouLb. What if she just “liked” me? (pause)

Fox. If she just “liked” you?

GouLp. Yes.

Fox. Ummm. (pause)

GouLD. Yes.

Fox. You're saying, if she just . . . liked you . . .
(pause)

GouLp. You mean nobody loves me for myself.

Fox. No.

GouLp. No?

Fox. Not in this office . . .

GouLp. And she’s neither, what, vacant nor ambi-
ticus enoughtogo . . .

Fox.. . . 'm not saying you don’t deserve it, you do
deserve it. Hey . . . I think you’re worth it.

GouLp. Thank you. You’re saying that she’s neither,
what, dumb, nor ambitious enough, she would go to bed
with me,

Fox.. .. She’s too, she’stoo . . .

GouLp. She’stoo . . . high-line . . . ?

Fox. No, she’s, she’s too . . .

GouLp. She’stoo . . .

Fox.. . . yes.

GouLp. Then what’s she doing in this office?

Fox. She’s a temporary worker.

Goulp. You’re full of it, Chuck.

Fox. Maybe. And I didn’t mean to take the shine off
our . . .

GouLp. Hey, hey, he sends the cross, he sends the
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strength to bear it. Go to, go to lunch, I'll meet you
at . . .

Fox. I didn’t mean to imply . . .

GouLp. Imply. Naaa. Nobody loves me. Nobody
loves me for myself. Hey, big deal, don’t go mopin’ on
me here. We’ll go and celebrate. A Douglas Brown Film.
Fox and Gould . . .

Fox.. . . you're very kind . . .

GoULD. . . . you brought the guy in. Fox and Gould
Present:

Fox. I'll see you at lunch . . . (starts to Exit)

GouLp. But I bet she would go, I bet she would go out
with me.

Fox. I bet she would, too.

GouLp. No, no. I'm saying, I think that she “likes”
me.

Fox. Yeah. I'm sure she does.

GouLp. No, joking apart, babe. My percep-
tions . . . Say 'm nuts, I don’t think so—she likes me,
and she’d go out with me.

Fox. How much?

GouLp. How much? Seriously . . . ? (pause)
Fox. Yeah.
GouLD. . . . thatshe would . . . ?

Fox. Yeah. That she would anything. (pause) That she
would anything. (pause) That she would deal with you in
any other than a professional way. (pause)

GouLp. Well, my, my, my, my, my.

Fox. What can I tell you, “Bob.”

Goutrp. That I can get her on a date, that I can get her
to my house, that I can screw her.

Fox. I don’t think so.

GouLp. How much? (pause)
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Fox. A hundred bucks.

GouLp. That’s enough?

Fox. Five hundred bucks that you can’t.

GouLp. Five hundred? That’s enough?

Fox. A gentlemen’s bet.

GouLp. Done. Now get out of here, and let me
work . . . the Coventry at one. I need . . .

Fox. The script, the budget, chain of ownership . . .

GouLp. Good.

Fox. I'll swing by my, I'll bring it to lunch.

GouLp. Good. Char . . . (pause)

Fox. What?

GouLp. Thank you.

Fox. Hey. Fuck you. (Exits. GOULD sits alone for a
moment, writing. KAREN Enters.)

KAREN. Mr. Gould . . .

GouLp. Bobby.

KAREN. Sir. (pause) I was not able to get you a table at
the Coventry. But I tentatively booked you at . . .

GouLp. Whoa, whoa, whoa, whoa. (pause) It’s
alright. I’m going to tell you what you did, and it’s alright
you did it. Sit down. You called up the Coventry and
asked them for a table for two at one o’clock. And they
told you they had absolutsly nothing. That right?

KAREN. Yes. (pause) 1 . . . I ... I’'m so sorry. Of
course. I should have mentioned your name.

GouLp. It’s alright.

KAREN. It was very . . . it was naive of me.

GouLp. It’s alright.

KAReN. T had . . . no: you’re right. I had a thought,
when I was hanging up, then I thought: “You forgot
to...”

GoOULD. . . . it’s alright.
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KAREN. “You forgot to ‘tell’ them,” then I thought:
“what difference does it make? If they don’t have a
table . . .”

GouLp, It’s alright.

KAaREN. If they didn’t have a table, what difference
who called up? But, of course, they have a tabie for
you . . . 'm sorry. It was naive of me.

GouLp. Listen, there’s nothing wrong with being
naive, with learning . . .

KAREN. (simultaneously with “learning”) And I'm
sure . . . I'm sorry.

GouLp. No, go on.

KAREN, . . . I wasgoingtosay . . .

Goulp.. . . yes . .. ?

KAREN. I was going to say that I'm sure that much ofa
job like this, a job like this, is learning to think ina . . .

GouLp. Yes.

KAREN. To think in a . . . business fashion.

GouLp. That’s what makes the life exciting, addictive,
you know what I'm talking about, you want a thrill in
your life?

KAREN.. . . athrll . .. ?

GouLD. To make something, to do something, tobe a
part of something. Money, art, a chance to play at the big
table . . . Hey, you’re here, and you want to participate
in it. (pause)

KAREN. Yes.

GouLp. Well, of course you do. And it is an exciting
world.

KAREN. I'm sure it is.

GouLp. Sudden changes all the time. You want to
know some of it. Now, you want to know a secret?

KAREN. Yes.
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GouLp. I'll tell you one. Siddown. (KAREN sits.)
Charlie Fox comes in and he’s formed a relationship
with Doug Brown. Doug will leave his studio and do a
film with us. Charlie Fox brought it to us, brought it to
me really. And in the highest traditions of the motion
picture industry, we’re actually going to make a movie.

KAREN. Is it a good film?

GouLDp. I'm sorry.

KAREN. Is it a good film?

GouLp. Well, it’s a commodity. And I admire you for
not being ashamed to ask the question. Yes, it’s a good
question, and I don’t know if it is a good film. “What
about Art?” I'm not an artist. Never said I was, and
nobody who sits in this chair can be. I'm a businessman.
“Can’t we try to make good films?” Yes. We try. I'm
going to try to make a good film of this prison film. The
question: Is there such a thing as a good film which loses
money? In general, of course. But, really, not. For me,
’cause if the films I make lose money, then I'm back on
the streets with a sweet and silly smile on my face, they
lost money ’cause nobody saw them, it’s my fault. A tree
fell in the forest, what did I accomplish? Yes. You see?
There is a way things are. Some people are elected, try to
change the world, this job is not that job. Somebody,
somebody . . . in this job, in the job I have, somebody
is always trying to “promote” you: to use something,
some “hook™ to get you to do something in their own
best interest. You follow me?

KAREN. Of course.

GouLp. ’Cause this desk is a position to advance,
y'understand? It’s a platform to aid, to push someone
along. But I can’t doit. Why? That’s not my business. My
business is to make decisions for the studio. Means I have
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to be blunt, to say “no,” much, most of the time, that’s
my job. And I think it’s a good job: ’cause it’s a job of
responsibility. Pressure, many rewards. One of them,
one time in a billion years, someone was loyal to me, and
I'm talking about Charlie Fox, stuck wit4 me, comes in
here, let’s face it, does a favor for me . . . he could of
took the script across the street, no, but he came to me,
now—1I can throw in with him and we rise together.
That’s what the job is. It’s a job, all the bullshit aside,
deals with people. (He hunts on his desk, picks up a copy
of the book he was reading from earlier.) Look here.
Agent gives his client’s book to Ross: “The Bridge; or,
Radiation, and the Half-Life of Society:” Now, who is
Mister Ross, now . . . ?

KAREN. He is the head of the studio.

GouLp. And he has a button on my console. That’s
right. Author’s agent gave this book to Ross. A novel.
Written by a Very Famous Eastern Writer. What's this
book about? “The End of the World.” Great. Now: Ross,
no dummy, says, of course, he’ll read the book. Gives me
the book to read, so when he tells the author “how he
loved the book but it won’t make a movie, he can say
something intelligent about it. You get it? This, in the
business, is called “a courtesy read.”

KAREN. A courtesy read?

GouLp. Yes. No one has any intention of making the
book, but we read it, as a courtesy. Does this mean that
we’re depraved? No. It’s just business . . . how busi-
ness is done, you see?

KAREN. I think.

GouLD. A business. Start to close.

KAREN. But what if there is something in the book?

GouLp. In the book?
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KAREN. Yes. (pause)

GouLp. It’s a novel about the historical effects of
radiation . . .

KAREN. Yes, but . . .

GouLp. I mean, I mean, the author’s crazy as a
fucken’ June bug.

KAREN. But, but.

GouLp.. .. Whatif .. . ?

KAREN. Yes.

GouLp. What if, after everything,

KAREN.. . . yes . ..

GouLp. hope against hope, there is something in the
book.

KAREN. Yes.

GouLD. Something in the book, that . . .

KAREN. Yes. (pause)

GouLp. Well, I'd be delighted. No. You’re right.
You're right. I'll tell you. (pause) You’re making my
point. Absolutely. This job corrupts you. You start to
think, all the time “what do these people want from
me?” (pause) And everything becomes a task. (pause)

KAREN. Does it have to be that?

GouLp. Can we keep ourselves pure? Hey, I prayed to
be pure.

KAREN. You prayed? To be pure?

Goulp. I did, I said God give me the job as Head of
Production. Give me a platform to be “good,” and I'll be
good. They gave me the job, I'm here one day and look at
me: a big fat whore. A book, it may be a fine, fine book by
a well-respected writer. And because this writer’s got the
reputation being “artsy” . . . artsy, you under-
stand . . . I’'m ready, everybody backs me up in this, to
assume that his book is unsuitable for the screen, so I
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look on it as a “courtesy read.”

KAREN. Do you enjoy your work?

GouLp. Excuse me?

KAREN. Do, if I’'m being too frank . . .

GouLp. . . . do I enjoy my work? Yes. Very much.
(pause) Don’t you think you would enjoy it?

KAREN. Yes, I think I would enjoy it.

GouLp. You do? Good for you. What of it would you
enjoy?

KAREN. The making decisions.

GouLp. Then good for you.

KAREN. Because . . .

GouLp.. .. Yes .. . ?

KAREN. Perhaps I’'m naive, but I would think that if
you could keep your values straight, if you had principles
to refer to, then . . .

Gourp. Hmmm.

KAREN. I know it’s naive . . .

GouLD. Yes it is naive, and it’s also correct.

KAREN. You think it is?

GouLb. Yes, I do. Now, we could talk about purity or
we could turn the page. What do you want to do?

KAREN. Talk about purity.

GouLp. O.K. (pause) If you don’t have principles,
whatever they are . . . then each day is hell, you
haven’t got a compass. All you’ve gotis “good taste;” and
you can shove good taste up your ass, and fart “The
Carnival of Venice.” Good taste will not hack it. ’Cause
each day the pressure just gets worse. It gets more diffi-
cult. (pause) I want you to do me a favor. Read that book
for me.

KAREN. I should read it . . . ?

GouLD. Yes.
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KAREN. The Radiation book?

GouLp. Let’s be frank: it’s probably, it’s almost defi-
nitely unsuitable, it probably is artsy. But as you said,
maybe it isn’t. You read it, you’ll tell me, and I’ll tell Mr.
Ross.

Karen.. . . I ...
GouLp.. . . and then, you’re right, and then at least
we looked.

KAREN. I'd be flattered to read it.

Goulp. Good.

KAREgN. Thank you.

GouLp. Not at all. I thank you. I’ll need a report on
it . ..

KAREN. . . . Of course.

GouLp. By tonight. How long will it take you to . . .

KAREN. Well, I won’t be able to start reading it ’til
after work . . .

GouLp. (simultaneously with “work”) Fine. Tonight,
I’'m going to be home. When you’re finished, you bring
the report to me and we’ll discuss it.

KAREN. Absolutely. Thank you.

GouLp. Not at all. Now, I've . . . Please call the
Coventry. Tell them, a table for Mr. Fox and me, twenty
minutes . . .

KAREN. Yes, I will.

GouLp. I'm going to clean up here before I go. Call
Mr. Fox’s girl up on the phone, get her to page him or to
try him in the car.

KAREN. Uh huh.
GoULD. . . . And tell him that I’ll be ten minutes
late.

KAREN. Of course . . .
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GouLD. . . . And tell him that he owes me five
hundred bucks.

END OF ONE



TWO

SCENE: GOULD’s apartment. Night.
ATRISE: GOULD and KAREN. KAREN is reading from
the book.

KAREN. He puts his hand on the child’s chest, and he
says “heal,” as if he felt he had the power to heal him, he
calls on God . . . it’s in here . . . something to the
effect that if ever in his life he had the power, any power,
that now is the time ... list .. . (She reads.)
“. . . in that lonely place, the low place, the tramp,
under the bridge, he finds him. Faced with his trouble,
and pours out his heart.” We hear the rain, and we see, in
his misery, it is forgotten, wet, cold . . . and the prob-
lems which assauited him: they do not disappear, but
they are forgotten. He says: years later: it did not occur to
him ’til then that this was happiness. That the thing
which he lacked, he says, was courage. What does the
Tramp say? “All fears are one fear. Just the fear of death.
And we accept it, then we are at peace.” And so, you see,
and so all of the events . . . the stone, the instrument,
the child which he met, /ed him there.

GouLp. They led him.

KAREN.. . . Inhis . . . yes, you see—1I know that
you see— and that’s, that’s to me, that’s the perfection of
the story, when I readit . . . 1 almost, I wanted to sit, I
saw, I almost couldn’t come to you, the weight of
it . . . (pause) You know what I mean. He says that the
radiation . . . all of it, the planes, the televisions,
clocks, all of it is to the one end. To change us—to, to
bring about a change— all radiation has been sent by
God. To change us. Constantly.

45
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GouLp. To change us?

KAREN. Yes.

GouLrp. How?

KAREN. To this new thing. And that we needn’t feel
frightened. That it comes from God. And I felt empow-
ered. (pause) Empowered. (pause)

GouLp. Empowered . . .

KAREN. You’ve felt that, | hope you’ve felt that, when
something made sense, you’d heard it for the longest
time and finally you, you know what it means.
So . .. so ... it’snot courage, it’s greater than cour-
age. Perhaps it is courage. You've felt like that.

GouLp. I have.

KAREN. Yes.

GouLp. Felt like . . .

KAREN. Like they say in stories: where, where one
thing changes you.

Goulb. . . . have I felt like that? I don’t know.

KAREN. . . . And that it puts you at Peace. And I'll
tell you: like books you find at an inn, or in a bookshop,
when, you know, when you go in, that you’ll find some-
thing there, something. Old, or, or scraps of
paper . . . have you had this . . . ?In a pocket, or, or
even on the ground, a phrase . . . something that
changes you. And you were drawn to it. Just like the
man. Beneath the bridge. “What was it that you feared?”
He says “Embrace it . . .” Welll (pause) And like my
coming here. Why? A temporary job. But I thought, who
can say I knew, but I thought I knew, I thought: I would
find something. (pause) Too much. It all came at once.
So much. My I have another drink? (GOULD pours
drink.) Do you know, and he says, the radiation, in all
things: not just in bombs, in microwaves, in power, in air
travel . . . and the purpose of this radiation . . . well,
Ive saidit . . .



SPEED-THE-PLOW 47

GouLp. Thank you.

KAREN. No, I thank you. Do you know what he’s
talking about? Fear. A life lived in fear, and he says, It
Says In The Book, it doesn’t have to be so; that those
things we have seen . . . you know, and you think “I,
am [ the only one on the whole planet who knows how
bad it is . . . that it’s coming . . . that it’s sure to
come.” What . . . don’tyousee? WhatcanIdo . . . ?
And you car 't join a convent, or “cut off your hair,” or,
or, Or, you see, this is our pain, I think, we can’t embrace
Jesus. He, you see, and he says, “I know. And you don’t
have to be afraid.” And I realized: I haven’t breathed.
How long? In years. From, I don’t know. From terror,
perhaps ever. And you say, how can you say it? Is our life
so bad? No. No. But that it’s ending. That our life is
ending. Yes. It’s true. And he says that, that these are the
Dark Ages. (pause) They aren’t to come. The Dark Ages
—they are now. We’re living them. (reads) “In the wan-
ingdays . . . inthelastdays” . . . “Yes,” he says, it’s
true, and you needn’t deny it . . . and I felt such fear,
because, of course, he’s right. Then he says: “Do not be
afraid.” Thestory . . . when you, when you read it, the
story itself. Down below the bridge, I'll tell you: written
with such love . . . (pause) Such love . . . (pause)
God. A thing to be thankful for. Such love.

GouLp. You’ve done a fantastic job.

KAREN. I have?

GoOULD. Yes.

KAREN. I have? Doing what?

GouLb. On the book. (pause)

KAREN.T .. . ?

GouLpb. In your report on the book. It means some-
thing, it means a lot, I want to tell you, if you want to
“do” something out here. A freshness, you said a naiveté,
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but call it a “freshness,” and a capacity to get in-
volved . . . I think that it’s fantastic. And, you know,
you dream about making a connection; but I feel I've
done it.

KAREN. You’ve made a connection . . .

GouLp. Yes. And you reached out to me.

Karen. Idid . . .

GouLD. You shared this thing with me.

KAREN. . . . thebook . . .

Gourp. You did it. Someone  does
something . . . totally . . .

KAREN.. . . V€S . ..

GouLD. And yousay “yes” . . . “That’s . . . that’s
what I’ve been missing.”

KAREN. . . . you're saying . . .

GouLrp. That’s what I’ve been missing. I'm saying,
you come alive, and you say everyone’s been holding
their breath in this town, twenty years, forever, I don’t
know . . . and then .

KAREN. Yes . . .

GouLD. So rare, someone shows, shows some enthusi-
asm . . . it becomes, it becomes simple. You know
what I mean . . .

KAREN. Yes. I do.

GouLp. N’I want to thank you. (pause)

KAREN. Um . . . it’s nothing.

GouLD. (simultaneously with “nothing”) It’s some-
thing. No. Let, let, let, let me help you. That’s I want to
do.

KAREN. (pause) I'm confused.

GouLp. I'm saying I thank you; I want to do some-
thing for you.

KAREN.No,no . . .

GouLp. And, whatever, ’'m saying, if I can, that you
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would like to do, in, in the studio, if you would like to do
it, if I can help you with it, then I would like to help you.

KAREN. Yes. Thank you. (pause) I absolutely do. You
know what I want to do.

Gourp.1...?

KAREN. [ want to work on the film.

GouLp. Alright. If we can. The Prison film . . .

KAREN. No. On this. This film. The Radiation film
and I don’t care. I don’t care in what capacity, well, why
should 1, *cause I don’t have any skills . . . that’s pre-
sumptuous, of course, in any way I could. But I’d just
like, it would be so important to me, to be there. To help.
(pause) If you could just help me with that. And, seri-
ously, I'll get coffee, I don’t care, but if you could do that
for me, I would be . . . (pause)

GouLp. Hmmm.

KAREN. I’ve put you on the spot.

GouLD. No. Yes, a little.

KAREN. I'm serious. I'd do anything . . .

GouLp. (pause) Look . . . (pause) This wasa “cour-
tesy read.”

KAREN. I know that, but . . .

GouLp. As I told you, the chances were, were astro-
nomically slim that it would . . .

KAaREeN. Of course, but you said, you, you wanted to

investigate . . .
GOULD.. . . yes . . .
KAREN. . . . “because once in a while” . . .
GoULD. . . . yes.

KAREN. And once in a while one finds a pearl . . .

GouLp. Yes . . .

KAREN. And this book . . . 'm telling you, when
you read it . . .

GoulLp. Karen: it’s about the end of the world.
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KAREN. That’s what I'm saying. That’s why it . . .

GouLp. It’s about the end of the world.

KArReN. Uh huh, uh huh. (pause) This
book . . . (pause) Thisbook . . . (pause) Butyousaid
someone’s job was to read the manuscripts. (pause)

GouLD. Someone reads the manuscripts. Yes.

KAREN. . . . that comein . . .

GOULD. . . . yes. (pause) We have readers.

KAREN. Now: why do the readers read them?

GouLb. (simultaneously with “read”) 1 get it. I get it.
Yes. AsIsaid. Yes. Once in a while, in a great while, yes,
that . . .

KAREN. Why not this? I’'m telling you . . .

GouLp. Look: I'm going to pay you the compliment
of being frank. (pause) I'm going to talk to you. (pause)
Power, people who are given a slight power, tend to
think, they think that they’re the only one that has these
ideas, pure ideas, whatever, no matter. And, listen to me.
Listen. I'm going to tell you. This book. Your book. On
the end of the world which has meant so much to you, as
1 see that it has: won’t make a good movie. Okay? I could
tell you many things to influence you. But why? I have to
respect your enthusiasm. And I do respect it. But this
book, you want us to make, won’t get the asses in the
seats. Sounds crass? Whatever the thing just may be. My
job: myjob, mynewjob . . . isnotevento “make,” itis
to “suggest,” to “push,” to champion . . . good work, I
hope . . . choosing from those things which the public
will come in to see. If they don’t come to see it, what’s the
point? You understand? (pause) This is what I do. You
said a certain kind of courage to embrace a fact? (pause)
This is the fact here.

KAREN. Why do you . . . (pause) Your job is to
make movies people will come see.
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GouLp. That’s right.

KAREN. Why do you think they won’t come see this
one? (pause) Are you ever wrong? Do you see what I'm
asking? Just because you think it is “too
good” ... 1. I think they would come see
it. (pause) T would It’s about . . . it’s about what we
feel. (pause)

GouLp. It is?

KAREN. Yes.

GouLp. Whichis . . .

KAREeN. Everyone is frightened.

GouLp. Everyone is frightened.

KAREN. Everything is breaking down.

GouLp. It is?

KAREN. Yes.

GouLp. It is?

KAREN. Yes. It’'s over . . .

GouLp. It . . .

KAREN. [ believe it is.

GouLp.. . . the . ..

KAREN. . . . things as we know them.

GouLD. Are over?
KAREN. Of course they are. Do you see? We don’t

have to deny it . . . The power that this thought will
release . . . in, in, in everyone. Something which
speaks to them . . . this book spoke to me. It changed
me ... 1.

GouLp. Yes but quite frankly the fact that it changed
you, that you hke it, that you’d like to see it “go” is not
sufficient reascn for the studio to pay fifteen million
dollars to put it up there.

KAREN. A sufficient reason.

GouLp. Yes.

KAREN. To make the film.
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GouLp. Yes. (pause)

KAREN. Someone, someone makes a decision to,
someone can make a decisionto . . .

GouLp. Richard Ross.

KAREN. You’re going to see him tomorrow, you
could . . . look. Look, I read the script. Mister Fox’s
script, the prison film. That’s, that’s degradation, that’s
the same old . . . it’s despicable, it’s . . . It’s degrad-
ing to the human spirit . . . it . . .

Gourp. It what . . . ?

KAREN. Of course; this rage . . . it’s killing people,
meaningless . . . the sex, the titillation, vio-
lence . . . people don’t want, they don’t want,
they . . . they don’t want this.

GouLb. Of course they do, that’s what we’re in busi-
ness to do, don’t you underst . . . that’s what we’re in
business to do. Make the thing everyone made last year.
Make that image people want to see. That is what they,
it’s more than what they want. It is what they require.
And it’s my job. That’s my job . . . when I tell Ross
about the Douglas Brown film, he’s going to fall upon my
neck and kiss me. You know that. You know thatIcan’t
make this book.

KAREN. I don’t know that.

GouLp. L toldyou . . .

KAREN. You held out a hope to me, this

morning . . .
GouLp.. . . Theldoutahope . . .
KAREN. . . . that whatI'said . . .
GouLp. Aha! Yousee? That’s what yousaid . . . We

all, asI said, everyone has feelings, everyone would like to
“make a difference.” Everyone says “I'm a maverick”
but we’re, you know that, just one part of the whole,
nobody’s a maverick.
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KAREN. But . . .
GouLp. Now: what I told you was: it was a “courtesy
read.”

KAREN. . . . I, I don’t like to be naive . . .
GouLp.. . . Itold you what the chances were . . .
KAREN. . . . I don’t think it’s attractive, and I don’t

think it’s right. To be naive. But . . .

GouLp. I told you what the deal was. Don’t you
understand?

KAREN. ButI . . .

GouLp. But you. Yes. Everyone is trying to “pro-
mote” me . . . Don’t you krnow that? Don’t you care?
Don’tyou care? Every move I make, do you understand?
Everyone wants something from me.

KAREN. (pause) Yes. ] understand that.

GouLp. You understand that?

KAREN. Yes, I do.

GouLp. Well, if you understand that, then how can
you act this way?

KAREN. To come here . . .

GouLp. Yes.

KAREN.. . . you asked me here. (pause) I knew what
the deal was. ] know you wanted to sleep with me. You're
right, I came anyway; you’re right.

GouLp. . . . Tosleep with you . . .
KAREN. Didn’t you?
GouLp. No . . .

KAREN. Why lie? You don’t have to lie.

GouLp. But you’re wrong.

KAREN. But I'm nor wrong. This is what I’'m saying.
Are we so poor . . . that we can’t have those simple
things: we want love, why should we deny it? Why should
you? You could of asked me, you did ask me. I know
what you meant. That’s why I came.
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GouLp. Youcameto ... ?
KAREN. I said why not? ’'m weak, too. We all need
companionship, the things we want . . . I wanted

them. You’re right. I shouldn’t act as though I was naive.
I shouldnt act as though 1 believed you.
You're . . . but but but:

GouLp. I asked you here to sleep with me?

KAREeN. Then I read the book. I, I, I've been depraved,
too, I’ve been frightened, I know that you’re frightened. I
knowwhat you are. You see. That’s what I'm telling you.

GouLp. I'm frightened?

KAREN. I know that you are. I would have come here
anyway. Isthat depraved? I know whatit istobe bad. I've
been bad, I know what it is to be lost, I know you’re lost. /

know that . . . How we are afraid . . . to “ask,” to
even “ask,” and say in jest, “Yes. I prayed to be
pure” . . . butitwasnotan accident. That I came here.

Sometimes it reaches for us. And we say “show me a
sign.” And when it reaches us, then we see we are the
sign. And we find the answers. In the book . . .

GouLp. Why did you say you would come here
anyway . . .

KAREN. . . . listen to me: The Tramp said “Radia-
tion.” Well, whatever it had been, it makes no differ-
ence . . . Listen (She reads.) “What was coming was a
return to the self, which is to say, a return to God. It was
round. He saw all things were round. And the man saw
that it all had been devoted to one end. That the diseases
in the body were the same diseases in the world. That
things were ending. Yes. That things must end. And that
vouchsafed to him a vision of infinity” . . . You see?

GouLb. No.

KAREN. No?

GouLp. No, I don’t understand.
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KAREN. You don’t understand.

GouLp. No.

KAREN. Would you like to understand? (pause) The
things you’ve hoped for. The reason you asked me here.

GouLp. I don’t understand you.

KAREN. You wanted something—you were
frightened.

GouLp. I was frightened?

KAREN. That forced you to lie. I forgive you.

GouLp.. . . you forgive me . . . ?

KAREN. You know how I can? Because we’re just the
same. You said you prayed to be pure.

GouLp. I said that . . .

KAREN. This morning.

GouLp. I was joking.

KAREN. I looked in your heart. I saw you. And people
can need each other. That’s what the book says. You
understand? We needn’t be afraid.

GouLp. I don’t understand.

KAREN. You can if you wish to. In the world. Dying.
We prayed for a sign. A temporary girl. You asked me to
read the book. (pause) 1 read the book. Do you know
what it says? It says that you were put here to make
stories people need to see. To make them less afraid. It
says in spite of our transgressions—that we could do
something. Which would bring us alive. So that we
needn’t feel ashamed. (pause) We needn’t feel fright-
ened. The wild animal dies with pride. He didn’t make
the world. God made the world. You say that you prayed
to be pure. What if your prayers were answered? You
asked me to come. Here I am.

END OF TWO



THREE

SCENE: GOULD'’s office. The next morning.
AT RISE: GOULD is sitting behind his desk. FOX
Enters.

Fox. Okay. The one, the one, the one thing, I was up
all night; I'm sorry, I should be better at these things, I
don’t know how to say it, you know how you do? You
stand and think, you think, and, the only thing, one hand
you say: “Am I worthy to be rich?”” The other hand, you,
you know, you feel greedy; so it’s hard to know what’s
rightfully yours . . . Bob: when we said, when we said:
yesterday: we were talking, when you said “producer;”
what we meant, what we were talking about was, I un-
derstand it, that we were to “share” above-the-title, we
would co-produce, because . . . that’s right, isn’t it?
And the other thing; I’'m sure you thought of this; to say
to Ross, to, that we, as a team, you and I, this is only the
beginning, for, if we brought this (I'm sure you thought
of this) it’s fairly limitless, we can bring more . . . those
two things, only, are what I wanted to say toyou . . .

GouLp. I'm not going to do the film.

Fox. Which film?

GouLp. The Douglas Brown film.

Fox.. .. You'renot . . .
GoulLp. I’'m not going to greenlight the Doug Brown
prison film.

Fox.1don’t blame you. It’s a piece of shit. I were you,
I’d do the film on radiation. That’s the project I would
do. “A Story of Love, a Story of Hope.” That’s what I
would do; and then spend the rest of my life in a packing
crate. I can’t get over those guys. Why do they waste our
time? A talky piece of puke. Prestige and all, okay, but

56
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why, we should just say, “Sir, sir, you go to the
movies . . . if you saw a movie of this shit, would you
sit through it?”” Eastern Office sent the coverage to me —
listentothis . . . (He hunts through his papers. Reads.)
“The Bridge; or, Radiation, Half-Life and Decay of Soci-
ety” the Blah-blah . . . set in novel form, The Growth
of Radiation, as . . . “What is this? the device of God,
in all things, to prepare the world for its final decay.”
Yeah. It’s a summer picture. (Pause. Reads again.) “The
author seems to think that radio and television, aircraft
travel and microwaves were invented solely to irradiate
the world and so bring about genetic change in human-
kind.” Great. And Scene Two, he comes out of the bar to
find that his horse is gone and he has to go steal the
sheriff's nag to ride for help. I'm sorry. I need a drink.
Ten o’clock in the morning and I need a drink. You
know, you look forward to something and you think it’s
never going to happen—and you really think, bullshit
aside, 1t’s never going to happen, and I’ve got to say, it’s
over, now, yeah, yeah, 1 felt a certain amount of jealousy,
toward you, here we started out together, and I always
said, someday I'll, you know, I'll get something for my-
self, and it’ll be a brand new ballgame. I'll sit up there
with Bobby Gould . . . over him . . . you know how
we think. Deep inside, I never thought I would. (pause)
And the other thing, talk about envy, is, a certain extent,
I was riding, several years, on your coattails . . . don’t
say “no,” I know I was, and I want to thank you, that you
were man enough, that you were friend enough, you
never brought it #p, you never rubbed itin. And I'm glad
I can pay it back. Speaking of paying it back. Do I owe
you, for sure, the five c? Fess up. (pause)
GouLp. Five c:
Fox. The broad come to your house?
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GouLp. The broad?

Fox. You fuck the temporary girl? You fuck her?
(pause)

GouLp. I'm going to go see Ross myself.

Fox. You’re going to see him yourself. (pause) With-
out me, you’re saying. (pause) Do you think
that . . . (pause) Do you think that that’s the . . . I
mean . . . itwas . . . ifyou think that that’s the thing,
then that’s it. If you think that that’s the thing, but, we
should, we should, I think we should zalk about it, Bob.
Don’t you . . . (pause) It was, um, um, uh (pause) 1
brought you the picture, Bob.

GouLp. I know you did.

Fox. You see what . . . (pause) 1, I, I think that we
should go in there together. (pause) Babe. If this is truly a
collaborative thing. (pause) But if you think that . . .

GoulLD. I'm not going to take him the prison film.

Fox. . . . if you think that that’s the . . .

GoOULD. . . . Are you listening to me? I’'m not going
to greenlight the pris . . .

Fox.. . . sure,sure,sure . . . lunderstand that, but
listen to what I'm asking you. Since I
“brought™ . . . which, I was saying, since, since I

brought you the film and since, you say, we’re going to
split the credit. Because, because what I was saying, Bob,
to to, finally get a position where I can be equal; where I
brought you the film, it means a lot to me, and, frankly,
um, um, I think . . .

GouLp. ’'m not going to recommend the prison
picture.

Fox. Okay. (pause) Is there . . . you'renot . . .

GouLbD. No. (pause)

Fox. I don’t understand.

GouLp. I'm not going to recommend the Doug
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Brown film. (pause)

Fox. Because . . . holdonasecond . . . holdona
second, before we get to that. You told me yesterday that
we were going to go to Ross to greenlight it.

GouLp. Yes.

Fox. You promised me.

GoulLp. I know.

Fox. I know that you know. Doyouknow why . . . ?
Because you did it.

Gourp. I know that I did.

Fox. You’re joking, right?

GouLbp. No. (pause)

Fox. Huh. (pause) Because, um, you know, I had the
package, Doug gave me one day, and Doug Brown gave
me the one day to have the package, I could have, I could
have took the thing across the street, you know that?
Walked right across the street, as people do in this town,
and I’d done it yesterday, I'd been Executive Producer of
aDoug Brown film. Yesterday. Yesterday. Which is what
comes up when you tell me that you aren’t going
to . . . Thisisajoke. Right? 'm sorry . . . I'msorry.
Bob: When you take the film to Ross . . .

GouLp. 'm not going to take the film to Ross.

Fox. (pause) Can you tell me why you’re not?

GouLp. I'm going to greenlight the book.

Fox. What book?

GouLp. The radiation book.

Fox. No, you aren’t.

GouLp. Yes. If I can I am.

Fox. I have to siddown. (pause) Hold on a second,
Bob, you’re seeing Ross when . . . ?

GouLp. Twenty minutes.

Fox. ’m not upset with you. (pause) Alright. (pause)
Bob: (pause) Now, listen to me: when you walk in his
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door, Bob, what you’re paid to do . . . now, listen to
me now: is make films that make money — you are paid
to make films people like. And so gain for yourself a
Jortune every day. This is what Ross pays us for. That is
the thing he and the stockholders want from us. This is
what the, listen to me now, ’cause I’'m going to say it, the
movie going public wants from us, excuse me, I'm talk-
ing to you like some eastern fruit, but this, what I've just
told you, is your job. You cannot make the radiation
book.

GouLp. I'm going to try.

Fox. Shut up, I'm not done speaking, when it’s your
turn you can speak — because Ross will not do it and he
will not /et you do it.

GoulLp. I have it in my contract. I can greenlight one
picture a year under ten mil, at my discretion, without
his prior approval or consent.

Fox. You will find your contract’s shit.

GouLp. I don’t think so.

Fox. Think so or not, you will it’s a sucker clause. You
will find that if you insist on it you’re going to become a
laughingstock, and no one will hAire you.
Bob . . . You’ll be “off the sports list”. Why? Because
they will not understand why you did what you did. You
follow me . . . ? That is the worst pariah. Your best
friend won’t hire you. I won’t hire you. Because I won’t
understand why you did the thing that you did, and tried
to make a movie that no one will watch. Are you insane?
What the fuck’s wrong with you . . . ? Have you read
this book?

GouLp. Have you?

Fox. I read the coverage. What do you want from me?
Blood? List . . . list . . . listen to this . .. (FOX
hunts on the desk for the book, opens it, reads.)
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“. . . The world is dying,” he said, “there is nothing we
can do for that,” as he stood on the bridge. “It all prolifer-
ates. Faster and faster. It begets itself, until it’s time to
die. The economy will collapse. The reactors will ex-
plode, because that’s what they’re meant to do. We will
die, because that’s what we’re meant to do. The radia-
tion, which has grown over the years, faster and
faster . . .” (He puts the book down.)

GouLbp. We have different ideas, Charlie.

Fox. We do? Since when . . . ?

GouLb. (simultaneously with “when”) 1 was up all
night thinking,.

Fox. Were you?

GoULD. Yes.

Fox. Thinking about what?

Gourp. The . . .

Fox. Yes? (pause)

Gouwrp. The . . . why I was called to my new job.

Fox. Why you, uh huh . . .

Gouib. The notion, yes, the notion that our life is

short . . . The . . . that, in some way . . .
Fox. Goon.
GouLp. I . . . I believe in the ideas that are con-

tained in the book.

Fox. Hey, I believe in the Yellow Pages, Bob, but {
don’t want to fi/m it. Bobby. Bobby. Why are you doing
this? Why are you doing this to me?

GouLp. You, you can take the prison film to Ross.

Fox. Itake Ross the film, he’ll make the film, and he’ll
give me a “thank you.” You know that. I need you. 1
need your protection . . .

GouLp.1 . ..

Fox. You’re going toidy over my whole life.

GouLn. 1 . ..
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Fox. Have, Bob, have you always hated me?

GouLp. No.

Fox. Some secret . . .

GouLp. No.

Fox. Doubted my loyalty, my . . .

GouLp. No.

Fox. Then, then why are you doing this?

Gouvp. I think . . .

Fox. I'm listening to you.

GOULD. . . . that we have few chances . . .

Fox. I'm listening to you.

GouLp. To do something which is right.

Fox. To do something which is right? To do
someth . . . 7

GouLp.  want to read you something. (Hunts in book.
Reads.) “Is it true,” she asked, “that we are always in the
same state of growth, the same state of decay as the world
in which we live? If it is true is it not true that the world is
then a dream, and delusion? All this being true, then
what remained to him was this: Nothing. (pause) Noth-
ing but God.” (pause) I've wasted my life, Charlie. My
life is a sham, it’s true. But I think I found something.

Fox. Bob, what’s happened to you . . . ?
GouLDp. . . . And I think your prison movie has a
place . . . and I respect your . . .

Fox. I don’t want your respect. Your respect stinks:
You know why? You've proved yourself insane. You’re
gonna buy a piece of shit . . . you’re gonna spend ten
million dollars for a piece of pussy, you were “up all
night . . .” You were up all night boffing the broad. Are
you getting old? What is this? Menopause?*‘Your lifeis a
sham?” Two days in the new job, you can’t stand the
strain . . . ? They’re going to invalid you out, your
name will be a punchline in this town . . .
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GouLp.. . . Ifthe film doesn’t work out here . . .

Fox. If the film . . .

GouLp. The radiation film.

Fox. Did you miss your wake up call . . . ? If the
film doesn’t work out here, you know what you got?
Little Lambsy Divey. No one will touch you, do you
understand . . . ? You're throwing your life away.
(pause) Listen to me: Bob: (pause) Bob: (pause) I have to
tell you something . . . (pause) It’s the secretary. She,
what did she dotoyou . . . ?

GouLp. She did nothing to me.

Fox. What is she, a witch?

GouLp. She did nothing, we, we talked . . .

Fox. You talked and you decided to throw your career
away . . . ? And my, and my, and my chances with
it . ..

GoulLp.. . . Idon’t want . . .

Fox. Bullshit what you want. Bullshit. I could of gone
across the street.

Goulrp.. .. Idont . .. 7

Fox. Fuck you ... Fuck you ... (He hits
GOULD.) Fuck you. Get up (He hits him again.) 'll
fucken’ kill you right here in this office. All this bullshit;
you wimp, you coward . . . Now you got the job, and
now you’re going to run all over everything, like some-
thing broke in the shopping bag, you fool — your fucken’
sissy film-—you squat to pee. You old woman . . . all
of my life I've been eating your shit and taking your
leavings . . . Fuck you, the Head of Production. Job I
could of done ten times better’n you, the press, the
money, all this time, and now you’re going to be some
fucken’ wimp, cost me my, my, my . . . fortune?Notin
this life, pal. You writ has run. You hear me . . . ?
(pause)Bob . . . 7(pause)Doyouhearme . . . ?You
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want somebody to take charge? I'll take charge. Do you
hear me, mister . . . ? You need an excuse to cop out,
I'll give you your fucken’ excuse. (pause) We have a
meeting. Can you fix yourself up?

GouLDp. No. (pause)

Fox. What’s the matter?

GouLp. Nothing.

Fox. You have another shirt . . . 7 Can you get
through the meeting with Ross?

GouLbp. I'm going to greenlight the radiation book.

Fox. It’s alright, Bob. It’s okay. I see it now. It’s okay.
Everythingis okay. Listen to me, it’s alright. I'll explain it
to you: a beautiful, a beautiful and an ambitious woman
comesto . . .

GouLp. I want you to be careful what you say about
her.

Fox. It’s only words, unless they’re true. It’s alright,
now. I’'m sorry I got frightened. Forgive me. I'll explain it
to you. (pause) A beautiful and an ambitious woman
comes to town. Why? Why does anyone come
here . . . ?Youfollow myargument? (pause) Everyone
wants power. How do we get it? Work. How do they get
it? Sex. The end. She’s different? Nobody’s different.
You aren’t, I'm not, why should she? The broad wants
power. How do I know? Look: She’s out with Albert
Schweitzer working in the jungle? No: she’s here in mo-
vieland, Bob, and she trades the one thing that she’s got,
her looks, get into a position of authority — through you.
Nobody likes to be promoted; it’s ugly to see, but that’s
what happened, babe. I'm sorry. She lured you in.
“Come up to my house, read this script . . .” She
doesn’t know what that means? Bob: that’s why she’s
here.

GouLD.. .. Awoman . ..
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Fox.. . . Hey, pay me the courtesy . . . how lonely
you must be. How hard the world is. You complain to
her. “No one understands me . . .” “I understand
you” . . . she says.

GouLb. She does understand me.

Fox. Hey, that’s first-rate.

GouLDp. She does understand me . . . she knows
what I suffer.

Fox. “What you suffer . . . 7 “What you suf-
fer .. .7 Youre a whore ... Bob. Youre a
chippy . . . youre a fucken’ bought-and-paid-for
whore, and you think you’re a ballerina cause you work
with your legs? You’re a whore. You want some sympa-
thy? You don’t get none. You—you think you can let
down. You cannot let down. That’s what they pay the big
bucks for. This is what you put up with you wanna have
two homes. Okay? Bob, let’s speak frankly; eh? This
broad just took you down.

GouLp. . . . She came to me.

Fox. Why did she come to you? ’Cause you’re the Baal
Shem Tov? You stupid shit, I'm talking to
you . . . Why does she come to you? *Cause you’re so
good looking? She wants something from you. You're
nothing to her but what you can do for her.

GouLp. You're full of shit.

Fox. Uh huh. I know I am.

GouLp. What does she want from me?

Fox. If 'm so smart? She wants you to greenlight this
radiation book.

GouLp. Why?

Fox. The fuck should 7 know. I don’t know. It’s not
important. Is she Head of Production? You're Head of
Production. Read the new plaque on your door. Can she
greenlight a film? No. You can. Now: What does she
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want from you? Hearth and Home? No. What? Love?
Huh? Children? . . . To greenlight a film. To green-
light some bizarre idea . . .

GouLp. It’s not a bizarre idea.

Fox. It’s not a bizarre idea . .. ? Tell it to
me . . . Come on. You can’t tell it to me in one sen-
tence, they can’t put it in T.V. Guide. What is this movie
that you’re going to make? Come on, ““A boy joins the

cattle drive and learns to be a man . . .”? “A couple
finds a million dollars buried in their yard . . .”? Come
on, come on . . . what is this movie . . . ? (pause)

GouLp. Weare . . .

Fox. Tell me the story.

GouLp. We . . . I'm telling it to you, and I don’t
think that we have to mock the possibility that someone
could find something that meant something to them.
You understand me?

Fox. Tell me the film, Bob.

GouLp. We . . . I'll tell you the film. Alright? We

are frightened . . . (pause) Because the world is ending.
Uh . . . (pause) A man gives up everything . . . wait.
(pause) A man, to find happiness . . . (pause)

Fox. (Picks up the book, reads.) “A gross infection
rampant in the world, they spied, and thought they were
the messengers of cure, when they were the dis-
ease” . . . (Turns page and reads again.) “Thatsilver is
more powerful than gold; and the circle than the square
or the triangle. He thought of architecture . . .” (He
throws the book down.) Are you kidding me . . . ?
(pause) Are you kidding me . . . ? I wouldn’t believe
thisshitifit was true . . . the fuck happenedto you? Let
your dick run your office? What kind of man .

GouLp. O.K. O.K. That’s enough.

Fox. I beg your pardon.

Goulp. I said that’s enough. Get out.
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Fox. Fuck you.

GouLp. Fuck me. Fuck me in hell. Fuck me in hell,
pal. Youread the plaque on my door. I am your superior.
Now, I've made my decision. I'm sorry it hurt you.

Fox. It hurt me? You ruined my life.

GouLD. Be that as it may.

Fox. I see.

GouLb. Now, I have a meeting.

Fox. Would you tell me why?

GouLp. I'told you why. Because I've found something
that’s right.

Fox. I can’t buy that.

GouLp. Then “why” is because I say so.

Fox. And eleven years down the drain.

GouLDp. I'm sorry. (pause)

Fox. How sorry are you?

GouLp. What?

Fox. One question . . .

GouLp. It won’t change my mind.

Fox. Well then, just say it’s a boon, and grant it to me
to assuage your guilt. I want to ask your girl one question.
Then I swear I'll go.

GouULD. Alright —ask it.

Fox. (He pushes the intercom button. Into intercom.)
Dear, could you come in here for one moment,
please . . . ?(KAREN Enters.)

KAREN. (to GOULD:) What happened to you?

Fox. Where’s Cathy .

KAREN. What happened to you, Bob . . . are you
alr . . .

Fox. Where’s Cathy, honey? She still sick . . . ?

GouLp. I'm alright, Karen.

Fox. I have one question for you, and then I'll leave
you alone. I understand . . .
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KAREN. I have to . . . (starts to Exit)

Fox.No, no,no,no,no . . . No, no. It’salright. You
alright, Bob?

GouLp. Yes.

Fox. Are you, really, though, tell us, now . . .
GouLp. 'm fine. We’ll be done here in one minute.
KAREN. What’s going on?

Fox. I understand. Karen. I understand . . . that
things have been occurring . . . large deci-
sions . . . doyoufollowme . . . ?(pause) Do you fol-

low what 'm going to say?

KAREN. What do you want?

Fox. Well, dear, I want to ask you something. (pause)

KAREN. Alright.

Fox. You went to Mister Gould’s last night? (pause)

KAREN. Yes.

Fox. You discussed certain things?

KAREN. Yes. We did.

Fox. You talked about . . . his new job,you . . .

KAREN. You know what we talked about. We talked
about . . . we talked about not being frightened. We
talked about the ability to make a difference.

Fox. To make a difference. Yes.

KAREN. To make a film . . .

Fox. To make a film that makes a difference. Yes, 1
know. Now: listen: I’'m not going to talk to you of what
gives you the “insight” to, or the experience to know
what will make a good film. (pause) I'm not going to ask
you, I'm not going to ask you what, what brought you to

thisjob . . . .
KAREN. . . . it was a temporary job . . .
Fox. Uh huh . . . I'm almost there, bear with me.

Now: I understand, last night, that you and Bob became
intimate.
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KAREN. I think you should leave.

Fox. I know you do, but this is something more than
your life, honey, you’re at the Big Table, and, I'm done,
then Bob, the Head of Production, is going to say what’s
what. I have one question. Now, then, you and Bob, you
became “lovers.”

GouLp. Leave her alone.

Fox. I don’t think so. Do you owe me this? Do you
owe me this? For all the years I spent with you? You
became lovers. (pause)

KAREN. Bob? No? Alright. Then, yes. We did.

Fox. You talked of love.

KAREN. Is that . . .

Fox.Did . .. ?

KAREN. Is that so impossible . . . ?

Fox. It’s not impossible. No. Not at all. You were
drawn to him. You were drawn to a man. It’s not impos-
sible, I think that we would say it happens all the time;
you “said” things to each other. (pause) Things oc-
curred. And this is serious. Forgive me if my words seem
to belie that, but I'm doing all I can, cause I love this guy,
too. My question: you answer me frankly, as I know you
will: you came to his house with the preconception, you
wanted him to greenlight the book. (pause)

KAREN. Yes.

Fox. If he had said “No,” would you have gone to bed
with him?

KAREN. (pause) I don’t think that I'll answer you.

Fox. No?

KAREN. I don’t think you have the right to ask it.
Bob . ..

GouLp. 7 would like to know the answer.

KAREN. You would.

GouLb. Yes. I would.



70 SPEED-THE-PLOW

KAREN. Bob. Bob: the man I could respect . . .

GouLD. Without the bullshit. Just tell me. You’re
living in a world of truth. Would you of gone to bed with
me, I didn’t do your book? (pause)

KAREN. No. (pause) No.

GouLp. Oh, God, now I'm lost.

Fox.Bob . . .

GouLD. Please be quiet for one moment.

KAREN. Bob. Bob, we have the opportunity . . .

Fox. “We”? “We” . . . ?71know who he is, who are
you?Some broad from the temporary pool. A tight pussy
wrapped around ambition. That’s who you are, pal. Now
you listen to me, Bob . . .

GouLp. Charlie. Please . . .

KAREN. We talked last night, Bob . . .

GouLp. You told me tobeaman . . .

Fox. “Be a man?’ “Be a man?”’ What right do you

have? You know what this man hasdone . . . ?(Phone
rings, FOX picks it up.) (into phone) Yes. One moment.
Please . . . (hangs up)

GouLp. Ch, God. I don’t know what to do.

Fox. You know the right thing to do.

KAREN. Bob, Bob. You reached outtome . . .

Fox. He reached out to you? He fucked you on a bet.

KAREN. I don’t care.

Fox. You don’t “care?”

KAREN. Bob, perfect love . . .

GouULD. Yes. Alright. Alright. Alright. Alright. Perfect
love. Alright. Just stop for a moment, will you? Will you?
Will you just fucken’ stop taking a piece of me for a
moment. Everyone. Just stop. 1 need one moment,
please.

KAREN. Bob, we decided last night.

GouLp. Yes. I'm Jost, do you hear me, I'm /Jost. I have
to think, I . . .
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KAREN. We decided last night.

GouLp. We what?

KAREN. We decided last night.

Fox. Bob: I need you.

GouLp. I have to think.

Fox. I need you to remember me.

GouLp. I have to stop. I have to think now.
KAREN. Bob . . .

GouLp. No.

KAREN. Bob, we have a meeting . . . (pause)

Fox. I rest my case. (pause)

KAREN. Did I say something wrong . . . ?

Fox. No. We have a meeting, that’s true. Thank you,
honey.

KAREeN. Did I say something wrong . . . ?

Fox. Not at all. (Picks up phone. Dials.) Yes. Charlie
Fox. Calling for Bob Gould. Mr. Gould and I have
a ... Yes. Mr. Rossisback from . . . ? Fine. Would
you tell him we’ll be just two, three minutes late? Thank
you. (hangs up)

GouLp. I have to change my shirt.

KAREN. I don’t understand.

GouLp. We're rather busy now. You’ll excuse me.
Mr. Fox will show you out.

KAREN. No. No. Listen to me. One moment. One
moment, Bob. Wait, Bob. The things we said last night.
You called for help. Bob, you remember? Listen to me.
(She picks up the book, and starts to read.) “One bell was
‘showers about us:” two bells was ‘showers across the
lake;’ three bells was ‘showers across the ocean’; and four
bells'was ‘showers across the world.” And he wondered
how they had obtained that concession to rehearse the
bells for the benefit of this instruction.” No, that’s the
wrong bit. That’s not the part . . . (GOULD Exits to
the washroom.) (She looks up.) Bob . . . ?
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Fox. That was a close one. Don’t you think?

KareN, I think I'm being punished for my
wickedness.

Fox. Yeah, 1do, too. You gotalot of nerve, babe. And
I'll tell you something else, that’s why you’re stupid, is
you made your move on something wasn’t ever going to
make a movie. *Cause the people wouldn’t come. (He
picks up the book. Reads.) “The earth burned. But the
last man had a vision . . .”

KAREN. I don’t belong here.

Fox. Well, I can help you out on that. You ever come
on the lot again, I’'m going to have you killed. (He starts
walking her to the door.) Goodbye. See you at the A and
P.

KAREN. Goodbye.

Fox. I heard you.

KAREN. WhatdidIsay . . . ?

Fox....Uhhuh . ..

KAREN. I don’t understand.

Fox. I'll send you the coverage. (pause) Goodbye.
You’ve said your piece. Now go away. (pause)

KAREN. I hope . . .

Fox. We all hope. It’s what keeps us alive. (Pause.
KAREN Exits. He picks up the book, throws it out after
her.) And take this with you. (fo himself}) “How are
things made round . . .” (GOULD re-Enters, in a clean
shirt, tucking in his shirt. Pause. GOULD looks at Fox.)
Well, Bob, you’re human. You think I don’t know? I
know. We wish people would like us, huh? To share our
burdens. But it’s not to be.

GouLp. . . . Isuppose not.

Fox. You’re goddamn right, not. And what if this
fucken’ “grace” exists? It’s not for you. You know that,
Bob. You know that. You have a different thing.
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GouLp. She told me I was a good man.

Fox. How would she know? You are a good man.
Fuck her.

GouLp. I only wanted . . .

Fox. I know what you wanted, Bob.

GouLp. I only wanted . . .

Fox.Iknow what you wanted, Bob. You wanted todo
good.

GouLp. Yes. (pause) Thank you.

Fox. Hey, what’d you want me to say, Bob, you “owe”
me . . . ?(PHONE rings, FOX answers it. Into phone.)
We’recoming . . . (hangsup) Because we joke about it,
Bob, we joke about it, but it is a ““people business,” what
else is there . . . ?

GouLp. I wanted to do good . . . But I became
foolish.

Fox. Well, so we learn a lesson. But we aren’t here to
“pine,” Bob, we aren’t put here to mope. What are we
here to do, (pause) Bob? After everything is said and
done. What are we put on earth to do?

GouLp. We're here to make a movie.

Fox. Whose name goes above the title?

GouLp. Fox and Gould.

Fox. Then how bad can life be?

END



COSTUME PLOT
Act I—Scene 1

#1 Gould’s office
Solid grey silk skirt
Tan silk blouse with button placket
Ghost Charivari 57th St
White = pinkish magic mix
Shoes = Barney
No hose
Bra
} Entire Play
Thong
“Cottage Cheese” watch
Her own necklace
Gold hoop earrings
Entire Play
Glasses

Act I—Scene II

#2 Gould’s home

“Fast change off stage left”

501 Levi’s—zipper added

Black police garrison belt

Black unconstructed sport coat with
buttons— Saks

Black Embossed-Period flats with buckle &
bows— Ecco

Repeat Act I blouse

Jewels

Gilasses

Underwear
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Act II—Scene I
#3  Gould’s office
Custom made grey high waisted slacks— Schneeman
Studio
Lt. tan long sleeve silk blouse— Agnes B.
Black flats— Ecco
Black knee highs
Repeat jewels
underwear
No glasses

BOBBY GOULD
Act I—Scene 1

#1 Gould’s office

Cream on cream striped Matsuda jacket*
Tan Matsuda pants

Brown and cream Matsuda belt

Go Silk pale celery shirt

White sneakers

White tank top T shirt

No socks

Act I—Scene 11

#2 Gould’s house
“Fast change off stage right”
Putty grey slacks— Charivari

*Jacket preset on back of desk chair
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Off-white top siders

Blue grey Gothic Yamamoto shirt

Solid grey belt with silver cowboy buckle—*“Gaultier’
No socks

1

Act II—Scene One

#2  Gould’s office

2 pc. grey striped suit— Versace

Grey suede bucks

Blue & grey argyle socks

Grey dyed Armani sport shirt*

Dyed grey dress belt with gold buckle—Saks

*Shirt is rigged— buttons pop off and shoulder seam
splits when pulled by Fox

Toward end of scene — off stage
change to clean shirt

Armani pink and grey striped dress shirt

CHARLIE FOX
Act I—Scene I1

#1 Gould’s office

2 pc. It. beige suit— Versace

Tan Bally suede loafers

White cotton Perry Ellis Portfolio dress shirt— Barneys
Beige brown socks with dots— Barneys

Owl pattern suspenders— Saks

Belt—brown leather fastening with grey woven nylon
cord body

Navy linen tie with tan & blue pattern — Armani

**Jacket preset on back of desk chair
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Act IT—Scene 1

#2  Gould’s office

2 pc. double breasted dark grey green Armani suit

Brown leather loafers— Bertie Saks

Solid taupe socks

Colours— Alexander Julian— Saks

Teched white dress shirt—Perry Ellis Port-
folio— Barneys

Maroon, blue, & grey patterned Armani tie— Armani

Boutique Madison Ave
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SPEED-THE-PLOW
Prop List
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—

SET PROPS: Desk on rug
Desk swivel arm chair
Coffee Table on rug
2 Arm chairs
8ar Cabinet on rug
Sofa with ottoman on seat
Off Left: Chest bar

OMMOO DD

ACT ONE
On Stage Right: Desk on rug - On desk: Phone/Intercom (Merlin)
Cigarette Box w/ cigarettes
Cigarette Lighter
Ash tray with 8 butts & water
3 Stacks of scripts
Gould Folder (closed) pen on top
Inside flap of folder - phone
messages
Pad
Appointment Book (open)
THE BOOK on top of a script

Stage Right of Desk: Swivel desk chair with Gould Act I coat on back
Stage Left of desk: Guest chair
Down Stage Left Center - Coffee Table w/ plastic top & rug underneath
On Coffee Table - Cigarette Lighter
Ash tray with water
Phone
3 scripts stacked
Up Stage of Coffee Table - Arm chair
Up Stage Left - Bar Cabinet with drop cloth & rug underneath
In Bar - Remy Martin Cognac
2 Bar glasses
Dressing

Up Center - Sofa (rug draped over it) with drop cloth covering
Ottoman & Karen’s THE BOOK on seat of sofa for I-2

Personal Prop - Cigar & Lighter (Fox)
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OFF STAGE RIGHT: Script (Gould brings on top of Act I)

OFF STAGE LEFT: Silver tray with silver coffee pot of Postum
2 China cups & saucers
2 Silver spoons
1 Silver creamer with fake milk
1 Silver sugar bowl with sugar & small
silver spoon
Stack of mail - Karen
Small pad with pen - Karen
Desk

A Stack #1 - scripts
lewj y-——'} B Stack #2 - scripts
-]
[ ] — C Script with THE BOOK on top
Lc
— q D Cigarette box w/ cigarettes
o b E Cigarette Lighter
@ E o
F Phone
[——- — G Appointment Book (open)
K W]
b I LJ H Gould Leather folder with pen on top
J | ama
1 L L T
I

Ash tray with butts & water

K Gould Act I coat
J Stack #3 - scripts

Before House is open - Drop Cloths on Desk, Coffee Table. 3 Chairs,
Bar Cabinet & Sofa

As Play starts - In Black Out - Remove drop cloth from desk, coffee
table & 3 chairs as Actor gets into
Desk chair with a script in hand

ACT ONE, SCENE 1: {Quick change)

STRIKE: Desk & rug
Desk chair
2 Arm chairs
Coffee Table & rug
Bar Cabinet & rug

PLACE: Sofa, Ottoman, & Bar with Vodka Bottle (no cork)
Glasses to actors - Glass #1 - 1/2 inch of water
#2 - 1/4 inch of water

SOFA
Book

CHEST BAR

— =
oTTOMAN | _] [:I
| I—

END OF ACT ONE - Change back to Office scene (Same as Act I, Scene 1)

Off Left Prop Table - Fox's briefcase with screen treatment
Cigarette with lighter
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ACT II - Desk

RN

@@ZE
I

T s}

J Gould Act II coat

OFF RIGHT:
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Stack #1 - scripts
Stack #2 - scripts

Cigarette Lighter
Cigarette box w/ cigarettes

Phone

Appointment Book (open)

3 scripts with pen on top
Ash tray with water

THE BOOK

Gould black folder - Actor takes on top of Act II



