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FOREWARD

This paper is a description of my experiences as a director, a
very personal and unique experience.

Because of this, I find it

impossible to write this paper entirely in the formality of third

person narrative.

Unlike experiments done in the laboratory, no one

else could duplicate the process I went through.

So, as a way of

compromising between the uniqueness of the subject and the standard
form of the third person, each chapter will begin with an "overview"

written in the first person, followed by a third person narrative for

the remainder of the chapter.
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INTRODUCTION

OVERVIEW

Directing a play is a long process, beginning long before any
rehearsals do.

The rehearsal process is merely the tail end of all

the work and decision-making which leads, ultimately, to Opening Night.
As a young director, I found myself making decisions without that know

ledge which comes only from years of experience.

But the learning

process has to start somewhere, and directing Mass Appeal was the start

for me.

The selection of Mass Appeal as a project was a relatively easy
one.

It immediately struck me as a play that could be done well on

Carroll's stage.

The subject matter was, I felt, such that both the

Carroll and Helena communities would find great interest in this play.
It is performed without any set changes, and lends itself well to

Carroll's small space.

The fact that it is a two-character play

solves some problems for a young director, yet provides other chal
lenges.

The greatest is the challenge to director and actor alike in

making the characters successfully carry all the action.

It is a

play with a message that I felt strongly about: that the Church is
made up of the people who are in it, not just the people who are in

charge of it.
All in all, the play was a logical choice, and after consultation
with Jim Bartruff, the head of the Theatre Department at Carroll,
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the show was placed on the 1985-86 season of plays, in the February
time slot.

Carroll's season for the school year 1985-86 became: What

I Did Last Summer, by A. R. Gurney, Jr., October 9-13; Accomodations,
two original one-act plays by students John Carey and Michele Firpo,
November 13-17; Mass Appeal, February 26-March 2} and Two By Two, by

Richard Rodgers, Martin Charnin, and Peter Stone, April 16-20.

BACKGROUND
Once a director is satisfied that a play is within any established
limitations, and that he wants to attempt the project, he begins ana

lyzing the play and organizing the materials he will need: audition

materials, special props, any music, and publicity materials.

Most

importantly, he begins to formulate the specific approach he will take
with the play.

important?

He asks some basic questions: What moments are most

What aspects of the play will be emphasized?

these things be accomplished?

How will

A director must have a firm grasp of

his approach before he goes into auditions, since the answers to those
questions will affect his casting decisions.

Mass Appeal examines the relationship which develops between two
men.

One is a seminarian approaching ordination.

The other is a

"seasoned veteran" of the priesthood who has made the right connections
in the Church and community.

The play is set in the present time, in the fall, but since the
production was scheduled for early spring the director decided not to

make any special effort to achieve a fall atmosphere in the set design
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or costuming.

The intention was to avoid anything which might hinder

the audience's ability to perceive this play as happening for the
first time as they watch it.

The play takes place in the office of Father Tim Farley, a Catholic
parish priest, and in the pulpit of the Parish of St. Francis, his upper

class parish.

Father Farley immediately clashes with Mark Dolson, a brash upstart

studying at the nearby seminary.

Mark's concern for the state of affairs

in the world conflicts strongly with Father Farley's complacency and
willingness to accept the status-quo.

Mark is unconcerned about whose

opinions he clashes with, as evidenced in the opening scene of the play
when he speaks up during one of Father Farley's Johnny Carson-style

"dialogue sermons."

The topic of discussion is whether or not women

should be allowed to become priests.

Mark's opinion is an emphatic

yes, and he tries to pin Tim down to a concrete response.

Tim side

steps the question, not wanting to offend any members of his congregation

But the obvious personality clash is well stated, and a few days later
we see these two at odds again.

The rector of the seminary, Monsignor Burke, arranges to have Tim
tutor Dolson, mostly because he wants to cause Tim grief for cancelling

a dinner engagement.

Mark's style changes very little through the course

of the play - he says just what he thinks

flaming liberal.

and comes across as a

But his sincere desire to make the world a better

place wears through the crust of Tim's complacency

brings him to a change of heart;

and eventually

Tim sees that in his own life, he

has sacrificed his personal convictions in favor of establishing the
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shallow friendships of those he works with and for - his parishioners

and the Church heirarchy.

Mark, on the other hand, realizes the value

of tact in trying to communicate with people who have opposing views.

The personal conflict between these two men brings them to face
several issues relevant to today’s Church and world: the appropriateness

of women for the priesthood; the individual's right to his/her own
sexuality; the extent of freedom of expression in the pulpit; and,

the distribution of power in the Church heirarchy.
The issues addressed are not the script's greatest asset, especially
considering that they are generally not dealt with in depth.

Rather, it

is the character development which keeps this two-character play from
becoming too dry or boring.

The action is exciting.

Throughout the

play we see them both develop as individuals and friends.

Another strong point of the script is its technical suitability

for the Carroll Little Theatre.

The set requirements are such that a

small theatre like Carroll's is ideally suited to an effective design.
The lighting demands are straightforward and simple yet contribute sig
nificantly to the show.

Since the costuming is contemporary, it also

lends itself to ease in that aspect of production.
Mass Appeal also enjoyed success off and on Broadway, and it was

made into a motion picture starring Jack Lemmon.
cieved by the critics.

Both were well re-

The review for The New Leader said the play

was "a witty, intelligent comedy.

In its modest and unobtrusive fashion,

Mass Appeal is for the most part an impressive theatrical achievement."1

'■Author Unknown, "Reviews," The New Leader, 30 November 1981,
p.47.
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Jack Kroll, critic for Newsweek magazine, said, "(Father Farley’s and

Mark Dolson’s) exchanges have explosive humor and true passion.

(Mass

Appeal) is deeply satisfying in the crescendo of its authentic emotion.
New York Times critic Frank Rich called Mass Appeal, "a play that lives up

to the promise of its title - a tender comedy about the meaning and
power of both secular and religious love."3

not found to be faultless.

Of course, the play was

One of its primary weaknesses is cited by

Edwin Wilson, reviewer for The Wall Street Journal.

"The confrontation

between the two men becomes a bit pat . . . and the issues are not probed

very deeply.Wilson does go on to say that the play is still a stim

ulating and funny evening, nonetheless.

The name exposure that the play

has enjoyed from its success could only be considered a plus for its

chances of succeeding at Carroll.

The fact that Mass Appeal is a two character show also played a
major role in its being chosen for production.

Such a small cast would

help solve some problems - for example, organizing rehearsal schedules
and being able to work with the actors individually.
would be raised because of the small cast.

show might be difficult.

But other problems

For instance, casting the

Would an inexperienced director be able to

choose the best combination of actors?

Also, such a small cast might

blur the role of the director if he doesn't make the distinction of his

position at an early stage; experienced actors may not trust the judgement
of an inexperienced director, turning rehearsals into director’s nightmares

’jack Kroll, "Holy War," Newsweek, 23 November 1981, p. 74.
^Frank Rich, "Mass Appeal Comes To Broadway," New York Times,
13 November 1981, p. D8.

^Edwin Wilson, "Mass Appeal," Wall Street Journal, 19 November 1981,
p. D14»
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It was these small cast challenges that made the script an appropriate

challenge for a young director.
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A final consideration in choosing Mass Appeal was the anticipated

reaction of the Carroll community and the appropriateness of the script
for a Catholic college.

Since Mark Dolson takes such a critical view

of Church policy, and since Father Farley is portrayed as a man with

obvious faults and shortcomings, it was possible that the play would
strike "too close to home" for a Catholic school.

But this play has a

message present-day church-goers of all denominations should hear.

At

the close of the play, Father Farley speaks to his congregation (the

audience), "You and I and Mark must be allowed to help shape the thing
that has shaped us." (See Appendix A, p.52)

This play points up the

fact that any church is comprised of those who are a part of it, not

just those in charge of it, and that expressing opinions about our faith
is a right that we all share.

CHAPTER I
PUBLICITY AND PLANNING

OVERVIEW
My responsibilities as director were not limited to giving notes
at rehearsals.

Rather, I had to oversee all aspects of the production,

and see to it that specific things were accomplished outside of rehearsals.
This chapter describes some of the "leg-work" I did - what it involved,
who assisted on specific projects, and how it was accomplished.

DESCRIPTION

Publicity played a major role in the successful audience response
to Mass Appeal.

This success was due, in large part, to the extent

and diversity of the publicity campaign, which included the following:
a poster, PSA’s, two radio programs, a TV interview, regional news
paper coverage, and a bulletin sent to local churches.

This succeeded

in getting people into the theatre, especially on the weekend.

(See

Appendix D)

The poster was designed by Jim Bartruff and the director, borrowing
heavily from a design on the cover of a hard-bound edition of the script.

"MASS APPEAL," in red, dominated the center of a glossy white sheet,
with information about the production set above and below.

was simple yet effective and eye-catching.

The design

(See Appendix C)

These posters

were then distributed to local businesses and were posted all over
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the Carroll campus.
A press release and Public Service Announcement were sent to

local radio stations. (See Appendix C) In addition to this, Jim

Bartruff, director of the theatre, Greg Smith, one of the actors,

and John Rausch, the director, taped a segment called "Five From

Carroll" which was aired by local radio stations.

These three also

were guests on KBLL's morning talk show, "Coffee Break," Monday

morning, Februrary 24.
KTVH, Helena’s local television station, sent a crew to the
theatre and taped part of a rehearsal, and reporter Paula Bonar
interviewed the director for a news segment which aired Wednesday,

February 26, Opening Night.

It included rehearsal shots, some scenes

in the dressing room, excerpts from the interview with the director,

and information about the production - dates, time, costs, and location
Press releases were also sent to Montana’s major newspapers,

which resulted in coverage around the region. (See Appendix C)
The Great Falls Tribune ran a photo and information, and the Missoulian
put a notice in their community caledar.
Locally, Helena’s Independent-Record printed a story in the

Your Time section of Friday, February 21, and Carroll's student paper

The Prospector ran a feature article in their Thursday, February 20

edition, with excerpts from interviews held with Jim Bartruff and

John Rausch.
Another form of publicity for this show was a fact sheet sent

to Helena-area churches, encouraging attendance and explaining the

play. (See Appendix C) While it is impossible to determine the effects
of this effort, it was evident that not all who attended were Catholics
One clear example of this was a group from St. Paul's Methodist Church

9

who invited a group from the Cathedral Parish to see the show as
part of an evening's discussion forum.
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Publicity was not the only work to be accomplished outside of

rehearsals.

Properties had to be acquired, music selected and re

corded, the set constructed, lights hung and focused, technical

rehearsals held, and make-up schemes determined.
Properties and furniture turned out to be one of the biggest

headaches of the production.

Leads on pulpits from several local

churches were followed into dead-ends - either the pulpit in question
was the wrong size or style, or it had been dismantled.

a pulpit had to be built from scratch.

also proved difficult.

Eventually,

Finding a desk and chairs

A desk that would work was found in storage

in the Maintenance Department, a straight-backed chair was borrowed

from St. Paul's Methodist Church, and a desk swivel chair was borrowed
from Dorothy Harper, a member of the Theatre Department faculty.

An

old cabinet-style radio was cleverly converted into a unique wine

stash for Father Farley.

The large central speaker was removed and

replaced by a false front that hid a secret compartment.

This front

was hinged, and a gentle push revealed the hiding place.

An old

prie-dieu

(a kneeling place for devotional prayers), a Persian rug,

and red curtains completed the main furnishings of the office space.

Walls were constructed from large, old oak doors which originally
hung in the basement of the Cathedral, and a set of French windows.

The set itself consisted of two parts: the pulpit in St. Francis

Church, and the office of Father Tim Farley. (See Appendix E) The
pulpit was set downstage right, and the office was situated from
right center to stage left.

The office space was defined by the French
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windows and oak panels, which determined the back wall, and the Persian

rug, which determined the acting area.
from each other by black space.

The pulpit and office were isolated

The design for the set was done by

Jim Bartruff, and the construction crew included Jerry Marks, Todd

Jasmin, Monica Rausch, and John Rausch.

The lighting, also designed by Bartruff, was a great asset to the
production and brought the set to life. (See Appendix E) It helped

distinguish between the two acting areas of office and pulpit.

The

audience’s attention was thus focused more directly on the action, and

their mood was affected by the light levels, as well.

The music for the show was a mixture of organ solos and orchestral

works, chosen by the director with the intention of helping establish

the mood and segue smoothly from scene to scene. Appropriate choices of
music served to settle the audience for a play about church and religion,

and about values.
Joannie Murtha, a senior Theatre major, was lightboard operator,

and Monica Rausch, a sophomore Theatre major, was sound operator.

A

technical rehearsal was held Sunday, February 23, to set light and sound

levels and determine cues.

This rehearsal proved to be vital, since

the original light plot called for total blackouts between scenes.

Set

changes proved to be impossible in total black, so modifications were

made at this time to provide some dim lighting for the changes.

Other

minor adjustments took place during the dress rehearsals the next two
days. (See Appendix E)
Rebecca Dorwart served as Make-up Consultant for the show.
had to solve some very specific problems through make-up.

She

Greg Smith,

the young actor playing Mark Dolson, is relatively light complexioned.

11
This fact, coupled with his dark hair, caused his features to be
washed out under the theatre's relatively hot, un-gelled stage lights.

Peter Ruzevich, who portrayed Father Farley, brought a slightly more
challenging problem.

How do you make a 25-year old man look 50?

This was complicated by the intimate nature of the performance space.
The audience is right next to the stage.

Too much make-up would be

noticeable by the audience and appear unnatural, not old.

Becky's

sensitivity to this and her ability to work around the limitation of

the theatre enabled her to suggest a make-up scheme that was effective
and accurate. (See Appendix E) Greg came across as a healthy young

man, and Peter was successfully transformed into an energetic 50-year
old.
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CHAPTER II
THE PROCESS - AUDITIONS AND REHEARSALS

OVERVIEW
Auditions in an academic

difficult thing.

environment

such as Carroll's are a

My ability to be tactful and sensitive to all those

present was tested almost to its limit, and I found the process to

be very straining emotionally.
This strain will be easier to understand if the reader is enlightened

on the difference between auditioning for the professional theatre and

the academic theatre.
to be blunt.

In a professional setting, a director can afford

If a particular person is not appropriate for a part, the

director only needs to say, "Thank-you very much. Next!" and he can
move on to the next auditioner.

actor anymore.

There is no use wasting the time of the

He doesn't (usually) take the rejection personally, and

is free to go on to the next audition down the block.

I was faced with a totally different situation at the auditions
for Mass Appeal.

Several things prevented me from dismissing actors

I was not seriously considering.

First of all, educational theatre

(as opposed to professional theatre), is designed to be an educatidnall

process for all those who want to be a part of it.

Any actor auditioning

in educational theatre has the right to expect the audition to be a

learning experience for him

(if nothing else), and as the director,

I had a responsibility to make it as educational as possible.

After

all, whatever they learn they will bring back the next time they audition.
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Secondly, amateur actors are more touchy, and bluntness, however

well-intentioned, is likely to cause a potential actor to not audition
again.

An educational theatre as small as Carroll's cannot afford to

alienate anyone.

Thirdly, pairing primary candidates with those not being considered

was a way for me to test each one's acting ability and learn about their
potential for growth.

I could see how well they adapted to variations

in personal style - line reading, and emotional variation, for example.

Once auditions were over and I cast the show, I found a new challenge
in the rehearsal process.

I treated it as a learning experience for all

of us involved, and made it clear to the actors that I could learn as

much from them as they could from me.

In this open atmosphere, rehearsals

progressed smoothly and I was able to concentrate on doing serious work

without dealing with the petty problems that often arise in rehearsals.
For example, tardiness was never a problem, not because everyone was always
on time, but because any time spent waiting for an actor was used to work
individually with the actor who was on time.

Also, I never found myself

needing to scold the actors for not learning their lines or for not
paying attention.

We came to rehearsals intending to get something

accomplished, and we usually did.

THE PROCESS
Auditions were held January 21 and 22, 1986.

read for the play's two roles.

In all, nine men

Of these nine, six were physically

suited to the character of Mark Dolson, two to Tim Farley, and one to
both Mark and Tim.

Mathematically, this provided twenty possible

combinations for casting the two-character play.

The first task of the

CORETTE LIBRARY
CARROLL COLLEGE
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director was to condense these combinations down to a workable number
by eliminating those combinations that would not be selected.

In

order to do this, the director paired off actors to read scenes together,
and evaluated each performer individually.

Those who didn't demonstrate

the necessary acting ability to perform such a large role were scratched

from the list of contenders.

However, they still were used as scene

partners for those still in contention.

Three types of readings were chosen for the first level of eliminations
Scenes from the pulpit were chosen to see if the actor could relate

directly to the audience.

Scenes involving phone conversations were

chosen because the script relies heavily on phone conversations.

Of

course, scenes involving both characters were vital in guaging the
chemistry between as many combinations as possible.
One factor which complicated the auditions was that not all of

the actors could be present all of the time.

Personal conflicts forced

individuals to attend only one night or only part of both nights, so

the director had to work around individual schedules and make the best
use of the time he had with each auditioner.

This is a common problem

in educational theatre, and any director must learn to deal with it.

After two nights of readings and eliminations, the director was

able to eliminate all but three of the original twenty combinations.

These three stood out beyond the others, but choosing one of them over
the other two was much more difficult.
The three combinations left were Peter Ruzevich and Ed Noonan,

Greg Smith and Ed Noonan, and Greg Smith and Peter Ruzevich.
final choice was not one of logic or evidence.

to support any choice.

The

There was enough evidence

Ultimately, the decision was based on instinct,
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something a director must use and trust.

Greg Smith and Peter Ruzevich

were cast as Mark Dolson and Tim Farley.

Once the casting choice was made, the rehearsal process began.

This marked the beginning of another wave of decision-making.

An

"open forum" approach was used, in which actors and director alike
had ample opportunity for input.

The director maintained final respons

ibility for decisions, but unsolicited advice was always welcome.

A rehearsal schedule was drawn up in accordance with this. (See Appendix
F) Specific areas of work were determined as the rehearsals progressed.

Often, the work set aside for the next rehearsal would be selected at

the end of the preceeding rehearsal.

The rehearsal schedule itself

consisted only of dates and times, and not specific assigned material.
In the first week of rehearsals, the show was blocked.

Specific

movements for the actors were determined on a line-by-line basis, thus

determining their movements for the entire show.

This original blocking

was done only to provide a starting point for future rehearsals.

Most

of the blocking was adjusted and refined over the course of rehearsals.

Also, the beginning of these early rehearsals was spent discussing char
acterization.

This gave the actors more time to get lines committed

to memory before scenes were reworked in earnest, and it gave Peter,
especially, time to develop the character of Farley, a part he had not
previously thought about playing.

The next step in the process was the work-through rehearsals.

This involved taking the play scene by scene and working through them,
solving problems along the way.

For example, if an actor found himself

in a weak position on stage during a major speech, the blocking would
be reworked to get the actor into a stronger position.

Another example

is the time spent working through physical moments such as the argument
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over whether or not Tim should speak to Burke on the phone (See Appendix
A, p.44), and the scene in which Tim punches Mark in the stomach (See

Appendix A, p.49)

Work-through rehearsals are a slow, repetitious

process, but a necessary one.

Each night, the previous rehearsal's

work was repeated to set it in the actor's minds.

Then the rehearsal

would move on to the next problem area.
Work-through rehearsals were effective well into the third week, but

after this point their effectiveness waned.

The process seemed to stall;

input from the director was no longer effective and the development of

the relationship of the characters was no longer growing.

Connor Kerns,

a junior majoring in Theatre and English, came to rehearsal to provide
outside observations.

His input proved very helpful.

He pointed out

some areas that needed work: Specifically, Smith's awkward stage presence,
and Ruzevich's misdirected characterization.

Greg appeared wooden and

slightly uncomfortable on stage, and Peter had retained too much of the
grand style of Salieri (his last role, in Grandstreet Theatre's production
of Amadeus).

to work from.

More specific notes and instruction gave both actors more

Greg developed his acting technique through coaching by

the director and selected readings chosen by the director from Robert
Cohen's Acting Power dealing with characterization.5

He developed his

presence by learning to stay open to the audience, not nervously shift

his feet, and cheat out to the audience when delivering his lines, as opposed

to looking directly at Peter.

Peter, for his part, was able to use Connor's

input to change his characterization and become less elegant and more
down-to-earth.

Once these problems were addressed, rehearsals became more pro-

^Robert Cohen, Acting Power: An Introduction To Acting, (Palo Alto,
Cal.: Mayfield Publishing company, 1978) p.104
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ductive and progress was made all the way up to Opening Night.

In fact,

progress was made throughout the duration of the run, an indication that
some extra time could have been spent in rehearsal before letting an

audience view it.

Even so, the finished product showed the effort and

hard work that those involved had expended.

e

CHAPTER III

THE PRODUCT - OPENING NIGHT TO CLOSING NIGHT

OVERVIEW

Opening Night was, as expected, a nerve-racking experience for
me.

It was the big test: what all our work had been done for.

I was

anxious to find if it had all been worth it.
The primary reason for my anxiety was that the show had never

The actors had not been given a chance to

been done for an audience.

see how a large group of people would respond.

cope with the experience?

How well would they

And more importantly, how would the audience

respond to them?

Another source of anxiety was wondering if many people would be
there to see it, or if there was little interest in the play.

This

fear was relieved by the attendance figures of the run, and the know
ledge that our publicity efforts were successful. (See Appendix D)

THE PRODUCTION

Wednesday:,' February 26,
51 people.

was Opening Night.

The show played to

Although this was a small crowd, it was typical of a Wednesday

evening show in the Little Theatre.
seemed to enjoy the show.

The audience was very receptive and

The performance itself had the usual Opening

Night missed cues and technical glitches, but overall the show went
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smoothly.

This was a good indication that the show was ready for an

audience's scrutiny.

Laughter was a slight problem, since it had

never been dealt with before this point.
audience noise.

Some lines were lost in

Overall, both actors adjusted well to this.

Thursday night's audience was exceptionally quiet for most of

the show.

This complicated things because the laughter that the

actors had gotten used to on Wednesday was not present.

The audience

seemed intent not to make any noise and run the risk of missing any

lines.

Cue pickups were slow at times, but this did not significantly

slow the overall pace of the show.
Friday proved to be the opposite of Thursday.

The sellout crowd

was more than willing to laugh, and since the audience was twice the
size of the previous two nights, much more noise was generated.

threw the actor's timing off once again.

This

An indication that the actors

coped well is that audience response remained at a high level throughout

the show, and they seemed to be intent on following the action.
Saturday's show was similar to Friday's as far as crowd size and
noise.

The difficulties arose from the fact that since each audience

is different, they will laugh at different times.

The experience of

the first three nights enabled the actors to play with greater confidence
Audience variation was no longer a problem.

Sunday, March 2, 1986, was Closing Night.

The audience was the

largest of the run, a fitting ending to a successful run.
The chart of attendance figures shows that about two-thirds of

q

those attending were Carroll students or faculty. (See Appendix D)

One-fifth were adults paying full admission, and the remainder were

non-Carroll students, senior citizens, and comps.

This is a possible

indication that publicity efforts were more successful on-campus than
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off, since students represented such a large majority off those in
attendance.

CHAPTER IV

A SELF-CRITIQUE

This chapter contains my personal observations, and will use the
first person format throughout.

My opinions about the production and

my performance as a director will be discussed.

This self-appraisal

is important and useful in evaluating such a personal experience.
My overall assessment of the show is that it succeeded in delivering

the message of the script, and was, as such, a successful production.
However, several things might have been done to make it even better.

I could have spent more time working with Greg teaching him basic
acting and stage technique.

Although his characterization worked,

it may have been more effective with an increased understanding of

acting technique - to match the experience level of Peter, especially.
Also, more specific notes (instructions given to the actor as he is

rehearsing) may have made a positive difference in the final product.
I learned several things while directing this show.

greater respect for the role of the director.

One was a

It is an incredibly

complex task, requiring a high degree of organization and motivational

skills.

I learned to trust my instincts.

The best choices I made were

those that were supported by a strong gut feeling.

For example, casting

a 25-year old man in the part of a 50-year old man was a hard decision

but I am convinced it was the right one.
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I learned the importance of communication.

A good example of

this is the problems I had with getting a design for the poster.

A

woman from the community had volunteered to design it, but I failed

to make her aware of the deadline for getting it printed.
unable to use her design.

We were

Instead, Jim Bartruff and I created a de

sign at the last minute.
I learned the value of consultation and using other people as

resources.

The best two examples are Connor Kerns, whose input was

exceptionally helpful, and Jim Bartruff, who was always available to

offer suggestions on ways to solve specific problems that arose.
Being able to get their advice and decide whether or not to follow

it was a great aid.

Also, priests from the Carroll community were

available for consultations.
I learned how important it is for a director, as an artist, to
be familiar with his medium, the actors.

The working relationship and

professional attitude Greg, Peter, and I brought to rehearsal each
night created an atmosphere in which serious and meaningful work could

be accomplished.

to dread.

Without this, rehearsals would have been something

With it, they became something to look forward to.

In summary, this experience was a good one.

The fact that the

show turned out as successful as it did is gratifying to know, but
the knowledge I gained through the experience will be more than a

nice memory for me:

It will be something I can draw from and build

on in my future endeavors in the theatre.
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ACT I
Scene 1

4 'i

The lights come up on the pulpit in the church. Tirn-ht
•discovered in the pulpit w-eating-a green chasuble over
the white ttlhe

~MC

It is Sunday morning, the 10:15 mass.

The music stops.

TIM. In the name of the Father and of the Son and of the
Holy Spirit, Amen. Today we are concluding our 3-C series.
For newcomers here to St. Francis, that’s "Current Crises in
Catholicism.” Our next series will be the most important and
inspiring I’ve ever given. I don’t know what it is yet, but it
will begin next Sunday—so don’t miss it. Last night, while I
was thinking about our 3-C series, I fell asleep—straining over
the most recent crisis facing our church today. Consequently,
I dreamt that Bette Davis was ordained a priest. You guessed
it—the question we have to ask ourselves this morning is: Should
women be priests? I remember when the big moral question
of the day was, "Should we chew the host or let it melt in
our mouths?” I think that today’s crisis is controversial enough
to open it up to a—dialogue sermon. Now I’m sure you've all
done some thinking about this subject, and we’ve had dialogue
sermons before. They can be lots of fun if we’re not shy, so
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let’s... (Points L.) Yes-—Mrs. Curry. (He listens.) Well—the
reason the Pope gives is that priests should be in the image
of Christ. Now that’s what he says but he is not speaking "ex
cathedra.” In other words, that decision is not infallible. So
there’s still hope for you yet, Mrs. Curry. (Points.) Yes—Mrs.
Hart. (He listens.) No—Being in the image of Christ does not
mean I’ll have to grow a beard, Mrs. Hart. And even if I had
to, I wouldn’t. A beard would make me look at least ten years
older. (Points.) Yes—in the back. (Mark Polson’s voice is heard
from the rear of the church.)
MARK. What do you think of women becoming priests?
TIM. What do I think? Well... I don’t like to sway people’s
viewpoints so I’ll plead the fifth on that one.
MARK. (Coming down the aisle.) Yes—but this is a dialogue
sermon.
TIM. I know it’s a dialogue sermon.
MARK. And dialogue means. . .
TIM. I know what dialouge means. Is this your first visit to
our church? (Lights come up where he is standing. He is wear
ing grey sweat pants, a red sweat-jacket and sneakers.)
MARK. Yes.
TIM. Well—welcome. (Points.) Yes—-Mr. Quinn.
MARK. I haven’t given my unswayed viewpoint yet.
TIM. That’s true—you haven’t.
MARK. I think women should be priests.
TIM. You look rather familiar. Where are you from?
MARK. I attend St. Francis Seminary.
TIM. That’s where I’ve seen you before. Give your rector, Mon
signor Burke, my best regards when you see him. (Turns away
from Mark.) Now—Mr. Quinn.
MARK. Don’t you want to know why I think women should
be priests?
TIM. (Pause. Motions helplessly to Mr. Quinn.) By all means—
Don’t be shy.
MARK. Well—you said that priests should be in the image of
Christ.
TIM. No, I did not say that. The Pope did.
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MARK. Whoever. But when Christ was crucified, only three
people stayed with him to the very end and two of the three
were women. At the foot of his cross was his youngest apostle. . .
TIM. St.John...
MARK. ... his mother. . .
TIM. (Concurring.) Right. . .his mother. . .
MARK. And an ex-hooker. (Pause—Tim is taken aback.) All
of the men either denied him or were hiding out. On the way
to being crucified—it was a woman who pushed through a hostile
crowd and wiped all the blood and "male” spit off his face.
The first person he appeared to after his resurrection was Mary
Magdalene. I really feel that the courage and loyalty these
women showed the actual person Jesus is in his image, and
I think it’s foolish to continue depriving ourselves of the beautiful
qualities a woman could bring to the priesthood.
TIM. You really should invest in a portable pulpit. Now—Mr.
Quinn. (Silence.) You forgot what you were going to say? Well
— (Looks to Mark, then back.) That happens. Anyone else? (Si
lence.) No one? (Pause.) Oh come on—I saw some hands up
before... (Silence.) Aaaaaalright. I have two announcements
this morning^Reading from a sheet of paper.) First, there’s
bingo Tuesday evening at eight o’clock in Mother Cabrini Hall—
or Cabrini’s casino as I prefer to call it. And will the owner
of a blue Seville, license number DU-947—please move it—you’re
blocking the exit. I strongly advise whoever you are to move
as quickly as possible because after mass a church exit is the
most dangerous passage in the world. Let us pray. (Lights go
to black. Organ music.)

Mttrk
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ACT I
Scene 2

7

Lights immediately come up on the office. Wednesday
afternoon. Mark is there in his running clothes. Tim enters,
in his shirt sleeves reading a newspaper -that is obviot&ly

rft&rk n seated i^

•devoted- to horse racing. On the page facing the-audienee
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reading

■u a largo pictura of a horse and- jockey, Tbs organ music
fades out as-Tim reaches the office-

TIM. So—Mark Dolson.
MARK. (Shakes hands with Tim.) Father Farley—
TIM. I only have a few minutes but this won’t take long. (No
ticing Mark’s sweat suit.) Is this the seminarian’s new uniform?
MARK.! I wasn’t sure I should come dressed this way, but...
TIM. -(Looking at Mark's snaahuxs .as be takes,a step .toward
-Mark.-t I hope you didn’t track mud across Margaret’s nice clean
floors.
MARK. (Looking to see if there is mud on bottom of sneakers.)
Sorry.
TIM. Was it necessary that you run here?
MARK. I try to keep a schedule—eight miles a day. It’s four
miles between here and the seminary so I’ll run the other four
when I leave.
TIM. I'm glad you could fit me in.
MARK. It’s just that I always do the eight miles around this
time. When you called, I said "yes” to this time without thinking.
TIM. There’s actually a time when you’re not thinking?
MARK. (Pause.) Sometimes, I think more clearly than at other
times. When I’m on the phone I don’t think very clearly.
TIM. You think very clearly at mass.
MARK. I feel at home in church.
TIM. That was very apparent last Sunday. (Pause.) Tell me—
Why do you think women are better than men?
MARK. I didn't say they were better. They're more loyal.
TIM. What makes you say that?
MARK. (Pause.) Is this why you wanted to see me?
TIM. Do you that I am an advisor at your seminary?
MARK. Yes— (Tim gets a wine bottle and two glasses from
a tray, -and crosses to the doskrf- Father DeNicola plays tapes
of your sermons in our homily class and the faculty talk about
you a lot. They seem very proud that you’re on their "team.”
But I never see you there.
8
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TIM. The parish keeps me very busy. (Starts pouring, wine
in one glass.) Anyway—I asked some of the faculty about you
and from my description of you they knew you instantly. And
from what they say, you have quite a reputation.
MARK. Really?
TIM. And you certainly lived up to that reputation last Sunday.
(Puts bottle on desk.)
MARK. Didi?
TIM. Yes—and so I wanted to tell you how much I admired
the things you were saying during my mass, (Offers glass to
Mark.) and don’t ever do anything like that again.
MARK. (Refuses wine ivith hand gesture.) Why not?
TIM. {Puts glass of nine on small tray,) You were challenging
me in front of my congregation. {Puts cork back in bottle.■{
I don't like that.
MARK. I took a stand.
TIM. No, you did not take a stand. You took a graWstand.
Besides—you’re a seminarian—and if you want to become
a deacon, you should be going to mass at the seminary.
MARK. Believe me—I prefer to go to mass at the seminary.
TIM. Then why didn’t you?
MARK. Because the rector sent me to yours.
TIM. Monsignor Burke?
MARK. Yes.
TIM. Monsignor Burke sent you to my mass?
MARK. Yes.
TIM. Did he say why he was sending you?
MARK. He said that you were the most tactful priest in the
diocese, and that tact was something I needed to learn.
TIM. (Laughs.) He really is something.
MARK. You’re not the most tactful priest in the diocese?
TIM. I might be—but that’s not why he sent you.
MARK. It's not?
TIM. No.
MARK. Well—why do you think he sent me?
TIM. (Refers to appointment book center of desk.) Because
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he wanted to get back at me for cancelling a dinner engagement
with him.
MARK. I’m sorry—I don’t understand.
TIM. He gets very upset when I cancel anything with him,
but he never shows it. So he does something more subtle. For
example, he knows your reputation—he knows my dialogue ser
mons, so he put the two together hoping for exactly what hap
pened. In other words, you did what he wanted you to do.
MARK. If I was used as a pawn, that’s the players’ problem,
not mine.
TIM. If you want to be a priest in the same church as the
players, it is your problem.
MARK. (Pause.) Do you cancel dinners with him often?
TIM. Is that any of your business?
MARK. You just said—it is my problem. I should get to know
the church hierarchy—monsignors, advisors—Why did you can
cel?
TIM. Someone in the parish had a problem and I couldn’t get
away.
MARK. Really?
TIM. You don’t believe that?
MARK. No.
TIM. Very good. You shouldn’t. Actually—he and his sister had
pictures of a trip the three of us took to Yugoslavia. And they
wanted to get together with me over dinner to look at the pictures.
MARK. Why didn't you?
TIM. The only thing I can imagine worse than the trip itself
would be pictures of the trip. (Silence.} It was a harmless
lie. (•Takes car keys from cetil.er desk tlra.w£r, puts them cm
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MARK. I didn’t know there was such a thing.
TIM. Well—worse than that—it was a useless lie. (Tim laughs
—Mark doesn’t.}
MARK. (Risos. Slraifpslosi ehair bach to original position^) Can
I go now? It’s not good to break up the eight miles this much.
TIM. Certainly...(ADr£ starts to leave.} If you’d rather skip
the rest of your run, I can give you a lift. (Mark turns.} I

10

'TTrrc

A'Uxfk begins

have to go to the seminary anyway. I have a meeting with
Monsignor Burke. About two seminarians. Wait a minute. (-Hetakes a page-fr&m-a note pad &» desk.) Maybe you might
know something. (Reading.) "Frank Kearney and Alfred Virasi.”
—do you know them?
MARK. Yeah—fairly well. They work with the emotionally dis
turbed children every Tuesday and Thursday. I watch them—
they’re good.
TIM. It seems they’re together a lot.
MARK. They’re best friends.
TIM. How do you know?
MARK. I usually see them together during the day, so I as
sume ...
TIM. I probably shouldn’t be discussing this with you, but this
meeting was prompted by rumors which have been reaching
Monsignor Burke that not only are they together all day, but
all night as well. Do you know if that’s true?
MARK. No—I don’t. (He takes a step toward Tim.) But so what
if they are?
TIM. Don’t play innocent, Mark. When I was at the seminary
we could only travel in threes. Things have loosened up a little
since then. But there are still strong tabus. Frank and Alfred
are fooling around with the ultimate tabu.
MARK. They haven’t taken any vows yet.
TIM. There's serious question they’ll be allowed to—ever.
MARK. That’s ridiculous—one meeting can’t decide that.
TIM. You’re right. These meetings never decide anything. They
only help Monsignor Burke decide.
MARK. How are you going to advise him?
TIM. The only purpose of the rector's advisor is to find out
exactly what the rector really wants to do and then advise
him to do that.
MARK. That must make you feel awfully insignificant.
TIM. Yes—well—I’d love to discuss this with you further, but
if I don’t leave now, I'll be late. And the one thing he loves
more than chastity is punctuality. (Mark starts to leave.) Are
you sure I can’t give you a lift?
11
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MARK. {Stops and-twrnsdy Is that your Mercedes out front?
TIM. Yes.
MARK. I’d rather run. {Pause.^Listen—I don’t know if yours
and Monsignor Burke’s game rules apply to seminarians, but
I hope you won’t use your position at the seminary over me.
I only spoke up at your mass because it was important to me.
Becoming a priest is important to me. {He comes closer to
Tim.) Please don’t play games with it. {The lights black out
as Mark starts to exit. Tim is still. 'During, the blackout, we
hear a recording of Tim’s voice.)
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ACT 1

Scene 3
The office.
Friday. One week later.

TIM'S VOICE. {His taped sermon is heard in the darkness.)
Last week—the rector. Monsignor Burke, and I and the faculty
of St. Francis Seminary met to decide which seminarians should
become deacons. So what better time to begin our.... {T-he~
■lights tome up as Ttm-ts taking off his—s-trii—c-oat-.) "On the
Road to the Priesthood Series”... Being a deacon is the last
step before becoming a priest. A deacon must take a vow of
celibacy. He can then preach, give out communion, visit the
sick, teach religion and counsel. tHe goes to-the -tape recorder,)
Being a deacon is primarily and most importantly a big pain
in the ass. {He stops the tape recorder. Rewinds. Stops it again.
HesUps-the-eord holding the microphone over his head-.’ Presses
the record button.) ... neck. ( He picks up the tape—recorder
and sermon--notes and goes L, to the prie diett.) There is a
rumor going around the parish that I was born a priest. This
is not true. (Puts the tape recorder ott the—top of the-pc+e diets )
It was a long journey from the seminary, to this pulpit here
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at St. Francis. The most horrible part of the journey for me,
was being a deacon. Every Sunday, for an entire summer, as
part of my training, I had to give sermons from a soap box
on a street corner. Can you picture that? ('Refers to his notes-.-)
For the first month, it looked as if the only people who stopped
to listen were seven tall men who looked like members of the
House Un-American Activities Committee. I began each sermon
by assuring everybody I was not a Marxist or a Trotskyite
in disguise. For those of you in the congregation who are too
young to remember what a Marxist or a Trotskyite is: they
were trouble-makers who gave speeches on street corners just
about the same time I was giving sermons on street corners.
(•b&ohs-rtt-hrs' water.) Despite my disclaimer, I’m sure that all
seven of them thought I was in disguise because my deacon’s
suit was at least two sizes too big. And to top it off, the Cardinal
of the arch diocese at that time, insisted that all clergy wear
hats in public. And all the men who looked like members of
the House Un-American Activities Committee wore hats too.
So there we were—once a week—in the middle of the blazing
sun, peering out at each other. (The-' elock of a nearby toien
hall chimes the-hitlf-hortr:) But other people did stop. Shoppers,
students, workers on their lunch hours—all kinds of people.
And we... talked. Isn't it funny? I don’t remember so much
what they said—as much as I remember what they wore. They
were just regular, everyday people. Women in light-colored dres
ses—young men in shorts—old men in faded plaid shirts—just
about everyone wore some kind of sandal, and I know I haven’t
been as close to Christ—since. (Tint stops not sure what he’s
just said. He stops the tape, then rewinds. After he presses
a button to playback, we hear'.)
TIM’S VOICE. —Old men in faded plaid shirts—just about every
one wore some kind of sandal, and I know I haven’t been as
close to Christ—since. ( House phone buzzes. Tim answers.) Yes,
Margaret. . .Good. Send him in. (He hangs up. Tim returns the
prie-dtett to the-L. wall. He stays-ebrs»-4o entrance-. Tim, seeing
Mark.) Come in.
MARK. (Not moving.) Hello, Father.
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TIM. I see you’re still in uniform.
MARK. (Staying at the edge of the room.) Did you want to
see me about something important?
TIM. Tell me—do you do a lot of exercising besides the run
ning?
MARK. Yes.
TIM. Working out your hostilities?
MARK. No—I don’t have any hostilities; I’m preparing for celi
bacy.
TIM. Well, you may not have to.
MARK. (-Gotuing into the-wvai.) What did you say?
TIM. You may not have to prepare for celibacy—or the priest
hood.
MARK. (Going to Tim.) What are you talking about?
TIM. Monsignor Burke has been having second thoughts about
several seminarians. During our last meeting—your name came
up.
MARK. Why?
TIM. He said that you were immature, and he felt very strongly
that you weren’t ready to be a deacon.
MARK. He has no reason to say that.
TIM. He suggested you take off a year from your studies to
decide whether or not you really want to be a priest, which,
as you’ll learn, is Latin for "Get lost.”
MARK. I’ll kill him.
TIM. But without hostility, of course.
MARK. (Starts to leave.) I’m going to talk to him.
TIM. Mark-—wait.
MARK. Am I being used as a pawn again?
TIM. No.
MARK. Then why are you telling me all this? Why isn’t Monsignor Burke?
TIM. I’ll explain, if you’ll slow down.
MARK. I thought everything was decided.
TIM. It was.
MARK. What happened?
14
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TIM. Don’t you know?
MARK. No—I don’t.
TIM. I spoke to Monsignor Burke after the meeting, and he
told me that last Wednesday, you stormed into his office and
attacked him. ..
swotw lawwy.) on his decision to force
a leave of absence on Frank Kearney and Alfred Virasi.
MARK. I did not attack. I expressed my opinion.
TIM. And in tne course of expressing your opinion, did you
call him a "homophobic autocrat?”
MARK. Yes.
TIM. Mark... if you want to become a priest, you can’t do
things like that.
MARK. I had to.
TIM. Why do you feel you have to be the knight-errant?
MARK. Look... you’re never at the seminary. You don’t see
it. Nobody there cares what’s going on. Do you know how many
seminarians have TVs in their rooms? Most of their praying
and meditating is done during commercials. They all drive brand
new freshly simonized cars. They take off for St. Thomas and
California like I go to the movies. But that’s fine with Monsignor
Burke. Somehow that fits in with his definition of ecumenism.
But he hears a few rumors about Frank and Alfred and he
gets out his trumpet to blow down the walls of Sodom and
Gomorrha.
TIM. (Coo/y.) Mark—save it. I spoke to Monsignor Burke on
your behalf, and you’re going to be made a deacon next Wednes
day, just like the rest of them. But from what I can see and
hear, you’re not like the rest of them.
MARK. (Pause.) Thank you for your help with Monsignor Burke.
TIM. That’s all right.
MARK. Is there anything else?
TIM. As a matter of fact—there is. My good deed did not go
unpunished. You have been assigned to me.
MARK. What?
TIM. You’ve been assigned to me. Monsignor Burke let you
by with reservation and on condition that I work with you.
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MARK. (faWj.) I don’t want to be a special assignment.
TIM. Fine—then you'll never be a deacon and I’ll have
less work to do.
MARK. What does he think you’ll teach me that I won’t be
taught at the seminary?
TIM. Contrary to what you may think, I am considered to be
one of the best priests in this diocese. I’m not bragging—that’s
just how things are.
MARK. You’re popular—that doesn’t mean you can teach me
what I need to learn.
TIM. You—don't want to be popular?
MARK. No.
TIM. Do you want to be a priest?
MARK. Yes.
TIM. Then shut up and do what I tell you. {Mark sits R. of
■ilcsk.) Now before we begin—as a rule—is this day good for
you? Friday?
MARK. No.
TIM. Oh. Well, what about Thursday?
MARK. No good either.
TIM. Why not?
MARK. The senior citizen center has a dance every Thursday
afternoon and I play the piano for them.
TIM. I see. Well, what about Wednesday?
MARK. No.
TIM. What happens Wednesday?
MARK. Meals on wheels.
TIM. What on earth is "meals on wheels?”
MARK. It’s a program for shut-ins. People in the community
bring dinners to people who can’t get out.
TIM. I see. How about Tuesday?
MARK. Prison.
TIM. So Tuesday’s no good either. Well, Monday is no good
for me. I go to the races. I go to the races on Monday to
get over the masses on Sunday. So that leaves today. Now
tell me I’m keeping you for a leper colony. {Mark is silent.)
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TIM. Don’t you know?
MARK. No—I don’t.
TIM. I spoke to Monsignor Burke after the meeting, and he
told me that last Wednesday, you stormed into his office and
attacked him... (-Mark ibmw away,) on his decision to force
a leave of absence on Frank Kearney and Alfred Virasi.
MARK. I did not attack. I expressed my opinion.
TIM. And in tne course of expressing your opinion, did you
call him a "homophobic autocrat?”
MARK. Yes.
TIM. Mark... if you want to become a priest, you can’t do
things like that.
MARK. I had to.
TIM. Why do you feel you have to be the knight-errant?
MARK. Look... you’re never at the seminary. You don’t see
it. Nobody there cares what’s going on. Do you know how many
seminarians have TVs in their rooms? Most of their praying
and meditating is done during commercials. They all drive brand
new freshly simonized cars. They take off for St. Thomas and
California like I go to the movies. But that’s fine with Monsignor
Burke. Somehow that fits in with his definition of ecumenism.
But he hears a few rumors about Frank and Alfred and he
gets out his trumpet to blow down the walls of Sodom and
Gomorrha.
TIM. (Coo/y.) Mark—save it. I spoke to Monsignor Burke on
your behalf, and you’re going to be made a deacon next Wednes
day, just like the rest of them. But from what I can see and
hear, you’re not like the rest of them.
MARK. (Pause.') Thank you for your help with Monsignor Burke.
TIM. That’s all right.
MARK. Is there anything else?
TIM. As a matter of fact—there is. My good deed did not go
unpunished. You have been assigned to me.
MARK. What?
TIM. You’ve been assigned to me. Monsignor Burke let you
by with reservation and on condition that I work with you.
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MARK. {Stands.') I don’t want to be a special assignment.
TIM. Fine-—then you'll never be a deacon and I’ll have
less work to do.
MARK. What does he think you’ll teach me that I won’t be
taught at the seminary?
TIM. Contrary to what you may think, I am considered to be
one of the best priests in this diocese. I’m not bragging—that’s
just how things are.
MARK. You’re popular—that doesn’t mean you can teach me
what I need to learn.
TIM. You—don’t want to be popular?
MARK. No.
TIM. Do you want to be a priest?
MARK. Yes.
TIM. Then shut up and do what I tell you.
sits—R, of
■desk.) Now before we begin—as a rule—is this day good for
you? Friday?
MARK. No.
TIM. Oh. Well, what about Thursday?
MARK. No good either.
TIM. Why not?
MARK. The senior citizen center has a dance every Thursday
afternoon and I play the piano for them.
TIM. I see. Well, what about Wednesday?
MARK. No.
TIM. What happens Wednesday?
MARK. Meals on wheels.
TIM. What on earth is "meals on wheels?”
MARK. It’s a program for shut-ins. People in the community
bring dinners to people who can’t get out.
TIM. I see. How about Tuesday?
MARK. Prison.
TIM. So Tuesday’s no good either. Well, Monday is no good
for me. I go to the races. I go to the races on Monday to
get over the masses on Sunday. So that leaves today. Now
tell me I’m keeping you for a leper colony. (ADr£ is silent.}
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Let’s just decide every Friday so we can get to work. (Pushes
phone button for Margaret.) Margaret, listen—I have one ap
pointment this afternoon which I will have to cancel... never
mind why. Mr. & Mrs. Koyn—(Tim is holding an index card
with the information on the Koyns. He shows it to Mark.) They’re
worried. They’ve been married for twenty-three years; they’ve
never had a fight. (Back to phone.) Margaret—listen. I made
the appointment with Mrs. Koyn so tell Mr. Koyn she mixed
up the date. (Mark looks at Tim.) See what that gets started ...
(■rMiwjfr-mc.r govs u-p to+bo window soot.) It’s not a lie, Margaret.
It’s creative counseling ... Now, Margaret—we’ve talked about
your scruples before... All right, all right. Just tell the Koyns
to call me next week. Thank you Margaret. (He hangs up.)
The word scruples comes from the Latin meaning pebbles. Mar
garet is a veritable boulder. (Picks up folders from the desk.)
Now I've had long talks with the faculty and I’ve met with
Monsignor Burke—over dinner, you’ll be happy to hear. And
from these meetings I’ve broken down our work into three les
sons.
MARK. hMww-fo soo the foidoosd) "Lessons”—what is this?
Remedial reading?
TIM. No. It’s structure.
MARK. I'm all for structure—but "lessons”?
TIM. You can call them what you like—I’m calling them lessons.
(•Tim touches -tbo.. t&M beneath a rreligious painting, A s.vtall
door, holding tho painting, opens,, twealing a hidden cabinet,
Tint taker onhwhottlv of-•sparkling • Burgundy. Tim • closes, tho
door and turns. arourtd-no -tmt. Marh-ataring. at the toino,) A
gift from the congregation.
goes to detdt.) Lesson I—Ser

mons. (Tim pours himself a glass of wine and opens sermon
folder.) At some point, you’ll be expected to give a sermon.
Father DeNicola gave me some of your sermons from his class,
which I haven’t had a chance to look at yet. Let’s take your
most recent one and go over that together. {Tim pulls it out
of folder.) Now step into the rehearsal pulpit and let’s hear
it.
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MARK. The rehearsal pulpit?
TIM. (Puts Mark's- sermon on (be desk-.- Goes-left and -moves
■ prie- diou to D.L-.—feeing—R. Ditbs this transformed- priedieu.-Tdte reborn*,d pulpit.) Do you have it memorized?

ike

MARK. Yes—but you have it right here. Can’t you just read
it?
TIM. (Picks up sermon and -red pencil.) No. I want to hear
your technique.
MARK. My technique?
TIM. Your technique. I’ve seen what you can do when someone
else is in the pulpit, but it’s different when you’re in there
yourself. (to tko rehearsal -pulpit, p
MARK. (Positioning himself behind the rehearsal pulpit.') "Je
sus is not impressed with your mink hats and your cashmere
coats and your blue hair ...”
TIM. Never say "you” or "your.” It’s "we” and "our”-—always.
(Pencils in changes.)
MARK. What are you doing?
TIM. Making the correction. Go on.
MARK. "Jesus is not impressed with our mink hats and our
cashmere coats and . .. our blue hair?”
TIM. Cut the "blue hair.” Go on.
MARK. "Those things are our shackles. They dim our vision.
They ...” What’s the rest?
TIM. Skip it. If you can’t remember a part of a sentence, it
usually doesn’t belong. Go on.
MARK. How far can we go? How long before light and air
can’t penetrate the clutter of objects with which we shower
ourselves?
TIM. Scratch the "with which.” Just say "Which we shower
ourselves with.”
MARK. Sermons can’t be grammatically correct?
TIM. Sermons should be understood. Proper grammar doesn’t
necessarily help understanding.
MARK. And I don’t shower myself with objects.
TIM. Your family does.
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MARK. How do you know that?
TIM. Monsignor Burke showed me your family’s official Christ
mas card: A magnificent fireplace—Chippendale furniture—and
a smiling English setter picturesquely posed before a roaring
hearth.
MARK. Maybe my family does shower themselves with objects,
but I don’t. And I don't wear mink hats. Why do I have to
say "we?”
TIM. I'm only telling you what works.
MARK. And if "what works” isn’t the truth ...?
TIM. Mark—do you like my sermons?
MARK. Well. . .No.
TIM. What do you mean, "Well... no?” I have to sign auto
graphs after every mass.
MARK. I never liked song and dance theology.
TIM. I see. Monsignor Burke is a homophobic autocrat and
I’m Father Bojangles.
MARK. Maybe things were different when you were growing
up, but when I was a teenager, the church was a circus. Every
one sang Top 40 Tunes at mass. Didn’t matter if they related.
I remember once, on Ascension Thursday—the day Jesus ul
timately transcends this world, and body and soul enters Heaven
the hip hymn committee sang, "Leavin’ on a Jet Plane.” When
I was in the second grade, my religion teacher’s Bible was
the "Gospel According to Peanuts.” So I spent a year thinking
Jesus was a beagle. Let me say what I want from the pulpit.
I think people will respect that. They feel more secure with
someone who states his position clearly.
TIM. (•Pours more- wine -iw/o. glass,) State it as clearly as you
like. If it’s not their position, they’ll turn on you.
MARK. Then the only reason you give sermons is to be liked?
TIM. I like being liked. It gives me a warm feeling. That and
wine are the only warmth I get. I’m not about to give up either.
{Takes a drink.)
MARK. You’ll be liked much more for being real and sober.
TIM. {Putting wine glass on desk.) Well—this is a great way
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to begin. So far, you have called me a song and dance theologian,
a phony and a drunkard. I am your teacher.
MARK. 1 respect standards—not positions.
TIM. You don’t have to respect my position or me. But the
one thing I insist you respect is my congregation. You’ll be
giving a sermon during my mass, and I’ll tell you straight
off—you’re not giving this "kick-ass” sermon to my congrega
tion.
MARK. A congregation that keeps you so well stocked in spark
ling Burgundy. And why do you drink so much?
TIM. I have never missed a mass, a class or an appointment
in my entire career as a priest. Never.
MARK. You just cancelled one ...
TIM. Cancelling is not missing. And I’ll have you know further,
that during this past week alone, this drunken minstrel has
met and dealt with four broken marriages. . .ten identity crises
. . .three potential abortions and seven “I don’t know why I’m
alive’s.”
MARK. And I bet you were too easy on all of them. That’s
how you are from the pulpit.
TIM. The pulpit is not the place to ventilate.
MARK. I know—but there are serious social and moral condi
tions that can be tended to from the pulpit.
TIM. ( Turns to face Atari1.■) Mark—your sermon sucks.
MARK. You haven’t heard the rest.
TIM. The rest could be the Sermon on the Mount. (Picks up
sermon from desk.) but after two minutes of this they’d just
turn you off.
MARK. I can’t believe that.
TIM. It’s not a question of faith. It’s the cold hard facts of
the pulpit.
MARK. What are you suggesting I do?
TIM. I’m not suggesting—I’m telling you—don’t kick ass.
MARK. Better that than to kiss it,__________________________
TIM. (Tim stares at Market'hen goesto-the-wastehasket
m silence. He tears ftp thesermon. Mark starts to leave.) Mark—
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(Mark sto-bs.) Mark, I'm doing this for your own good. Monsig
nor Burke can keep you as a deacon for the next ten years. The
only thing that can influence Monsignor Burke more than I
can is the congregation. So I want you to give a friendly sermon.
Every sermon has a theme. There are "what if” sermons;
there are "remember when” sermons, and there are "why”
sermons. "Why" sermons are the most fundamental. So we’ll
start you off on a "why” sermon. Your theme will be "Why
go to mass?”
MARK. "Why go to mass?”
TIM. "Why go to mass”... And don’t be afraid to be charming.
There’s nothing wrong with being charming. Be personal. Talk
about yourself. For example—Did you and your family go to
mass toegther?
MARK. Yes—but...
TIM. Did you wear a suit?
MARK. What difference would that make?
TIM. They need to see you in a nice Norman Rockwell setting.
Did you wear a suit?
MARK. Yes. No. Well, it was more like an outfit, really.
TIM. An outfit?
MARK. Yeah—you know.
TIM. No—I don’t
MARK. Well—I had a red sportscoat—with gold buttons—they
looked like Roman coins. And a vest—houndstooth check—and
a clip-on tie because I couldn’t tie a regular tie.
TIM. I see. {Looking for another angle.) Were you good in
church?
MARK. No.
TIM. Even then. What would you do that was so bad?
MARK. I’d laugh a lot.
TIM. Why?
MARK. Well—you know—something would strike me funny
and I’d laugh. Someone’s stomach would rumble in the middle of
the consecration—or a baby would throw his mother’s hat in
the aisle—and I’d laugh—and knowing I wasn’t supposed to
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laugh made it hard to stop—and trying to stop just sent me
into hysterics. A few times my father had to pull me outside.
TIM. Did he hit you?
MARK. No—He never hit me.
TIM. That’s good.
MARK. He shook me a few times. Why did you ask that?
Is that part of the Norman Rockwell setting?
TIM. No. None of this is, really. What about after mass? Where
would you and your family go after mass?
MARK. The bakery.
TIM. Really? Now that’s more like it. That’s nice. What would
you get?
MARK. Jelly doughnuts.
TIM. That is great! Now that's just the kind of thing you have
to go for. (Picks up rehearsal pulpit and turns it back into
a prie dieu.)
MARK. Teople don’ t go to mass to hear about bakeries.
TIM. Mark—I’ve been at this for awhile and that’s exactly what
they want to hear. And that’s what they’re going to hear the
first Sunday there’s an opening in our calendar of Sunday events.
So I want you to be ready immediately.
MARK. Immediately?
TIM. Yes—cancellations can come at any time. (Tim ushers
Mark out.i I want you to go back to the seminary and start
work on your jelly doughnut sermon. Wait! Come back! (Mark
comes back to Tim.) This is very important—You must always
have an alternate sermon ready in case the one you’re giving
isn’t working.
MARK. How will I know if the sermon I’m giving isn’t work
ing?
TIM. Coughs.
MARK. Coughs?
TIM. Coughs. If you hear a lot of coughs it means they’re bored,
so watch out for that. And if they start dropping their missals,
that’s trouble too. Missal-dropping is a subconscious way of
turning you off. It’s a t/A-missal of you.
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MARK. That is the most ridiculous thing I’ve heard you say.
How can the spirit move me if I’m listening for coughs and
people dropping books?
TIM. The "spirit” move you? ... Mark—here are the facts
of this particular campaign we're about to embark on. If the
people in my parish think you’re cute and witty, this opinion
will find its way back to the seminary and Monsignor Burke,
who will immediately begin proceedings for your canonization.
But if the people in my parish think you are, what they used
to call at the seminary a "Bangla Desh Granola Head,” this
too will find its way back to the seminary and you’ll be immedi
ately shipped off to a Trappist Monastery in the mountains
and put to work in a rustic bakery. Now those are your choices.
MARK. What do they bake there? (Blackout.)

ACT I
Scene 4

The church.
The 10:15 mass—Sunday morning, one iveek later.

Tim enters in his ivhite alb and goes down to the pulpit
while the organ is playing. He enters the -pulpit and waits_
for the music to stop. He tries to speak. But the organ
continues. He holds up his hand toward the choir loft
in the rear of the church, in an attempt to stop the organ
ist. Finally he entreats her by calling her name.
TIM. Philomena ... (The music stops.) Today—we were sup
posed to see Sister Rosalie and her Maryknoll Marionettes. But
unfortunately Sister Claire accidentally slammed the car door
on Sister Rosalie’s hand. Nothing serious—but she operates the
bottom part of the puppet with that hand, so we’ll have to
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wait. As I look around this morning I see we have some of
the members of the faculty from St. Francis Seminary with
us. And I have a treat for all of us. In keeping with our "On
the Road to the Priesthood Series,” we are going to hear a
first sermon. This is a young man who was just installed as
a deacon last Wednesday. Some of you may remember him
from our last dialogue sermon. There’s a certain James Dean
quality about him that I think you’ll find very exciting. Would
you welcome please—Deacon Dolson. {Tim leaves the pulpit,
Mark enters U. wearing his -white alb. He goes into the pulpit
and turns to Tim.)
MARK. Thank you, Father Farley. (~Tim exits. Mark faces the
congregation.) It's funny—I never stopped to think that on my
way to becoming a priest I’d have to live with the name, Deacon
Dolson. It sounds pretty silly, don’t you think? "Deacon Dol
son. ” ( A single cough—He freezes.) Can I ask all of us a question?
Why did we come to mass today? What brought us to church
this morning? As a teenager I had a friend who answered
this question by saying, "I go to mass because my parents
go.” But one day I heard his father talking to my father: "Betty
and I go to mass for the kids.” (Several coughs are heard.)
I know when I was young, I liked going to church because
right after mass my father would take us to the bakery. And
all four of us—my two sisters and my brother and myself—would
pick out what we’d like. I’d almost always get jelly doughnuts,
and I’d never wait to get home before having one... (A loud
wheeze from the congregation.) But jelly doughnuts aren’t a
very good reason for going to mass are they? (Many coughs.)
What are your reasons. .. (Two loud coughs. Mark erupts.)
I wonder if the coughing lot of you know, or try to know why
you pull yourselves out of bed every Sunday morning and come
here! ? (Silence. \ Do you need to come to mass? Do you need
the church? Ideally, the purpose of the church is to become
obsolete. But until it is, we need the habit of coming together
and collectively recognizing that there is another world. There
is a world that coexists and gives order to this world. Individually
we come to mass with our own personal chaos and together
24
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we look to be ordered. We just come with our hearts open
for that, (dfawy flsaig/jji) But you come with your mink hats
and your cashmere coats and your blue hair. . . (-Tim—nte^ring
cort/fgiDW
his bl,ids -shirt) enters and goes-lo^ the desk-in
tJ»& darkened- .officer) Those things are your shackles—they are
accessories you have made essential. You are essential. h-Rapid
-eross fade from pnkg.it to tefftee.-)

ACT I
Scene 5

The office. That afternoon.

Tim. standing above the- deeds-, is on the phone.

*T7iw is shwdt't'-j'

TIM. Yes—well, he's very young and high-spirited—like a thor
oughbred at the starting gate... I know you come to mass
because of me, Helen, but he has to start somewhere. I mean,
if he were going to be a dentist, there would have to be that
first set of molars... I know you’re not a molar, Helen. I,
for one, have always thought of you as a bicuspid .. . (House
phone buzzes.) Listen—I have to run. Helen. Oh—and thanks
again for the "bubbly” and will you thank Jim for me. Yes—
don’t worry—I’ll be speaking to him very soon. You bet. Thanks
for calling, Helen. (Presses intercom button.) Yes, Margaret...
(Rises.) Oh, he is. Send him in. (T-ien-goos io his -nine-cabinet,
opens- it and--t-d-et- -out a glass, He hds-es a- nine bottle front
-the—ei-tbmct-cmd starts ~tn~pnnr~-hi»tself-a drink as-Mark enters
•L. dressed in a bktek clergy ■suit:) Well, Mark—the parish poll

is in and eighty percent of those interviewed, after having seen
the spirit move you, feel that you and the spirit should move
each other to that rustic bakery in the Trappist Monastery in
the mountains. But take heart. You might be able to persuade
the Trappists to expand the bakery—that way you can have
jelly doughnuts every day.
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MARK. Why did you invite the faculty?
TIM. I did not invite the faculty. They came to see Sister Rosalie
and her Maryknoll Marionettes. And they were very surprised
and thrilled to hear that the purpose of the church was to become
obsolete.
MARK. The faculty doesn't matter. You said that the people
decide.
TIM. They do.
MARK. Well—they stopped coughing.
TIM. They also stopped breathing. (Phone buzzes. Tim answers.)
Yes, Margaret... Tell him I’m out... Margaret... this is no
time for scruples. I can’t deal with Mr. Hartigan now...What?
...Oh right, I forgot... All right, Margaret... All right, all
right, then let me get to him before he gets angry for being
kept waiting. (Presses phone button. He rises.) Hello, Mr. Harti
gan. . .Oh you were. . .Yes—He’s a deacon. Yes—well, he’s
very young and high-spirited—like a thoroughbred at the starting
gate... I know the church is not a racetrack, Mr. Hartigan.
However—I do remember the time you asked me to make a
special attention for Billy’s Hope to win, place or show in the
fifth... I’m sorry he made you uncomfortable... (Tim laughs
and then stops abruptly.) I know you worked hard for everything
you owned, but I don’t think he was denying that... I agree
there’s no need for you to feel shackled... (Tim turns and
stares at Mark.) Pardon me?. . .Yes—I got the bottle of sparkl
ing Burgundy you and Mrs. Hartigan sent me. Thank you and
thank her for me, will you? ... No—not at all—I’m glad you
called. It’s always good to know the pulse of the parish ... Good
bye Mr. Hartigan. (He hangs up, visibly shaken.)
MARK. (Pause, goes to him<) Why do you let them do that
to you?
TIM. Mark, when I first came to this parish, the people didn’t
want me. The priest I replaced was well loved and nobody
was happy about his transfer. I was compared to him—the
men ignored me—the women were painfully polite to me. Rich
men in their sick beds chastised me for not coming to visit
them sooner. I would come home to my room after my daily
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rounds and want to burst into tears. I’d get to bed at 11:00
and maybe fall asleep by 4:00 A.M. I broke out in a rash every
where on my body except my face and my hands. And whatever
kept that rash off my face and my hands got me through. I
have now achieved a level of beloved in this parish—a level
in which I have basked in for the last ten years and for which
I have never had to fight as hard as I had to this afternoon.
Now will you mind telling me what happened to you in that
pulpit?
MARK. I gave my alternate sermon.
TIM. You lost control.
MARK. All right—I lost control and I’m glad I did.
TIM. A priest should inspire control.
MARK. This morning I felt like a priest for the first time.
TIM. I don’t want to hear about the "spirit moving you.”
MARK. I can’t explain it any other way. Why does it have
to be explained?
TIM. Because nobody’s buying that you’re a thoroughbred at
the starting gate.
MARK. Then don’t try to sell them that. It was a mystery
to me, let it be a mystery to them. Not everything can be
explained, for God’s sake. The core of the church is extrascientific and unexplainable.
TIM. Mark—my congregation is not some sort of primitive tribe
who’ll watch in awe as their priest becomes possessed by some
preternatural force. You can’t go on a rampage like that and
expect to be understood. I've never had so many phone calls—
never. (Picks up page listing the day’s collection.) And the
collection went down thirty percent. It’s no accident that the
collection comes after the sermon. (Holds out list to Mark.)
It’s like the Nielson rating.
MARK. (mttrmg—pttMse. Mark takes the list-and’ puts tt-en the
(ImK. utith&ut
> Father—if I’m making things diffi
cult for you here. I’ll speak to Monsignor Burke and ask him
to let you off the hook, and I’ll go back to the seminary. (Silence.
'Phvtown hvtll clock strikes the rfu^rter hottr)

TIM. Let’s move on to Lesson II—Consolations. (Tim opens
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folder on Mark.) From what I can see here and from what
the faculty tell me, you’re very active in terms of special projects
—the retarded, prisoners, the elderly—but they also say that
you have difficulty communicating empathy to an average per
son going through a life crisis. Do you feel empathy?
MARK. Yes—I just don’t know what to say. Everything I think
of sounds so stupid.
TIM. But that’s just the idea. Consolations should sound stupid
so that the person in grief will realize how inconsolable their
grief is. Inconsolable grief puts a person in a very exalted posi
tion. This feeling of being exalted gets most people through
most tragedies. So your responsibility as a priest is to bring
common grief to the heights of the inconsolable by saying some
thing inane. Let’s give it a try. Hit me with a tragedy.
MARK. What kind?
TIM. A tragedy... Someone from the parish pulls you aside
after mass and says. ..
MARK. Uh. My mother passed away last night, Father.
TIM. Now—presuming you knew the deceased and she was over
seventy, obviously you’d say, "Well, she had a good life.” On
the other hand if she’d been ill, you’d say, "It was a merciful
release.”
MARK. Even I could think of something better than that.
TIM. You’re not supposed to. Keep it simple and stupid. This
is one of the few areas where stupid is smart. Make up another
tragedy. (Mark thinks.) Hurry. Hurry—just pick one out of the
pool of human experience and lay it on me.
MARK. (Oz/Z front.) My baby died in his crib last night.
TIM. That's awful.
MARK. Is that what you’d say?
TIM. What made you think of something like that?
MARK. You said a tragedy.
TIM. You really get into it.
MARK. You told me...
TIM. All right, all right, all right. If the mother was young,
you could say, "You can have another.”
MARK. Like an hors d’oeuvre.
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TIM. Or you could say he, or she, went straight to heaven.
MARK. I’d rather not say anything.
TIM. But you have to say something.
MARK. Why? Why do you have to say something? Can’t you
just listen?
TIM. No. Now I’ll give you one. My father beats me.
MARK. Now I’m supposed to say something inane?
TIM. Right.
MARK. Okay—let me think. . . Your father beats you. . .
TIM. Right.
MARK. (Faces Tim.) You don’t have any scars; you’d never
know it.
TIM. I go to school with black eyes.
MARK. Catholic school?
TIM. What difference would that make?
MARK. Well—they’re always fighting in Catholic schools so they
all have black eyes. You must fit right in.
TIM. My father left us. We don’t know whether he’s dead or
alive.
MARK. Well—that's okay. Who needs a sadist like that for a
father anyway? (■ Mark < comes-straighj- -chair. Moves ■ it
-sv-it
L, Siu>) How am I doing?
TIM. My mother remarried. I hate her new husband.
MARK. Why?
TIM. The church says she can’t remarry until it’s certain her
first husband is dead.
MARK. That’s no reason to hate him.
TIM. I cry myself to sleep because I’m sure she’s going to
hell.
MARK. Do you believe there can be such a thing as hell?
TIM. After a while—I just wouldn’t talk to her.
MARK. You talk to her now—don’t you?
TIM. She died. We hadn’t exchanged a word in two years. (Si
lence. )
MARK. Goon. I’m listening.
TIM. I went into the preparatory seminary when I was thirteen.
I believed everything I was taught. Followed all the rules—to
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the letter. I wanted everyone to be perfect. Especially my mo
ther. When I thought she wasn’t, I cut her off. She’d write—she’d
call—I never answered. Once she called, and I came so close—I
had the phone in my hand. But I hung up. Three weeks later,
she was dead. You ask me if I believe there’s such a thing
as hell. There are hints of it, here, on this earth. (Mark touches
Tim. Tim backs away.) ... That’s enough on consolations. Let’s
move on to Lesson III—Converts. (The phone buzzes. Tim presses
button anti picks up receiver. -Mark -rrres—emd go&s-to- - window
seoi>) Yes, Margaret. . .Oh, no. . .How does he sound? . . . Oh for
...Okay—thank you, Margaret. (Presses the hold button.) Mark
—could you excuse me for a minute. This is private.
MARK. Should I leave for the day?
TIM. No—just go into the kitchen. Margaret’s doing some work
there and she’d love the company. (Mark exits.) I won’t be
long. (Tim presses button.) Hello, Tom. Glad you called. I was
just thinking about you. Listen—we never did get a chance
to look at those pictures from Yugoslavia... Could you get
ahold of your sister. . .Saturday sounds great. .. (Records the
date in his appointment book.) All right—see you then, Tom
... Pardon me? Yes, Mark Dolson did give a sermon. I would
have invited you but... Yes—I think he did say something
about the purpose of the church is to become obsolete, but
I’m sure he meant it as a joke ... No—nobody laughed ... Tom
—I’m sure all of our jobs are safe for at least another fivehundred years ... It only "sounded” radical... Tom—the fact
is Mark didn’t say anything he didn’t have a right to say. Even
the faculty said that...Yes—I'll send him over to you, but
you don’t have to talk to him about the sermon. I’ve already
showed him what he did wrong... It’s not?... What do you
want to see him about?... I see. But he’s always alone. I think
he just defended them because he felt they had a right to
change. I really don’t think it was anything more than that. . .
Yes—I know you like to be sure... Yes—I’ll send him over
to you. See you Saturday, Tom. (He hangs up, rises, calls off
stage. ) Mark—Can you come in here, please.
MARK. (From offstage.) I’m helping Margaret with the dishes.
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TIM. Never mind about the dishes. Come in here now. It’s im
portant. (He goes R.- ahova—saaii'el chair -to ah&t'e the straight
chair>)

MARK. (As he enters-Dr-sleeves rolled up-and carrying, a dish
towel.) I just have a few more pots ...
TIM. (Setting the R. staaight—chair.-so- it faces- D.;-levei-teith.
the dosk as bo moves-D-) Monsignor Burke wants to see you
right after you finish here.
MARK. He’s upset about the sermon.
TIM. He says it’s not about the sermon.
MARK. It’s not?
TIM. Monsignor Burke has appointments with several semina
rians and now—you.
MARK. Why?
TIM. (Leaning against-D. sideof desk
Some dress funny—
others hang out together too much—
MARK. (Goes right to Tim belottcdesk-.) What did I do?
TIM. He says you were too vehement in your defense of Frank
Kearney and Alfred Virasi. And he wants to talk to you about
a possible connection.
MARK.
-/owH on-desk as he goes D.D-itv-officer) He’s
nuts.
TIM. f-AfoHttg' UiR, ahovo straight chair,) That’s just the kind
of intelligent approach he’s hoping you’ll resort to.
MARK. (Going ie L. side of doshd) Do I have to put up with
this? Can’t I see the bishop?
TIM. The bishop? The bishop is so paranoid about this Frank
and Alfred business, he wishes all the altar boys were girls.
(•Bakes -wine glass'from defied) The bishop will let Burke do
what he wants. (-Drinks.-)
MARK. What do you think he’s going to ask me?
TIM. It’s hard to say. These interviews change according to
the person he’s inter... Hey! Let’s do it. (.Puts ■ glass—hack
-on desk*)
MARK. What?
TIM. (Backs right a stop-.) The interview. I’ll play Monsignor
Burke and you play you.
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MARK. (Grossing DPn-) I shouldn't have to go through this—at
all.
TIM. Mark—relax. You don’t have to be afraid of anything,
do you? Come on—just go out and come in like you’re coming
for the interview.
MARK. (Starts to exit L. but returns to above L. straight chair.)
I don’t want to play a psycho game.
TIM. {Steps L. ahoee-tho swivel chons.) Mark—you have to go
through this with as much grace and tact as you can. You can’t
afford a repeat of your last encounter with him. (Mark doesn’t
move. Rim goes to hint.) Come on—stop wasting time. I have
to get ready for my 5:20. Now go out and come in.
MARK. All right. (Mark goes off and re-enters as if coming
in for his interview with Monsignor Burke, Rim gees to the
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■£. o/ the window and folds his urms over his-ehest.)

TIM. (As Burke.') Good day, Dolson.
MARK. (Laughing at the apparent accuracy of the impersona
tion.) Hello, Monsignor Burke.
TIM. (As Burke.) You’re late.
MARK. I am? Well—sorry—I’ve been fasting all week and me
ditating every night so time and space are ...
TIM. (He goes R. to R.-of deshr) That’s very interesting, Dolson.
Tell me, have you considered a career in a contemplative order?
MARK. (-Gomes-to L, of the L. straight chair,) Funny you should
say that. Father Farley suggested that very thing to me just
today.
TIM. (As Burke.) Well—He manages to come up with a few
good ideas every.... (As himself.) Leave me out of this. (As
Burke. -Sits R.‘straight chair facing-front-.-) Now—I’d like to
ask you a few questions. My first question has to do with Frank
Kearney and Alfred Virasi.
MARK. (A-step-R. ahorse the desk-) No, he wouldn’t get into
that right away.
TIM. (As himself.) He’s a busy man.
MARK. If he’s so busy, (JGoes-L. to edge of office platform'.)
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Let him skip my interview.
TIM. (As himself.) All right—have it your way.
returns?
Tim, as Burke, turns left in chair, facing Mark.) How’s your
family?
MARK. Fine—thank you.
TIM. (As Burke.) There’s one thing I’ve always been curious
about, Dolson, in regards to your family life. Why did you leave
home at sixteen?
MARK. I wanted to be on my own.
TIM. But so young. Was there something at home pushing you
out?
MARK. (iCoiWff.r
Lf #f desk, hearts ow it, ’facing Trntr) I
don’t think I realized it at the time, but there was a silence
in my house that... crushed me. There were choruses going
on inside of me, and at dinner we all chewed and clanked—and
there were times I thought the fork would melt right in my
hand.
TIM. So you left?
MARK. Yes.
TIM. And they let you go?
MARK. I think they were relieved.
TIM. (Leans onto desk.) Where did you go?
MARK. (Pause.) What were you asking about Frank and Al
fred?
TIM. (As Burke.-he rises and goos V-. to the- R. nullr) Well... I
have been wondering why you reacted so strongly to my sugges
tion that they take off a year from their studies.
MARK. It was not a suggestion—it was a demand. They did
not take a year off—You kicked them out.
TIM. All right—if you want to be direct. (As Burke.) Do you
think priests should be allowed to sleep together?
MARK. They weren’t priests—They weren’t even deacons. A
vow of celibacy was far off for them.
TIM. (As Burke.) Do you think such practices are easily di
spensed with?

33

MARK. Practices? Could you be more specific, Monsignor?
TIM. (As Burke.) Just answer my question. (As Tim.) Just
answer his question.
MARK. Is your question something along the lines of, "How
you gonna keep ’em down on the farm after they’ve seen Paree?”
TIM. (As Burke.) Stop your verbal acrobatics and give a re
sponse to whatever you interpret my question to be.
MARK. (Goes D.L.) Yes—I think Frank and Alfred would have
stayed down on the farm after they had seen Paree.
TIM. (As Burke.) How do you know?
MARK. I said I "think." I did not say I know.
TIM. (-AfBnrke-,- moving the R. straight fhair Ur-to- R,-taalL
Starts "going £>.) Let me ask my next question in your native
tongue. Have you ever seen Paree? (Silence.) And if you have
seen Paree— (Stdow R.-rntl of desk, he turns R,-and takos—a
few steps -Rr) were they Parisiettes or ... (Turns and faces Mark.)
Parisians?
MARK. (Long -pause.) Both.
TIM (Unfolds arms, as himself.) Really?
MARK. (Mark gves-to-adge of platform U.L. as if- to leave.)
That’s it—no more. You were shocked.
TIM. I was playing Monsignor Burke. Both?
MARK. < Comes baekr) Yes—women and men—two sexes. Mon
signor—before I came to the seminary, I enrolled myself in a
three-year orgy that laid waste to every fibre of my character.
Does that sound apologetic enough? How about this? Monsignor
Burke—please understand—I explored the world by indulging
my sexual ambivalence. I searched, with my body and I discov
ered that I could never reconcile my inner emotional world that
way. Others have—but my unique, personal and human condi
tion called for another way. So I invite celibacy. I will be happy
to stay down on the farm because it’s there I will be calm enough
to help others. And helping other people is the only real joy in this
world. I feel determined and perfectly prepared to become a
priest. What would he say to that.
TIM. (Arms folded, out front as Burke.) Both?
MARK. Will you stop?
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TIM. I'm sorry—It’s just that I’ve never seen you in this light
before.
MARK. What light?
TIM. Red light.
MARK. And you’ve never been in "red light”?
TIM. By the time my father left and my mother died, I was so
confused I didn’t want to be near man, woman or piano leg.
Celibacy came naturally to me. Mark—if Monsignor Burke asks
you, say—"Yes—I did make love with Parisiettes.”
MARK. That’s a half-truth.
TIM. Don’t start throwing principles around now, Mark. This is
too serious for principles. In the larger scheme of things, Mon
signor Burke is not that important.
MARK. But the truth is, I won’t become a priest on a lie.
TIM. Better that than not at all.
MARK. I can’t believe you’re saying this. {Mark goes L.) I
won’t listen.
TIM. All right—don’t listen to me. Go over there and do your
martyr number. Just leave your forwarding address behind.
MARK. He can’t get rid of me.
TIM. He can get rid of you. Mark—once you become a priest you
can fight him all you like. You’ll probably end up hearing con
fessions in the cornfields of Iowa, but at least give yourself a
chance. Make sure you do become a priest. Try it my way. Be
diplomatic. Avoid answering questions directly. You can steer
the questions. Phrase your answers certain ways. . .
MARK. You mean lie.
TIM. Even Christ said to his apostles, "Be as innocent as doves
and as cunning as serpents.” Christ said that.
MARK.
Does cunning mean
lying?
TIM. If you can afford not to be a priest—tell the truth. If
you want to be a priest—lie. {Silence.) Mark—I want you to be
come a priest. I asked for you.
MARK. You asked for me? You said ...
TIM. I know. I told you Monsignor Burke made me do this, that
he forced this special assignment on me. He didn’t. I asked him
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to let me help you.
MARK. Why?
TIM. Because you’re a lunatic. And the church needs lunatics—
you’re one of those priceless lunatics that come along every
so often and makes the church alive. The only problem with
lunatics is they don’t know how to survive. I do. (-Pattsc. Holt&s
out bis fays.) Here^take my car. ■f-dldrife hesitates, then-tufas
tfa> keys vis the lights Mack otth-)

“&&&*
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ACT II
Scene 1

Organ music plays as the house lights dim out.

Lights come up on the office immediately after the 5:20
mass. The room is in semi-darkness.
TIM. Yes, Margaret. . .Yes—Yes—send him in. (Mark enters,
wearing his black clerical suit.) Well? (AW puts the car keys
on the desk.) What happened?
MARK. (After silence, Mark jumps into the air.) It was great!
TIM. What happened?
MARK. What a feeling!
TIM. What did yon say?
MARK. I just sat there with my arm flung over the back of the
chair. (He flings his arm over the hack of the chair.)
TIM. You shouldn’t have done that. You might have antagonized
him.
MARK. I was just being confident.
TIM. Nothing is more antagonistic than confidence. You should
have hugged yourself and rocked back and forth. Now tell me
what happened?
MARK. Everything’s fine.
TIM. He didn’t ask you.
MARK. He did.
TIM. Oh—You had to lie.
MARK. I didn’t lie.
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TIM. You didn’t lie?
MARK. I told him the truth.
TIM. You told him the truth.
MARK. I had to.
TIM. What do you mean, "You had to”?
MARK. It’s all right.
TIM. Did he ask about me?
MARK. Yes—he wanted to know if you knew, and I told him you
did, but you thought it was just fine because you’ve given up Mar
garet for Mr. Hartigan.
TIM. Mark—
MARK. Relax—We stayed clear of you.
TIM. I wish you had listened to me.
MARK. Why? Everything’s fine. You were wrong about him.
And you were wrong about lying.
TIM. I was wrong? All right—fine. Just tell me—when you
said "both”’ what did he say?
MARK. He said, "Thank you for being so honest—Good-day.”
TIM. That’s all he said?
MARK. Yes. Isn’t that great?
TIM. "Thank you for being so honest—Good-day.”
MARK. Right. You see?
TIM. "Thank you for being so honest. Good-day.”
MARK. Why are you repeating what he said? (Silence.) Now
don’t start reading into this. Why would he thank me for being
honest if he didn’t... No—I’m not going to dissect it... You inter
pret it your way and I’ll... I’ll interpret it mine ... (Mark repeats.)
"Thank you for being so honest—Good-day.” I’m in trouble. God
—I am so deaf. He sent me to your dialogue sermon. That
seemed very innocent. He expelled Frank and Alfred and called
it "taking a leave of absence.” And now—"Thank you for being
so honest—Good-day,” which means he’s going to get rid of me
—isn’t he? Isn’t he? (Silence.) Will you help me?
TIM. I can’t.
MARK. Why not?
TIM. You told the truth. If I defended you to him, the same thing
that’s happening to you would happen to me.
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MARK. But it’s wrong. Burke gets away with this crap because
only one or two people will say anything. The whole parish should
get after him. He can’t implicate the entire parish.
TIM. True—but. . .
MARK. You said the people in your parish can influence him.
TIM. They can ...
MARK. And you have influence over them.
TIM. I do, but. . .
MARK. Can’t you talk to them about this?
TIM. Well... not really.
MARK. Why not?
TIM. Well—because he hasn’t done anything yet. He’s just asked
you a few questions.
MARK. But we both know he will. And by the time he does it
will be too late to get their help. Will you please talk to them?
TIM. Mark—The fact of the mattter is, after that sermon you
gave, if I went to the people in my parish and told them Burke
was going to dump you, they would send him "thank you”
cards.
MARK. Why should it matter what they think of me? There’s
an issue here.
TIM. You are the issue. (/Cz«fe.) What I might be willing to do
is to let you give another sermon.
MARK. What would that do?
TIM. The only way you would stand a chance of getting help
from the people in my parish is by redeeming yourself with
them.
MARK. Burke won’t let you do that.
TIM. He hasn’t told me you can’t give any more sermons yet
and if I avoid him for the next week, which is an appealing
prospect, I could get away with it.
MARK. Isn’t there another way?
TIM. Take the help on my terms, or not at all.
MARK. (Pause.) I don’t know what to say to them.
TIM. We’ll call this your redemption sermon. Forget about Nor
man Rockwell—We have to go deeper this time. Tell them what
made you decide to become a priest. Tell them why you want to
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help them. I'll pass out reaction sheets so we can see how effec
tive you're being.
MARK. "Reaction sheets?”
TIM. It'll save wear and tear on the phone. Give them something
concrete—like my street corner.
MARK. Your what?
TIM. My street corner... never mind. Just think of specificslike a teacher, a best friend—no—-we better stay away from best
friends for now—a favorite saint, a confirmation name, a pet. . .
MARK. 1 had a tank of tropical fish. Someone turned up the tank
heater and they all boiled.
TIM. That's very interesting—and someday you and I will sit
down and relive the whole experience, but right now I don’t
think boiled fish will melt their hearts. Maybe if you saw Going
My W7ay or if a priest saved your little brother’s life—something
like that—but they won't relate to guppies.
MARK. What can they relate to? Bingo? (Marti moves'-the
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L. straight chair—so that it faces front- and so it’s even -with
the L.-entl of (he desk.) A car sweepstake? The Lottery?
TIM. Mark—relax, f Pause. Mach si(s<) You know—maybe we

have this problem in reverse. Maybe it's not so much getting
the people to like you as it is getting you to... (Tim mows■the R. s(raigh( chair to Ri of Mochi) What do you feel for
those people you want help from?
MARK. What do you feel for them?
TIM. (Site-right of Marti-:) I’m asking you.
MARK. I can’t just say what I feel for them.
TIM. Yes you can.
MARK. I... I love them.
TIM. How do you love them? Intellectually?
MARK. No.
TIM. You really care for them?
MARK. Yes...yes...I...
TIM. Then why do you offend them?
MARK. I don’t mean to.
TIM. Why do you?
MARK. I know what they could be.
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TIM. But, Mark—what about what they are? What are they
to you?
MARK. (Pause.) They’re my family. They get to me. But I
don’t know how to get to them. Show me.
rises. At—bv
■goes -li.,- D.—of the desk, the clock—chimes the three quarters
hour. T*m-cireles the-desh-cHid goes kneeling to-Mark’s loftr-)
TIM. St. Francis got completely undressed in the middle of
his town square—He gave all his clothes back to his father,
and then he was ready to begin. Do the same—be naked—and
then talk to the people.
wor artth-slowly-walks R.i'clett-the desk-.) Talk to them—as if they were one person—talk to
them as if ... they were me.
MARK. I had a tank of tropical fish. (The lights on the pulpit
Het brighter as the lights in the office start to dim.) Someone
turned up the tank heater and they all boiled. (Mark moves
slowly to the pulpit. By now, the lights are at the reading.
The office area is in darkness.)

ACT II
Scene 2
Sunday, next week. The 5:20 mass.

Mark is in the pulpit.

MARK. I woke up on a Friday morning and I went to feed
them—and there they were—all of my beautiful fish floating
on the top. Most of them split in two. Others with their eyes
hanging out. It looked like violence, but it was such a quiet
night. And I remember wishing that I had the kind of ears
that could hear fish screams because they looked as if they
had suffered and I wanted so badly to save them. That Sunday in
church, I heard that Christ told his apostles to be fishers of men.
From then on, I looked at all the people in the church as fish. I
was young so I saw them as beautiful tropical fish and so I
knew they were all quiet screamers. Church was so quiet. And
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I thought everyone was boiling. And I wanted the kind of ears
that could hear what they were screaming about, because I
wanted to save them. ibfawA up—tiaaighi 'during-a paafe.) A
few years later, the people in the church lost the stained-glass
look of tropical fish, and they became catfish tome—over-dressed
scavengers. So I drowned out whatever I might to be able to
hear. I made my world—my tank—so hot that I almost split.
So now I’m back—listening—listening for the screams of angels.
(The lights dim to black, as Mark leaves the pulpit. ^Praise■the Lord'--is the organ music ninth is-beard.)

ACT II
Scene 3
As the lights come up on the office on a Monday morning,
Tim is scan.coming from tbe-L.~and going Cl,-of the doth
-in’his shirt-sleeves. He has been drinking and- is now■ci ng Mg-along with the organ snusict With some difficulty,
■he—manages—to move the straight chair to- the R, of the
-desk;-Then he goes to the window where the drapos-are
-*ttU~elos-ed7-&n the final note of-the- ee-gan-mttsie-, he-pnlls
-them open with both hands:'The room if flooded with
■kcht.dTim ere eras to-the'-wall cabinet-.-opens it and takes
-a-bottle in his right hand-, a glass in his-beft. Mark -enters
-from U.C.-and stands-on the R-. -edge of the ■ platform
watching Tim. Tim takes cork out of the bottle with thv
-name hand -that is -holding the -glass^—He stands pouring
the wine in the-glass—only the bottle~is~empty. He pars
the empty-bottle in-wastebashet.

TIM. (Seeing Mark.) Well, Mark—we have loads of reactions.
MARK. Isn’t it a little early to be drinking?
TIM. (Going to the window seat-earrying-the empty-wine glasc,-)
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It's just wine. (Oftens a secret door-under-tbe seal attd bringsout another bottle. Pours ki-msolj a dunk-.) Making wine was
Christ’s first miracle. He knew what he was doing.
MARK. Did you have breakfast?
TIM. (-After- -eruptying this it'dne brittle-, be has—loss tkan-kalf
tuine-, ■ Hand*- ooiply bottle to Mark.-) Never mind
about that. . .
MARK. 4-1aking empty bottle—to uwstokasketYou should at
least eat something ...
TIM. bCofwffufs pete dieit,) You have to hear these reactions.
MARK. I don’t want to. fTw< opens the top 0/ prio diott and
4ahos ont i» bottle of -wined)
TIM. They’re not bad, Mark. (-Ret-oms Io desk, Fill*--kis -glass
4o the top,-) I think we might have a chance. Let me just read
a few.
MARK. Only if you put down the wine.
TIM. (Puts-tbe wine bottle Dr of the telephone,) All right—all
right—As if you didn’t have enough causes on your hands. Now!
I’ll start with the worst and work up to the best. Are you ready?
MARK. Just read it.
TIM. Now here is the worst. (Reading.) "We have no choice
but to be catfish with garbage like that being thrown at us.”
That’s the worst. Well, it’s not that bad. I know him—Mr. Jen
nings—he’s a convert—ah, he’s a jerk—never mind about him.
MARK. Don’t read anymore.
TIM. They get better. "Father—I don’t know if we’re fish, but
we’re certainly not boiling. It’s freezing in that church. Is there
any way to turn up the heat, just a little?” It’s not negative.
Here’s the next one. Oh, now listen to this. "Dear Father Farley
—He is a very sweet boy. I had a goldfish once that died from
chlorine in the city water so I know just how he feels. I wrote
to the city complaining about the amount of chlorine in their
water and they told me....” And she goes on and on, but
she likes you. Now listen to this one—"Father—He shows un
usual sensitivity. It’s very exciting to watch such a change.
You’re doing good work." I wrote that. No—only kidding. Some
one in the parish wrote it—honest. And here’s the final one—

43

T7pours i-Au

~T~tm (no iZ-ts raxotA

which I hesitate to read to you, but—"Don’t take this the wrong
way, Father, but Mark Dolson is just great. Can he give sermons
every Sunday?” What do you think? {Gives reaction sheets to
Mark.)
MARK. I don’t know. What does it mean?
TIM. It means there’s hope. They’re starting to like you.
MARK. What do we do next?
TIM. Before we do anything, I’m going to call up Mr. Jennings
and tell him what a jerk he is. (Reaches, for the phone.)
MARK. (Goins to phone and putting his hand on the receiver.)
Father, no!
TIM. "Garbage”—Who does he think he is?
MARK. Will you just sit down.
TIM. (Sits.) Well—he pisses me off.
MARK. It’s all right.
TIM. Well—he does. {Tim reaches for the phone.)
MARK. {His hand on the phone.) Don't. He might fight back.
TIM. {Goes to face Mark.) You think I’m a coward, don’t you?
Just because I won’t make an appeal for you, you think...
MARK. Let’s not get into it right now.
TIM. Well maybe I will. You don’t know what I’ll do. (House
phone buzzes. Both reach for the phone.)
MARK. You shouldn’t talk to anyone.
TIM. Will you calm down. I’m fine. {Presses intercom button.)
Yes, Margaret—Oh he does? {To Mark.) It’s "Boyke.” Margar
et—I just realized I haven’t had any breakfast. Could you do
something about that? {To Mark.) Mark—I’ve already had my
breakfast.
MARK. (Taking the phone away.) You can’t talk to him.
TIM. (Pulls phone toward him.) Yes, I can talk to him.
MARK. (Pulls phone back to him.) You’re going to get in
trouble. Give me the phone.
TIM. (Pulling phone.) No. You’ll think I’m a coward.
MARK. (Pulling phone back.) You’re not a coward. Let me
talk to him. (Silence. Mark holds the phone close to him.) Father
... please. (Tim surrenders the phone. On phone.) Hello, Mon
signor—This is Mark Dolson—I’m taking Father Farley’s calls
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right now. . .Yes—we meet more regularly. And I didn’t get a
chance during our last meeting to thank you for making this
special arrangement. It's been. . .Yes, I did give another sermon
—I was only hoping to make up for the one I had given earlier. . .
I’m sorry if the people you spoke with thought it was inane.
I was only trying to ... I see ... Is that decision final?... Two
weeks. . .Monsignor—I think what you’re doing is a sin. . .Yes,
I’ll tell Father Farley to call you. {Mark doesn't hang up im
mediately. Tim motions for him to hang up quietly before talking.
Mark obeys.)
TIM. What happened?
MARK. It’s official. He wants me out. (P^«re.pT)amn him! This
is not right. He can’t make decisions like that. I’m going to fight
him. I have one more Sunday left. All I’m asking is that you just
let me make my own appeal in my own way at your mass.
TIM. You can’t make an appeal for yourself. That’s like nomi
nating yourself for president.
MARK. Who else will do it?
TIM. It’s not necessary. You’re getting carried away. (Tim
goes to the phone.) I'll handle this.
MARK. How?
TIM. I’m going to call up Monsignor Burke.
MARK. No.
TIM. Yes—I’m going to call him right now.
MARK. t-Pwts
•»» telephone,) No—you’re drunk.
TIM. I am at my best when I’m drunk. I’m not your typical
drunk. {-Removes Ahtwfr'.f hands from phono.) I think more clear
ly—speak more clearly—my vocabullalary is better. This is the
best possible time for me to ring Burke. .. {Yells into phone.)
Monsignor Burke, please. . .Oh, hello, Tom—Mark told me you
called. . .Now just slow down, Tom—I can do whatever I want in
my parish. Don’t presume more authority than you... (‘Tim
teaches for sitiitiel-chait'-Mark pushes it-do-uw-te hint,-Tim fiti,)

It was a good sermon. Mark has made incredible strides. . .Yes,
he told me and I totally disagree with your decision. This whole
sexual question is ridiculous. Celibacy is celibacy even if your
thing is goats. . .goats. He will keep his vows. . .What? . . .Yes—
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I’m keeping mine. What are you. . . Tom—there are limits. . . No
—I will not be threatened. Tom. . .Tom.. .If I decide Mark gives
another sermon, then that’s what he’ll do. If I decide to give a
sermon about Mark, then that’s what I’ll do. You are not going
to intimidate me with your Gestapo tactics. And another thing—
I had a terrible time in Yugoslavia. Goodbye, Monsignor. (He
hangs up the phone.) I'll do it.
MARK. What?
TIM. I’ll make an appeal for you.
MARK. You don’t mean it. It’s the wine...
TIM. I do mean it. It’s not the wine. I’m going to cash in my
popularity stock for power.
MARK. What do you mean, "cash in?”
TIM. My people will flood Monsignor Burke with letters and
phone calls...
MARK. What if they don’t? What if it doesn’t work? What will
happen to you?
TIM. If I make an appeal for you at my mass next Sunday,
and it doesn’t work, Burke will go to the bishop and make
sure I’m in Iowa by Tuesday. But my people won’t let me go.
They won’t let anything happen to me. So I’m not afraid of
Burke. I’ve prayed for that. I prayed not to be afraid. And right
here and now—I’m not. I’m not afraid! (Blackout and organMusic,•"Praise toshe Lotdd’)

ACT II
Scene 4

The Church. Sunday. The 10:15 mass.

Tim approaches the pulpit as the music ends.
TIM. There are all forms of persecution. I’m sure if we watch
the six o’clock news for a week, we’d be bound to see almost
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every kind. But what about the ones that occur right here in
this parish? The ones we can do something about. For example:
Mark Dolson. He is being persecuted and we should respond.
(Pause.} Now I’m not trying to impose a sense of guilt on all
of us. We’re trying to get away from that sort of thing in
the church today. But still, Mark is being persecuted. (Pause.}
Well—perhaps persecuted is too strong a word. Mark has run
into some trouble at St. Francis Seminary, and he needs our
help. (Pause.} Now some of you might say that Mark can take
care of himself. And that’s true. Others of you might say that
Mark asks for trouble. And that is also true. We’ve all seen
how vehement he can be. So you might say Mark doesn’t need
our help. And you’re probably right. But it’s good to know
that if he did need our help—we would be there. Let us pray.
(The lights quickly jade to blackness, as Tim leaves the pulpit.}

ACT II
Scene 5

The office. As the.. lights come
Mark is standing P.
-#f—the chair L. of~the desk. Ho is carrying his red sweat
- jacket. Tim- enters with the white cha-suhle on vt wooden

Mark is 3TaH<A>M<^
cck Co;‘-icfz5>l
crest ,

-hanger. The gree&H stole is f(4ded over the- left side of the
hanger:-

MARK. You wanted to see me.
TIM. (Stepping onto the office platform..} Yes. Where did you
go?
MARK. To the seminary. To pack.
TIM. What will you do?
MARK. I’m not sure.
TIM. f-Uawgr the chasMo on the wall booh,} Maybe there’s
another diocese you might be able to go to. I’ll make some in
quiries. (Goos to the deskf then stops.} I suppose—whoever we
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call would want references from Monsignor Burke—wouldn’t
they? {Silence.) I’m sorry if I got your hopes up. But I was
wrong. They would let me go. I saw that in their faces. {Leans on
desk toward Mark.) Didn’t you see it? {Pause.) You have to
understand, Mark. . .whatever I said I’d do was above and be
yond the call of duty.
MARK. I understand.
TIM. No, I don’t think you do. Do you know what a town in
Iowa is like? It might have a Main Street. If they have a
movie theatre, it only shows "chain saw” movies. The people
would not understand my humor. Then wouldn’t talk to me.
(Silence.) I have to talk to people.
MARK. Then why don’t you?
TIM. I do. (Silence.) Well—(Goes to bis appointment book.)
if I can ever help you find a job or if you ever need a recommen
dation for one, let me know. I have to kick you out now—I have
an appointment coming here any minute.
MARK. (Not moving.) No, you don’t.
TIM. What?
MARK. (Comes R to above the chair, ~L of desk.) You don’t
have an appointment.
TIM. Are you saying I’m lying?
MARK. Yes.
TIM. Why would I lie about a thing like that?
MARK. I don’t know why you lie—I can just tell when you
do.
TIM. Now look, you better go.
MARK. But it's all right. They’re all harmless lies. You only
do it to spare other people’s feelings. Right?
TIM. I liked it better when you weren’t talking. You have to
go. 1 Mtfrk-fiu/s his jacket on ike desk during sile&eoC) Whether
you believe me or not, I have an appointment coming here any
minute now.
MARK. An appointment. Really? Which "human condition” is
it today? An abortion? A divorce? Or an identity crisis?
TIM. None of your business.
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MARK. Why don't you give a break to whoever it is and can
cel?
TIM. I know you think you have a right to be angry with me...
MARK. I’m not angry with you.
TIM. You are. . .you think I betrayed you.
MARK. What you did or didn’t do for me doesn’t make any
difference now. I believed you, because I needed to believe
you. I set myself up—that’s not your fault. But the people who
come to you for help deserve more.
TIM. Never mind about the people that come here for my help.
They’re taken care of.
MARK. You handle them—I’ve seen it—the way you handled
me. You say what everyone wants to hear. Doesn’t matter if it’s
true or if you can back up what you say, as long as you pacify
whoever is on the other side of the desk. You’ll say anything
to get a person in need off your back.
TIM. Mark, get out.
MARK. No. I think I should wait here until your "appointment”
comes.
TIM. Would you please leave?
MARK. I should warn whoever it is. (Mark puts his hand on
Tim’s shoulder.) People should be warned about you.
TIM. Don’t push me.
MARK. They all come here thinking they’re being helped-—
But really, all they’re doing is pouring their guts out to a drunk
who ... catalogs their anguish.
TIM. Get. out! (Mark goes toward Tim. Tim punches Mark
in the stomach. A long pause.) I think I broke my wrist.
MARK. I’m sorry.
TIM. It’s broken—I know it.
MARK. It can’t be.
TIM. It bent back. (ADrifr helps Tim sit in chair.)
MARK. You don’t know how to punch.
TIM. I never had a reason to.
MARK. Maybe it’s sprained. Twirl your arm around.
TIM. What?
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MARK. Twirl your arm around. Like this. (He demonstrates
a wide circular motion with his arm. Tim tries it while seated
and hits his arm on the back of the chair. He then rises and
moves away from the chair.) Twirl your arm around. Like
this. (Repeats movement.)
TIM. ( Copies Mark.) What’s this supposed to do?
MARK. It’s for .. . it... it’s supposed to ... I don’t know. I
don’t know what it’s supposed to do.
TIM. You don’t know?
MARK. No... (Mark starts laughing. Tim joins the laughter,
"Tim's laughter turns to tears.) Father. . . (Tim sits. There is.
silence.)
TIM. I tried, Mark—I wanted to help you—but I need them.
MARK. I understand.
TIM. Do you?
MARK. I do. During those three years—whenever someone I
loved, loved me, I did everything I could to keep it constant.
Bit by bit—-through trial and error—I learned all the rules—what
to say—what to give—what to withhold—so I could keep the
love constant. But to go through all that—to worry about who's
got the upper hand—who's going to change first—it made the
love worthless. I found out that the constant is up to me. Pro
mises are broken; friends will be fickle; love goes its own
course, and all of it has to ultimately not matter. (He kneels
io the R. of Tin*) And what you believe has to be more impor
tant than what your congregation thinks of you.
TIM. Mark ... I’m not sure what I believe anymore. HThe clockfiiiiiiiwnr
Axo* > The 5:20 mass! [He rushes to his
vestments.) It’s the most attended mass of the day. Standing
room only. (Pause.) And I have nothing prepared. (Pause.)
I can’t face them. I can’t.
MARK. Yes, you can. (Mark dresses Tim for Mass.)
TIM. What about you?
MARK. I’ll be fine.
TIM. Where will you go?
MARK. For now, I think I should go back to the seminary
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and finish packing. t The-wort shake-hands,.'-l-im grabs his-nght
hand~-m^ainQ-)(------ -— —- -------------------------------- -------- ------- ----T\M.(OwJj( Pause.) Mark, did you know, when Christ sent
his apostles out into the world, he sent them in twos. I think
I know why he did that now. (There is nothing more to say.
id ludi twite. )

ACT II
Scene 6

The 5:20 mass.
Tim goes to the pulpit-from the offiee. Organ music fades
out as he enters the pulpit.

TIM. This evening we were supposed to conclude our "On the
Road to the Priesthood” series. But I have nothing prepared.
And that’s not like me. I’m always prepared. So much so, that
I haven’t really talked to you since I’ve been here. Because—you
see—I’ve lost Christ. I missed him. I just tap danced right
past him. When I was on the street corner ... well... There,
you were just people on your way to somewhere, but you stopped,
to listen, to me. And there—I knew what I wanted to say to
you, but I didn’t know how. Now—I know how .. .but from
here—I haven’t really been a very good priest to you. From
here—I never really cared enough to run the risk of losing
you. From here—I can’t really see your faces. I need to get
back to the street corner. (Tim leaves the pulpit and goes to
the "Street corner.”) Monsignor Burke has expelled Mark Dolson from St. Francis Seminary and consequently he is barred
from the priesthood. Monsignor Burke will tell you that he has
expelled Mark because of his past... because prior to his de
cision to become a priest, Mark made love with women and
with men. But I don’t believe that’s the real reason. I believe
Mark’s past is irrelevant. I believe Monsignor Burke has looked
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for and found a way to get rid of Mark because Mark threatens
Monsignor Burke’s picture of what the church should be. But
this is not only Monsignor Burke’s church. I believe, this is
our church. Fight for it. Tell him you will not accept his decision.
We have to show him what Mark has shown me—that you and
I and Mark must be allowed to help shape the thing that has
shaped us. (Pause.) This is the first time I haven't tried to
win your love. Only now is love possible. (PauJi?) Oh, by the
way—if you don’t see me up here next week, I'll probably be
in Iowa. But for now, for as long as I’m here ... Let us ... be
gin. (The lights fade to black as the organ music swells.)
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APPENDIX B

AUDITION MATERIALS

CUTTINGS

Mark Dolson:

Act I, Scene 4 "Thank-you, Father Farley." p.24
Act II, Scene 3 "Hello, Monsignor." p.44
Act II, Scene 2 "I woke up on a Friday morning..." p.41

Tim Farley:

Act
Act
Act
Act

Mark and Tim: Act
Act
Act
Act

I, Scene 1 "In the name of the Father..." p.5
I, Scene 3 "Last week, the rector, Monsignor Burke..." p.12
I, Scene 5 "Yes- well, he's very young..." p.25
II, Scene 4 "There are all forms of persecution." p.46

I, Scene 2 "So - Mark Dolson." p.8
I, Scene 3 "Hello, Father." p.13
I, Scene 5 "Let's move on to Lesson II..."
II , Scene 5 "You wanted to see me?" p. 47

POSSIBLE COMBINATIONS
1)
2)
3)
4)
5)
6)
7)
8)
9)
10)
11)
12)
13)
14)
15)
16)
17)
18)
19)
20)

Dan Flynn and Bob Holton
Dan Flynn and Ed Noonan
Dan Flynn and Peter Ruzevich
Matt Horton and Bob Holton
Matt Horton and Ed Noonan
Matt Horton and Peter Ruzevich
Greg Smith and Bob Holton
Greg Smith and Ed Noonan
Greg Smith and Peter Ruzevich
Connor Kerns and Bob Holton
Connor Kerns and Ed Noonan
Connor Kerns and Peter Ruzevich
Anthony Schouten and Bob Holton
Anthony Schouten and Ed Noonan
Anthony Schouten and Peter Ruzevich
Pat Pope and Bob Holton
Pat Pope and Ed Noonan
Pat Pope and Peter Ruzevich
Peter Ruzevich and Bob Holton
Peter Ruzevich and Ed Noonan

APPENDIX C
PUBLICITY MATERIALS AND PROGRAM

POSTER DESIGN

The Department of Fine Arts and
The Junior Class of Carroll College
presents

Carroll College Little Theatre
February 26, 27, 28 — March 1, 2, 1986
7:30 p.m.

CARROLL COLLEGE LITTLE THEATRE
Department of Fine Arts
Helena, Montana
59625

For additional information
contact Jim Bartruff at
44-2 3450 ex. 308.

FACT SHEET:"MASS APPEAL"
What: A comedy by Bill C. Davis
When: February 26, 27, 28, March 1, 2, 1986
7:30 pm.
Where: Carroll College Little Theatre located in the south end of
St. Charles Hall.
ABOUT THE SHOW: First presented by the Manhattan Theatre Club in
1980, Mass Appeal is the first play by Bill C. Davis. A two char
acter play, its original cast was under the direction of Geraldine
Fitzgerald and starred Milo O'Shea and Eric Roberts. A film version
in 1985 featured Jack Lemmon and Zjelko Ivanek. It is the story of
a parish priest, Tim Farley, and a young seminarian, Mark Dolson.
Father Farley serves a rich parish and indulges his tastes in fine
wine, cars, and food. The outspoken Dolson is assigned to Tim's
parish by the rector of the seminary. At first they dislike one
another. Soon, however, Dolson discovers that Farley may actually
have something of value to teach him. And Farley finds himself
learning the value - and sacrifice - of a real commitment to higher
values.
ABOUT THE AUTHOR: Bill C. Davis, born in 1952, is a graduate of 16
years of Catholic schooling. Mass Appeal is his first full-length
play to be produced in New York City. A resident playwright of the
Manhattan Theatre Club, his second full-length play, Dancing In The
End Zone, had a brief Broadway run last season.

WHAT THE CRITICS SAID:
"MASS APPEAL is a winning play that lives up to the promise
of its title." - Frank Rich, New York Times

"Explosive humor and true passion, MASS APPEAL is a fervent
and funny play. Deeply satisfying in the crescendo of its authentic
emotion." - Jack Kroll, Newsweek Magazine
"What a wonderful play this is! Cheers to playwright Bill C.
Davis. This play sparkles with wit and humor." - Katie Kelly, WNBC-TV
ABOUT THE PRODUCTION: Mass Appeal is under the direction of senior
John Rausch, himself a former seminarian. John has just been accepted
into the MFA program in Directing at Tulane University in New Orleans.
His cast features Peter Ruzevich as Father Farley. Peter was last seen
in the Grandstreet production of Amadeus. At Carroll he has been seen
in Joseph and the Amazing Technicolor Dreamcoat, My Days As A Youngling,
and The Threee Penny Opera. Greg Smith portrays Mark Dolson. A junior,
this is Greg's first role in the Little Theatre. He is a pre-seminary
student and last year was a national finalist for the Carroll Forensics
Team. Jim Bartruff is designer and technical director. Dorothy Harper
is the costumer. Scott Cifrese is the production's stage manager.

CARROLL COLLEGE LITTLE THEATRE
Department of Fine Arts
Helena, MT
59625
IO-SECOND PSA

THE JUNIOR CLASS AND DEPARTMENT OF FINE ARTS AT CARROLL COLLEGE

PRESENT MASS APPEAL, A NEW COMEDY, FEBRUARY 26 THROUGH MARCH 2

AT 7:30 PM IN THE CARROLL COLLEGE LITTLE THEATRE.

TICKETS WILL

BE SOLD AT THE DOOR.

30-SECQND PSA
"MASS APPEAL IS A WINNING PLAY THAT LIVES UP TO ITS TITLE," SAID

FRANK RICH OF THE NEW YORK TIMES.

NOW MASS APPEAL COMES TO THE

STAGE AT THE CARROLL COLLEGE LITTLE THEATRE.

A WITTY AND SELF-

EXAMINING PLAY ABOUT THE PRIESTHOOD AND TODAY'S CHURCH, MASS
APPEAL WILL PROVOKE BOTH THOUGHT AND LAUGHTER.

SEE MASS APPEAL

AT THE CARROLL COLLEGE LITTLE THEATRE WEDNESDAY THROUGH SUNDAY,

FEBRUARY 26 THROUGH MARCH 2, AT 7:30 PM.

WILL BE AVAILABLE AT THE DOOR.

TICKETS FOR MASS APPEAL

CARROLL COLLEGE LITTLE THEATRE
Department of Fine Arts
Helena, Montana
59625

CHURCH BULLETIN ANNOUNCEMENT
MASS APPEAL, A THOUGHT-PROVOKING COMEDY BY BILL C. DAVIS, WILL
BE PRESENTED AT THE CARROLL COLLEGE LITTLE THEATRE FEBRUARY 26

THROUGH MARCH 2, AT 7:30.

THE PLAY TELLS OF THE RELATIONSHIP

BETWEEN A COMPLACENT, WEALTHY, PARISH PRIEST AND AN OUTSPOKEN
YOUNG SEMINARIAN, AND RAISES QUESTIONS ABOUT THE ROLE OF CLERGY

IN TODAY’S SOCIETY.

IT WILL BE OF GREAT INTEREST TO CATHOLICS

AND NON-CATHOLICS ALIKE, SO DON'T MISS IT.
AVAILABLE AT THE DOOR.

TICKETS WILL BE

1986 LONDON THEATRE TOUR ANNOUNCED
Plans have been finalized for the 1986
London Theatre Tour sponsored by the Carroll
Little Theatre. The tour departs from Calgary
on June 9. For two weeks, any interested
person is invited to attend the theatre in
London, Stratford and Edinburgh. The tour
also includes bed and breakfast lodgings, a
London bus tour, theatre seminars with the
theatre critic for The Guardian, Michael
Billington and the staff of the National
Theatre.
Total cost for the two-weeks is $1199.
Information on this year's tour is available
from Jim Bartruff, director of theatre. Call
at 442-3450, extension 308. Or write to
Jim Bartruff, Director of Theatre, Carroll
College, Helena, MT 59625.
ART PRINTS FOR SALE
The Little Theatre Club has commissioned
a limited edition print of St. Charles Hall
by Helena artist Bob Holton. Displayed on our
bulletin board, the sale of these prints will
go towards the purchase of video equipment for
the Theatre Department.
The prints priced at
$7.50 each may be purchased at intermission.
Prints are also available for sale in the
Carroll College, Bookstore.

AUDITIONS FOR TWO BY TWO
Auditions for the spring musical, TWO
BY TWO will be held in the Little Theatre
March 3 and 4 at 8:00 p.m. Everyone is urged
to tryout. Please prepare a song. There
are roles for 8 persons, 4 men and 4 women.
TWO BY TWO, under the direction of Jim
Bartruff, will run in the Little Theatre
April 16-20. It tells the story of Noah
and the flood.

The Department of Fine Arts and
The Junior Class of Carrol! College
presents

MASS
ACETO
by

Carroll College Little Theatre
February 26, 27, 28 — March 1, 2, 1986
7:30 p.m.
c

The Carroll College
Department of Fine Arts
and the Junior Class

presents

A comedy by
Bill C. Davis
MASS APPEAL

directed by John Rausch
THE CAST
Father Tim Farley—Peter Ruzevich

Mark Dolson—Greg Smith

THE ACTION of the play takes place in
Father Tim Farley’s office and in St.
Francis Church.
It is autumn.

MASS APPEAL is presented by special
arrangement with DRAMATISTS PLAY SERVICE,
440 Park Avenue South, New York, New
York 10016. The play had its world pre
miere at the Manhattan Theatre Club
April 22, 1980. A film version of the
play was produced in 1985.
PRODUCTION STAFF
Director...............John Rausch
Designer...... .........Jim Bartruff
Costumer...............Dorothy Harper
Stage Manager.......... Scott Cifrese

CREWS
Lightbo'ard operator...... Joannie Murtha
Sound operator........... Monica Rausch
Production crew.......... Todd Jasmin
Jerry Marks
John Rausch
Monica Rausch
Box office............... Kevin Perrier
House managers, ushers.... The junior class
Still photography........ Harry Obert
Bulliten Board........... Little Theatre Club
ACKNOWLEDGMENTS
Grandstreet Theatre
St. Paul's United Methodist Church
Carroll College Maintenance Department
Dennis Bozman-Moss
Mary Kunnary
Connor Kerns
Scott Cifrese
KMTX
KBLL
KCAP
Independent Record
KTVH
Paula Bonar

UPCOMING EVENTS IN THE LITTLE THEATRE
March 3,4 8:00p.m. Auditions for "Two by Two
March 10-16 New York Theatre Tour
March 19 8:00 p.m. and March 20 4:00 p.m.
PLAYING SHAKESPEARE, scenes from the plays
of W. Shakespeare with a cast of eleven.
March 21,22 7:30 p.m. SENTIMENTAL JOURNEY
A musical revue with Vicki Smith, Jodi Hill,
Colleen Mockler, Tricia Bartz & Sue Higgins
March 23 2:00 p.m. Open tryouts for Gilbert
& Sullivan's THE MIKADO, the spring musical
at Grandstreet Theatre.

APPENDIX D

ATTENDANCE STATISTICS

BREAKDOWN OF ADMISSIONS

2/26

2/27

2/28

3/1

3/2

TOTALS

CARROLL STUDENTS ...............................

36

41

66

73

104

320

GENERAL ADMISSION ADULTS ............

9

6

43

19

16

93

CARROLL COLLEGE FACULTY ...............

3

1

5

13

11

33

NON-CARROLL STUDENTS/SENIORS ..

1

5

4

3

10

23

COMPS ..........................................................

2

2

9

4

5

22

TOTAL ADMISSIONS ...............................

51

55

127

112

146

491

APPENDIX E

SET DESIGN, LIGHTING DESIGN, MAKE-UP DESIGN

SET DESIGN

1.
2.
3.
4.
5.
6.
7.
8.

Platform
Prie-Dieu
Radio Cabinet
Persian Rug
Swivel Chair
Desk
Office Chair
Pulpit
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□□□ OLESEN company
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APPENDIX F
*

REHEARSAL SCHEDULE

JAN.
JAN.
JAN.
JAN.

21
22
23
24

Auditions
Auditions
Read-through
OFF

JAN.
JAN.
JAN.
JAN.

28
29
30
31

7:30
7:30
7:30
7:30

pm
pm
pm
pm

FEB.
FEB.
FEB.
FEB.

3
4
5
6

7:30
7:30
7:30
7:30

pm
pm
pm
pm

FEB.
FEB.
FEB.
FEB.

10
11
12
13

7:30
7:30
7:30
7:30

pm
pm
pm
pm

FEB.
FEB.
FEB.
FEB.
FEB.

17
18
19
20
21

7:30
7:30
7:30
7:30
7:30

pm
pm
pm
pm
pm

FEB.
FEB.
FEB.
FEB.

23
24
25
26

6
6
6
6

pm
pm
pm
pm

30
30
30
30

-

Technical Rehearsal
Dress Rehearsal
Final Dress Rehearsal
OPENING NIGHT
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