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Abs tract 

My dissertation asks the question "Of what relevance is feahire film to the 

life of the chuch"? My pmject/dissertation desaibes the value of feature film as 

a bndge-builder between the sacred a d  the secular. 1 describe how the arts in 

general and feature film speahcally are under-used vehides for thdogical 

reflection. WhiIe considering the work of Margaret Miles, Lloyd Baugh, John 

May, and Michael Bird, 1 develop my own method of theological reflection for 

feature film. In developing my methodology, 1 incorporate the educational work 

of Elliot Eisner and the theologid structure of W. Paul Jones. 

As my project, 1 have written my first full-length feature film script, 

Parnela Bay, which is a reflection of my experience of the choking effect of 

patriarchy in the lik of the chuch. M y  project/dissertation is my attempt to be a 

bridge-builder between the worlds of feahve film and theology. 1 test my 

methodology on Parnela Bay and in an educational setting with two quite 

different groups of leamers. I demonstrate that good theological reflection 

reflects a quality of Me which simply is wMe simultaneously inviting us to a 

Ml, and sornetimes complex participation in life. 

In o u  complexity, the paradox of tmth is found when we cross the bridge 

behveen what is and the depths of reflection we çan bring to ou- experience. This 

is the gf t  of connoisseurship; a gift we can bring to film as well as a @t film can 

offer to us. 
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Introduction 

The artist is c d e d  to be a bridge-builder between the 
iiturgical expressions of the pst that fami the very 
best of tradition and the prayer needs of the present. 
The artist aiso has to be the bridgebuilder between the 
realities of our secular society and the sacredness of 
our worship. O d y  people of deep prayer and faith, it 
seems to me can hilfil this challenging role. 

Archbishop Rembert Weakîand, O.S.B. 

This thesis is about feahue fiùn as a bridgebuilder between the s d a r  

and the saaed "liturgical expressions of the pst and the prayer needs of the 

present". It builds bridges to the world of theology by developing a methodology 

to assist one in becoming a theological co~oisseur of feature film. This 

project/dissertation cornes in two distinct, but comphentary fomis: 

1) a full-length screenplay for a feature film; and 

2 )  a theological reflection method for studying 
feature film. 

The primary objectives of my projed/dissertation are: 

1) to help the reader become more aware while 
watching feature fb, to engage feature film as 
an art form, and to refled theologicaily on this 
whole process; 
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2) to help a persan becorne a theological 
comoisseur of feature film; 

3) to see m y  feature film saeenplay, Pawtelrr Bay, as 
a composite of charaders who are confronteci 
with some contemporary problems of church 
Me such as the influence of patriarchy within a 
Roman Catholic seminary. 

To adiieve these primary objectives I have developed i h i s  

project / dissertation in the following manner: 

Chapter one look at the need for an appreciation of the arts 5 4 t h  

theological education; 

Chapter two considers the prominence of feature 6ilm as one of the most 
important iiterary genres of our time, and demonstrates how the art form of 
feature f i h  is an influential medium for theological reflection; 

Chapter three introduces my theological reflection method for feature 
film; 

C hapter four develops my theological reflection method dong side other 
methods of viewing feature film; 

Chapter five applies my theological reflection method to Pamela Bay; and 

Chapter six discusses my experience with the method when used both with 
theological students and with studenh with Little or no formal theologicai 
training: 



7) Conclusion. 

To contexhraüze this work 1 want to begin by telling something of my 

expenence in the Doctor of Ministry Program at St. Stephen's College. The 

reality is 1 began writhg this thesis and screenplay a number of years ago. As a 

result of my religious awakening as a young woman, 1 began learning the 

greatneçs of the Gospel. 1 wanted to respond to m y  c a h g  as a Qinstian by 

bringing this greatness to contemporary stories. While partiapating in the 

program over the last four yeam 1 have been able to finesse what I have been 

wanting to Say for a number of Yeats. 

How have 1 discemed the contemporary needs of the faithhil? In 

Madelaine L'Engle's book, Walkinp: - on Water, Reflections on Faith and Art1 she 

speaks eloquently of the artist as she/he attends to her/his faith. Her writing has 

been a guiding light for my journey as 1 have sought to integrate my dual roles of 

artist and minister. L'Engle's beiief is that the work of art needs to be served and 

the artist is the work's servant.2 If the work cornes to the arüst and says, "Here I 

am, serve me", then the job of the artist is to serve. The work is not to be 

measured by the size or the greatness of the work. Quoting Jean Rhys, in an 

interview in the Paris Review, L'Engle says: 

The amount of the artist's talent is not what it is about. 
Listen to me. AU of vmiting is a huge lake. There are 
great nvers that feed the l*ef like folstoy and 
i>ostoevsky. And there are mere triddesi like Jean 
Rhys. Ail that matters is feeding the lake. 1 don't 
matter. The lake matters. You must keep feeding the 

1 Madeleine L'Engle, Walkinn - on Water, Reflections on Faith and Art, (New York: Bantam 
Books), 1980. 



lake. ... To feed the lake is to serve, to be a servant. ... 
The great artists, the rivers and tributaries, coiiaborate 
with the work but for most of us, it is our greatest 
priviiege to be its servant. ... When the artist is tnily 
the servant of the work, the work is better than the 
artist. ... When the work takes over, then the artist is 
enabled to get out of the way, not to interfere. When 
the work takes over, then the artist liste-. ...3 

As an artist 1 have discovered the privilege of serving to be very dif f id t .  

The truth frequently revealed itsel€ through suffering and pain. The suffering 

allowed a new quality of being which was humility (the humility to ask for what 

1 needed everyday and the humïiity to recognize my place in the scheme of 

thirigs). 1 was awakened to rnany darkened recesses of my k?g as 1 brought 

something new ïnto being. It was something meaningful for me, certainly, and 

hopefdly will be for the wider community of believers. 

1 believe the artist, the p e t ,  and the musiaan date to bring forth new 

forms, new kinds of vitaüty, and meaning in their suffering and work. In 

bringing forth new forms, 1 see tradition M e n g e d  by the phenornenon of the 

artist's passion. Rollo May writes of the phenornemm of passion seardùng out 

forrn: 

This passion for form is a way of trying to fuid and 
constitute meaning in Me. And this is what genuine 
creativity is. Imagination, broadly defined, seems to 
me to be a prinapie in huma. life underlying even 
reason, for the rational functions, according to our 

Ibid., p. 24. 



definitions, can lead to understanding - can participate 
in the constituting of reality - oniy as they are creative. 
Creativity is thus involved in our every experience as 
we try to make meaning in our self-world 
relationship.4 

I k a m e  more deeply committed to my gift of imagination as 1 struggled 

with draft after draft of both my story and thesis. Part of my deepening 

commitment was shaped by a dream. In the dream Jesus waited on me in a 

lovely restaurant. He serveci me the finest salmon, bread, and wine. In a brief 

moment he told me to write stories while 1 dispensed the Spirit. He made it 

clear to me what 1 need to do. 

L'Engle expresses the relationship between faith and creativity in the 

foliowing way: 'The aeative process has a lot to do with faith, and nothing to do 

with m e ,  which may explain why so many artish are far h m  virtuous; are, 

indeed, great sinners."s 1 have seen more of my own suifulness as 1 have tried to 

embrace the darker characters that have emerged in Pamela Bay. The very letters 

that compose the name Pamela Bay, if reworked, read: "A Beam Play". 1 find 

these words highly significant because they suggest a dual meaning relative to 

the creation of Pamela Bay. The first rneaning suggests that I need to remove the 

beam from my own eye. The second meaning suggests that Pamela Bay is a 

play of iight. Pamela Bay has shed much iight in my life as my faith has ben 

chailenged to deepen. L'Engle states of the role of faith for the arüst: 

The depth and strength of the belief is reflected in the 
4 Rollo May, The Counne To Create. (New York: W.W. Norton & Company, 1975). p.134. 
5 L'Engle., p.148. 
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work; if the artist does not believe, then no one else 
will; no amount of technique wül make the responder 
see truth in something the artist knows to be phony ... 
[L'Engle says of hersek] My faith in a loving Geator of 
the galaxies, so loving that the very hairs of my head 
are counted, is stronger in my work than in my Me, 
and often it is the work that pulls me back 
from the precipice of faithlessness.6 

Picasso stated that he painted not to ask a question, but because he had 

found something that he wanted to share.7 in faith, I have found what it is 1 

needed to share. In Parnela Bay 1 wanted to share some of the pain of my 

experience of being a professional lay woman in the Roman Catholic church. 

CVhile I have known satisfaction in my developing skills, 1 have been unable to 

apply them in a way that iç truiy satisfying. 1 have yet to find a place in the 

diurch where 1 feel 'at home'. L'Engle taiks about the joumey homewards as a 

motif for many artists. She separates what the journey homeward looks iike for 

the secular and the Christian artist. In fact, it is only in this regard that she sees 

them as dijjferent.8 It is not faith that çeparates who is Christian and who is not. 

It is the purpose of the work that separates the Christian artist from other artists. 

The Christian is doing his or her work for the purpose of the advancernent of the 

realm of God. 

While I yearn to go home, 1 have found that 1 am more content with my 

restlessness in my earthbound joumey as 1 allow my passion to try to find new 

6 Ibid., p. 149. 
7 Ibid., P. 1%. 
8 m., p. 162- 
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forms of creation. To not appreciate the mystery and the opportunities that are 

placed before me is to miss life. 1 do not want to miss Me, rather I want to be a 

connaisseur of W s  deepest currents. 

Writing ueatively has been an experience iike nothing else for me. ï h e  

charabers' diversity in Parnefa Bay are representative of both the pain and the 

ensuing fragmentation that 1 have felt. The charaders also are representative of 

the dynamism that is forming within me as 1 am forming a new gestalt both in 

this work and in my person. Pamela Bay offers an opportunity to embrace a 

mVrored reflection of m y  experience. 

The following dissertation offers the opportunity for a budding theological 

comoisseur of feature film to use a theo1ogical reflection method to mirror what 

he/she sees in the images that unfold before him/her. 

The first step will be to consider Parnelu Bay as a script for a fuil-length 

feature film. The dissertation which foilows Pamela Bay begins by discussing 

the role of the arts within theological education. 

xiv 



Parnela Bau 

original saeenplay by 

Jane Smith-Eivemark 



Pamela Bay 

FADE IN:  

nontage of Sta ined Gla8s Windows, t h e  chapel, Classrooms, 
The ground i s  barren. The trees are barzen also. 

VIVALDI * S mWINTERœ is heard SOFTLY; i t  as BECOnING 
LOUDER- 

EXT. SEnINARY PROW STREET - DAY 

ESTABLISH an old, large seminary. 

CAMERA FOLLOWS a solitary man running in a track suit 
toward t h e  entrance way of t h e  building. 

EXT. ST. TEOHAS AQUINAS SEXINARY FRONT STEPS - DAY 

The runner h a l t s  at  t h e  foot of the steps in CU. 

FR. GREG is a bland-looking a d d l e - a g e d  man who is t h e  
Rector of the seminary. Be is a short man dressed in a 
track suit walking up the steps. 

CU: On FR. GREG*s FACE as he e n t e r s  the seminary. 

VIVALDI IS BECOHIWG SOFTER. 

INT. ST. THOHAS AQUINAS SEHINARY FOYER DAY 

The GRAHDFATHER CLOCI in t h e  foyer is seen in the 
distance as FR. GREG opens the front door. 

An OLD KINDLY PRIEST, FR. S M ,  walks in front  of t h e  
c lock  as the TI= IS NOTED at EIGHT A.H.. 

FR. GREG, a little out of breath, stops to speak 
with FR. SAX. 



P a a e l a  Bay 

COfFTINUED: 

FR. GRBG 
Good Xoming, S M ,  Good t o  see you 
back. 

FR* SA)( 
It * s good to be back. Rose is 
O.K., b u t  1 ate too much p a s t a .  
Give œ mashed any day. 

FR. GRgG 
Was it uorth going? 

FR. S M  
The c h u r c h  is so d i f f e r e n t  
here,  GREG- 

FR. GREG 
Thank God it isn* t al1 on o u r  
shoulders ,  e h  S M ?  

FR. SAX 
It's arrogance t h a t  t h e y  d o n ' t  try 
to r e a l l y  a p p r e c i a t e  t h a t  we could  
handle more. They think we're 
ignoran t  and  uneducated. 

FR. GREG 
Being r e s p o n s i b l e  f o r  t h e  wor ld  is  a 
hard t a s k ,  The Pope can have h i s  
job. 

FR. SAM 
It w u l d  be a darn s i g h t  b e t t e r  i f  
he was p r e p a r e d  to  give a few more 
inches.  

F'R, GREG 
W e l l  t h a t  w o n e t  be i n  o u r  life the .  

FR. SAM and FR. GREG walk away from each o t h e r  i n  
o p p o s i t e  d i r e c t i o n s .  PR. SAl( s t o p s  t o  look at a s i g n  i n  
t h e  GLASS CASE i n  f r o n t  of t h e  chapel. 'WBAT DO YOU SAY 
THE SECOND CWING IS?" 



Pa~ala Bay 

EXT. BAY-FAULKNER EOWE - DAX 

A simple hore i n  a suburban area has a serene sense about 
it as seen f r a  the street. CHILDREH of various ages 
are i n  front  of the home on the* way to  schwl- 

DR. PAneLA M Y ,  an i d e a l i s t i c  teman i n  her u d  t h i r t i e s ,  
a theologian a t  St. Thomas Aquinas Seiinary, appears to 
be under s o ~  stress as she leaves for  work is g e t t i n g  in 
her car. 

EXT, PARELA ' S CAR - DAY 

PAMELA p o p  a k.d.Lang track i n  the  player - 'CONSTANT 
CRAVING." The MOSIC IS QüITE LOWD. P m  looks intense 
as she backs out  of the  üriveway, She sees a tricycle 
through her rear view mirror, s tops  the car and g e t s  out. 
PAMELA x m e s  t h e  tricycle onto t h e  lawn, qets back in the 
car and dr ives  along the street where w e  sete STUDENTS 
walking, r id ing  bicycles ,  and toss inq  a football to and 
f ro. She dr ives  to the ST. THOMAS AQUINAS SEXINARY 
parking lot. 

S I G N  indicat ing ST.THO&IAS AQUINAS SEHINARY PERnIT PARKING 
ONLY. THE WUSIC FADES. 

ANOTHER ANGLE : 

There are a few cars i n  the pazkinq lot. 

There are PEOPLE walking through the parking lot, PAXELA 
walks in the  s i d e  door of t h e  seminary . 

INT. ST. THOMM AQUINAS SEMINARY CORRIDOR - DAY 
PEOPLE are m v i n g  about i n  the  corridor as PAMELA stops 
i n  front of an ABSTRACT PRINT on the  wall to speak with 
one of her students,  PAUL KYLER. A tall, w i r y  man i n  his 
early twenties ,  looking f e e b l e  but determined, is opening 
his day book. 



P a œ l a  Bay 

CONTINUED : 

PAüL 
DR. BAY, have you got  a minute? 

PAnaLA 
Yes, sure f do. 

PAUL 
I want t o  k m  what's happening with 
E. W i l l  you see m later today? 

PmELA 
Yes, you and 1 m e e t  a+ 2 ~ 0 0 .  

PAUL is about to walk away, but sees FR. GREG walking 
briskly toward them. 

PAUL 
H e m ' s  Fr. Greg, now. 

FR. GREG (dressed in bis clerics) stops to speak w i t h  
PAMELA and PAUL, PAUL back +O PAHEU. 

PAMELA 
Good norning, FR. GREG. 

PR. GREG 
Don ' t worry , PAUL. W e  11 have it 
al1 sorted out very soon. 

PAUL 
That's great, PR. GREG. I'm glad 
you came along. 

PAUL walks away with a contented look on his face. 

P m  
What w i l l  ue have sorted out? If 
t h e  assessment says wtiat 1 think it 
does then nike says fie's out .  

(CONTINUED) 



P-la Bay 

CONTINUED: 

ER. CRgG 
H e ' s  doing -11 academically. He's 
seeiag you for s o œ  support. Ee'll 
be fine- 

PAneLA 
( l o o k i n g  bewildered) 

GREG, Paul i s  a very disturbed younq 
man. 

FR. GREG 
Ron Smith has w s i t t e n  t o  t h e  Bishop 
t o  c o n p l a i n  about you, Md n w  you 
want t o  toss Paul Kyler o u t  too. 

PAMELA 
N o ,  1 d o n ' t  want to toss Paul but  
you need to know how s e r i o u s  his 
s i t u a t i o n  is. L e t  me speak to Ron 
abou t  his complaint today, and 
let's h o p  Mike's assessaaent of Paul 
is completed so ve can decide. 

FR. GREG 
Why speak  with Ron? 

PAMELA 
1 'd like to give  Ron a chance to 
a i r  some of h i s  d i f  f i c u l t i e s .  

FR. GREG 
Are you sure,PAHELA? By writing to 
t h e  Bishop he ' s  shown you where his 
a u t h o r i t y  lies. Xaybe 1 shou ld  
handle it? 

PAMELA 
He needs to know 1 hear what he 
says . 

FR- GREG 
PMELA, Our f a i t h  is simple. So 
are t h e s e  twa  fellows. Donet  
compl ica te  th ings .  

( CONTINUED) 



Pamela Bay 

CONTINUED : 

PACIBLA 
GREG, ue have a r e s p o n s i b i l i t y  +O 

prepare people for X i n i s t r y .  I can't 
go against my oni beat judgœnt. 

PR. GREG 
It's not  j u d q œ n t  that I ' m  c a l l i n g  
for .  I'r calling for mare compassion 

PAMELA 
Ron neeûn t o  learn hou to handle 
c o n f l i c t s  like an a d u l t .  Not by 
~ n n i n g  t o  t h e  Bishop. What is h e  
going t o  do i n  a parish? 

FR. GREG 
You can t a l k  t o  M m ,  but.. . 

PAmIA 
ROn i s n ' t  where my t r o u b l e  lies, 
GREG. 1 want t o  see Paul get the 
help he  needs. I D m  n o t  s u r e  you see 
t h a t  is what 1 am t r y i n g  to  do. 

FR. GREG 
You *re helping Paul, a r e n ' t  YOU? 

PAKELA 
H e  is s e e i n g  ipe, b u t  he needs more 
than 1 8 m  capable of of f e r i n g .  

FR. GREG 
When the assessment a r r i v e s  1'11 
look it over and then w e ' l l  ta lk 
about P a u l ' s  f u t u r e .  0.R 3 

PACIELA 
Thank you. 

FR. GREG walks away and PAXELA s t o p s  for a muent i n  
front of a crucifix. 

PAMELA l o o k s  d i r e c t l y  a t  t h e  c r u c i f i x .  



Pamela Bay 7 

The c o r r i d o r  i8 quiet .  There are many photos of  priests 
that coœ into view as PAnELA w a l k s  along the c o r r i d o r .  
Tüô OLD PEUESTS, pas8 her  walking i n  t h e  oppos i t e  
d i rec t ion ,  PAC(BLA walks into the chapel,  past a H o l y  
water font .  

INT. ST. TEOHAS AQUINAS SEXINARY CBAPEL - DAY 

Pamela genuf l ec t s  and kneels to pray. Ue look through ber 
eyes as she closes them. 

INT. ST. THOMAS AQUINAS COLLEGE - DAY 
PIMELA is  i n  her ear ly  tuent ies .  She is walking along a 
cor r idor  in ST.THOnAS AQüINAS COLLEGB with SR. =TA, vho 
is in h e r  late f o r t i e s .  SR. RITA is a fi- but  kind 
woamn dressed  i n  her habit. 

PAWELA 
1 want to study theology, 1 've go t  
t o  f i n d  my own l i f e .  

SR. RITA is unlocking the door t o  her of f i ce .  SR, RITA 
h a s  a small whi te  board on her d m r  for notes. 

INSERT: 

A note reads t SR. RITA, C U  HE ~ D U T R L Y !  PALIELA. The 
office is i n  the basement of ST, TEOHAS AQUINAS COLLEGE. 

INT. SR. RITA'S OFFICE, ST- TEOHAS AQUINAS COLLEGE - DAY 
I t  is decorated with PIECES of ART from Africa and South 
America - s t a t u e s ,  t a p e s t r i e s ,  and posters  of R o m e r o  and 
Nelson Mandala- PAWELA and SR. RITA s i t  d m .  

SR. RITA 
1 see i t e s  urgent,  PAL(. 
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CONTINUED: 

PAC(ELA 
It's my life. 1 don't know my cal1 
for sure but 1 know I want to know 
v r e  . 

SR. RITA 
1 don't want to discourage you from 
studying theology, but it'll be a 
tough road if you're not in an 
order, 

PAHEU 
You ' ve been my m t h e r  since Hom and 
Dad died and lots of nuns i n  t h e  
c u n i t y  have helped œ over  the 
years, but 1 can't see myself in an 
order. 

SR. RITA 
There are many ways to serve Goâ, 
P m .  Xt's a rattes of using your 
own gif ts .  

PAMELA 
1 know. 1 have a great hunger for 
t b i s  knowledge. 1.11 know 
intuitively what to do when 1 g e t  
it. 

SR. RITA 
Yes you will, PAX- 1 know you will. 

DISSOLVE : 

INT. ST. THOHAS AQUINAS SEMINARY CHAPEL - DAY 

PAPIELA'S EYES are CLOSED, determined in a s h a f t  of 
sunlight, 
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ANOTHER ANGLE r 

PAMELA m e s  from her kneeling pos i t ion  and sits i n  a 
pew. The sunl ight  is beautiful through the stained gla8s 
image of JeSu8 with the  wman a t  the -11. The sunlight 
touches PAXELA'S face. She siiles. 

The chairs are assembleci around a table for class. PAEIELA 
sits down on a chair b e s i d e  a small round table. STUDENTS 
begin to s i t  down also. RON SUITE, a small serious 
seminarian sits next to her. 

RON 
Today tiiie're going to look at 
GENOVESI'S "IN PURSUIT OF LOVE." 
1 thought it was excellent. 

JOE SHALLEY, a man in hi8 early forties is s i t t i n q  
directly across from RON. JOE is balding and has a pot 
belly . 

JOE 
1 fee l  discouraged already. That 
guy was so hard t o  read. 

RON 
Bard to  read would be a good place 
to start. Do you think so, DR. MY? 

PAUEL2h 
I t e s  your cal l ,  RON. 

RON nods f o r  JOE to  go ahead. 

JOE 
Well, O.K. It's not what he says so 
much as the way he says it. 1 want 
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JOE ( C O m ' D . )  
to be a priest and talk to real 
people. 1 really s t m g g l e  with t h e  
theological teLiinology . 

RON 
I t  ' 8  tough isn't, JOE? 

JO2 
W e l l ,  as  a plumiber, it'a tough t o  
understand writing like t h i s .  I ' d  
l i k e  to take a wrench to it 
personally . 

DISSOLVE : 

JOANNE PORRETTA, an i ipeccably-dressed middle-aged wman 
of medium h e i g h t ,  carries h e r s e l f  with d i g n i t y  as she 
walks from her seat to p u l l  t h e  curtain because of the 
sunlight. 

RON 
W e  * re h e r e  to h e l p  each other. So 
let's wrk w i t h  an example. 

30ANNE sits down in h e r  c h a i r .  

JOANNE 
X8ve got one. 

JOE 
Great. Go ahead.  

JOANNE 
Bow many t k s  do you see Pr. Greg 
mnning in a week? And i n  this book 
c e l i b a c y ' s  not e v e n  mentioned. Our 
ordained l e a d e r s  are requued to 
remain celibate. IMPOSSIBLE 
SITUATION. Cel ibacy is a g i f t  of 
God. You c a n ' t  i n s t i t u t e  Gocl's 
gif ts . 
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CONTINüED : 

RON 
Our f a i t b  is b u i l t  upon tradi t ion .  
Celibacy is part of t h e  tradit ion.  1 
never expected celibacy to be 
covered i n  t h i s  book. 

JOANNE 
GRoW UP, RON. A Cathol ic  book about 
sexuality and celibacy is l e f t  out.  
The t r a d i t i o n  says to me that  
celibate priests are above us.  

RON 
1 don't  think so. It just says ue're 
dif f erent  . 

PAPELA 
f ' m  a fra id  we have to end the debate 
today. Thank you everyone. RON, have 
you g o t  a couple of minutes? 

CtASS HEXBERS are f i l i n g  out .  

JOE and JOANNE are seen t a l k i n g  with each other .  

RON i s  gathering h i s  things. 

PAN: PAMELA and RON. 

RON 
Yes , sure .  

PAmma 
1 understand that  youvve written to 
t h e  Bishop concerning m e .  

RON 
Don't warry. 1t8s not j u s t  about 
you . 

PAMELA 
But i f  you have a probleni with me, 
RON, surely you should t a l k  to n e  
about it? 

(CONTINWED) 
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RON 
ny complaint is about saniethhg 
larger than j u s t  you- B w  can 1 
becoie a p r i e s t ?  Can you teach me 
t h a t ?  No. You're a woian, you're 
no t  a p r i e s t .  

PACIgLA 

RON, 1 can help you to  l e a r n  th ings  
you need t o  k n w ,  A theologian can 
h e l p  a priest. 

RON 
I'm saying you 'd have greater 
c r e d i b i l i t y  i f  you wre a p r i e s t  
because t h a t ' s  what I'm goinq to be. 
rf  you were a nun it w u l d  help, at 
least you'd be celibate, 

PAIIELA 
Does a person have to  be a reformed 
a l coho l i c  to he lp  an a l coho l i c?  

RON 
That ' s  not the same. People don* t 
corne to church f o r  theology. They 
come t o  be healed and comforted and 
encouraged by a priest. 

PAHELA 
Yes they do. But, do t h e y  ever need 
challenge? 

RON 
( h e s i t a n t l y )  

I just mean t h a t  c a r inq  for people 
is what a p r i e s t  does. Teaching and 
preaching. Not t h i s  cons t an t  
t heo l ag i ca l  badgering. Look, 
DR-BAY, I've go t  t o  go, I ' m  l a t e .  

CU: PMELA 

PAMELA nods as RON leaves t h e  c l a s s r w m  quickly. 
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PAMELA'S o f f i c e  is decorated tastefully v i t h  prints by 
Picasso and nonet. There are pieces of chilbrengs artrrork 
and lovely photos of Paœla's  husband and chzld on her 
desk. The bookcase is filled with theological texts, 
along vith many novels. The TELEPHOBIE RIHGS. The door 
opens as PAMELA, at her desk, speaks into the  phone. 

PAWELA 
O . K . ,  thanks Betty. 

PAMELA hangs up the telephone as PAUL enters her 
office. 

PAUL sits across from PAMELA in front of her desk. 

PAUL 
1 don't k n w  where I l e f t  off. 

PAMELA 
G i v e  yourself some tirne. 

PAUL 
w e l l  last t- 1 was talking about 
l ife a t  home, wasnrt I? 

PAMELA nods her head. 

PAUL 
When I was a kid it was awful. ny 
Dad...He was a rotten son-of-a- 
bi t ch .  

ANGLE ON PAUL: 

PAUL winds h i s  a r m  as i f  to pi tch  a ball. 

CAMERA TO CU ON PAUL. 
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CONTXNUED: 

PAUL 
It was a good enough home, except 
for him.. .  

EXT- YOUNGER =ER HOHE DAX 

JOHN KYLER, a -11-built man in his late thirties, 
dressed in U s  suit,in blinding sunlight, loosens his tie 
and catches the baseball that is thrown by PAUL- PAUL, 
thirteen, stands vith his catcher's mitt in front of his 
stomach. DAVID KYLER, who is seventeen is standing with a 
mitt . 

Jorn 
That8s it, DAVID, good pitch. 

DAVID 
DAD, that was Paul. 

JOHN 
No way. 1 saw it spin! Couldn * t 
see you because of the Sun, but it 
was your spin. 

PAUL l o o k s  discouraged. 

HARY KYLER, a depressed lookinq wamn in her mid- 
thirties, calls out the back door to JOHN, DAVID, and 
PAUL . 

UARY 
Supper you guys- Come and get it. 

PAUL 
I*m c d n g ,  MOM. 
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CONTINUED r 

JOEN 
Ue need about t en  more minutes. Get 
back out here, PAUL, n w l  Supper 
cores after w e  f i n i s h  t h e  gare. 

The KYLER FAnILY is seated around the  kitchen tab le .  

JOHN 
Way to go, DAVID. When you can 
play ball, you can do anything. 
Reaambor  that. G i v e  m e  those 
potatoes, PAUL, before you turn 
into a spud yourself .  

PAUL 
Yes, SIR. 

JOHN 
What the h e l l ' s  wrong with you, 
PAUL? You need to  take aim. What 
happens when you take a piss? 

PAUL 
1 take aim, SIR, and it goes i n  the 
to i let .  

JOHN 
You do the same danui thing with the 
b a l l  and the bat. Understand? 

PAUL 
Yes, SIR. 

JOHN 
~o w e  have any more m a t  in t h i s  
house, WOIIAN? 

( CONTINUED) 
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JOBN 
Then get it. 1 'm hungry. 

DAVID 
fsve got to go out tonight for a 
l i t t le  uhile. Can I be ho- at 
eleven? 

JOHN 
Sure, SON. 

DAVID 
May 1 be excused please? 

JOEN 
Yes.  Bave a go& tinte, DAVID. 

DAVID leaves the ki tchen.  -Y proceeds t o  clean up the 
kitchen with Paul's help as John grabs the newspaper. 

INT. PAUL and DAVID'S BEDROOX - NlGHT 
The bedroom is dark. The LIGHT comes on. There are many 
HEAVY METAL BJWD POSTERS on the wall as -11 as POSTERS 
Of LANDSCAPES and PfCTURES OP YOUNG PI- STARS. 

PAUL is in bed. DAVID staggers i n t o  t h e  room. 

DAVID 
x'a feeling good. I'm feeling 
q d *  

PAUL 
what do you want, DAVID? 



DAVID 
Donet let t h e  old man talk to you 
like that .  Don't let him treat you 
l ike a freakinq faggot. 

PAIJL 
what are  you talking about, DAVID? 

DAVID 
I'm beginning to think you are a 
wus. Look at this crap a l 1  mer your 
wall .  

DAVID is pointing at a POSTER over PAUL'S bed. 

PAUL 
I*m not a wus, so take a hike. 

DAVID plays  at strangling PAUL then wves  away to h i s  
closet and begins undressing. PAUL sits up and throws a 
book a t  DAVID. I t  misses him. PAUL pounds h i s  bed with 
his fists and kicks h i s  legs. 

DAVID 
You take aim, Piss-head. 

PAUL 
YOU support t h e  old man? 
Look a t  you. You're the  wus. 

DAVID begins to laugh hyster ica l ly .  

BREATHLESS, DAVID has t h e  g igqles .  

DAVID 
What am 1 laughing at? 

PAUL 
You just do what he tells you t o  
do. 
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CONTINUED: 

DAVID 
18m the best athlete and the beat 
student, 1'11 have you knaw. 

DAVID t a k e s  a bottle from his pocket and takes a drink. 

PAUL 
So? 1 don8t like the thinqs the old 
ian likes. 

DAVID 
nake yourself like them. It'll nake 
life easier. 

PAUL 
1 l i k e  my life more than you l i k e  
yours . 

DAVID 
Throwing tantrums al1 the  tire 
doesn8t exactly say you're happy. 

PAUL 
I r m  not sold to the devil like you, 
STUPID. 

CU: PAUL 

TNT. PAMELA'S OFFICE - DAX 
CU: PAUL 

PAUL( 
1 didn't know what to do. 1 was 
t h i r t e e n .  

PA?SELA 
Life's been very difficult for 
YOU, PAWL. 

(CONTINUED) 
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CONTINUED: 

PAUL (sad) 
Yeah, but no more dif  f i c u l t  tban a 
lot of other people. 

PIMELA 
There8s a lot o f  pain in vhat you've 
told m e .  

PAUL 
Nothing l i k e  the pain  in the people 
at the Seed, especially the hmkers .  
They l re in the worst p o s i t i o n  1 
th ink .  No pun intended.  

PIInELA 
of course. P~ITt...1t.s t h e . . .  

PAUL 
Yeah, 1 know. 18ve got to go. Too bad 
you couldn't  r e a l l y  hear a l i t t l e  
more. 

PAMELA 
It's important to hear what t h e  
assessment h a s  to Say, PAUL* 

PAUL leaves PAZIELA'S OFFICE. 

CU: PAPIELA has a troubled look on her face. 

FR. GREG KNOCKS on her open door. 

He enters, closes the door, 

FR. GREG 
Did you speak with Ron? 

PAMELA 
Yes 1 did. 

(CONTINUED) 
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CONTINUBD: 

FR- GREG 
Any change? 

PA)lgLA 
Not for now. 

FR- GReG 
PMELA, don't make matters harder 
for y o u r s e l f .  

PAnELA 
Ira tryinq to g e t  hin to see 
s o œ t h i n g  new. 

PR- GREG 
Re doesn8t want to see anything new. 
L e t  sleeping dogs lie- 

PAnuA 
I do  my best  f o r  my students , GREG. 
For  t h e i r  b e n e f i t .  Ron and Paul both 
have real problems that need to  be 
addressed.  

FR- GREG 
If seminarians complain about you, 
and then t h e  Bishop says you have to 
go, whose problems w i l l  you help 
solve then? 

PAXELA 
1 can't be less than 1 am, GREG. 

PR. GREG 
Nobody* s saying be less than you 
a r e .  Your problem is t h a t  you 
haven' t l i v e d  long enough. 

There is a KNOCK on the door. 

PAHELA sises to ansiier it. She opens t h e  door w h i l e  
FR. GREG l o o k s  on as GERRY HOFEMANN enters. 
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GERRY is in his late-forties. Be is r a t h e r  rough- 
lookinq and walks with a s l i g h t  lisp; he is wearing 
a d e n h  jacket uith a pack of cigarettes in hi8  
right chest pocket. 

PAnELA 
GERRY, vhat a s u r p r i s e  ta see you. 
Coœ on  in- Do you remmber 
FR. GREG? 

GERRP 
Bow you doing, FATEER? 

FR, GREG 
1 've been doing very well, GERRY , 
thanks. And you? 

GERRY 
Gaod, but we're d s s i n g  Pam still.  

PR. GREG 
Are you s t i l l  paint ing?  

GERRY 
No, 1 'm mrking with t h e  guys 
mainly. Now and again,  one  of t h e  
seminarians cornes down and w r k s  
with  m e .  

PR, GREG 
Ah, Paul ,  r ight? 

GERRY 
Actua l ly ,  J O e  S m l l e y ,  a real good 
guy most of the the. Paul,  just 
sometimes . 

E'R, GREG 
Great to hear it. Good to see you, 
GERRY. Bave a  great Christmas. 

FR, GREG leaves pamela8s  o f f i c e .  GERRY sits down on a 
small couch near Pamelavs bookcase. 
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CONTINUED : 

GERRY 
1 should have called, PM. Sorry- 

PAmxA 
Don8t worry. I've got tiPe, 

GERRY 
1 want to t a l k  about Paul. PAUSE. 1 
don't  k n w  i f  t h e  Seed is the r i g h t  
place for  him. Pete didn't  know h w  
to handle this one. It needs your 
a t t e n t i o n  1 tbink.  

PmlEm 
What's up? 

GERRY 
P e t e  was told that Paul scared a 
woman on purpose when he was doing 
h i s  Bible study- 

PACIELA 
What happened? 

GERRY 
Paul put a k n i f e  to a woman's f a c e  
1 think.  It was just a table 
knife but... 

PAMELA walks over to her book case where GERRY is  now 
standing. 

INSERT: 
There is a bannes t h a t  says )IUSTARD SEED STREET MINISTRY 
behind them. GERRY and PAMELA are i n  a photo  t h a t  is  
sitting on t h e  book case .  There is a CERTIFICATE of 
APPRECIATION for PAMELA BAY s t a t i n g  REARTPUT THANKS FOR 
YOUR FAITE HELPING US Tû GROW ON TâE STREET on her  wall. 

PAMELA 
T h a t  ' s unacceptable. Why didn ' t 
P e t e  toss him? 

(CONTINUED ) 
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CONTINUED: 

GBRRY 
Because Pete  didn't knw what to do. 

PACtELA 
Thanks, GERRY. 1'11 c o œ  over and 
t a l k  to Pete right away. 

GERRY 
You k n w  it would be good to  have you 
c o œ  back. 

PAXELA 
Thanks a lo t ,  GERRY. 1 miss a l1  o f  
you tm. 

INT. OUTER OFFICE - DAY 

GERRY and PAHELA embrace. 

PANELA stops to speak with her secretary, BETTY. B E T m  
is a pleasant middle-aged wamn w h o  s t o p s  typing when 
PAXELA begins t o  speak. 

PAPELA 
BETTY, 1 *m going home for lunch 
today and then I'm headed to the  
Seed. 1'11 be back around 3:30 or 
4:OO.  

INT. BAY-FAULRNER BACK DOOR E-CE - DAY 
SALLY BAY-FAULKNER, Pamela's four year oid daughter is 
tugging a t  her s k i r t .  SALLY is somewhat precocious, but 
sweet. Pamela turns to p ick  up SALLY. 

PAMELA 
B e l l o ,  ANGEL. 1 h o p  you and NINA 
have been enjoying yourselves today. 

SALLY begins crying. PAxELA strokes her h a i s  to 
comfort distress and carries SALLY i n t o  t h e  KITCHEN. 
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INT. BAY-FAULKNER KITCHEI DAX 

NINA, Sally's nanny, a young Australian waan w i t h  
a happy countenance, is preparing lunch. 

S A U Y  
n-, NINA was mean to ire today. 

PAHEU 
What happened? 

SALLY 
Niaa didn't let m e  vatch two oavies. 

PAMELA 
That's not mean, SWEETBEART, that's 
s-• 

SALLY gets down on the floor and stomps off. 

NINA c a l l s  after her-  

NINA 
YOU know what, SALLY. We need to 
pick up a parce1 this afternaan. 
Then you can watch "PiiE RESCUERS." 

The TELEPHONE RINGS. NINA answers it as HINA places a 
neatly cut sandwich in front of PAMELA, 

NINA 
Mark's on t h e  l i n e ,  PAXEU. 

PAHELA 
Hi. PAUSE- No 1 can't Hark. I t ' s  
my late night. PAUSE. Yeah, about 
nine. Love you , ' Bye . ' 

PAMELA hangs up the telephone and picks up her sandwich 
and takes a b i t e .  

SALLY 
Promise yous 11 kiss me good night- 
O . R . ,  MOIiIMY. 
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PAMELA entvines her baby finger frai her right hand with 
SALLY'S baby finger on her rigbt hand as PAMELA eats her 
hurried lunch, 

S A U Y  
Pinky swear tw. X love y-, 
H m .  

PAMELA 
1 love you tw, PUHPKIN. NINA, Mark 
is supposed to be home for aupper 
but please cal1 his office around 
four to check, 

NINA 
Will do, PAI(ELA. 

PAHELA gives SALLY a long hug and then they walk hand in 
hand to the garage. 

PAMELA is drinking her tea as s h e  walks to h e r  car. 

INT. GARAGE - DAY 

PAMELA gets in the car. She pops her head out the window 
t o  send S A L L Y  a 'fly-kiss. 

SALLY is standing alone in the semi-darkness of t h e  
garage as  PAMELA waits for the Street to clear before she 
backs out of the driveway. 

PAMELA gets out of the car. 

SALLY and PIWELA embrace. 

PAXELA gets in the car. 

SALLY waves happily when PAMELA g œ s ,  



Pamela Bay 

EXT- HEDICAL CLINZC DAY 

INT- DOCTOR'S OFFICE - DAY 

Estab l i sh ing  Shot of s t enc i l l ed  door say ingt  DR. MARK 
FAULKNER AND DR* DEBORALf E A m O R N ,  FAHILY HEDICINE- 

DEB HAWTHORN, is Panela's husband4s par tner  in pract ice .  
DEB is in her d d  f i f t i e s ,  very kind and gent le .  She is 
t a l k i n q  with Xï4RK FAULKNER. 

HARK is b r i g h t  and has a gentle mamer, in h i s  early 
forties. They are lookinq a t  a document* 

DEB 
She showed a f e w  cancerous c e l l s  
tw years ago, but today she's  f i n e .  

UARK 
1 just d o n P t  get it. We4re both 
h e a l t h y .  Thinqs are qood. But then 
maybe the  stress of  her  work. 

DEB 
Yes, absolutely, stress could be it. 

XARX 
1'11 t a l k  to Pam. 

MARK is walking  out t h e  door. 

DEB 
You know what my Dad used t o  say? 
We people i n  ministry , w e  don4 t 
l i s t e n  to ourselves. We l i s t e n  t o  
o t b e r  people so we can tell them 
what to do. 

MARK 
S'll keep that i n  mind when 1 t a l k  
to Pam* 
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DEB 
1 don't want to be preachy, 
but Pam may have to rake a decis ion 
i f  you r e a l l y  vant anotber c h i l d .  

HARU 
You're right. 1'11 see uhat  happens 
t o n i g b t  . 

EXT- HUSTARD SEED CHURCB - DAY 

PAMELA parks her car i n  f r o n t  o f  t h e  XûSTARD SEED CEURCE. 

CELINE DION'S "TEE POWeR OF LOVEa is heard for a few 
seconds as she  sits staring at  t h e  building.  

THE HUSTARD SEED is a CEüRCH that  has  been converted for 
i n n e r - c i t y  minis try  . 
PAMELA gets out  of t h e  car and l o c k s  it. 

AS PAWELA walks toward t h e  f r o n t  d w r ,  she meets a FEW 
PEOPLE -0 are standing around smoking. 

A FEW C(EN greet PAXELA as she  enters t h e  b u i l d i n g .  

A WOHAN s t rugg l ing  w i t h  a baby carriaqe is helped by 
PANELA 

INT. OPEN AREA, WUSTARD SEED CHURCH - DAY 

PAMELA walks into t h e  open area which is NLL of PEOPLE 
who are g o i n g  through c l o t h i n g  items assenbled on t a b l e s .  

PAMELA gxeets a FEW PEOPLE as she walks through the room 
toward the ki tchen.  
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MT. KITCHEN, HtJSTARD SEED CHURCH - DAY 

GROUP OF PEOPLE are i n  the ki tchen  c l e a n i n g  u p  after 
lunch. 

IRENE, a big, f r i e n d l y ,  e l d e r l y  Sco t t i sh  w i a n  -es 
toward PAMELA. They enibrace and smile. 

IREIQE 
H w  are you, DEAR? It's good t o  see 
you; you ' re  such a s t r a n g e r  t h e s e  
days. 

I'm doing better n w  t h a t  1 see 
YOU, IRENE. 

IRENE 
What can 1 get f o r  you, P M ?  

PAxExA 
How about  a c u p  o f  c o f f e e ?  

IRENE 
You s i t  down r i g h t  h e r e  and 1'11 
qet you some pie and cof  fee. 

ImNE serves PAHELA a p i e c e  of p i e  and a c u p  of cof fee .  

PAPELA 
I always feel better when 1 see you. 

IRENE 
Zt's my p i e .  It h i t s  t h e  spot. 

PAMELA 
Eow are your g randch i ld ren ,  IRENE? 

XRENE 
My daughter  has s topped me from 
see ing  them. 1 whacked one of them 
on the bottom last the 1 was 
over there and my daughte r  is 
f r i g h t e n e d  1'11 los@ my temper as 
1 did when she was a c h i l d .  
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CONTINUED: 

PllllELA 
Tbat hurts,  doesn't it? 

IRENB 
~t sure does* 1 vas drunk and 
angry then. Tday 1 can handle 
iiyself. One whack on the bua is nae 
beating a child.  

PMELA 
No it's not.  Do you want m to 
talk to her? 

IRENE 
S h e ' s  pretty stubborn. 

PAMELA 
1 wonder where she g e t s  that? 

PAHELA and IRENE begin to laugh. 

PAMELA walks over to m e e t  PETE. 

DISSOLVE : 

INT. PETE 'S OFFICE, MUSTARD SEED CHURCH - DAY 

PETE is a middle-aged man; the f a c t  tha t  h e  has  to do 
things is wri t t en  al1 over his  face. H e  is carrying his 
day-tîmer as he greets PAXELA. 

PETE and PAMELA sit clown. 

PETE'S OFFICE has posters  of people everywhere plus  a 
poster of t h e  laughing JESUS. Bis office is ~ t i c u l o u s l y  
tidy r e l a t i v e  to the chaotic s e n s e  o f  the open area and 
the ki tchen .  

PETE 
Good to see you, PAMELA. Sa Gerry 
t o l d  you? 1 rea l ly  d idn' t  vant to 
bother you with t h i s  but what Paul 
did was weird. 

(CONTINUED) 
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PAClELA 
Soœthinq needs to be done about 
Paul- Nabody can behave like that  
here, PETE. 

PETE 
W e l l  1 f e l t  because he  was a 
seminarian, you know, it was just a 
r e a l l y  bad day or soœthing.  

PAWBtA 
Bad day or not,  he  can't  do what he 
d i d  

PETE 
What 's going to happen? 

PA)3ELA 
1'11 t a l k  to  him and he wonOt coiae 
back to t h e  Seed. 

PBTE 
1 feel bad about that .  B e  d œ s  
d o  some really good th ings ,  
especially for Our ladies of the  
n i g h t  . H i s  ' Mary Hagdalenes . ' 

PAHEU 
1 haven' t heard t h i s  before. 

PETE 
H e  reads to them sometimes when he 
comes down i n  the morning- Be 
Mtucks" them i n  for a good uday*sw 
sleep so to speak. 

PAWELA 
B o w  long has Paul been doing that? 

PETE 
A few weeks . 

PA?¶ExA 
Eow d i d  it s t a r t ,  do  you knw? 

( CONTI MJED) 



Painela Bay 

CONTINUED: 

PET8 
As p a r t  of h i s  w r k  w i t h  the women, 
he finds that t h e y  really like to  be 
read to. You knov he does the B i b l e  
study too, but t h e y  really like it 
when h e  reads. 

PAllgLA 

It's t h e  f i r s t  I*ve heard o f  it. 

PETE 
It 's a little s t r a n q e ,  b u t  it works. 
On a n o t h e r  t o p i c  i f  I can. I want t o  
know i f  y o u ' r e  coming o v e r  at 
Christmas? 

PAMELA 
We'll be here. What a b o u t  you, 
PETE? 1 hear you've got a 
s p e c i a l  f r i e n d  nw. 

PETE 
You must 've been g o s s i p i n g  w i t h  
I r e n e .  

PAMELA 
Who me? 

PAXELA and PETE s h a r e  a laugh i n  f r o n t  o f  the LAUGBING 
JESUS POSTER. 

PAMELA embraces PETE. 

Some PEOPLE are walking by. 

PAKELA leaves P e t e '  s o f f i c e ,  in CU. 

DISSOLVE: 

INT. OPEN AReA - DAY 

PAMELA is seen speaking to peop le  as she walks through 
the open area o n  her way ou t .  CHRISTMAS CARûLS are HEARD 
TBROUGE A CRACKLY SPEAKER as PAHELA walks through 

(CONTINUED) 
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speaking w i t h  people. W e  do not hear anything of t h e i r  
conversation but ue se@ t h e  POVERTY of the  PEOPLE i n  t h e  
building. 

PAMELA s t o p s  to adnure a BABY as a MO- is struggling 
with her YOUNG BROOD as she looks a t  a p i l e  of c l o t h i n g .  

PZILlgfiZL 

What a lovely l ittle boy. 

UOTHBR 
Do you want him? You can have him. 

PluIELA 
He's a handful, eh? 

HOTBER 
(grabbing t w o  chi ldrens '  shoulders) 

Worse than t h e s e  t w o  by far. 

PAMELA 
Can 1 hold him for you whi le  you go 
through the t a b l e s ?  

XOTHER 
No, w e  have to go.  

CU on PAMELA looking qui te  despondent as she walks away. 

T h e  various a c t i v i t i e s  i n  t h e  MUSTARD SEED, as t h e  C M R A  
moves around t h e  building,  are shown: 

IRENE is cooking i n  the KITCHEN- 

PEOPLE are s i t t i n g  DRINKING COFFEE . 
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EXT. MUSTARD SEED CEWRCE - DAY 

As PAHELA walks o u t  the front door, she mets nome of t h e  
S M  PEOPLE who uere s t a n d i n g  around sniioking when s h e  
e n t e r e d  t h e  bu i ld ing ,  

PAEIELA is  s t i l l  look ing  somwhat despondent  b u t  her 
countenance  changes as she m e t s  PEOPLE. There is a 
little snow f a l l i n g .  

FR. GREG jogs from h i s  car i n t o  t h e  seminary,  d ressed  i n  
h i s  clerics. 

INT. FR- GREG' S OFFICE DAY 

The TELEPHONE i s  FUNGING i n  h i s  o f f i c e .  

FR. GREG e n t e r s ,  g r a b s  t h e  phone, o n l y  to HEAR it GO 
DEAD 

FR. GREG hangs up t h e  te lephone.  Eïe is t a k i n g  h i s  coat 
off as h e  hears  a KNOCK at h i s  OPEN DOOR. H e  t u r n s  t o  see 
RON SMITH s t and ing  t h e r e .  

RON 
FR. GREG, do you have a few 
minutes? 

FR- GREG 
Sure. L e t ' s  go  g e t  a c o f f e e .  

INT. ST. TEOMAS AQUINAS SEXINARY DINING ROOn DAY 

T h e r e  are a NUlIBER of STUDENTS s i t t i n g  i n  t h e  d i n i n g  
room. SOME STUDENTS w i t h  their books open convey a sense  
of study. FR. GREG and RON s i t  down. 

FR. GREG 
What ' s on your  mind, RON? 
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ROM 
1 want to  t a l k  to you about  t h e  
complaint 1 made against D r ,  Bay. 

FR. GREG 
1 k n w  you8re s t ~ g g l i n g .  

RON 
1 d o n 8 t  knov who8s s t rugg l ing  with 
who, 1.m confused- She tried to  
t a l k  t o  ie today. 

A couple of STUDENTS walk by and acknwledge  FFt. GREG, 
one with a smile, Be sdles back. 

E'R. GREG 
Parnela Bay is  a woman of convict ion.  
She'll s t a y  with her poin t .  

RON 
Yes, you ' re  r i g h t  o n  t h a t .  1 j u s t  
wonder. . , 

FR. GREG 
Wonder what?  

RON 
1t's j u s t  r e a l l y  hard f o r  m e  t o  see 
women here. 1 came t o  seminary 
expecting something d i f f e r e n t ,  

PR- GREG 
W e l l  t h e  bes t  th ing you can do is 
pray t o  accept  th ings  as they are. 
Da you k n w  t h e  Seren i ty  Prayer?  

RON 
Y e s  . 

FR- GREG 
When you're t roubled j u s t  pray it. 
It811 he lp  you. 
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RON 
1 'a glad you are here, FR. GREG. It 
means a lot to us. To know you care 
t h e  way you do- 

FR. GREG 
I'm happy to be here f o r  you, The 
church is my life. 

RON 
Wel1,- . just  t h e  saie,  ve thinlt 
you8re  really swell. Remember that 
t- we were al1 s i n g i n g  i n  your 
class? 1 l i k e d  that s p i r i t  of 
camaraderie. 

DISSOLVE : 

CU: RON ui DINING ROOn 

FLASHBACR: INT. CLASSROOM, ST. THOMAS AQUINAS SEMINARY - DAY 
CU: RON 

The classroom is quite plain, There are simple portable 
chairs, but instead o f  being in rows, they are i n  a 
circle in part  of the  rwm. There are EIGHTEEN PEOPLE in 
the classroom. 

FR. GREG e n t e r s .  There are a couple of p l a n t s  in one 
corner of the c lass .  

FR, GREG 
Good Xorning. 1 b e l i e v e  it is oves 
to you today, RON* 

RON STANDS 

RON 
Thank you, FR, GREG. This morning 1 
want to t a l k  about t h e  d iv ine  i n  
music. As al1 of you know, 1 'rn a  

( CONTINUED ) 
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ROW (COWT'D) 
singer. So today, I w u l d  like to 
l e a d  u s  i n  a l i t t le  session. 
A ï l e l u h ,  A l l e l u h ,  Al le luh ,  
A l l e l u i a h ,  Praise Y e  the Lord- 
A l l e l u h ,  N l e l u h ,  
A î l e l u h ,  A l l e l u i a b ,  Praise ye the Lord. 
P r a i s e  ye t h e  Lord. Al le lu iah .  
Praise ye the Lord. Alle lu iah .  
P r a i s e  ye t h e  Lord. A l l e l u i a h ,  
P r a i s e  ye the Lord1 

RON * S CLASSW47ZS show vary ing  degrees  of en thus iasm 
i n  singing a l o n g  with him while soaae i n d i f f e r e n c e  is 
s hown . 

RON 
Y o u ' l l  g e t  it q u i c k l y .  O.K. 
This half  of the circle is f i r a t  

( u s i n g  h i s  am to p o i n t  out 
t h e  boundary ) 

and you a r e  second .  

The CLASS begins to SING ALLELUIAB i n  a round and they 
s i n g  wi th  RON conducting. 

RON is  enjoying himself immensely. 

RON l o o k s  at FR. GREG and he smiles back as he is 
s i n g i n g  . 
CU: RON HAPPY 

INT. ST. THOMAS AQUINA SEMINARY DfNING ROOM - DAY 

RON 
1 f e l t  so good a b o u t  l ead ing  t h e  
class with you. 1 feel humil ia ted  i n  
class with h e r  , 
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PR. GLLEG 
1 sugges t  you bang on to that  
good reoory, and let  it help you 
when you're s t ~ g g l i n g .  You've got 
many gifts ,  RONe 

RON 
1 r e a l l y  appreciate your tiie, 
FR. GREG. I w n g t  let you down. 

RON leaves the dining rooin. 

FR. GREG stares in to  space. 

DISSOLVE THROUGH STAINED GLASS: 

INT. ST. TBO)IAS AQUINAS SEHINARY CHAPEL - DAY 
INSERT: 

There is a BANNER hanging i n  t h e  chapel t h a t  has WEtCOME 
BACK TO ST. TOM'S printed on it- 

It is a beauti ful  bright autumn day. The chapel is 
magnif icently wanu  with sunl ight -  FR. GREG and PUELA are 
doing simple jobs such as put t ing  music  books out and 
putt ing f lowers i n  place. 

PAnELA 
What are you hoping for this year, 
GREG? 

FR, GREG 
A better gaiae o f  golf. 

PAMGLA 
Sounds uplifting, GREG- 

FR. GREG 
Nicely handled, PAneLA- 

(CONTINUED) 
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PAlIgLA 

No, s e r i o u s l y .  

Stopping t h e  prep w r k  that he's doing, PR. GREG stands 
s t i l l  and looks  at PAMELA* 

FR. GRBG 
Work t h a t  never ends, t h a t ' s  my 
l i f e .  1 like to read the books t h a t  
1 do. 1 like to teach.  

PAClgLA 

Where' a God i n  a l 1  of t h i s  for you, 
GREG? 

FR. GRBG 
Probably when 1 putt .  1 have t o  
concentrate .  1 have to listen. 

P W L A  
What about priesthood? 

FR* GREG 
It was my parents * idea  more than 
anything else, but it suits m e .  

PANELA 
What suits you best? 

FR* GREG 
Truth? 

PAFIELA 
Please . 

FR. GRBG 
This does 1 suppose. But 1 r e a î ï y  
donDt see it as c l e a r l y  a s  t h e  years  
go by. 1t.s d i s t r a c t i n g .  

PAWELA 
What uere you laoking for?  
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PR. GRBG 
1 donnt know. U o s t  nmn are boys 
iooking for another mother - church, 
w i f e ,  vhatever. W e  need to be 
consoled - and 1 que88 mat maken ie 

a p r i e s t  is my need to console. 

P m x A  
W e  ' re i n  dif f erent  uorlda , GREG. 

FR. GRgG 
Uaybe not so dif ferent .  Think 
about uhat l've said and look at 
your own choices .  

PAmLA 
O.K.  1'11 do that .  

FR. GRBG 
Accept the way things are, PAHELA. 
Looking for ways t o  bring the 
Kingdom here may be too ambitious. 

PAXELA 
1 thought it was here, GREG; or 
bits of it, any way. 

FR. GREG 
True. But maybe i t8s  not so  very 
d i f f e r e n t  than what  we know. 

PAMELA 
Then again, maybe i t 8 s  radically 
d i f  f erent . 

DISSOLVE: 

INT. FR. GREG'S OFFICE - DAY 

FR. GREG i s  putting on h i s  "green" vhen h e  hears a KNOCX 
on the dwr. 

FR. GREG motions PlWEïA to s i t  in a cornfortable chair .  

(CONTI NUED) 
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They s i t  d m .  There ia a b e a u t i f u l  w a l l  of book8 behind 
FR. GREG. The bookcase has a number of photos on  it. 

INSERT : 

There is a l o v e l y  photo  of PAneLA and FR. GREG t a k e n  at 
the Welcome back" ce l eb ra t i on .  

WIDE ANGLE: 

PAllBLA 
We need t o  t a l k  about  Pau l  Kyler. 

FR- GRgG 
What else can 1 say,  PIU(ELA? Be's 
pul l ing  has  weight. 

PAHEU 
GREG, i t * s  h i s  field wrk. He has 
held a k n i f e  to sonieone's face. 

FR- GREG 
What happened? 

PAxELA 
B e  h e l d  t h e  knife t o  a woman's f a ce  
t o  i l l u s t r a t e  a po in t ,  'No harm 
in tended '  is his argument. 

FR- GREG 
sa you want him to go imsaediately? 

PA)ZELA 
1 want t h e  psycholog i s t  to 
review his m a t e r i a l  immediately. 
T h i s  knife i n c iden t  is one of two 
t h i n g s  p o i n t i n g  t o  h i s  i napp rop r i a t e  
behaviour.  The o t h e r  is h i 8  a t t i t u d e .  

FR- GREG 
1 want the Bishop t o  review your 
no t e s ,  and i f  you and 1 c a n ' t  agree, 
t h e n  w e r l l  l eave  it to h i s  
a u t h o r i t y ,  s h a l l  w? 

(CONTINUED) 
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PAWBLA 
What a b o u t  t h e  psychologis t?  

FR. GRBG 
The Bishop must have the last =rd. 

PAllELb 
Of course that  i s  fine with me - 
provided h e  reads t h e  ps ychologist s 
recommendation i n t o  h i s  decision. 

PR. GRBG 
The Bishop w i l l  do what h e  w i l l  do, 
PAZIELA. 

PAKELA s tands  u p  t o  go. FR. GREG s t a n d s  u p  t o  p u l l  a book 
f rom t h e  s h e l f  . Opening t h e  book, 

PAMELA 
1 w i l l  be speaking to Paul t h i s  
af ternoon.  The k n i f e  is s e r i o u s  
enough, but what is  happening ta him 
t h a t  he shou ld  do such a thing? 

FR. GREG 
I t  's s e r i o u s ,  b u t  d o n 8 t  make it 
bigger t h a n  it is. B e  was 
demonst ra t ing  a point, didnn t you 
Say? Being dramatic perhaps? 

PAKEm 
1'11 let you know what h e  s a y s  about  
the i n c i d e n t  after I met w i t h  him. 

INT. PAHELA'S OFFICE - DAY 

PAUL KNOCKS on Pamela8 s door. 

PAMELA 
Co- on in.  

( CONTINUED ) 
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PAüL 
Hi, PACIELA. Something8s really 
been bothering m. 1 'm glad you 
called œ in. 

PAHELA and PAUL sit down near her booksheives. 

PAMELA 
m a t  ha8 b e n  bothering you, P m ?  

PAUL 
1 started thinking about my brother 
again, and how niy mother vas so 
useless and my father is such an 
SOB. 

PAMELA 
What do you mean? 

PAUL 
1 mean she said nothing to stop my 
old man. What kuid of a mother is 
that? 

PAXELA 
Why does your Mom have to stop your 
Dad? 

PAüL 
Because mothers are supposed to 
protect their children. Thatrs why, 
what kind of a question is that 
anyway ? 

PAlIELA 
1s there anything that has triggered 
these memories? 

PAUL 
well what do you think? Talking 
with you. 

(CONTINUED) 
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PAXELA 
Y e s ,  of course. But 1 was wndering 
i f  there  was anything i n  
particular t h a t  vas bothering YOU? 

PAUL 
Oh 1 get it. 1 suppose t h a t  wman 
t o l d  you that 1 put a knife to  ber.  

PAMELA 
I n d  like to hear what bappened frar 
you , 

PAUL 
1 j u s t  did it to make a point. Like 
t h i s  - 

PAUL walks over to PAHEU and put8 a pen to her throat, 

PAUL 
1 happened t o  have a bread knife i n  
my hand at t h e  tirne- 

PAUELA 
You scared  her ,  PAUL. 

PAUL 
What t h e  h e l l  would scare her? Shers  
a hoaker . 

PAMELA 
She trusted you, She  f e l t  
vulnerable.  A k n i f  e is  threatening . 

PAUL 
1 *m seeing the p s y c h o l o g i s t  nex t  
week. I'm sure  h e n l l  g e t  my point, 

PAXELA 
PAUL, 1 c a n n t  le t  you go back t o  
t h e  Seed.  

( CONTINUED) 
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PAUL 
Why? I p m  doing go06 t h i n g s  there. 
You c a n e t  s t o p  m. That wouldnet  be 
right . 

PAWELA 
It is  r i g h t  u n t i l  some of t h e  w u n d s  
i n  your awn l i f e  g e t  healed. You 
need t o  g e t  a b i t  of  d i s t ance .  

PAUL 
See 1 trusted you enough to t e l l  you 
things, and you used it a g a i n s t  ma 

PAMELA 
1 ' m t r y i n g  t o  help you , PAUL. 

PAUL 
W e l l  you ' re  not. Youere pulling = 
o u t  of w r k  1 'm good a t ,  and 
wondering i f  1 should even be 
a p r i e s t .  What gives you t h e  r i g h t ?  

PAUL grabs PAMELA'S hand and holds it for a few seconds. 

PAUL 
It's human, r i g h t ,  t o  vant t o  be 
touched? 1 do t h a t  for t h e  
hookers-  I read t o  them l i k e  t hey  
a r e  l i t t l e  g i r l s .  They l ove  me.  Why 
do you want t o  take away the 
goodness t h a t  1 provide? 

PAMELA 
1 want you t o  know more about  
you r se l f .  X in i s t e r  from your own 
pa in ,  bu t  let your own w u n d s  heal .  

( CONTINUED ) 
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PADL 
O.K. Let 's  do t h a t .  When the worst 
thing you can inagine happened, 1 
was a young kid. 

PAnmA 
The b e s t  th ing  you can do is talk 
to the psychologist ,  PA^. He ' s 
trained to hear your pain. 

PAüZ 
Just let m e  te l l  you something, 
w i l l  you? 

PAClELA 
Al1 r ight .  

CU: PAUL 

DISSOLVE: 

PAUL ( V . O . )  
Well my brother... 

INT- KYLER LIVING ROOU - NIGHT 
JOHN and MARY are talking with Tüô POLICE OPPICERS. The 
OFFICERS are weathered-lwking middle-aged white men. 

PAUL a t  th ir teen  is peeking around t h e  corner. 

JOHN 
H e  l e f t  here last night to go out  
with some friends. It's what he 
usually did.  

OFFICER 1 
Was it hi8 usual habit to drink 
or use other drugs? 

JOHN 
No. Not at a l l .  

( CONTINUED ) 
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OPPfCER 2 
W a s  he happy t h e  last  few days? 

JOHN 
O f  course  he w a s .  H e  was always 
happy. Be vas the best s t u d e n t  in 
h i s  school .  

OFFICBR 1 
What about  h i 8  home l i f e ?  

JOHN 
B e  has  had e v e r y t h i n g  t h a t  we could  
p o s s i b l y  a f f o r d  t o  give him. 

OFFXCER 1 
I understand David shared a rom 
w i t h  h i s  younger b r o t h e r .  Could 1 
speak  wi th  him pleaae? 

Jorn 
He w n ' t  knw anything, b u t  1'11 
t e l l  him to come o u t  t o  talk t o  you. 

OFE'ICER 1 
Perhaps he h e a r d  his brother s a y  
something t h a t  c o u l d  be helpful. 

JOHN 
=Y, t e l l  Paul t o  g e t  i n  here. 

PAUL enters. 

JOHN 
PAüL, t h e  p o l i c e  want t o  know 
i f  you know a n y t h i n g  a b o u t  David. 
1 t o l d  them &a+ they need t o  know 
b u t  you l i s t e n  t o  what t h e y  have to 
Say. 

OFFICER 1 
PAUL, did you see David after he 
l e f t  t h e  house last  n i g h t ?  

(CONTINUED) 
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PAUL 
Yes, SIR. 

soma 
When did you see David? 

PAUL 
He caiae in my room about t e n  
O c lock ,  SIR. 

JOHN 
E e  didnDt coine i n  the house after 
he l e f t .  

OFFICER 1 
LetD s just  hear the boy out, 
m. KYLERI 

PAUL 
1 w a s  sleeping. David canie i n  to  
talk to  me for a few minutes. 

OFFICER 1 
What did you t a l k  about, PAUL? 

PAUL 
Just things about life. H e  was 
t e l l i n q  me some t i p s  about playing 
bal1 . 

OFFICER 2 
Did you t a l k  about anything else? 

PAüL 
Yes sir, a l itt le.  He told m e  1 
needed to pay more at tent ion to 
everything. Be thought 1 was 
slacking . 

OFFICER 2 
D i d  you think he was sad? 

PAüL 
NO, SIR- 

(CONTINUED) 
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DISSOLVE : 

INT- PAXELAcS OFFICE - DAY 

PAXEU 
So you knew a lot  more about  your 
b r o t h e r ,  David, than you told. 

PAüL 
Y e s  I did. 1 knew t h a t  he was 
unhappy, and he was playing 9-8 
w i t h  t h e  o l d  aian but  1 d i d n ' t  v a n t  
t o  s q u e a l .  

PAneLA 
You were under a l o t  of pressure. 

PAUL 
David was under a l o t  of pressure t o  
succeed- 1 f e e l  terrible about it- 

PAMELA 
You loved  D a v i d  very much. 

PAUL 
Y e s  1 d i d .  

PAMELA 
And t h a t  makes it even harder .  

PAUL 
1 have felt a g r e a t  d e a l  of 
r e s p o n s i b i l i t y  for David because 
i f  I'd played t h e  game a b i t  more, 
perhaps he wau ldnc t  have f e l t  so 
much h e a t .  

PAMELA 
How would t h i n g s  have k e n  
d i f f e r e n t ?  

PAüL 
He wouldn8 t  be dead. 
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CONTINUED : 

PmBrA 
Eow can you k n w  that? 

PAUL 
1 just knw it. 

PAnErA 
mat about your parents? 

PAUL 
Hom never mays such. U n e l e s s .  Hy 
Dad is the 8- o l d  SOB- Fr. Greg 
has knoni my f&ly for a long tirne. 
Be comes around every so often.  They 
thought h e 8 d  be good for me. 

PAnELA 
1t.s good to have a comforting 
f riend. 

PAUL 
It sure is. Fr. Greg has been great .  
That ' s it , 1 ve got t o  go . 

PAUL is g e t t i n g  up to  leave .  

PAMELA 
Yes. A s  1 s a i d  earlier,PAUL, 1 d o n * t  
want you to  go t o  the Seed. You can 
corne back to see aie toaiorrow and 
we'll speak about what w i l l  happen 
in the meantime. 

PAUL leaves PAHELA8S OFFICE. 

P M L A  leaves her o f f i c e  and goes to FR. GREG8S OFFICE. 

INT, CORRIDOR - DAY 

PAUL walks along the corridor one way and PAMELA heads in 
t h e  oppos i te  direct ion to FR. GREG*s  OFFICE* 
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FR. GREG'S OFFICE - DAY 

FR. GREG is a t  his desk as PWIELA e n t e r i .  

PA)IELA 
1s there a reason you c h o i e  
not to tell  me t h a t  you vere 
involved v i t h  t h e  Xyler faœily for a 
number of years? 

FR. GREG 
Y e s .  You would even be more i n t e n t  
on to s s ing  Paul if 1 told you. 

P a m I A  
N o t  necessarily. 1 simply w u l d  
like t o  know. 1 know what 1 need t o  
k n w  1 

FR. GREG 
You' re overreacting t o  Paul- neos 
Young. He's inmutuse. You're doing 
hîm a lo t  of good. 

PAXELA 
Tha t ' s  not t h e  point. Be scares 
people ,  and is doing inappropr ia te  
t h i n g s  i n  h i s  f i e l d  plac-nt. 

FR. GREG 
1 remind you, PIVTeLA, t h i s  is my 
seminary, and 1 w i l l  p u l l  rank i f  1 
need to. 

PIMELA 
GREG, 1 want t o  h e l p  Paul but  h e  
needs more than 1 can give. Be's 
dangerous i n  h i s  placement. What 
more do you need? 

FR. GREG 
Stop  seeing him- Leave him t o  me.  

PA)ceLA 
G r e a t .  You deal with him. 



PR* GRRG 
Done- That  was simple enough. 

PAHEU l eaves  and PR, GREG picks up t h e  TELEPHOBIE. 

PR. GREG 
( i n t o  phone) 

That 's r igh5.  N o  need f o r  Kyler'a 
a s s e s s m n t  , 

TNT- ST. THOHAS AQUINAS SEMIHARY CEAPEL - NLGHT 
The l ight ing  in the chapel is v e r y  soft- The chapel ha8 
a SMAU NüXBER o f  MEN who are gathered for Vespers. 

RON SMITE is p r e s e n t ,  PAHZKA walks  in. She knee l s  in t h e  
chapel . 

INT. ST. TH- AQUINAS SEXINARY CORRIDOR - NIGBT 
RON walks a long  the c o r r i d o r  i n  the seminary. Some of 
t h e  paintings and portraits a long  t h e  wall are very old 
and some are modern. There is  a cold f e e l i n g  here. 

INT. RON'S RWH, SEMINARY - NIGHT 

RON is s t a r i n g  at the c e i l i n g .  R e  jumps up and pulls 
open a drawer. Be pulls an O'Benry bar out and g œ s  back 
to l i e  on h i s  bed. 

RON presses  a remte c o n t r o l  and begins l is ten-g t o  
DAVID BOWIE and BIHG CROSBY'S DUET of 08 HOLY NIGHT. Ron 
slips i n t o  a raemriry as he closes h i s  eyes. 

FANTASY FLASHBACX : 

INT. ST. THOMAS AQUINAS SELIINARY CLASSROOn - DAY 

PAMELA is s i t t i n g  i n  the c e n t r e  of the  circle. The 
class is assembled. 
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PAlLELA 
%ow do you th ink  a person knows when 
they hear t h e  voice of God? 

RON 
I be l i eve  t h a t  the ansuer calls a 
person t o  f u l l e r  l i f e  i f  t h e  answr 
coms frm Goâ - iore life f o r  
o the r s  as u e l l  as for t h e  person who 
is praying. 

JOE 
It8s a matter of choosing t h e  higher 
good. It 's an ind iv idua l  judgment 
cal1 o f t en ,  but I need ay community 
a s  a frame of reference.  

PAHEU 
What happens when you need t o  go 
aga ins t  t h e  community? 

INT- RON'S RWM, SEnINARY - NIGHT 
RON opens his eyes. H e  hears a KNOCK a t  the bOOR. 

RON 
Who is i t ?  

INT- CORRIDOR OUTSIDE RON'S ROOU - NIGHT 

JOE 
It * s Joe. Do you want t o  t a l k ?  

RON lets JOE in, opens t h e  f r i d g e  door and ind ica tes  a 
coke. 

JOE 
No, 1 want a r e a l  dr ink;  let's go 
someplace . 
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EXT. ST. THOMAS AQUINAS SEnINARY PARKING LOT - NIGHT 

JOE and RON ge t  into Joe*s NBW CEEV PICK OP TRUCK- They 
are driving. 

JOB 
so tell  are, RON, what s going on i n  
that  brain of yours? Hore 
discernœnt? 

RON 
Actually, yes. 1 was jus+ 
remmbering what you had to Say 
about making decis ions .  

JOE 
w e l l  let's make a d e c i s i o n  f o r  the 
best wings in tom, O.K.? 

RON 
P h i 1  's right? 

EXT. PHIL'S 

JOE and RON 
parking  lot 

INT. PBfLnS 

JOE and RON 

BAR & GRILL - NIGHT 
get  out of t h e  truck and walk across the 
into  t h e  bar. 

BAR & GRILL - NIGHT 
s i t  i n  a booth away front others .  

RON 
So what exactly are you doing 
downtown? 

JOE 
I ' m  wrking with the guys. 
Paul Kyler cornes sometimes too. 

RON 
So you're doing the r ight  thing.  
Lookina after the  Door. 
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JOB 
Thatp s why we're going to be 
priests, isn't it? 

RON 
1 donpt k n w ,  JOE- But who isnpt 
poor in s o œ  way? 

JOE 
You ' re right . But not tonight . 1 m 
buying and we 're &inking -Gold. * 

INT. XITCHEN BAY-FAüLKNER HûHE - NIGHT 
UARK is taking hi8  coat off in the kitchen as he reaches 
for a glass of juice in the fridge. 

nARK 
Sorry 1 couldnpt get home for 
supper. Hm's she been, NINA? 

S U Y  (V.O.) 
nommy 1 

NINA 
Restless. There she is again. 
Shepll be glad to see you. 

S A U Y  (V.O.) 
Mommy l 

NINA 
I'm headed for bed. 

IIARI[ 

Good night, NINA. 

SALLY ( V . O . )  
no- 1 
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INT. SALLY 'S BEDROM - NIGET 
SALLY i s  s i t t i n g  up i n  bed c r y i n g .  

INSERT: 

There 2s a beautiful PHOTO of P a œ l a  and Sally on he r  
n i g h t  table beside her bed. 

Behind SALLP is a poster of  puppies v i t h  a crucifix 
bes ide  it. HARX walks in a t  a brisk pace. 

S A U Y  
Where's no~amy? 1 want Uonmryl 

IURI[ 

She c a n ' t  c o œ  now, S U Y .  
I'a here, y o u ' l l  be al1  r i q h t .  

S A U Y  
The monster came, DADDY- Be t o o k  
HO- away. 

MARK 
You're safe. 1 8 m  w i t h  you. The 
monster ' s  gone and he w n 8 t  come 
back. 

SAUY 
B e ' s  s t i l i  here.  

MARK 
N o  h e ' s  not .  They d o n e t  come back 
when they know you ' re  w i t h  somboày. 
I*m h e r e  now sweetie. 

SAUY 
DADDY, 1 don ' t want t o  go to sleep. 

You d o n ' t  need t o  go t o  s l e e p  r i g h t  
now. L e t ' s  j u s t  read for a while. 
O.K.? 

SALLY 
O.K. 

XARK begins to RElLO TEE VELVETEEN RABBIT to SALLY. 
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HAM 
There uas once a velveteen rabbit. 
And in the beginning he was r e a l l y  
splendid... 

nARK turns out t h e  l i g h t  when SALLY is nearing s leep-  
S a l l y  is f a l l i n g  as leep-  Re Uses  her and as he is 
leaving the bedroom- 

PAMELA enters, HARK greets PAC(ELA w i t h  a kiss. PWEïA 
hugs S A U Y .  

PAWBLA 
Hi, ANGEL. 

S A U Y  
HOMXY, the  monster was here. 

PAHEU 
Be's gone now. Be's gone. 

P M L A  hugs S A U Y  again. PAMELA turns out the  l i gh t .  

INT. BAY-FAULKNER LIVING ROOU - NIGBT 
nARK puts on a VAN ESORRISON tape-  The t r a c k  is 'HAVE I 
TOLD YOU LATELY TElAT 1 LOVE YOU?" 

PAMELA walks in. 

HARK and PAMELA s it  down i n  the l i v i n g  room. 

nARx 
~ e b  called me in to look at your 
chart a couple of days ago. 

PAMELA 
Bov did  1 look? 

HARK 
N a t  as tired as  you do now. 

PAMELA 
That bad? 
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nARx 
That bad, Well, not really. You 
need to be rented in order +O be 
f r u i t f u l  and multiply. 

PA)(BLA 
w, what are you trying to tell 
me? 

mrm 
I'm trying to tell you tha t  1 love 
you and there is no reason, from my 
vantage point, for you to be under 
the stress you are. 

PMELA 
1 want to teach. 1 want t o  use  my 
ta l en t s  ta be there for people. 

IURn 
Can you do that  without being 
ignored by the  s tatus  quo? 

MARK kisses PAKEIA as she begins to cry a l i t t le .  

PAEIELA 
1 wuld hope so. 1 don 't know 
when t h a t  will be though, 

nm.u 
Let's go to bed. 

P A ~ E M E L A  and MARK walk out of the  living room in each 
other's arms. 

EXT- ST. TEOHAS AQUINAS SEXINARY NIGHT 

A sense of beauty and sereni ty  is striking a s  the 
seminaq c o m s  i n t o  view, 
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A b e a u t i f u l l y  decorated rooi t h a t  is q u i e t  bu t  a sense 
of chaos is developing with BROODING LIOSIC. 

PAüL is listening t o  soœ LOüD EBAVY METAL LNSIC through 
h i s  EAR PHONES, H e  is s t i r r i n g  around t h e  rooiP. H e  
dances. H e  n i t s  down in a c h a i r  and rocks himself back 
and f o r t h ,  B e  look8 i n  the mirror. He look8 a t  a photo 
of h i3  brother, David. B e  look8 a+ a family photo. Be 
throws it and smashes it. 

EXT. ST. THOMAS AQUINAS SEnINARY - NIGBT 

Pulling away from t h e  seminary. The seminary diminishes  
i n  size bu t  t h e  BBAVP XETAL MUSIC INCREASES i n  VOLUME. 

EXT. TUNNEL - NIGHT 

From t h e  chaos of  Paul's rwm t o  the serenity of t h e  
seminary t o  t h e  n igh t  chaos i n  t h e  i n n e r  c i t y .  EWKERS 
are out on t h e  Street, 

EXT. DOWNTOWN TRAFFIC - NIGHT 

1t is a very dark night .  The t r a f  f i c  is steady. 

PAüL throws a book on OLD TESTAMENT AND SACRI FI  CE across 
t h e  room. I t  h i t s  t h e  w a l l .  The f o r c e  is hard and h i t s  a 
mask t h a t  is  hanging on the  w a l l .  It f a l l s  and breaks. 
Paul  picks it up and throws it out t h e  windov. Then, he 
p icks  up a case from t h e  floor and leaves h i s  room 
q u i c k l y  . 

INT. FR. GREG'S SUITE - NIGBT 

FR. GREG ansuers  t h e  d w r  as he hears  a bel1 r ing.  PAUL 
enters Pr.  Greg'S s u i t e .  

FR* GREG 
What ' a  up, PAUL? 

( CONTINUED ) 
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CONTINUED : 

PAUL 
Life, FATEER, l i f e  itself. 

FR. GREG 
You're very phi loaoph ica l  t o n i g h t .  
1 thought  ue uere going to t a l k  
tomorrow afternoon.  

PAUL 
I t t s  t h a t  wman. S h e 8 s  g e t t i n g  
everything n o n g  about re. 

FR. GREG 
L e t ' s  s i t  down with  Parnela t o m r r w  
morning and s t r a i g h t e n  every th ing  
o u t ,  s h a l l  w? We've knawn each 
o t h e r  a long t i m e .  You can trust  
W. 

PAUL 
Are you sure?  

FR. GReG 
Tomorrow. 1 promise. N o  delays. 

PAUL 
Thanks, FR. GREG; 1 knew 1 could 
c o u n t  on you. 1 j u s t  want t o  t e l l  
you one t h i n q  be fore  1 go, O.K.? 

FR. GREG 
Go ahead, PAUL. 

PAUL 
Before we t a l k  with Paniela tomorrow, 
1 j u s t  want t o  te l l  you something. 
I t  's something my parents said. 1 
was coming near t h e  k i t c h e n  one 
night and heard +hem say t h i n g s  t h a t  
r e a l l y  upset me. 

FR. G R ~ G  is l i s t e n i n g  i n t e n t l y  as PAUL speaks t o  him. 
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JOHN 
Why did it have to be David? 

MARY 
Paul is a good boy , 

JOEN 
Re's no real aon. For Christ's sake 
he's going to be a priest, and he 
couldn8t even do that  w i t h o u t  
Pr. Greg pull ing strings. 

UARY 
Yes dear but.,. 

JOHN 
W i l l  you s top trying to tell me 
what Paul i s ?  1 k n w  w h a t  he is. 

nARY 
1 didn8t Say anything, 1 wanted to 
Say t h a t  he's a f ine  young man and 
he needs a chance. You need to let 
him know,. , 

JOHN 
W O M ,  1 lost  t h e  only son that was 
ever going to amount to anythinq- 

MARY 
O h  come on now, JOHN. You can't 
really mean that. 

JOEN 
1 mean every bloody w r d  of it. 
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INT. FR. GREG'S SUITE - NIGHT 
CU: PAUL 

PAUL 
That '8 ay Dad, 1 have t o  do what 1 
can t o  achieve n a i e t h i n g  good. 

FR. GREG 
It  is a good t h i n g  to  f i n d  what  is 
good, PAUL. Love w i l l  come later. 

PAUL 
You have t a u g h t  m e  so much. You 
d o n ' t  feel sorry for m e ,  d o   OU? 

FR. GREG 
You're fine, PAUL, Don't wrry. 

PAUL 
1 v a n t  t o  be a priest. A  priest for 
my family .  A priest f o r  t h e  
coiniunity t h a t  hurts, 

FR. GREG 
Why d o n ' t  you g o  down and ses+ now 
and t h e n  w e ' l l  a l1 t a l k  tomorrow-  

PAUL 
Thanks, FATHER GREG. 

CU on FR. GREG as PAUL leaves FR. GREG's s u i t e .  

INT. BAY-FAULKNER KITCEEN - DAY 

HARK is preparing an omelette. S A U Y  i s  sitting on t h e  
counter beside him. 

They are l i s t e n i n g  t o  c h i l d r e n ' s  music - Carpen Campagne 
- they are SINGING UN ELEPBANT SUR XA BALCON a long  wi th  
the tape q u i t e  e n t h u s i a s t i c a l l y .  

The  DOORBELL RINGS. 
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CONTINUED : 

SALLY 
1 want to get it, DADDY 1 

I(ARlt 

Bonne ma cher ie .  

P M L A  enters the  kitchen. She kisses 

SALLY runs out of the  kitchen. 

INT,  BAY-FAULKNER FOYER - DAX 
SALLY runs through the  living room and into the foyer to 
open the door. 

SALLY throws her arms around SR. MTA. SR, RITA is in her 
early sixties at t h i s  tiae. She has a very  s t a t e l y  
countenance. 

CU: SR. RSTA 

FLAÇHBACK: SR. RITa'S POV 

EXT. CONVENT - DAY 

PAMELA, as a child, is throwing her araas around a younger 
SR. RITA. SR.  RITA s i t s  down with an adolescent PAMELA ta 
tel l  Pamela the  nevs of her parents'  death. 

SR. RITA 
PAMELA, 1 am 80 sorry. 

PAWELA 
If 1 was with iny Hom and Dad then 
1 m u l d n O t  have to be here. 1 muid 
have been dead w i t h  them. 

SR, RITA 
1 know you feel t h a t  way nou, but 
you need to l i v e  your life, PA)(Em. 

( CONTINUED ) 



P a m e l a  Bay 

CU: Older SR, RITA, as she grwts  SALLY. 

INT. BAY-FAULKNER FOYER - DAY 

S R .  RITA and SALLY hold bands vhile walking to the 
ki tchen.  S R .  RITA and PïUEîA embrace. 

INT. BAY-FAULXNER KITCEEN - DAY 

nARu 
Bi, =TA! E w  are you? 

SR. RITA 
Good, f u l l  of tales, 18ve spent a 
lot of t i m e  i n  our hospi ta l  today 
and it's only 11 : 3 0 ,  Glad to be 
here . 

CURI( 

SALLY and 1 have done a little of 
t h i s  and a l i t t le  of tha t .  P a ' s  
been sh irk ing  her work. Should we 
te l l  S R .  RITA or should we let her 
guess? 

SALLY 
G u e s s !  G u e s s !  

HARU 
No c lues ,  r ight ,  SALLY? 

SALLY 
S R .  RITA, what do you think is i n  
t h i s  cupboard? 

SR.  RITA 
1 think therets something i n  that  
cupboard that  is pretty special. 
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CONTINUED : 

SALLY 
Yes. Do you want me to tell you 
what it is? 

LURlt 
1 thought you wanted SR. FUTA to 
guess what they are. 

SALLY 
1 do- She wants me to give her one 
h i n t ,  DADDP. 

SR- RITA 
What about tw h i n t s ,  SALLY? Then 
maybe 1'11 be able to guess. 

SALLY 
They are dark and good to eat. 
Do you g i v e  up? 

SR- RITA 
1 th ink  you =de a cake and a 
meatloaf.  

SALLY 
No, s i l l y ,  we made t h e s e l  

INSERT: TRAY OF CHOCOLATE CWKIES w i t h  a cloth over them. 

S A U Y  whips away a cloth covering t h e  t r a y .  

SR- RITA 
Uhml They look great. 1 hope we 
can eat them a f t e r  lunch. 

MARK 
You kt,  EONEY.. 

PAMELA walks between the kitchen and t h e  dining r o o m  with 
some dishes and food. 
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INT- BAY-FAULIMER DINING ROOn Da3 

T h e  table ia set w i t h  a beautiful cloth.  It  has a 
lovely bouquet of f l ouers  as its centre p iece .  

SR. RITA 
1 am thankful for  the blessings of 
my famiïy. 1 vould like to pray for 
Sr. Veronica e spec ia l l y  at this 
t-* 

SALLY 
I'i thankful for noly and Daddy and 
Sr. Rita. 

MARK, PAMELA, and SR. IUTA exchange knowing glances.  

PumK 
Did you remember your s n w  pants, 
MTA? 

SR. RïTA 
You b e t .  

S A U Y  
Wait till you see m e  on my sliàer. 

SR. RITA 
1s it big enough for me? 

SALLY 
Yep. You come on with m e  an we'll 
race Uommy and Daddy. 

SR. RITA 
Let's go for itl 

DISSOLVE: 

EXT- SNOWY HILL - DAY 

From t h e  bottom of t h e  h i l l ,  SALLY, XARK, PAneLA, and 
SR. RITA are having a wnderful tiPe racing doni the 
h i l l .  They go to the  top of t h e  h i l l .  PAneLZI se les  with 
SR. RITA. 
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PAMELA 
1 think it ' 8  t- for thore cookies 
and a hot  choco late .  

SR. RITA 
Let's persuade that daughter of 
yours to  stop for a minute. 

P A m I a  
1'11 try. Bang on SALLPI 

SALLY and PAMEU are qoing davn t h e  bill again. 

MARX 
(speakiag to  SR, RITA) 

Like w t h e r  , like daughter. 

MARX and S R ,  RITA share a smïle, 

EXT. BISBOP HCCLAREN'S RESIDENCE - NfGHT 

A grand-looking home. FR. GREG (wearinq a clerical 
collar) s t e p s  out of h i s  car. As he walks t w a r d  t h e  
house,  there is an express ion of uncertainty on h i s  face. 

The HOUSEKEEPER, l w k i n g  out the window, wves away as 
FR. GREG comes closer to the house, 

INT. BISHOP HCCLAREN'S LIVING ROOn - NIGHT 

The furn i sh ings  are b e a u t i f u l  ant iques .  The art on the 
walls is beautiful a s  w e l l .  FR. GREG is a+ the  liquor 
cabinet .  BISHOP UCCLAREN is in h i s  la te  60'9,  of mxïerate 
h e i g h t ,  a l i t t le  heavy, charming. Be has been a handsome 
man i n  t h e  past .  

FR. GREG 
Scotch for you, JOHN? 

BISHOP MCCLAReN 
Y e S  thanks, GREG. 
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Pr .  GREG p u r s  ta11 drhks into b e a a t i f u l  crystal 
giasses. B e  bringa BISBOP HCCLAREN h i s  drink and sits 
down near him- 

FR. GRBG 
To your heal th ,  JOlR4- Slan te .  

BISHOP nccLAREN 
And t o  yours, GREG. S l a n t e  va! 
T e l l  ie about young Kyler. 1s 
t h e r e  anybady else beside Pam who 
sees h ù  as off-balance? 

PR. GREG 
No+ so f a r .  But f ranlt ly 1 t o l d  nFke 
h e  could t ake  h i8  +- with t h e  
psychological  assessaeu t .  

BISEOP i¶CCLAREN 
Well, ue811 see what it reveals when 
nike f in i shes  it. 

FR. GRBG 
1 t h i n k  Uyler is  innnature, a l i t t le  
rough around t h e  edges  bu t  h i s  heart 
is  in t h e  right place .  

BISEOP MCCLAREH 
Does h e  show any s i g n  of imbalance 
i n  your opinion? 

FR. GREG 
NO. 1 f i n d  h i n  t o  be a very soc i a l l y  
and s p i r i t u a l l y  concerned young man 
who genuinely cares for t h e  poor. 
R i s  f i e l d  placeaient is good f o r  him. 

BISBOP HCCLAREN 
So Pamela is  over-react ing about 
t h i s  knife inc iden t ,  you th ink?  

FR. GREG 
Pu t t i ng  it blunt ly ,  yes. 1 don8 t  
t h i n k  she r e a l l y  unders tands  t h e  
world of a young man. Eow could 
she? 

(CONTINUED) 
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CONTINUED : 

BISHOP MCCLARER 
Weli, you'll get it settled.  PAUSE. 
1 w a n t  to ask about Joanne Porretta. 
HW's s h e  getting along? 

FR. GRBG 
She seems to be e n j o y i n g  her studies 
vesy much. 

BISBOP UCCLAREN 
1 mt n i c h a e l  Porretta t h e  other day 
and h e  was t e l l i n g  m e  that bis wife 
is a thorn i n  h i s  s ide  w i t h  her 
Pamela Bay quotes. 

FR. GREG 
Joanne's been trying bard. 1 wuld 
say, however, for al1 concerned t h a t  
P m e l a  has been more t h a n  ue 
bargaïned f o r .  

BISHOP HCCLAReN 
Al1 1 want to k n w  is that you will 
see the Porrettas and you * 11 get 
this Paul Kyler business settled 
within t h e  week, Right, GREG. 

FR. GREG 
Done. 

The HOUSEREEPER enters t h e  living room. 

HOUSEKEEPER 
Dinner is  served. 

CU of BISEOP MCCLAFtEN and FR. GREG walking to dinner. 
Fr. GREG supports t h e  Bishop as he walks  along. 
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EXT. PAHEU'S OFFICE, CORRIDOR - DAY 

PMELA and JOE sit dom on roiie corfortable chairs. 

PAmIA 
1 w a s  just  over at  the  Seed hearing 
al1 about your adventures. 

JOE 
Yeah,  I've beea helping th- out 
with a little carpentry and sore 
plumbing of course. You k n w  
w a s h e r s  were my b u s i n e s s  for a long 
t h .  

PAWELZI 
H w  do you like uorking w i t h  the 
9UYS3 

JOE 
1 l i k e  them. Theyrre mainly guys 
t h a t  didn't get a chance. 

PAKmA 
D o  you ever w r k  w i t h  Paul when 
you r e  there? 

JOE 
N o .  B e  w r k s  with the wmen mainly. 
1 think they  like him because h e  
se- so young and innocent .  

PllPlELA 
N o t  a middle-aged knowing sou1 
like you, eh? 

JOE 
Two major d i f  ferences there, PAXELA. 

PAMELA and JOB share a smile. 
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EXT- PORRETTA HOHE - NI- 

A l o v e l y  suburban home vith mny trees. There is an 
ambiance of both o l d  and new wealth w i t h  a Porsche in t b e  
dr iveway - 

INT. PORRETTA KITCHEN - NIGBT 

JO- i s  preparing supper as she speaks to HICHAEL, who 
is standing i n  the kitchen having a glass of wine. 

JOANNE 
Fr. Greg O'Brien came by to see m e  
today . 

HICHAEL 
( s a r c a s t i c a l l y )  

What did the good Irish f a t h e r  
want? A donation for a theological 
scho larsh ip  1 suppose? 

JOANNE 
NO, MICEUEL, he  came to see h w  1 
am f e e l i n g  about my studies- 

HICHAEL 
YOU are so naive .  He* s here to  
blaze t h e  t ra i l  to 
S t  . Thomas Aquinas g lory and he 
needs money ta do that. 

JOANNE 
1 don't agree. Be's clever 
enough to know you are not 
thrilled a b o u t  my atudies. 

UICHAEL 
O f  course.  That's my point. B e  
wants to smooth my d i s l i k e  of 
tbings over.  

JOANNE 
HICBAEL, he canœ to see œ because 
he knows t h a t  1 had some doubts 
b e f o r e  1 said I ' d  go to  S t .  Tom's. 
Pamela  Bay made t h e  difference. 
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CONTINUED: 

HICBAEL 
JOAWne, Greg O'Brien case bere to 
solicit mney for the* f und-rais i n g  
carpaign. The B i s h o p  kaoni I canet 
stand t h i s  f erinist in f luence  on 
your thinking. 

JO- 
Uaybe 1 need something for myself ,  
MICBAEL. 1 have found something 
that8s real for m e  and you want to 
do is destroy it. 

XICHAEL p u r s  himself another glass of wine. 

HICHAEL 
T h i s  is a stupid c o n v e r s a t i o n .  1s 
s u p p e r  ready 7 

JO= 
F i v e  minutes,  HXCEIAEL. 

RICHAEL 
J u s t  tel l  me one t h i n g ,  O . K . ,  
JOANNE ? 

JO- 
What is it? 

UICHAEL 
1s your study of theology to help 
you understand our l i t t le  Mikey * s 
death - or to f ind another 
rationale to pull away from ie? 

JOANNE 
1 want to knaw m r e  about my faith, 
1 *m t r u s t i n g  i n  a loving God to 
bring me forward, XICBAEL. 

EXT. MUSTARD SEED CEURCH - NXGHT 

PAUt e n t e r s  the building.  Be s t o p s  to  t a l k  to THREE 
WOMEN by the door. 

(CONTINUED) 
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PAWL 
Bave you seen  Gerry lately? 

UOmN ONE ( W a r y )  
Be vas in the games roaa 
about ha l f  an hour ago. 

PAUL moves away. 

TEE WOMEN talk amongst themselves .  

W o H M  TWO 
I s n * t  t h a t  t h e  guy t h a t  put t h e  
blade to  Yvonne's throat? 

ONE WOMAN g œ s  off f r o m  the group. 

PAUL qoes to A MAN s i t t i n g  a lone  having a c o f f e e .  

PAUL 
Bave you s e e n  Gerry? 

PAUL begins to move very quickly as he goes through t h e  
bui ld ing .  

PETE sees PAUL and cornes to greet him. 

PETE 
Hi, PAUL. What's the rush? 

PAUL 
1 need to  t a l k  to Gerry. Uhere is 
h e ,  do you know? 

PETE 
Not for sure but come on in my 
office and 1'11 c a l 1  for hiin on t h e  
intercom. 

PAUL 
Thanks, PETE. 
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CONTINUED : 

PAUL s its down in Pete ' s o f f i c e  PAUL look3 very 
agitated.  

PETB 
( i n t o  intercom) 

GERRY HOPFMANN, please go to Pete ' 8  

office. GERRY HOFFMANN. 

PETE goes to the cof fee- iaker.  

PETE 
Here yoa go, PAüL. while rie w a i t  
for Gerry . 

PAUL nods h i s  head. 

PAUL 
Can you cal1 again? 

PETE 
Suse, PAUL. 

PETE 
( into intercom) 

GERRY HOFFMANN- 

A HAN enters Peteps o f f i c e .  

UAIU 
You just missed him, PETE. Be went 
home about f i v e  minutes ago. 

PETE l o o k s  a l ittle d i s g ~ n t i e d .  

PAUL 
PETE, Parnela Bay t o l d  œ that 1 have 
t o  s t o p  uorking here because o f  that  
little k n i f e  thing. 

PETE 
You scared that  woman, PAUL. 

PAUL 
1 didn't do anything to ha- her. 

(CONTINUED) 



P a m e l a  Bay 

CONTINUED : 

PETE 
1 don't think you trieô to hurt 
her - but she got scaxed. W e  need to 
qet t h i s  cleareà up and 1 'd like to 
help you . 

PAUL 
You can help by shutt ing up and 
gett inq Gerry on  t h e  phone n w  
Te11 him to CO- back here. 

PETE 
What i f  1 don8 t g e t  him tonight? 
Why donet w e  j u s t  sit and talk? 

PAUL 
Ites Gerry I want to  talk t a .  
There's something he knows that can 
help m e .  

PETE 
O . K . ,  PAUL. 1'11 txy h i s  number. 

PAUL 
Just stay cool, PETE. Give me t h e  
number and 1'11 d i a l .  

PETE shows him the card. 

PAUL dials Gerry's number. 

SPLIT SCREEN: PETE'S OFFICE and GERRYrS APARTMENT - NIGHT 

INTER CUT: PAUL and GERRY on phones. 

PAUL 
G e r r y ,  1 need to talk. Can you 
come over t o  the Seed? 

GERRY 
Yeah. O.K. Bud. See you smn. 
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EXT. STREET BESIDE HUSTARD SEED - #IGBT 
GERRY s t e p s  out of h i 8  car- TU0 BOOKERS cal1 out to 
him. 

EWKER ONE 
Bi honey. B e y ,  GERRY. 

HOOlœR 2130 
Hey, GERRY. 

GERRY 
Eau you doinq g i r l s ?  Why don't you 
corn in? Lots of coffee st i l l  on. 

HOOKER ONE 
C a n ' t  make a living sitting and 
dr ink ing ,  can 1 3  

The TWO BOOKERS laugh. 

GERRY walks i n t o  t h e  Seed. 

GERRY walks i n t o  P e t e ' s  o f f i c e .  

GERRY 
PAUL, what can 1 do for  OU? 

PAUL 
1 want you to t a l k  to Pamela Bay. 
S h e ' s  cut m e  o f f  from t h i s  place. 
You know the g i r l s  r e a l l y  l i k e  me. 
S h e ' s  qot no r i q h t .  

GERRY 
What happened? 

PAUL 
Pamela s a i d  1 have to  stay away from 
this place because 1 accidentally 
put a bread k n i f e  t h a t  was already 
i n  my hand near soamone's throat .  

GE- 
Bey, can  you back up a bit? Tell me 
t h e  whole thing,  O.K.? 

(CONTINUED) 
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CU: PAUL 

PAUL (V.0) 
I came in to do a B i b l e  study one 
day . 

DISSOLVE : 

PAUL and FIVE W-N are sitting at a table in a 
classroom at the Seed. They are sittinq biscussing a 
B i b l e  verse. 

PAUL puts a video ui the VCR. 

INSERT: 'JESUS CHRIST SUPERSTAR" scene where 
Mary Haqdalene is soothing Jesus in the cave with 
ointment. 

PAUL 
Be was qood to wmen l i k e  you. 

WOltAN ONE 
Yeah. N o w  he might be afraid of the 
p u b l i c i t y  . 

PAUL 
1 'm not af raid. 

WOnAN Tu0 
You're Young. 1 donnt  think you'd 
Say that if you were a real priest. 

PAüL 
Yes 1 w u l d !  1 w a n t  to be like him. 
Seek justice, help the poor, 
be fr iend  the  downtrodden, even 
people l i k e  you. 

WO)IAN THREE 
W e l l  thanks a lot. You should live a 
little before you k n w  what. I've 
screiied a f e w  priests in my 
profess ion .  They needed me as much 
as 1 needed their cash. 

(CONTINUED ) 
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PAUL 
Jesus needed Mary mgdalene. B e  
needed t h e  other Mary and nartha 
too. 1 think he knew what he was 
doing . 

WoMAN FOUR 
1 c m  here because 1 want to 
learn something. Let's s t a y  on 
topic . 

PAüL 
What U n d  of a  God needs woœn 
like you? 

UoHAN TEREE 
1 don't know of any G o d  who needs 
m e .  1 've known a f e w  priests who do 
like I said.  So screw you tw. 

The WOEZEN laugh. PAUL looks  a l ittle disgusted and 
angered; h e  walks over to W O H A N  THREE- Be has a dinner 
knife in his hand- Be grabs her and puts t h e  k n i f e  up 
against her throat. 

PAUL 
Don 't you ge t  what's qoinq on? 
weore trying to say you're 
worthwhile enough to God. Are you? 
Are you? 

WOMAN TBREE pulls away. She leaves the rom quickly. 

W O M A N  TWO 
1 think you scared ber with that 
knif e. 

PAUL 
1 didn't  mean to. 1 didn' t  even knov 
it was in my hand. I just was t r y i n g  
to make nry point. She's important to 
God. 

CU: PAOL 
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INT. PBTE'S OWICE - NIûfIT 

CU: PAUL 

PAUL 
1 just was trying to make a point- 
She t w k  it e n t i r e l y  the  wrong 
way . . . 

GER= 
She qot scarod, The Street is a 
v i o l e n t  place, PAUL. What wm can do 
is get her and you and Par together 
and try to straighten this out, 

PAUL 
Thankg , GERRY. 

GERRY 
Go back to St- Tom's- G e t  a good 
niqht's sleep and we'll q e t  on to 
t h 9  as soon as can œet P é a e l a .  

PAUL qets  up from h i s  cha ir .  Be leaves. 

PAUL 
See you soon. 

PETE and GERRY watch PAUL go. 

PETE 
GERRY, are  you sure you did the 
right thing? 

GERRY picks  up t h e  phone and dials. 

SPLIT SCREEN: BAY-FAULKNER EûHE and PETE'S OFFICE - NIGET 

INTER CUT: PMELA and GERRY 

PAXELA 
H i  Gerry. What's up? 

(CONTINUED) 
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GERRY 
1 just m e t  with Paul Kyler i n  
Pete ' s office . 

GERRï 
Be told Pete and 1 how upset he was 
about  your i n t e r p r e t a t i o n  of t h e  
incident u i t h  the knife and 1 said 
you 'd qet a m t i n q  t o g e t h e r .  

PAEIELA 
Thanks a lot Gerry . 1'11 talk to 
you soon. 

PMELA hanqs up. 

Go to single screen. 

PAMELA walks around the room a little. She f i n d s  Mark 
working at  his desk.  

INT. MARK'S STUDY - NIGBT 
PAMELA 

W, there is somethinq t h a t  1 am 
anxious  to settle. Can you give m e  a 
few minutes? 

KARK 
What's qoing on? 

PAWELA 
It's Kyler. 1 cannt get Greq to see 
t h e  importance of h i s  s i t u a t i o n .  1 
t h i n k  he's r e a l l y  coming unglued. 

HARK 
S e e  the Bishop. T e l l  him what you 
t h i n k .  

( CONTI NUED) 
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PlUlBLA 
X told Kyler he coulbn't go to the 
Seed, and he -nt there tonight 
trying to appeal ta Gerry and Petel 

lURlt 
Thatns insubordination. m a t ' s  goinq 
on with this guy? 

PAHEU 
a is  contained rage is comîng undone. 
1 wonder h w  mach longer before he 
POPS - 

ni4m 
But you' re the one who' s off 
balance? 

PA)(ELA 
O f  course,  you know that. 

ELARlt 
You're too smart for Greq O'Brien, 
but it 's his seminary. 

PmELA 
What do 1 do, XARK? 1 don't want 
this quy to h u r t  somebody. 

CIARK 
What about the psychological test 
stuff? When will that be done? 

PAMELA 
1 donnt honestly think that O'Brien 
w u l d  go so far as to slow it dom,  
but 1'11 cal1 Hike tomorrov- 

?lARK 
It could be dangerous, PM. Be 
caref ul. 

(CONTINUED) 
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CUIU. 
Good. Wow let's go f ind  nome 
security behind our d o o t .  

PAneLZI 
1'11 be vith you i n  about ha l f  an 
hour. 1 want to spend some quiet 
tiœ so 1 can let go of som of this 
stuf  f . 

WmK 
f ' 11 be waitinq . 

PAMELA throws HARK a kiss and she goes into a quiet 
room . 
PAMELA lights a candle and stands before an alter as she 
lights more candles .  She picks up a  Bible and flips 
through some pages before she settles on soiaething. 

PAMELA sits and reads quiet ly .  

INT. P W I A  AND W ' S  BEDROOH - NIGBT 
PAMELA is standing before HAM a s  he sits in bed. 

HARK smiles as she gets i n t o  bed and the l i g h t  goes out. 

INT . PAXELA AND HAM'S BEDROOn - DAY 
MARK and PLViIEm look relaxed as they sit up i n  bed. 

UmU 
Are you sure you want to go to 
school today? naybe youod l i k e  to 
play hooky with m? 

PASIELA 
1 need to go, MARK. 1 want to put 
closure on this s-~w. 

(CONTINUED) 
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PluJrKrA (COHT'D.) 
Mike is an ins ightful  fellav, If 
the  tests are done, 1 'rn sure 
theynll expose Paul for what he is. 

PmRK 
nhy don 't you cal1 H i k e  before you 
leave? ~ ' d  1-e to know that  you8re 
qoinq to  be 0-K. 

Long shot from t h e  road. 

EXT. PAMELA'S OFFICE - DAX 

GERRY sits waiting for PAMELA outs ide  her office as 
PANELA arrives. 

PlmELA 
Good morning, GERRY. 

GERRY 
PAMELA, 1 've got to talk to you 
before you meet w i t h  Kyler. 

PAHELA 
Come on in- 

PAMELA and GERRY walk i n t o  Pamela's office. The door 
closes. 

TNT. PAHELA'S OFFICE - DAY 

Pamela is taking her coat off. 

GERRY 
PME-, this could be more trouble 
than you th ink .  
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P- 
Wbat do you =an, GERRY? 

GERRY 
1 was charqed for federal t h e  after 
1 sold to a guy who committed 
suicide. You lmow t h a t ,  right? 

PAnELA 
Back at C l i n t o n  Pen. 

GERRY 
Yeah. Because he was a minor they 
hit me a lot hardes, 'made an 
example" of œ. Be looked older. 

PAneLA 
What are you trying to  tell m e ,  
GERRY? 

GERRY 
1 never t a l k e d  to you about it 
because, well, 1 thought that part 
of my life was over. It was 
Paul Ryler's brother, DAVID. 

PAXELA 
And Paul  is aware of who you 
are. Oh my God! 

GEFtRï 
That8s my hunch. 

PAMELA 
T h i s  really is dangerous. 

GERRY 
So he comes to St. Tom's because he 
wants to be a good boy or because 
he's got n o t h i n g  else to do? 1 
don ' t th ink  so . 

PAUL steps out from a closet behind Gerry. 

(CONTXNUED) 
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PAUL 
Not q u i t e -  Your psycho babble is 
p r e t t y  dain accu ra t e  but you 
shouldn't have spen t  so m c h  time 
o n  t h e  Street. 

GERRY and P- are shocked to see PAUL- 

PAUL moves closer to  them, walks around them, and weaves 
around the rmm, 

PAUL pulls the cord on  t h e  phone o u t  of t h e  socke t -  

PAUELA 
PAUL, what is it t h a t  you want? 

PAUL 
DR. BAY, i n  due time b u t  you do what 
1 want you t o  do now, 

P M L A  
O-K., PAUL. We'll do t h i n g s  your 
way. But what do you want? 

PAUL 
I w a n t  you t o  shut your mouth u n t i l  
1 tell you to talk. 1 don't want to 
have to Say t h e  same t h i n g  t w i c e  
again, So shut up nowl 

GERRY 
It's nre you're lookinq f o r ,  PAU,. 
L e t  Pam go. 

PAUL 
Xow s h a l l  1 make my point? Do you 
prefer t h i s ?  f said SBUT UP. 

PAUL draws a pistol  and points it direc t ly  a t  Gerry's 
head . 

GERRY 
B e y  man, what are you doing? 

(CONTINUED) 
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PAUL 
Just  making sure 1 have your 
a t tent ion ,  

P n n x A  
You've got it, PAITiI. 

PAUI, po int s  h i s  gun a t  PlUELA*s head and then back to 
GERRY . 

PAUL 
D o  some t a l k i n q  H o f f n n n l  T e l l  m e  
what you did to my brother.  

GER= 
What do you want to k n w ?  

PAUL 
Where d i d  you met Davîd? Eow did 
it a l 1  g o  dom? 

CU: GERRY 

GER= 
Look.  David came to m e  to buy h i s  
f i r s t  h i t  of downers. 1 thought he 
was o l d e r .  

EXT. SNOOKER AND BOWLING PALACE - RIGHT 
GERRY (late t h i r t i e s )  and DAVID (seventeen)  are dressed 
i n  summer c lo th ing .  

DAVID 
What's happening, Uan? 

G E R U  
Everything you cou ld  possibly want 
man. 
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DAVXD 
E e y  nan, can you help me out? 

GERRY 
1 can do it dude, You got the money, 
1 got the tipe. 

DAVID 
Sppooth sailing help- I*ve got a lot 
of thinking to do. 

GERRY 
Al1 riqht. Do you want the slam-bam- 
whanmy size or something a little 
more chic? 

INT. PAMELA'S OFFICE - DAY 
GERRY 

He always wanted the slam-bam and he 
always paid top dollar. No screwinq 
around with cash- Dave was a dream 
customer . 

PAUL 
Ee was only seventeen years old! 

GERRY 
B e y ,  calm down man. Back then, that 
was the way it was, eh? That was 
another time zone man. 

PAUL b e g i n s  swinging his gun back and forth as he 
speaks . 

PAUL 
Irve looked for the perfect way ta 
find justice for David. Pamela Bay 
led me to you. Paradox, riqht, P M ?  
May 1 cal1 you, P M ?  PaithlSin, 
Flesh/Spirit. Justice/Crime. 1 have 
come to do justice to see justice is 
t r u l y  done. 

( CONTINUED ) 
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PAUL p o i n t s  h i s  gun at PAMELA'S head. 

Let she wbo opened The Gate be ry 
witness. She is the Baptist . 1 ai 
the Christ. T h i s  son-of-a-bitch 
murdered iy brotherl 

PAMELA 
UEOA. Slow dovn, PAUL. 1 found out 
this m r n i n g .  Just as you heard it. 

PAUL is becoming h y s t e r i c a l .  

PAUL 
Donnt lie to  me again. You helped 
t h i s  b a s t a r d  g e t  out of p r i s o n 1  You  
r o r k e d  with him and helped him get 
i n t o  the Seedl You're i n  cahoots 
with himl 

PAneLA 
So you've known œ f o r  some t k .  

PAUL ( s n e e r i n q )  
Yes. 1 -nt ta  C l i n t o n  t o  f ind 
Hoffmann. When 1 heard  he was 
g e t t i n g  o u t ,  1 decided to w a i t  for 
t h e  r i g h t  tine for us to met. 

PAKELA 
What happened t o  David was terrible, 
PAUL. What happened i n  yoar family 
was terrible. But Gerry d i d n ' t  k i l l  
your brother. 

PAUL ( y e l l i n q  angriiy) 
What does t h a t  aean? My mother 
cries every  single day.  1 l i v e  
with c r a p  everyday of aay l i f e .  T e l l  
m e  again he didn't kill David. 

PAWELA 
It 's awful that David died. B u t  he  
made some cho ices ,  PAUL. 

(CONTINUED) 
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PAUL ( angril y ) 
David d i d n D t  n k e  any dec is ions .  B e  
vas on a u t o  p i lo t .  The old man made 
t h e  dec is ions .  Pr .  Greg's r i g h t  
about you - you wmen have no p lace  
here. You d o n D t  k n w  c r a p  from Adam. 

PAUL t h r u s t s  h i s  gun i n  PAi¶ELA'S face.  

PAmLA 
David did have a choice,  and s o  do 
you. Drop t h a t  gun and 1 w i l l  do a l 1  
1 can t o  find t h e  he lp  you need. 

PAUL (smil ing wickedly ) 
The tuo of you can ùe o f f e r e d  as 
s a c r i f i c e .  Tha tDs  the kind of he lp  
1 need. 

PAUL p u l l s  t h e  gun away from PAMELA and mves it between 
GERRY and PAHEïA. 

PAHELA makes a despe ra t e  attempt to g e t  through to PAUL. 

PAHELA 
What about ge t t i ng  Fr .  Greg8S 
opinion on t h i s ?  

PAUL points to t h e  phone wi th  his gun. 

PAUL 
Pick up t h e  phone. Plug it in .  Get 
Fr.  Greg down here right now i f  
t h a t  's what you want . 

PAMELA PICKS UP t h e  TELEPAONE, plugs it back i n .  She 
dials and speaks nervously i n t o  t h e  phone. 

PAMELA 
Greg, p lease  corne d o m  t o  piy office 
now . 
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SPLIT SCREEN: PAHEïA1s OFFICE and FR, GREGes SUITE - DAY 

INTER CUT: PIMELA and PR. GREG 

FR. GREG is wrking at h i s  computer but has picked up 
the  telephone. B e  l i s t e n s .  'Yes?' 

FR- GREG 
1s it crucial that w e  meet a t  this 
m œ n t ,  PAKELA? I1ve just begun my 
w r k i n q  day . 

PAMELA 
Paul K y l e r  is with m e  now. 

FR- GREG (patronizing tone) 
Paul U y l e r  isnbt a crisis situation 
twenty-four hours a day, Pamela- 

PUCELA 
G r e q ,  please c o œ  nov. P a u l  is here  
now. 

PR- GREG 
Al1 riqht. But 1 don't want to 
stay tw long. 

INT. CORRIDOR OUTSIDE F R .  GREG'S SUITE - DAY 

Fr. Greg l o o k s  at his watch. Be reenters his s u i t e .  

INT. FR. GREG'S SUITE - DAY 

FR. GREG f inds a tape and pops it i n t o  his VCR. Be 
presses t h e  RECORD button. On t h e  T.V. screen, there is a 
n o t e  to himself:  RECORD GERALOO TODAY. 
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INT. PAMELA M Y ' S  OFFICE - DAY 

PAUL is standing, gun i n  hand, behind the door, excited 
and sweating. 

PAUL 
O This w i l l  be goad. P r .  Greg 
w i l l  h e u  my story for h i a s e l f .  

IHT. CORRIDOR NEAR P m ' s  OFFICE - DAX 
ER. GREG stops and l i s t e n s  to a student who is speaking 
to him. Ue cannot hear w h a t  i s  being said. 

EXT- ST- TEOHAS AQUINAS C W E L  DAY 

Fr. G r e q  peeks i n  t h e  d w r  to  the chape1 for a few 
seconds. Hass is k i n g  celebrated.  Fr .  Sam is  seen  
behind the al tar  as he  consecrates the bread, l i g h t  
streaming around bim, 

TNT. CORRIDOR OUTSIDE PAMELA'S OFFICE - DAY 
FR. GREG KNOCKS on PAMELA'S DOOR. 

FR, GREG walks in. PAUL, GERRY, and PAnELA are seated 
around a table .  FR.  GREG j o i n s  t h e m .  

FR. GREG 
Obviously w e  need to settle what's 
happening w i t h  you at t h e  Seed, 
PAUL. 

PAUL 
Yes. And somethinq else important 
tw. 

PR. GREG 
ltOs your t h e ,  PAUL. 

CU: PAUL points  the gun at FR. GREG. 
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Cu: GREG l o o k s  durbfounded. 

PAüL 
P a m l a  is concerned that 1 u g h t  act 
v i o l e n t l y ,  but X jos t  vant you to 
listen to œ and see that 1 handle 
ayself w e l l .  

FR. GREG 
1 vi i l .  W e  al1 w i l l  l i s t e n  but q e t  
rid of t h e  gun, PAüL- You donet need 
it with me. 

PAUL 
NO1 1 d o n ' t  trust tn, of the three 
people i n  this room-  1 -de it my 
b u s i n e s s  to find out about Pamela 
and Gerry before 1 came here. 

PR. GREG 
PAUL, p l e a s e .  The gun. 

PAUL yells and points t h e  gun at GERRY. 

PAUL 
H e  murdered David. 

FR. GREG 
1 don't follow you,  PAUL. Your 
brother David coiasritted su ic ide .  Uas 
some of your 'business' buying 
drugs, PAUL, and us ing  those drugs 
l i k e  your brother?  

PAUL 
What about i t ?  The truth these  
drugs helped me  see t h i n g s  c l e a r l y .  

FR. GREG 
mat happened s i n c e  you and 1 n e t  
earlier , PAUL? 

(CONTINUED) 



Pamela Bay 

CONTINUED : 

PAUL 
1 shoueà up early for my 
appointient, So here rie are, 
Justice tiie for ie and for David. 

FR. GREG reaches out for Paul's gun. PAUL mves toward 
him. 

PAUL 
YOP donet understand either. 

PAUL barrel-whips FR. GREG on the head, knocking him 
down and out. 

GERRY 
What do you want of m e ,  PAUL? 
Kil l ing  m e  seems too easy. 

PAüL 
SHUT UP. 1 want justice for my 
family.  You killed my fami ly  when 
you murdered David. 

GERRY 
Your brother was a kid from a r i ch  
family. And he  nsed to buy. 1 had 
no  reason to smack him - he was 
paying my b i l l s ;  he was a qood 
customer . 

PAUL 
But you murdered him, you dope- 
dealing bastard. 

PAKELA 
Think PAUL - GERRY was a dealer who 
was making mney .  He wuld have 
preferred David to be a l i v e  so he 
could have kept on making mney. 

PAUL thrusts h i s  face close ont0 PAMELA'S. 

(CONTINUED) 
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PAUL 
You stupid -1 You txuly  believe 
that? Because of E o f  f mnn supplying 
David, he vas able to werdose. 

PACIELA 
What's stupid about believinq a 
dealer wants to make mney? 

PAüL 
Can't you see anything? It's s tup id  
to bel ieve  h e  d i d n ' t  murder David. 

PAUELA 
GERRY confessed to  dealinq but,  
PAUL, dealing is n o t  murder. 

PAüL 
You * d  Say my parents  iurdered David 
then? They- -. no - my Dad was the 
one vho pushed and pushed h h .  So it 
was him riqht? 

P M L A  
naybe too many people pushed him, 
PAUL? 

PAUL 
How does a guy l i k e  David seek help? 
Be's supposed to be so 'on topa of 
everything . 

PAnELA 
That was probably the greatest 
problem i n  David 's l i f e  - f e e l i n q  
that he had to be on top .  Nobody 
gave him permission to be hiniself.  

PAüL 
The drug man d i d  - Satan's l itt le 
helper, m. EOFFWANN d i d .  That8s 
what k i l l e d  my brother .  

( CONTINUED ) 
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GERRY 
1 sold to David; 1 didn't mrder 
h i r .  1 am t ~ l y  sorry about vhat 
happened to your fariiy. What can I 
do to make it up to you? 

PAUL 
Yeah, right, ny mther cries every 
niqht because she has lost her son. 
Hy old man, that  bastard, tried to 
qive me everything that vas DavidPs. 
He wanted me to war my dead 
brother ' s shirt at Christmas. 

GERRY 
PAUL, 1 didn't do anythinq to hurt 
you on purpose. 1 did what I was 
into at the t h e  - he lost and you 
lost. And 1 w u l d n 8 t  do  that today. 

PAUL points h i s  qun at GERRY. 

PAUL 
ny family lost everythinq because of 
you. I*ve b e n  thinking for aiany 
years h o w  1 can make things right 
for David and my family. 

PAXELA 
Hou can you make things right, 
PAUL? By killing me? By killinq, 
GERRY? What after t h a t ?  

PAUL 
1 have learned to love justice and 
to do it. It is time to do justice 
for David. 1 need a sacrifice. It is 
time the slate was cleaneà for my 
f amily . 

PZMELA 
PAUL, for the love of David, seek 
justice but donmt do this. Please 
let us help you. 

(CONTINUED) 
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PAUL f o r c e s  PMELA onto the floor at gunpoint and holds 
her doni with h i s  foot- 

PAUL points a gun a t  GERRY. 

GERRY tries to scuffle wi th  PAUL. 

PAUL shoo t s  GERRY i n  the hea r t .  GBRRY f a l b  to the 
f loor . 
PAUL shoots PAIIELA. 

PAUL sobs  as he draqs t h e i r  bodies i n t o  the form of a 
cross, B e  kneels and raises h i s  eyes. 

PAUL 
It  is done, David. 

EXT. ST. T E W  AQUINAS SWINARY - DAY 

It  is r a i n i n g  softly, a du11 day. The trees are barren.  
There  are many people e n t e r i n g  t h e  seminary. 

INT. ST. THOHAS AQUINAS SEMINARY C W E L  - DAY 

The chapel is filled with PEOPLE. 

T h e r e  are QUITE A F E W  YOUNG MEN who are s t a n d i n g  as they  
sinq. 

I n  the f r o n t  pew MARK is seated w i t h  SALLY. 

SR. RITA, is taking a paper to  the l e c t e r n ,  

FR. GREG has a l a r g e  bandage on his head. Be l eads  t h e  
PROCESSION i n t o  t h e  chapel t o  t h e  a l t a r .  B e  bows and 
turns to t h e  CONGREGATION, breaking down somewhat. 

FR. GREG 
Today w e  have a very  d i f  f i c u l t  
goodbye. D r .  Paniela Bay's life was  
tw short from o u r  human 
perspec t ive .  

( CONTINUED ) 
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FR. GREG (CON!i"D.) 
W e  take little consolation f r a  our 
faith wben we are i n  pain, but today 
we will try to help each other so 
t h a t ,  indeed, we may k n w  t h a t  
panela is a t  home v i t h  Gad. 

FR. GREG moves forvard a f e w  steps to stand betreen t h e  
front  pews, where MARK and SALLY are seated on the left 
s ide. 

SR. RITA is s e a t e d  b e s i d e  SXLLY. 

FR. GREG 
Please stand as ue greet Pamela 
one last  t i m e .  

The CONGREGATION s tands .  Processing from the back of t h e  
chapel,  TERZE MEN and TEREE WOMEN carry P a œ l a ' s  co f f in  
toward the front  of the  church. 

T h e  SMALL FOLK CBOIR, being led by RON SMITH, leads the 
CONGREGATION s i n g i n g  'ONLY I N  GOD." 

CONGREGATION 
Only i n  Goà w i l l  my sou1 be at rest 
Trom God comes my h o p ,  my salvation. 
God Alone is my rock of safety, My 
Strength, My Glory, Hy God. 

PamelaVs coffin comes i n t o  closer v i e w  as FR. GREG greets 
the PALLBEARERS . 
RON SMITH and the CHOIR are seen before FR. GREG begins 
to speak, 

MARK and S R .  RITA drop tears as the coffin is set dom. 

FR. GREG 
Gad, our Father, be v i t h  u s  i n  our 
grief as ue say qoodbye to your 
f a i t h f u l  servant, Paœla. 

(CONTINUED) 
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nARK is crying as PR. GREG speaks. He pulls SALLY close 
to him. 

Panning around the chape1 there are STNmD GLASS 
WINDons depicting VARIOUS ïHAGES - IMAGES OF JESUS wITE 
THE W û M N  AT TEE WELL, ST, TH- AQUIWAS AT BIS DESK, 
JESUS W I T H  A CBILD, STüDENTS WXTB BOOKS IR BAWDS, AND 
CANDLES . 
PEOPLE are seen crying throughout t h e  CONGREGATION. 

FR. GREG sits doni. 

JOANNE PORRETTA walks to the lectern. 

JOANNE 
1 loved Paœla B a y ,  She was my 
teacher and my friend. Toàay 1 would 
like to share something of iy sense  
of PamelaDs l ife through t h e  
immortal vords of T.S. ELIOT. 

JOANNE ( V . O . )  
'we s h a l l  not  cease f r o m  exp lora t ion  

And the end of a l 1  our exp lor inq  
W i l l  be to a r r i v e  where w e  started.' 

ROW SMITH looks at JO- very intently as she is reading. 

HICHAEL PORRETTA is  s i t t i n g  i n  a pew a f e w  rows  back 
from t h e  f ront ,  l ook ing  i n d i f f e r e n t  as h i s  w i f e  speaks. 

BISAOP HCCLAREN CO- i n t o  view. 

JOANNE ( V . 0 )  
'And t h e  fire and the rose are one, ' 

BISHOP nCCLAREN takes t h e  p u l p i t .  

BISBOP HCCfiAREN 
Pamela Bay is l oved  by a l l  of u s .  
She had many gifts t h a t  she shared 

(CONTINUED ) 
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CONTINUED: 
BXSHOP UCCLAREN (COUT'D-) 

f r e e l y .  Paaela wrked tirelessly 
w i t h  t h e  P r  for n n y  years.  

RON SMITH is focused on the c r u c i f i x  as the BISBOP 
reads . 
RON sees PALIELA'S I M G E  on t h e  cruc i f  ïx. 

JOE SmLLEY laoks very sad as he sits and listens to t h e  
B i s  hop. 

BISHOP UCCLAREN ( V . O . )  
But you are not i n  the flesh, you 
are i n  t h e  S p i r i t ,  i f  i n  fact t h e  
S p i r i t  of God dvells i n  you. Anyone 
who d e s  not have t h e  S p i r i t  of 
Christ  does not belonq to him. But 
i f  Christ is i n  you, although your 
bodies are dead because of sin, your 
s p i r i t s  are a l i v e  because o f  
riqhteousness.  

BISHOP HCCLAREN sits down. 

FR. GREG stands up to preach at the lectern. 

FR. GREG 
Pamela Bay loved St. Tom's very, 
very deeply. She came here to serve 
G o à  w i t h  an open heart .  

MARK is staring i n t o  space as FR. GREG speaks. 

nARK pulls SALLY a little closer to him. 

W ' S  POV: 

EXT. BEAUTfFUL SANDY BEACH ON THE LAKE - DAX 

PAMELA, SALLY, and MARK playing on the  beach. 
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INT. ST- TBOlUS AQUINAS SEHINARY -EL - DAY 

CU: wyping h i s  eye with a tear i n  it. 

FR* GRBG ( V - O - )  
P a œ l a  lived her faith lovingly.  
She died trying to help a very 
troubled young man and a CO-wrker. 

FACES of JOANNE PORRETTA and RON SHITH punctuate the 
CONGREGATION as CAMERA pans around the chapel. 

ANOTEIER ANGLE: 

RON bows h i s  head i n  tears and then  raises b i s  head and 
stares blankly a t  the crucifix. 

WARK and SALLY are holding each other c l o s e l y .  

FR. GREG moves from the l e c t ern  to  t h e  altar. Be begins 
to prepare for Conununion. 

RON SMITH stands up to lead t h e  CHOIR SINGING 'GIFT OF 
FINEST WHEAT-" 

JOANNE l i s t e n s  i n  a reverie .  

JO- sees a n  image o f  PAMELA ta lk ing  w i t h  a FEU 
STUDENTS o u t s i d e  the colleqe. 

FR. GREG is seen running i n  the distance.  

CONGREGATION (V O. ) 
You s a t i s f y  t h e  hungry heart with 
g i f t  of finest wheat; Corn give to 
us,  O saving Lord, The bread o f  l i f e  
to eat. 

There are OLDER NUNS who are v i s i b l e  i n  the  congregation 
as they proceed toward Communion, PAMELA turns and looks 
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sadly over h e r  shoulder as s h e  disappears into bright 
l i g h t  . 
CU: JOANHE is sad. A tear falls. 

With a POLICE ESCORT l e a d i n g  t h e  DUNERAL PROCESSIOiü, t h e  
HEARSE pulls away w i t b  nANY CARS f o ï l w i n q .  

EXT. FUNERAL PROCESSION - DAY 
Wany c a r s  follov one anotber. Life is seen on the 
Street as t h e  p r o c e s s i o n  v e s  tward the ceœtery. T h e r e  
are houses w i t h  joyous C h r i s t m a s  d e c o r a t i o n s .  A star on 
a roof is s e e n  with its l i g h t  on. It s t a n d s  o u t  because 
there s t i l l  is d a y l i g h t .  

EXT . P M L A  ' S GRAVE SITE - DAY 

BISHOP MCCLAREN is s t a n d i n g  a t  t h e  head of Pamela's 
grave.  H e  extends h i s  hands for a blessing. 

Pamela's casket is beinq l o v e r e d  as h e  speaks. 

BISEOP HCCLARBN 
Lord, take your f a i t h f u l  servant to 
live vith you i n  f u l f i l m e n t .  

BISEOP MCCLAREN makes the s i g n  of t h e  cross. R e  steps 
as ide. 

SR. RITA helps an older nun, who is dressed i n  h e r  habit, 
to move to the head of Pamela ' s  g rave .  They are 
accompanied by a young woiaan who is c a r r y i n g  a b a s k e t  of 
red roses. 

SR. RITA 
Gsacious  and loving God, who is 
mother and father t o  all, ue commend 
o u r  sister, Pamela t o  you. 

(CONTINUED) 
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XARK and S W Y  s t e p  forvard to thrw the  first roses i n  
Pamela 's grave. 

The young -man with t h e  roses begins to pas8 them o u t  to 
people who mve forvard to thrw one i n  the grave. 

Many people continue to t h r w  roses i n  the grave. 

The hearse leads t h e  way as many people dr ive  out  of t h e  
cemetery. There is  n o  syanietry a s  there was when the  
procession left t h e  ses inary-  

INT. BAY-FAULKNER LIVING ROOn - MGET 

ElARR steps i n t o  t h e  l i v i n g  r o o m  and purs himsel f  a 
drink from the cabinet .  H e  sits d m  i n  a comfy c h a i r ,  
picks up an o l d  fashioned g l a s s  to s i p  on a drink. Be is 
sittinq s ipping when h e  s l i p s  i n t o  a fantasy .  

CAMERA d i s s o l v e s  through h i s  drink- 

INT. BAY-FAULKNER LIVING ROOX - NIGHT 
PAMELA is  beautiful  i n  a red dresse She w a l k s  up to the 
c h a i r  where nark sits watching her. 

PAMELA puts Bette Uidler's: "DO YOU W A N N A  DANCE?" on the  
d i sc  player. 

Mark stands up and begins to dance sensuously  with her. 
They are c l e a r l y  enjoyinq one another's Company as they 
dance. HARL(. is shaken f r o m  h i s  f antasy as he hears . 

SALLY (V.O.) 
nolnmy 1 

H A M  g e t s  up from t h e  comfy c h a i r  and is going ta Sally's 
bedroom. 
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INT. SALLY'S BEDROOn - NIûET 
MARX e n t e r s .  

S A U Y  
Daddy! The mnster c m .  The 
m n s t e s  wants to take œ, 

wmx 
No, PüXPEIN. N o  m n s t e r  is going 
to take you. 

S A U Y  
Don't go, DADDY. The monster t o o k  
nommy . 

MARK 
1 'm not going anywhere, POWPKIN. 

MARK settles SALLY. 

SALLY f a l i s  a s l e e p .  

MARK beqins  to cry as he pulls SALLY close to him. 

INT. ST. THOMAS AQUINAS SEHINARY CHAPEL - NIGHT 
RON is kneelinq in t h e  chapel while he prays by 
candle l i g h t ,  

CU?: AWAY: 

S o m e  visuals of PAÇIELA i n  class c o œ  up i n  h i s  
imagination. 

FR. GREG e n t e r s  the chapel quie t ly ,  He sits doni beside  
RON . 

RON 
I'm confused. This has been awful. 
What's going to happen? 

(CONTINUED) 
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FR. GREG 
Things w i l l  be back to normal soon,  
RON - 

RON stays in t h e  chape1 a s  FR. GREG ieaves. 

EXT- DIOCESAN OFFICE - DAY 

INT . BISEOP UCCUREN' S OFFICE - DAY 

FR. GREG i s  s i t t i n g  across from BISEOP UCCLAREN as he 
reclines i n  h i s  c h a i r .  

FR. GREG 
Thank God it's over. 

BISHOP UCCLAREN 
Yes, thank God. 

FR. GREG 
She should have knawn Gerry Hoffmann 
w u l d  b l o w  up i n  her face one day. 

BISEOP UCCLAREN 
Yes, a man might have had t h e  sense 
to  see it coming. She's qone to her 
reward and ve'll be f ar more careful 
about l a y  s t a f f  i n  fu ture .  

FR. GREG 
1 j u s t  hope t h e r e  is no scanda1 
around her and t h i s  man. 

BISEOP UCCLAREN 
1 think her aarriage vas s o l i d .  B e r  
husband u i l l  p r o t e c t  ber q o d  n a n e ,  
and we w i l l  tm, G r e g .  

FR. GREG 
She was n a i v e .  Too naive  for 
priesthoad , surely . 

( CONTINUED ) 
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BISEIOP MCCLAREN 
Yes, well, it is unfortunate. What 
about young Kyler? 

PR. GREG 
He '8  in psychiatrie assessrent. 
Critical Care. Undoubtedly be'll 
have a long stay. 

BISBOP HCCUFtEN 
Good. Be'll get the help he needs. 
What about the psychological 
assessrent  t h a t  nike was working on? 

FR. GREG 
1 asked him ta close the file. 
Paul Kyler will never be a candidate 
now, anyway; so t h e r e 8  s no point i n  
H i k e  continuing his work. 

BISBOP XCCLAREN 
I t ' s  unfortunate that we can't 
pred ic t  human behaviour with grea ter  
accuracy . 

FR. GREG 
Ah, but thatOs not our work. Only 
God can know what is i n  a person8s  
heart . 

CREDITS 

FADE OUT 
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Chapter 1 

The Need for the Arts 
inTheo1oaicai Education 



Chapter One 

This *ter explores the importance of the arts in theological education 

because the arts offer enormous potential for engaging in theological refiection. 

Chapter one sumarizes and comments on some recent approaches that have 

been articulated regarding the potenüal of the arts in theological education. My 

commentaq on these approaches was written with a view to setting the stage for 

the larger picture in whïch my project/ thesis belongs. 

When we reflect theologidy on our experience of a work of art, we have 

the opportunity to deepen out relationship with God. In this ever present 

invitation to deepening the potential for both personal and professional growth' 

we CM become more appreciative of God as well as more appreaative of Cod's 

love for us. Peter S. Hawkins writes of possibilities for the arts in theologicai 

educa tion: 

This is to say that what the arts may offer theological 
education is what they have always offered Christian 
culture: a way of t e h g  the canon's truth, an 
apocrypha of the imagination that at once show that 
health of the received tradition and demonstrates its 
need to nnder a new account of everything old. As 
apoaypha, its authority will always be a matter of 
debate and its legitimaq a bone of contention. But 
dong with such uncertainty of status cornes a freedorn 
to question. a iicense to explore and discover, an 
openness to change, a sense of the danger of the entire 
enterprise. The "third testament" of the arts pnsents 
us not with a rivai gospel, but with an opportunity for 
Word to be made flesh again and again; not with an 
invasion of a closed canon, but with the chance to keep 
the canon alive and fecund, continudy open to 
interpetive revision and continuaUy facing the 



challenge to discover a new ver~cu l iv  - the language 
of its tirne.1 

In relation to theological education, art an have a pmphetic, critical, 

and/or a pastoral responsiility as it m a .  the Word 'flesh again and again'. Art 

can offer its critique both implicitly and explicitly as it sürs the imagination. For 

example, a probing Picasso or the exquisite sound of Mozart can help us enter 

into the transcendent reaim. If one sees the arts as ofkring numcrous ways to 

interpret and express the divine mystery, that can never be fully disdosed (in] a 

rich diversity of ways, in fact, that cali upon more dimensions of our humanity 

than theological education has so far d e d  into play, [then one can be richer by 

far.12 

How does art remai. faithful to its role to tender visible that which is 

essentially invisible and/or how does art move us ta trust the breaking forth of 

something new in our midst? Let us begin by tnisting that art can point to those 

moments and places in our lives where the experience of finitude and the 

transcendent dimension are felt and expressed within culture itsei.f.3 In religious 

traditions, the symbols and sacraments are representative of our beliefs which 

are both timeless and transcendent. In culture, we recognize the same 

phenornenon as artists attempt to take us out of the mundane experience of 

everyday life and point the way to something new that needs to be recbgnized. 

"In this way, the theological function of art is that of bringing the viewer a 

1 Peter S. Hawkins, W a t  is Truth?": The Question of Art and Theological Education. 
Thedonical Education, Autumn 1994 Vdume X . ,  Numkr 1, p. 111. Bdd i s  irtserted by 
this author. 

2 Ibid. p. 112. 
3 Michael Bird, "Film as Hierophany", Relipion in Film.,Ed. John R May and Miduel Bud, 

( Knoxville: The University of Tennessee Press ), 1982, p. 4. 



picture of culture's own stnving for the infinite".4 Take, for example, nkn as an 

expression of art. The thinking that has been calleci into consciousness by the 

effect of a film sudi as Star Wurs 5 has been phenomenal. The film has taken a 

very old myth of good winning over evil, which is nothing new, but Star Wars 

has cast the myth in a new light which helped many people recognize the need 

for their own journey to discover the 'force' as worthwhile. The 'force' has been 

interpreted in many different ways, one of which is the transcendent force of 

God. With the potential and ability. as well as the desire to transcend owselves 

in culture and religion, the= is plenty of room for theologid reflection to 

expand its ability to enter into dialogue with the arts. How, then, can theological 

reflection become more inclusive of the arts? 

Nicholas Wolterstd states that three things ought to occur relative to the 

arts in theological education. He thinks of the fundamental reaiity of the arts as 

consisting not in discriminable works of art, but rather in three interlocking, 

longenduring, much-contested practices of art ... producing. performing, and 

appropriating work of art 

Secular art education tutors us in looking at van Gogh 
as representing a shuuring and influential episode in 
the history of styiistics. What is totally missed - the 
point cornes through vividly in Vincent's letters to his 
brother Theo - is the sacramental sensibility which lies 
behind van Gogh's paintings. Secular art education 
progruns will not school viewers on how to look at 
van Gogh's paintings so as to discem this dimension; 
whae else is such tutorhg to occur, at a sophisticated 
level. but in Christian wiieges and theological schools? 
The- is a "calling" hem, waiting to be acknowledged ... 
in theological education to stand back and d e c t  on 
the thm practices of m a t i n s  performint and 

-- - 

4 W., p. 4. 
5 Star Wars, dir George Lucas, with Mark Hamill, Hamsbn Ford, and Came Fisher, 1977. 



appropnating religiously and thcologîdy signifiunt 
worlrs of ut, One w d d  want here both to understand 
where these practices have been historidy and what 
they s h d d  be fa us.6 

Wolterstorff calls for a much more highly integrated mode1 of learnuig 

than what one normally encounters in a faculty of theology. He calls for an 

appreaation of the arts. He calls us also to appreciate the depth dimemion of 

the 'sacramental' quality of famous artists' approach. What was happening to 

van Gogh? What shifted in his life as he left seminary to paint? What does van 

Gogh's experience of church teadi us? How does van Gogh's work reflect the 

love of God? There is much material which is very rich as one unpacks it in 

theological refldon. 

Learning in a more integrated fashion helps the student ta awaken to the 

crux of theological awareness which is the inherent worth of every creation in 

the universe. The undervalued role of the arts is a direct reflection of the 

undervalued sense of much of aeation. Frank Burch Brown presents an 

eloquent critique of the undervalued role of the arts in theological education: 

Christian thidcers have commonly associateci the arts 
wïth religious foreplay or afterglow; they have r d y  
viewed what is artistic as dimactic or focal. ... Theology 
has a long history of becoming alarmed by art - by the 
fact that artistry typically appeals to the senses, veils as 
it reveals, plays with what it displays, aaftily sutprises 
and delights us. ... Thcological marginaiiution of the 
arts has not b e n  unintentional. For much of 
Christian history, educators and theologians have 
expressed a deep suspicion of the utri pdsely because 
of art's co~ection with the senses and emotions. 
... The way that art acts inside and outside chutch can 

6 Nicholas Woltentorff, 7hm Functions of Arts in Theologicd Educition-" Thcoloncal 
Ed ucation, Autumn 1994 Volume XXXI, Numkr 1, pp. 97 & 98. Bald is mine. 



indeed serve to distract from reflection, to smother 
reason, to bathe one in sheer sentiment. Art is no 
substitute for anaîytical, rationai discemment. But 
(nnstianity was not foudeci on the idea that 
rationality s h d d  have the only or final word - Cod 
being desa5'bed as transcending human reason.7 

Burch Brown sees the need for a change in theological education that 

respects not only the need for  interdisàpîinary acthity in the academic world but 

an appreciation of life and a religious expression that is more wholistic. To 

support Burch Brown's appmach, it should be noted that w e  are in a period of 

history where our rhetoric about wholistic approaches is strong. We have yet to 

integrate this wholistic approaài to our learning. The r o m  for art in theological 

education is thus a space for both appreciative discemment and critique, 

induding the disaplined study of cornpethg artistic traditions both in practice 

and in theory.8 Considering the place and power of the arts in theological 

education, as diverse as they may be, B d  Brown says they may be grounded in 

the following four principles: 

The artistic capaaty to move and rnobilize. The 
endeavour to truly understand God is wedded to 
love and the practice of love. And the native 
language of love has always been preeminently 
artistic and aesthetic, moving the self and will to 
envision that which is to be desireci, to discem how 
to reach toward it, and to want to reach and to be 
reached. 

2. There is the artistic capaaty to imagine possibilities 
not dearly conceived in Society at large. Regardless 
of whether such religious imagining dwindles 

7 Frank Burch Brown* 'Characteristics of Art and the Character of Theological Education." 
Theolodol Education, Autumn 1994 Volume XXXI, Number 1, pp. 6 & 7. Bold is mine. 



under the present s d  and economic hardships, it 
plainly has thrived by means of &tic cuîture 
within a larger, often hostile, dtural context. 

3. There is also the artistic capaaty to enliven one's 
often maesthetised sense of the particular, of that 
which resists easy dogmatism and totalking 
generalization, bringing such particular awareness 
to bear precisely on unseen dimensions of ideas and 
doctrines. 

4. Finally, there is the artistic capacity to eiiat and 
elucidate a sense of realities that either rupture or 
transcend ordinary sense. At times these 
perceptions are negative in nature, as one knows 
from the best holocaust literature. Indeed, theology 
cannot be truly educational in understandings of 
God without confronting terrors in a marner 
available to artis tic expression.9 

Burch Brown, in essence, calls for a more complete way of appreciating not 

only the arts, but Me itself. One's consciousness can be heightened as a result of 

participating in that which helps us to transcend our ordinary sense. 

Theologically, one can recall Jesus speaking of our need for our second birth. 

Our second birth is an awakening to our whole king. Ratha than succuxnhg 

to the temptation of reductionism, or remaining within Our heads, andlor acting 

duldishly because of emotions that can drive us, we are c d e d  to live from a 

groundedness that is inclusive of aU of our being. In short, Burch Brown invites 

us to take the opportunity to bridge what, at heart, is not a chasm. Art does help 

us bridge our worlds because art can never be separated from experience. 

The biggest challenge in theological education t d a y  is 

approach that has been more associateci with the head to one 

to move from an 

which includes the 

9 Ibid., p. 9. Bold is mine. 



heart. An integrative appmach in learning that honours the formation of a 

person in ministcy as well as the information that he/she takes in is criticai for 

the development of ministers. The greatest bridge-buildin~ in other words, is an 

intemal process where one t d y  integrates what he/she knows at both the level 

of head and of heart. The dynamic of personal integration helps one ta interact 

with other people and disciplines with greater depth. Burch Brown does not 

develop the ideal of each person's artistry as much as he expresses the need for 

appreciation of the arts as a valid beginning for developing a greater depth in the 

house of theological education. Art is pertinent not only to the adornment but 

also to the structure of virtuaUy every roam and so to the study of every area. in 

addition, art rnerits separate attention - a room of its own within the larger 

In my own work with theological students, I have worked with d i f f e ~ g  

artistic rnediums such as novels, paintings, music, and feature film. Very briefly, 

I can Say that students, when able to make connections to the joys, pains, and 

mysteries of Me, are able to more fully appreciate the rational discursive material 

that 1 ask them to take in. They are invited to buiid their own bridges as they 

reflect upon the worlds that have been built by artists. 

Let us tum to one final theoretical approach to the arts within theological 

education. Gordon D. Kaufman takes a more radical stance than Burch Brown. 

Kaufman is eager for a radical shift in our appropriation of the arts within 

theological education. H e  Wntes: 

Our tendency in theologid eduution has been to 
think of the arts as proviàing us with illustrations of 
certain historical p6hts we zÜe making, or with source 
material for historical knowledge or knowledge of the 

'OW., p. 11. 



contemporary world. We have seldom, as far as 1 fan 

see, thought of them as presenting us with a quite 
different paradigrn of education, one that might be of 
considerable help to us. ... Instead of drawing on 
iiterature, painting, and music, [ and film] largely for 
illustrations to enhance our historicai and theologicai 
teaching, what ut would seek to leam fmm the history 
and pnctice of these and Other arts wodd be the ways 
in which traditions c m  be appropriated for the purpose 
of acting creatively in the w o r l d ~ ~  

What is his sense of acting aeatively in the world? What is the 

responsibility of theological education if we t a k  Kaufman seriously? He 

elaborates: 

Christian theological education ... wodd be conceived 
as not simply a matter of transmitting bodies of 
knowledge to students but rather as prepuing thcm to 
help tiansfonn our world - seuching out new 
insights, seeking to develop new sensitivities, working 
out new pnctices, new ways of thinkins We would 
seek to appropriate Scripture and tradition, not simply 
to know something we did not know before, but for the 
redemptive purpose of creating the new, enabling a 
new praxis. Theology and ethio, in this mode, would 
be understood as the irnaginative/reflective dimension 
of our (Christian) praxis, with which we are working 
toward the aeation of a new world, and secalleci 
practical theology wodd take up some of the r d  
problems in today's public world and attempt to 
address them. ... When conceived on this model, 
theologid education wodd be understood as 
induaion into certain particuiar (artistic) practices, 
rather than as the passing on of various sorts of 
his torical and theoretical knowledge, though historical 
and theoretid study would, of course, also be 
indispensable. ...  ause se the arts wodd actuaily 
provide the central model for this change of 
perspective, the diffidties in 'integrating' them 

'1 Kauhnan, Gordon D. Thedogy, Thc Arts, and Theological Eduatiom" 
Autumn 1994 Volume XXM, Number 1, p. 18. Bdd i s  mine. 
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theological education might then dissolve away.12 

Unfommately, in too many schools of theology, we are suppressed and 

restricted to thinking that we can do no more than pass on the sacred bodies of 

knowledge of yesteryear through traditiond means of education. Imagine if 

theology could embrace all of life through more comprehensive education in the 

arts in much more dynamic ways? Wauld not the church corne alive with a 

entirely new sense of vocation? The appreciation of all of the gifts of the chuch 

would be manifesteci in ways that wodd be much more deeply eflecting of the 

Gospel as we learn more aeatively and more artist idy to cali forth ali the gifts 

of the people. It is not only art, in the shictest sense, that is king spoken of here. 

Nor is it only those who would appredate art It is recognizing the potential that 

arfs appreaation of reaiity that can bring so much more to the creation of new 

realities in all sectors of life. Art m h r s  Me, and the more deeply we engage Me, 

the more deeply we are able to enter into the experience of the people that we are 

called upon to serve. 

Another approach to Kaufman's position is supported by Wilson Yates. 

Ya tes describes the foilowing tasks for theological education: 

1) The first task is to engage and tespond to the 
ambivalence of the church and the seminary 
regarding the power and the role of the arts in the 
religious Me. In this first task, Yates recognizes our 
need for conversion before we truly can introduce 
the arts into an atmosphere that has been highly 
suspiaous of anything lying outsiàe the realm of 
reason. If we recognize that art is more like faith, 
perhaps the arts will have a chance in theological 
education that it hasn't had to date. 

2) The second task is b reconstruct the history of the 

12 Ibid., p. 19. Bold is mine. 



dialogue.13 Hem, Yates, outlines a set of questions 
that wouid help us mach a historicai unde~~tanding 
of the interplay of the cultural ethos, institutions, 
individuab, and s-c events in the development 
of theological education's interest in the arts. 

3) The third task for the theology and the arts agendas 
are to daim and analyze our own theologid 
legacy.14 In this task, Yates recognizes the 
importance of identifying the theologians' works 
and the appmaches they used. Again, he off- 
questions that are good guidelines when 
approaching the works we choose to study. 

4) The fourth task is to heat the methodological 
questions that have arisen in the dialogue. 
Entering into the dialogue, Yates offers the 
following points of consideration as guidelines: 

a) The power and sigruficance of the arts. 
b) Theological disciplines' treatment of the arts. 
c) The interdisaplinary nature of theological work 

with the arts. 
d) Protecting the integrity of the artwork. 
e)  Art as theology. 
f) The revelatory character of art. 
g) A theology of image and/ or symbol. 
h) The matter of 'high' and popular art. 
i) What makes a work of art religious. 
j) The encounter of the religious in the arts. 
k) The relationship of the aesthetic to the spiritual. 
1) The construction of art and theology. 
m)The reconstntdion of theological educationJS 

5) The fifth task is that of integrating the arts within 
major theologicai disciplines.16 Yates calls us to 
identify the links; the points of interdependence, 

131bid p- 50. 
14 Md., p. 51. 
1s Jbid., pp. 52 & 53. 
16 m., p. 53. 



the reiationships among the arts and the disciplines 
that already exist; and to buiid upon those 
rela tiortships. 

6) The sixth task is that of definina and utilizirig 
strategies that will institutionaüze work within the 
arts on a more permanent basis. Yates quotes h m  
John DiIlenberger in an article entitled "Theologicai 
Education and the Visual Arts: the Situation and 
Strategies for Change" (ARTS 5/1 F A  1992). 
Diilenberger observes that ... it is dear the arts do 
not have the place in theological educaüon that 
other modalities do, such as psychology, do1ogy8 
ethics, spirituality, and other theological 
peqectives. But, he continues, these too were 
once outside the centre.17 

Yates speaks of implementing the arts in theological education on a level 

~5th other disciplines that were 'outside the centre' at one t h e .  The arts have 

not been totally discounted, but their bearing upon theology has not had the 

impact of the disciplines of psychology and sociology. There is reason to hope 

that the arts wiil be more fully induded as we continue to learn more of their 

value in the theological enterprise. 

Michael Bird speaks about the theological function of art by referring to 

the classic work The Saaed and the Profane by Mircea Eliade: 

in his dassic study of the mythic and ritualistic 
dimension of religion, Mircea Eliade inttoduces a 
concept that serves welï the purposes of theological 
explorations of culture and art. This is the term 
hierophany. utilized by Eliade 'to designate the a d  of 
manifestation of the sacred. ... The paradoxical nature 
of reality seen in this light consists in the fact that it 
disdoses not only itself but alsa another dimension 
underlying it. By manifestirtg the sacred, any object 
becomes something else, yet it continues to remain 
itself.' WMe particular objects and places have 



traditiody been set aside in religious cultures as holy 
objects or spaces, a hierophany can acur anywhere. 
AU nature is capable of revealing itself as cosmic 
sacrality. The cosmos in its enürety cui becorne a 
hierophany .le 

When we observe the work, we are offered the oppomuiity to see more. 

The eyes of faith give us the desire to see more. The tools with which we engage 

in theological reflection give us the iibüity b see more The combination of faith 

and ski11 ailow us to enter our lives with a new richness and diversity. Paul 

Tillich, who brought a richness and diversity to the theologicai task, attempted to 

address these questions of faiîh and revelation, and the rde of art in culture. H e  

offered an e x p l d o n  of art's responsibility to help us enter the very heart of 

existence. He rnasterfully expressed our human striving. Bird quotes Tich: 

Reason asks for revelation, [and hence] seeking an 
ultimate unity of its conflicting and unresolved 
polarities [is key to comprehending the paradoxid 
nature of Me]. The quest for a reunion of what is 
aiways split in time and space arises out of reason and 
not in opposition to reason. The quest is the quest for 
revelation.19 

The quest is for the beautihil, for the tme, for God. Art has a role that can 

both emphasize and facilitate our very deep need for transcendence. In our need 

for trawcendence, we can discover those places of reunion. The paradoxical 

nature of leaming is enhanced when rational, analytid approaches are 

tempered with the reality of the artist's approach to lik. 

The approaches of Burch Brown, Kaufman, Yates, Tillich, and Hawkins 

speak clearly to the need for expanding ways to aappredte the arts. Underlying 

18 Bird., p. 3. 
19 m., p. 4. 



their ways of appreciating the arts within theological education is their desire to 

more deeply appreciate God. This is critical to my pmiect/dissertation as 1 

believe that faith seeks not only understanding as in a traditional definition of 

theology, but rather seeks to more deeply appreciate God - to becorne 

comoisseurs of Cod as is were. To engage in the theologid enterprise is to want 

to appreciate God in new ways. In our deeper appresïation of God we can call 

forth a much more dynamic churdi if, as K a h a n  suggests, we leam to develop 

a Mer appreüation of the arts. While we need to leam to appreciate the works 

themselves, the ptocess of dialoguing with the works wiU cal1 forth life where 

there has not been iife previously. 

In the next chapter, w e  wiu consider the s@c art fonn of feature film as 

an ideal medium for theological reflection. 
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Chapter Two 

The fkst photographie film,Tlu Passion Play of 
Oberammergau was shown on January 31,1898. It was 
directly patterned after mediaeval Passion plays and 
featured thirteen tableaux of about a minute each from 
the trial and death of Jesus. Another early film, The 
Temptation of St. Anthony (1902), began with a monk 
reading an ancïent manuscript Suddenly he sees a 
naked woman, but as he moves toward her, she turns 
înto a skeleton!i 

In this diapter we will consider the prominence of feature film's rise as 

the most important iiterary genre of our tirne. Further, this chapter will 

demonstrate the art form of featute film as a medium which dows us to look 

critically at our culture as a whole and, speafïcally, as a means to theologicaily 

reflect on our culture. This will set the stage for chapter three where a 

theological reflection mode1 is developed. 

Feature Film and Its Influence 

The first motion picture theatre opened on Broadway in 1913; by 1916, 

there were twenty-one thousand theatres in the U.S. 2 Film's influence has 

grown rapidly over the course of the century, even more so with the advent of 

video cassette recorders (VCRs). The growth of film's influence can be said to be 

a direct mUroring of the growth of industriaüzation and capitalism more than 

1 Ronald Hoiioway. &and the Inune, (Geneva: World Council of Chu& in Cooperation with 
Inter film, 1977), p. 48. 

t Ibid., p 75. 



anythuig else. Film is a technoIogicai medium, and technoIogy is surely the 

driver behind most of the growth areas/sectors of thb century. From its 

inception through to our present day, nIm has made extensive use of technology 

as a central means of both creating the content of a story and, most prominently, 
0 

delivering the story . 

The Uneasv Relationship ktween Religion and Film 

There has k e n  an important relationship between the visual arts and 

religion throughout history. The quote which began this chapter emphasized 

this point. The first film was driven by religious themes, while the second, The 

Tempta tion of St. Anthony. visuaily presented the reügious theme of sexual 

tempiation. In some &des "the importance of the viçuai to religion has long 

been recognized. Within historical Christianity. religious images gave a focus to 

and informed pietyM.3 At the time of the advent of feature fiim, Biblical 

scholarship was undergohg its own changes that would influence both scholars 

and artists who partiapated in £iim and other expressive mediums. Theodore 

Ziolkowski, in Fictional Transfimations of Jesus 4 ,  indicates that "in the 

nineteenth cenkry, Rotestant and agnostic/atheistic Bibiical scholarship 

succeeded in breaking the monopolistic grip that the Christian Chur& had 

maintained for centuries in its presentation of the Christ of Faith This led to 

3 Roger Finke, "An Unsecular America," and Bryan Wilson, ''Reflections on a Many-Sidd 
Conboversy," in Relinion and Modemkation: Sociolonisîs and Historians Debate the 
Secularization Thesis, Ed. Steve Bmce, (Oxford: Qanndon Press, 1992). 

4 Theodore Ziolkowski, Fictional Transfinurations of lesus , Ch. 2, 'The De-Christianizing of 
Jesus", (Princeton: Princeton University Ress, 1972), pp. 30 - 9. 



secular, at tixnes irreverent. interpretations of Jesus in literahire and drama".s 

The Gospel narratives had entered the public domain outside of the C h d s  

direct control. Ziolkowski continues: 

The Chwch's patent had run out, so to speak Thus 
there emerged through the artist's imagination an 
array of secular portraits, ranging from Uuistomaniacs 
to sociaiïst variations of the Jesus material. In short, 
the Gospels innuenced the iiterary imagination not by 
faith but through fascination with a person who, 
though admittedly historical, remaineci mysteriously 
and irresistibly contemporary - independent of faith in 
him as God and as the saviour of humanity.6 

The 'Jesus of History' took on traits of the 'Christ of Faith' because of this 

growth of artistic endeavours to bring Jesus aiive. It has always been the effort of 

believers to bring the Jesus of history to bear upon the Ckuist of faith; in the 

medium of feature film, however, a new power that was not of the church had 

corne to exert its own unprecedented authority in its presentation of reality . This 

usurping by secular filni makers of what was for almost two thousand years an 

exclusive domain of the church. presenting Jesus to the masses, becarne a source 

of contention between the two 'powers'. For many church authorities, 

yesterday's question of just how far some filmmalcers will go, is still king asked 

today. 

%me of the concerns that amse initiaiiy around the viewing of films were 

similar to concems that had arisen when the practice of using visual artifacts 

such as icow were initially king considered by the early church. The church was 

5 m., pp. 30 - 54. 
6 Neil P. Hurley, "Cinematic Transfigurations of Jesus", Relinion - in Film, Ed. John R. May and 

Michael Bird, ( Knoxville: The University of Tennessee Press, 1982.), p. 61. 



concerned, to put it simply, that people would become too attached to the images. 

Simple believers would miss the reality of the mystery of God by attaching 

themselves to that which was less than the G d  they sought. While attadunent 

was necessary, detachment was also necessaq. 

Film images are not icons, of course, but there is something to be learned 

from the ways that people were/are taught to enter into the experience of an icon 

relative to the watdung of feature film. Film images are more nahualistic than 

stiü pictures; they move. Margaret Miles writes of this leamed behaviour: 

For spectators to acquire the distance from the screen 
that we experience and yet remain emotionally 
engaged by the new medium [of film] took 
approximately a generation ... . The nIm viewer must 
l e m  a new skill ... the art of identification appropriate 
to film ... . Mediaevai Christians cultivateci an 
altogether different relationship to visual image than 
late twentieth-cenhuy spectators' trained detadunent.7 

What relevance is there to viewuig wïth detachment or attadiment? Both 

the intentional attachment of the Christian to his/her religious images, and the 

detadunent of the viewer bring satisfaction to the individuals involved in these 

activi ties . Christian devo tional li terature abunds with instmc tions for 

cultivating devotionai attachment, not to the reügious image itself, but to the 

spiritual world to which it points3 The stories of eariy film spectators indicate 

that what hventieth-cenhuy spectaton need to learn is detadunent because of 

their over-identification with the film. Today we speak of a problem of 

desentisization of people because of the phenomenal number of images that 

most people in North Amencan society are taking in through feature film and 

7 Margaret R Miles, Seeinv and BeIievin~ (Boston, &acon Press, 19%), p. 31. 
8 fiid., p. 32 



other media. 

Other ways that we are sensitized/desensitized to taking in material h m  

the screen are in the conventions of film makingf Very little has been written 

about conventions in religious film as the- are no recognized conventions of 

which to speak. This is of enormous concern for those who wish to see more 

stories that are indusive of reiigïous motivation and cornmitment. There has 

always been debate over that which is 'tnily' religious. Perhaps w e  need, writes 

Margaret Miles, a more indusive definition of 'religious - a definition that 

indudes the posing of issues that require s e d a r  ethical decisions.10 She states 

further that "... the advantage of this expansive dennition of religion is its cross 

cultural applicabiüty; a i l  religions seek to inform their members' lives and to 

order their relationships" .il 

How Film 1s Viewed 

M i l e s  touches a huge religious sensibility. If one favours her expansion of 

the reality of religion, the scope for both viewing and creating film expands 

enormously, for film is viewed according to its own conventions. If those 

conventions begin ta include, or to take over, religious ones, then religious 

institutions are indeed challengeci to change. Conventions are based upon 

9 F o r  example, a -vention of a Wstem film is the bad guy wears a black hat. The comic u n  
harm a person in a Madi cmmedy but not if it frightens the audience. 

10 Ibid., p. 26. 
11 Ibid., p. 26. 



conscious or unconsdous expectations. When a viewer comes away from the 

story, his or her satisfaction with the fiim rests heavïly upon the satisfaction that 

has corne h m  adhering to or ignoring these conventions. It is necessary to 

attend to what conventions work in stofjes because the audience has 

expectations from previous experiences. For example, audiences would not 

have accepted The Sound of Music 12 ending without the family's successfuî 

escape to the mountains; and while audiences found it diffidt to see E.T. 13 go 

home, they understood the necessity of his leaving. 

Viewerç 'know' when they watch a film that they do not see things "as 

they really are, but the film's entertainment value lies in its ability to make them 

forget that it is in fad a representation, or construction. Viewers want to enter 

the world on the sueen. in order to be entertained, they need to believe they are 

in another world and they are annoyed if they cannot believe that they have not 

done so"J4 Audiences identdy with charaders and want to c h e r  the protagonist 

on if they empathire with him/ her. Audiences want to enter the protagonist's 

world. 

'Suspendeci disbelief' is the way that one enters another world and it is the 

entenng of another world that can allow for expansion of one's own world. Does 

'suspended disbelief make sense when one aspires to serve God with all her/his 

heart, soul, and mind? To this question, 1 respond with a resounding "Yes". 

Miles offers an eloquent answer in the foiiowing mannec 

Although films neither refer to. nor present a real 
world, a film is itself a world in two senses. It presents 
a constructeci world - a world that is (more or les) 

12 The Soiriid of Music, dir Robert Wise, with Julie Andrews, Chnstopher Plummer, and Richard 
Haydn, 1965. 

13 E.T., dir Steven Spielberg, with Dee Wallace, Henry Thomas, Peter Coyote, 1982. 
14 Miles., p. 27. 



coherent and comprehensive - and it is an intncate set 
of codes and conventions. Although fiction films do 
not reveal the r d  world, they can and do reveal the 
representational systems of the hema.ls 

The films which make most sense, or (more accuately) touch most 

people's experiences, are the ones we consider to be great. But greatness is 

subjective only to a certain extent. Standards are, in part, both formed and 

informed by the experiences of particular communities. Drama often plays a 

central role in this dialectic; drama depicts many of these experiences and brings 

them to our attention. In other words, dramatic art has always had a special role 

in depicting the greatness and smallness of our humanity. Film plays a very 

special role as it mllrors our humanity. 

Füm as a Vehide for Meaninp; 

Film is also part of the tradition of dramatic art which has always 

portrayed the passions of the human soul. FiIm's power and its fascination are 

so real to us because, within it, we see ourselves in aii our strengths and 

weaknesses. A dassic expression of the value of the dramatic arts was written by 

Plato in the tenth book of The Republic. "Few persans ever reflect, as 1 s h d d  

imagine, that from evil of other [humans] something of evil is comxnunicated to 

themselves. And so the feeling of sorrow which has gathered strength at the 

sight of the misfortunes of others is with difficulty r e p d  ...".16 Aristotle 

responded to Plato, impliatly, in his famous definition of tragedy: dramatic art 

does not water the passions, it purges them "though pity and fear effecting the 

1s m., p. 29. 
16 Plato, The Re~ublic, tram. Charles M. BakeweU, (New York: Scribner's, 1928), pp. 404 & 5. 



proper catharsis of these and similar emotions" -1 7 

The portrayal, as weii as the integration, of out passions is the work of the 

soul. It is a Metirne of work that will carry on whether or not there is a conscious 

response by the individual. If the- is a conscious response, the work is more 

fulfilling because of one's partiapation. The danger zones, peihaps, are better 

dealt with when the viewer is conscïous of what is happening. The work of 

finding meaning in our existence is, indeed, dangerous. The kind of dangerous 

work that the virtuous religious person does not o h  want to face as part of 

reality, on either a persona1 or a scxietal level is the work that one must do in 

order to attain depth on the spintual path. The religious person who says 'yes' to 

Me, however, will parüapate on a journey that is both dangerous and exciting as 

he/ she seeks the meaning of Me. "The passion for meaning - for meaning not 

only of one's personal iife but also of existence as such - that passion, that drive, 

that quest must channel ali the other passions and then prevail at the end."i8 

Film is an excellent medium to illustrate al1 the human passions for 

meaning: 

Film is a form of dramatic art idedy suited to the 
portrayal of the passion for meaning ... [it presents 
many problems] that need to be considered when one 
considers the relationship between feature film and 
religion. Because of its &que power to imitate action 
in t h e  and space, film can show [human beings] in 
search of meaning through every technique at its 
cornmand: visual and aura1 imagery, composition of 
frame, movement of the ramera and movement 
within the frame, visual conünuity, and finally 

17 Emest Ferlita, Tilrn as Quest For Meaning", Relinion in Film, Ed. John R May and Michael 
Bird, ( Knoxville: The University of Tennessee F'ress, 1982. ), p. 115. 

18 The Orestes Plays of Aeuhvlus, tram. Paul Roche, (New York: ~ e &  Amencan Libruy, 1%2), 
App. IV, p. 21. 

19 Bird, p 116. 



Concretely, one might ask, what kind reflection on the meaning of 

existence does Schlindrr's List 20 bring to mind? In the many questions that 

need to be addressed, the question of meaning will be a cornmon thread in the 

variations wiihin the tapestry of the suffering that is presented in this film. This 

quest for meaning often manifests itself in the joumey of a particular person or 

of a group of people. Such a powerfully portrayed story draws the viewer in on 

the level of the emotions. The power of seeing and hearing inclines us to 'feel' 

the story which makes for a completely ditterent experienœ than a cerebral 

process of taking in information. Whereas our culture, with its overemphasis 

on the analyticai, has tended to portray the quest for meaning as an intellectual 

understanding of life, film demonstrates that such a quest is at least as much, if 

not more than an emotional experience of passions channeiled into a structure 

of meaning which can light our way. A well-told story which touches our 

humanity, such as Chariots of Fire 21, can inspire us to venture out again with 

renewed strength. 

Film can present a great deal of diffidty, however, because we are not 

simply faced with our passions king portrayed on the saeen, but with the 

passions that are stirred within us. A critical way of watching a story rnight ask 

us to ernpathize with the motivations of people we might never be able to draw 

close to in real life. One such film that cornes to mind is The Professional.22 

Here is a story of a professional hit-man who bonds with a young chüd quite 

beautifdly. Superficialiy, it would not seem possible, but after entering the 

20 Schlinder's List , dir Steven Spielôerg with Liam Neeson, Ben Kingsley, and Ralph Fienncs, 
1993. 

21 Chariots of Fire du  Hugh Hudson with Ben Cross and lan Charleson, 1981. 
22 The Professional, dir Luc &sson with Jean Reno and Gary Oldman, 1995. 



experience of these two people empatheticaiiy, we realue that love is possible, or 

at least an attempt at loving is possible, in situations where one may th!& it 

impossible. The transcendent quaüty of love enters into our lives in a new way 

(in 'suspendeci disbelief even to the point of empathizing with a hit-man). 

Film as a Vehicie for Culturai Theolonical Reflection 

In film, (even the darbest ones where a producer has no intention of 

demomtrating meaning in Me) we are always presented with ways of finding 

meaning. We are matures that can only be open to the greatness of life if we are 

open to the mystery of Me; such a mystery indudes more of what we donnt 

understand than of what we do. Religious content by this definition doesn't 

mean that you necessatily get a religious film. "What is required in a cinematic 

theology is a consideration of how the style of film can enable an exploration of 

the sacred (one recds here the view of Tillich, in his analysis of religious art, 

that it is style, not subject matter, which is of primary significance)".23 This 

distinction between style and content is imperative when developing a theology 

of film. 

To support the question of the style of a theology of film, A. Ayfre has 

developed a succinct way of considering film h m  a theological point of view. 

Ayfre suggests: 

There is cinematic approach to the sacred that discloses 
not only its surface appearances but also the inner 
strivings that point to its depth. 'Genuine1y' religious 
films, by no means restricted to explicitly religious 

23 Bird., p. 14 



subjects, are those in which the cinematographic 
fpcording of reality does not exhaust reality but rather 
evokes in the viewer the sense of its ineffable mystery. 
This cinematic realism confronts the spectator with a 
reaiity in which there is more than that of which it is 
the image.24 

Fuil M e  calls forth the necessity of reflection upon experience. We have a 

need to both reflect upon experience and to move beyond it. We have a need to 

transcend ourselves. We have a need to observe ourselves and to learn from 

ourselves. Quoüng Henri Agel, Bud writes: "Film has a fantastic abiüty to 

heighten our perception of things pointhg beyond themselves by means of a 

realism which is sensitive to the paradoxical diaracter of reality, to be aware of a 

'distance w i t h  the heart of things'. to see a thing 'present in its very absence, 

graspable in its ungraspability, appearing in it dWppeazing".25 Bùci goes on to 

For Agel, Ayfre, and Bazin, cinema offers a self- 
reflection indicating the limits of the film-maker as 
artist. yet attests to their potential role in pointing to an 
initiating presence which cornes from the 'other side' 
of reality, and which is met in an open encounter. 
Speaking of the inner horizon of perceived objects, 
Agel describes the capacity of cinema to 'allow nature 
to speak' precisely by recognizing the limits of film and 
by 'not f o r d g  nature, but rather on the contrary, 
respecthg the given reality'. In this capacity, ânema 
becomes not so much a voice of the artist but a 
diaphragm which is sensitive to the speech of the 
cosmos waiting to be heard. In Eric Rohmefs words, a 
film does not give a translation. ... The cinema is an 
instrument of dixovery.26 

24 m., p. 14. 
25 m., p. 16. 

26 Ibid., p. 20. 



These thinkers show a great love and appreciation for the dassic seardi for 

truth and beauty. Their thinlring is truly representative of incarnationai 

theology and is supporteci by Mi- Eliade from a mythological point of view. 

Eliade writes in The S a d  and the Profane: 

In its intensification of those movements and spaces 
where reality is seen to be straining in its anguish, its 
void, its divisions, toward its boundary-situation, at 
which the dimension of depth breaks in, cinema 
becornes at least the witness for and fquently the 
agent of the manifestation of something of a whoiiy 
ciiffernt order, a reaiïty that does not beiong to our 
worlds.27 

In Eliade's language, fiim becornes a 'hierophany' at such a point. The 

meeting of the s a a e d  and the profane has a name given to it. The example of 

the hit-man in The Professional cornes to mind. Miat codd be more profane 

than to make huge amounts of money by killing people? What could be more 

saaed than risking yout life for a child? The same man performed both actions 

in this film. Here we see a superb example of film's ability to be a medium 

where the sacred can meet the profane. However, when we lose sight of the 

spiritual matrix of a culture's life, we are apt to misconstrue the significance of 

the popular art forms that emerge within that culhue.28 Hence, the number of 

violent youth gang attacks after the film A Clockwork Orunge.29 Films have the 

power to incorporate us, the viewers, into the dominant patterns of our culture 

by projecting images of our culture before us.30 

Tillich deals eloquently with the question of cuiture and the transcendent. 

27 Mircea Eliade, The Sacred and the Profane, (New York: Harper, 1%1), p. 11. 
28 m., p. 106. 
29 A Clocku>ork Orartse, dir SîanJey Kubrick with Malcolm McDawell, 1971. 
30 Bird., p. 106. 



In The Protestant Era he writes: 

A present theology of culture is, above ail, a theology of 
the end of culture, not in generd tenns but in a 
concrete analysis of the inner void of m a t  of our 
cultural expressions. ... M e n  one gets the impression 
that only those cultural aeations have greatness in 
which the experience of the void is expressed: for it can 
be e x p r e d  p01verfuUy only on the bass of a 
foundation which is deeper than culture, which is 
ultimate con-, men if it acœpts the void, evm in 
respect to reügious culture.31 

T f i d i  recognized the human striving for the transcendent in many ways. He 

believed that we are always asking for revelation.32 Tillich's investigation of 

'culture pointing beyond itself' understands "reality in sudi  a way that it tends 

simultaneously toward self-sufficiency and toward self-transcendence. ... This 

paradoxical discovery of finitude and openness to the transcendent is, according 

to Tiiiich, the moment at which culture inevitably is driven beyond itseü to an 

awareness of its depth"33 

Eliade, whose work centres upon meaning in mystery, m t e :  

To be open to mystery: the image of journey resonates 
with that attitude of mind; the experience of film at its 
deepest level prompts that response. Quest is the 
archetypal image for the furthest reach of the human 
spirit. ... Even in their depleted state, [archetypal 
images] 'present to us the oniy possible point of 
departue for the spirituai renewal of modem [human 
beings]. It is of the greatest importance, we believe, to 
rediscover a whole mythology, if not a theology, stiU 
concealed in the most ordinary, everyday Me of 
contemporary [humans]; it will depend upon 
him/ herself whether he/ she can work his/ her way 

31 Paul Tillich, The Protestant En, (Chicago: University of Chiogo Pms,  1957). p. 60. 
32 Bird., p. 4. 
33 Ibid., p. 5. 



back to the source and rediscover the profound 
meanings of these faded images and damaged myths.34 

A film trilogy such as Star Wars 35 has demonstrateci the importance of this 

quest for tmth of which Eliade writes. The huge success of this triiogy had 

everything to do with its characters' readiness to embrace the need for truth. The 

mystery of transformation was evident as each of the characters moved dong the 

path of his or her joumey. The protagonist resists his journey in the beginnuig 

but as he accepts his 'destiny' he l e m  more of the truth of his Me. Not only is 

the protagonist called to change in this film - all characters are affecteci deeply by 

his quest for tnith. They are all calleci to move foward. As they rnove forward, 

so is the audience called to move forward. 

Our Me moves on two interrelateci levels, one exterior, the other intenor. 

In feahue film, the first level is the level of plot, the second is the level of 

meaning; the first of visual-aural reaiity, the second of spirituai reality. A person 

may well subscribe to a religious code and yet find his/her behaviour 

dernonstrating something that is contrary to his/her beliek. The plot may cariy a 

peson in one direction but the meaning may appear to be quite different. 

Images of change register more quickly and sometimes more subtly than we can 

notice in our day-to-day lives. We learn by image first, then by words. 

When feahw tilm is attuned to the cultural concerns of the contemporary 

scene we do see ourselves in bold, living colour. If the ear of religion wodd but 

34 Mircea Eliade, Ima9tes and Svmbols: Studies in Reliaous Svmbolism (New York Shed 6 
Ward, 1%1), pp. 11 & 17. 

35 Star Wars, dû George-Lucas, with Mark Hamill, Harrison Ford, and Carrie Fisher, 1977. 
The Empire Shikes Buck, dis George Lucas, with Mark Hamill, Harrison Ford, and 

Came Fisher, 1980. 
Ret rcrn of the jedi, dir George Lucas with Mark Hamill, Harrison Ford, and Came Fisher, 1983. 



see these images with greater sensitivity, the voie of religion could be stronger. 

We need to be aware that these images are drawn from the matrix of OUI culture 

which forms us impliatly and expliatly. Film has a definite relationship to our 

culture. Miles writes eloquently of this relationship: 

Films are neither icons to be emulated, nor are they 
distillations of evil. They are cultural products, deeply 
informed by the perspectives, values, and aspirations 
of their makers. They kg for aeative discussion, for it 
is finally the uses to which Hoilywood films are put 
that detennines the* function in [North] American 
Society. Moreover, fiims need to be talked about, not 
merely the emotiohs they sümulate in diverse 
viewea, nor whether the images they present of 
various character are positive or negative, but what 
particular anxieties and interests of theV social 
moment they address, whether obiiquely or directy36 

Fiims allow us to dieam, ay. fantasize, and to see much of what we often 

cannot because of our own limitations: 

Sometimes, at their best, £iims can help to identify 
resources and to imagine altematives to the social 
arrangements, the images, and the religious 
institutions that have contributeci to the problems of 
public and private iife. They can contribute to the 
images with which we work out how we, as a 
pluralistic Society, might live as good characters in a 
good story.37 

We are formed by our western culture. When we theologize, we do so 

Erom our western perspective. What this means is that we need to understand 

our culture if our theology is to be relwant. As we look at feature nIm as a 

medium to reflect upon our culture, culturai studies thus bring a very helpful 

36 Miles., p. 193. 
37 Md., p.193. 



perspective as we ieam to reflet theologicdy on film because cultural studies 

can help us to address some of the shoftcomings of the dysfunaional 

communication system between the chu& and the d h u e  which formed the 

Chur& Miles writes: 

Cultural studies' approach to media d i s  for an 
exploration that goes beyond 'impressions' to 
documented description of the broader social 
'conversationf within which the film is one voice. 
... In concrete terms, then, a dtural  studies approach 
requires information about a film's funding and 
production; its distribution to theatres; the directof s 
intent, as described in inte~ews; the box office 
ea-s; and the diverse criticai perspectives given in 
reviews. It also analyzes the saeenplay, cameta work, 
narrative, and soundtrack ... Since a cultural studies 
approach depends, for its accuracy and insight, on 
determining which feahws of society are crucial to a 
reconstniction of a film's communications, it is always 
vulnerable to suggestions that a centrai aspect of 
common experience has been overlwked.38 

Cultural studies cover the spectnim of a film's production fiom beginning 

to end. Culturai studieç helps us to learn the functions of popuiar film in our 

context.39 "in contrast to methods of film aitiasm that think of films solely as 

texts - psychodyticf serniotic, Marxist. feminist, auteur, or genre critiasm - a 

cultural studies approach sautinizes them as products of the culture's social, 

sexual, religious, political, and institutional configurations" .m 

Cultural studies offer a g d  starhg place for our refiection process. Film 

d o w s  us to see in story form that which we value. Like religionf films describe 



and define their charades' orientations and attitudes to the world. 'Ihey invite 

the question, "How does this charactefs life work"? If one considers the interest 

in values and relationships cornmon to religion and fiim, both can be 

approadied as parts of a common human search for meaning. No one, as was 

stated earlier, is exempt from a search for rneanuig. Meaning with and without 

others must be found for the sake of one's self. It is the paradox of the individuaï 

within community by which we are calleci to live. To live in this paradox which 

we cal1 life means that we need to immerse ourseIves in both our personal and 

our social dimensions in order to find meaning. 

Apart from the larger questions of culture and church, we need to consider 

the question of resistance to anything emotional in our places of higher leaming. 

Films are not worthy of consideration by many serious scholars because they are 

too emotional. From this point of view watching a nIm is not as difncult as 

reading a book. Watching a film dws not mean work because it is pleasure. 

There are many misconceptions and obstacles to overcome for a person to feel at 

home with a serious consideration of film. Some of these obstacles are 

intellechial snobbishness, the diverse worlds of film and religion and ail of the 

polarities within these respective worlds. Miles states: 

We, as a Society, seem to seek evidence that w d l  
substantiate and reinforce our beiief that religious 
practices are ineffective and that religious beiiefs are 
won& misguided, and dangetous. We apparently 
need to be reassured that it is quite safe to ignore 
religion both as personal motivation and as a voice in 
public discourse. Popular film both reflects a popular 
consensus that traditionai religion is deeply 
untwtworthy and reinforces our public rejection of 
religionPl 

41 ibid., p. ix. 



What is there available in contemporuy film that invites a Christian to 

say yes to his/her beliefs? Again, Miles' it\sights are h d p u  

On the face of it. it seerns that as many [North] 
Americans believe less and less, we want to see mare 
and more. But what if Uiere is some important reality 
in the old proverb, 'Seeing is Believing'? Does the 
'voluntary suspension of disbelïef to which we must 
consent if we are to be entertained affect us in ways we 
ignore? 1 am often alarmeci to nnd that the people 
most concemed about this issue seem ta be poiitical 
and religious conservatives. The inequities and the 
prejudices of earlier times are too evident to encourage 
me to think that a retum to a Society unaware of its 
glaring injustice, its chauvuiism and raaal intolerance, 
would be a step in the right àirection. Rather, we must 
go forward to a Joaety of equaiity and mutuaiity that 
we have never known and for which we have no 
blueprint. ... To provoke thought, to propose questions, 
and to suggest a method for exploring a W s  voice in 
public discourse about issues that press [our] Sogety 
with their urgency.42 

As people of a faith tradition that invites us to a story that is very large and 

expansive, f i lm dearly presents us with the opportunity for a dialogue that will 

make our tradition much richer. Cluistianity WU not necessariiy benefit from 

'religious' films per se but from fdms that ask us to question our lives. 

While Miles is correct in her cultural studies appmach to füm, as persans 

looking at film as a vehide for theological reflection. our approach needs to be 

more refined. The need for human beings to discuss and/or portray many beliefs 

has found a whole new mode of communication both within churched and 

unchurdied M e s .  The way to enter into such dixusrion with p a t e r  integrity 

is to know something of the ways to theo10gically reflect on this very powerful, 

42 Ibid., pp. x & xi. 
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influentid and, many times, beautiful medium. This v d i  be the subject matter 

of the next chapter as we explare the vaiue of a theoIogical reflection method 

designed for feahire film viewing. 



Chapter 3 

Introduction of MY Theoloaicd 
Refiection Method 



Ln this chapter 1 will introduce my theological reflection method for 

feature film. This methodology is designed as a tool for theological discernmen 

for both students of theological education and for others who are interesteci in 

leaming to theologically reflect upon films they have seen This method 

grounds the abstract stances of Buidi h w n ,  Yates, and Kaufman whkh we 

looked at in chapter two. This chapter proceeds in the folloiring mannex 

1) the background of my theological reflection 
rnethod is explored; and 

2) the theologïcal reflection method is 
developed. 

The Backaround to the TheolMcal Reflection Method 

My theological re flection method assumes tha t theological reflec tion is 

rooted in a desire not only to know, but to appreaate God more deeply. 

Knowing is an important step in developing a mature love for another, 

induding for God. A connaisseur is someone who knows and appreaates a 

spedic area of interest. In our case, the interest is in viewing feahire film with a 

vision to knowing and loving God more deeply. 

Elliot Eisner, in his book The Enlinhtened Eve: Qualitative Inauirv - and 

the Enhancement of Educational Practicei, outiines an educational methodology 

1 Elliot Eisner, The ËËnhtened - Eve: Qualitative Inquirv and the Enhancement of Ed ucational 
Practice, ( New Jersey: Prentice Hall, 1991). 



which serves as the root of my theological reflection method. Eisner's method is 

exquisite in its simplicity; it draws together the different threads of educational 

theory into a practical methodology. Eisner thus parallels my own work - the 
making the theoretical more accessible and practical. Eisner bases his educational 

methodology on what he c a b  connoisseurship - "co~okseufship is the art of 

appreaation of our capacity 'to make fine-graine& discrimination among 

complex and subtle quaüties". 2 

Eisner's Connoisseurshiv 

Perception plays a central role in our knowledge of the world and is a 

central concept of Eisner's methodology.3 Perception is our past experiences 

interacting with Our present environment. Eisner writes: 

Perception manifests itselt in experience and is a 
function of the transactions between the qualities of 
the environment and what we bring to those qualities. 
The character of that experience is in large measure 
influenceci by our ability to differentiate among the 
qualities we attend to.4 

Eisner uses appreciatîon of wine as his way of explaining his idea of 

connoisseurship. Eisner lists the foIlowing requirements as necessary in order to 

be a wine connaisseur: 

1) We need wine present to us and we must possess 
the ability to taste it. In Eisner's methodology 
'tasthg' means more than simply taking a 

2 m., p. 63. 
3 Ibid., p. 63. 
4 m., p. 63. 



mouthful of wine. Tasüng also requires us to 
possess the attribute of perceptivity or 'the ab- to 
differentiate and to experience the relationships' 
between the qualities or relationships inherent in 
the wine.5 

2) An awareness of this perceptivity because while we 
all have the potential to experience the qualities of 
relationships present in the wine the wine must 
possess the relationships (sou wine doesn't have 
an exquisite taste to experience) and we must 
possess the ability to recognize the relationships.6 
Making the potential experienœ an actual one 'is a 
manifestation of qualitative intelligence. 
Comoisseurship depends on high levels of 
qualitative intelligence in the domain in vr.hich it  
operates' .7 

3) We must have the ability to match out present 
experience ~ 4 t h  past ones of tasting trine in order 
to place our experience within the larger whole of 
wine tasting. Knowing that we are tasting a 
Chardonnay rather than a Cabernet immediately, 
from our past experiences of tasting Chardo~ays~ 
alerts us to be aware of the speahc relationships of 
Chardonnays which aren't present to a Cabernet. Ln 
other words, we need a concept of what . 
Chardonnays are supposed to taste like.0 

However, our abiiity to be a wine connaisseur requires that we have more 

than "our ability to differentiate the subtle and complex qualities of wine and to 

compare them in our sensory memory with other wines we have tastedNP We 

need to undentand the history or the process by which these qualities came to be. 

5 m., p. 64. 
6 Ibid., p. 64. 
7 m., p. 64. 
8 M., p. 64. 
9 m., pp. 64 & 65. 



Xnowledge of that history can have a bearing on our ability to experience its 

qualities".lo Such a knowledge of the factors which went into the creation of the 

wine wiU inûuence the qualities of the wine for which we will look 

Lastly, wine making is not simply a mechanical proce~s; it is an art because 

"the quality of wine depends on someone being able to (1) experience the 

qualitative nuances of wine and (2) make judgments about the virtue of the 

qualities experienced.li In other words, the proof is entirely in the subjective 

tasting and not in the mechanid process of making wine. A great wine can't be 

reproduced by rote; there are numerous factors, some outside human control, 

which will effect who tastes the wine and what it tastes iike. Eisner's point is that 

the more complex the subjed - be it wine, people, or feature film - the greater 

the amount of information we must employ to fonn an educated appreciation. 

Our experience will idiuence how we interpret this information. For 

Eisner, our 'ideas about something make a difference in how we regard if.12 

Our knowledge of the subject is not simply gauied through observation and pure 

sense experience. Our present understanding of various theories of knowledge, 

what we believe is important, and o u .  ideas of what constitute good 

relationships will ail influence how we take in information and how we 

interpret that information. In other words. our present experience can both open 

us to new ways of perceiving, and limit what we will d o w  ourselves to 

perceive. 

Eisner emphasizes the iimiting function of knowledge we have akeady 

'0 M., p. 65. 
11 M., p. 65. 
12 Ibid., p. 66. 



accumdated. Values we presently have in place act as fïiters as to what sense 

data we will accept or @ect. He states: 

We leam a language that is categoriC8 and categories 
h m e  our perception in patticular ways. These 
categories, moreover, are value laden. We learn to 
look for those quaiities that are labe11ed8 but especially 
for ones that have partidar value for us. ... Thus, our 
aims inûuence our language, and our Ianguage 
influences our perception.13 

Further, we give our values (honesty, tnith. love) and concepts (in film, 

dialogue, the quality of the story, characterization) names, and then give specific 

meanings to these names. The names were origidly derived from earlier 

perceptions of qualities that were conceptualized and then given a particular 

As one moves from Labels to relationships among 
labels and from there to explanations for the 
covariability among the quaüties the labels designate, 
one acquires theory. Theories are complex explanatory 
structures designed to satisfy human rationality, need 
for order, and desire to antiapate the future - if not 
always to control it. Labels and theories ... are arnong 
the most usefui 'technologies of mindf.i4 

Theories have a serious drawbadc as well. Theories, while allowing us to 

make sewe out of our expenences, also have an innate tendency to limit those 

sarne experiences. Filtering our experiences through our theories ùihi'bits our 

abiüty to experience that data which does not fit into that theory because w e  tend 

to ignore thwe details which do not fit neatly into our themies/ filters. 

13 Ibid., pp. 6é & 67. 
14 Ibid., p. 67. 



our fil ters, for this reason, becomes absolutely imperative. 

Eisner speals of epistemic seeing or the kind of knowledge we obtain 

through our faculty of sight.15 Knowledge is not merely about analytical truth 

propositions, but indudes an overd awareness of the qualities which our senses 

provide us. He thus expands his concept of sight knowledge to indude aii the 

senses, and the qualities to which they are sensitive (being in a darkened room 

with a group of strangers, the sound of a speaker system, visuai stimulation). To 

be aware of these qualities is the source of our knowledge. In order for us to 

become aware we must first become consaous of the partidar qualities, and 

then cultivate the ability to see the parücular as part of a larger whole. We must 

be able to make connections. With this as background, 

Connoisseurship is the means through which we 
corne to know the complexities, nuances, and 
subtleties of aspects of the world in which we have 
a spead ïnterest.16 

Knowledge acquisition is thus a process of becoming aware. W e  al l  have 

this capacity of comoisseurship to some extent in certain areas of our lives. As 

our skili of connoisseuship is developed we are able to make finer discernments 

of the qualities we experience which, in tum, allows us to form a more complete 

conceptual framework through which our experience ïnteracts with the 

sensorary qualities. We possess countless experiential imprints which we draw 

upon to allow us to order and make sense of our many experiences. For Eisner, 

connoisseurship is the art of "appropriate application of criteria to the 



Summarizing Eisnefs methdology, h order for one to nurture 

connoisseurship three steps must oc=: 

1. One must see or experience or be aware of the event 

2 The event must be placed within a dass of similar 
events remembereci by the individual or the group. 
This dass must extend dong a continuum from the 
best to the woist. 

3. A choice must be made as to where this event must 
be placed on the continuum. 

As these three steps occur we must simultaneously keep in mind the 

following: 

1. There is no single ideal to which the event can be 
related. What we consider to be excellent cornes in 
many different forms. Different concepts of value 
lead to different value estimates of the event. As 
well, who experiences the event influences how 
the event is experienced. 

2. Within an event U e  teadiing or viewing a film 
virtuaiiy everything differs from teacher to teacher 
and film to film. 

An educational comoisseur must "attend to everything that is relevant 

either for satisfying a specific educational aim or for iliuminating the educational 

state of &airs in general".18 

17 Ibid., p. 70. 
18 Ibid., p. 71. 



Adaptinn Eisner's Comoisseurship to a TheoloPricaI Reflection 
Method for Feature Fi lm 

How, then, c m  one parde1 Eisner's educational co~oisseufship with a 

theological reflection method for feature film? Making use of Eisner's 

frarnework, my first step is to offer a definition for co~oisseurship of film for 

theological reflection Connoisseurship of film is the art of appreciation coupled 

with ou r capacity to make educated theological discrirniniltions among the 

complex and subtle gualities of film. 

Co~oisseurshiv and the Role of Perception 

To develop the art of appreciation one must take into consideration the 

role of perception. In this theological model, perception is what the viewer 

brings to the film being watched. Our perceptions are informed by our 

experiences as weU as the experiences and traditions that informed the 

theological community of which we are a part. One caruiot appreaate the 

present without some recollection of the past. Our experience in the present can 

tell us that, in some cases, the past experience is worth Letting go while in other 

cases, the past will inforrn how we take in the present. 

As vvell as cultivating the quality of perception, a theological co~oisseur 

of film must: 

1. Consciously or critidiy watch the fikm and have 
the abilities to make theological distinctions. As 
the viewer is aware of his/ her value system, 
dtimately (theologically) he / she will be aware of 



the values presented in the film. As the viewer is 
conscious of his/ her eXpenences and/or feelings, 
hefshe will recognize the characters with whom 
he/she relates well and those with whom hef she 
doa not and why this process takes place 

2. Be aware that he/ she possesses this perceptivity 
to o b s e ~ e  theoIogicai distinctions and 

3. Have the abiiity to place the film being watched 
into a larger genre of films - Le. - character films, 
'action-hem' films, war films, etc. and be aware of 
the theological assumptions associated with the 
parti& film genre with which he/she is 
concemed. 

Connoisseurship and Understandinn Ourselves 

Note some of the words in the preceding paragraph - awareness, 

perceptivity, experience, values. Such words emphasize that theological film 

connoisseurship is an art, and not a mechanical process. Watching films 

depends on a number of variables which ultimately make the experience a 

highiy subjective one. The many factors that influence this process need to be 

named in order that some methodology can be created with an awareness of thiç 

reali ty . One of the firs t prerequisites we need to corne to grips with is ourselves - 
we need to understand ourselves - particularly ourselves in relation to the 

created world of feature film. 

What are we looking for and what are our filters? How does our personal 

experience influence what w e  wiii look for in a film and how we will process the 

information? Our psychological and social filters wül allow us to see the 



theological dimension of a nkn, but wiU llsa limit us as to what theological 

dimension we will see or accept. At this point 1 am interesteci in explorhg some 

of the features behind the power of film and how these features relate to our 

filters. 

While the human psyche and our understanding of what and who we are 

is quite diverse, everyone is influenced by archetypal images. A constant theme 

in the works of Eliade is that it is hconceivable that either the human psyche or 

nature wili ever be draineci of at least the vestiges of the saaed. Archetypa1 

image and sacreci object remain irrepressible.19 

Quoting Martha Nussbaum, Margaret Miles Mites the following: 

... Like classical drama, nIm represents the partidar 
dass, behaviour, and loyaities of its characters. It also 
often provides nuanced explorations of emotion. 
Moreover, popular film represents characters in 
situations and quandaries that often bear a marked 
resemblance to our own, making visible social issues 
that could not be presented with immediacy and power 
in any other format.20 

Film has an unique responsibility to mirror our human reality. In 

mimoring Our reality, the viewer sees characters with whom hefshe relates 

readily and those with whom he/ she does not relate readily. The quality of the 

responsiveness in the relationship is often related to the archetypal qualities of a 

penon's charader. In short, the contemporary audience!, much the same as its 

distant ancestors, responds to those archetypai images presented in our stories. 

The archetypes help the viewer to know instinctively what it is that helshe is 

1 9 John May, "Visual Story and the Religious Interpretation of Film**, Relieion - in Film, p. 23. 
20 Miles., p. 7. 



looking for because there is a resounding sense of famiiiarity with story elements 

and characters that one has seen before. 

Connoisseurshi~ and the Making of Educated 

In anaent Greece, theatre was understood to idenûfy and explore a centrai 

question - how human beings should live. It is not a far-fetched daim that 

popular £iims c m  also be seen as impliatly, if not expliatly, addressing the 

question of how human beings should live. In other words, films explore 

ethical questions. Films offer varyuig philosophies, psychologies, and theologies. 

The question of how we should live may not be very weil thought out for 

the viewer. In fad it may not even be a conscious formulation. But, if the 

audience looks at films with a hope of finding a response to the eternal question 

there are a range of answers available. 

Serious film watchers are few. Many view f i h i  as a mindless activity or as 

an escape. When someone watches a film seriously, however, that person can 

dioose whether to accept, rejed, or adopt a film's proposed values ody when the 

question of how to live is consciously brought to the experience of watching and 

thinking about the film. Films generaiiy do not expliatly teli the viewers how to 

live their lives. Watching is an individual experience. Miles writes: 

Twentieth-century [people] do not thkik of film gohg 
as an espeady d a 1  or communil activity. Each 
person is effectively imlated in the darkened theatre. 
People are next to each other but cannot make eye 
contact, and we are requested not to t a k  during the 
show. By contrast, anaent audiences, sitting in the 



cornmon daylight, saw the orchestra. They 
simultaneously saw the damatic action, felt in 
themselves the emotions eliated by the action, and 
observeci their fellow atizens' reactions.21 

Clearly, late twentieth-cenhuy moviegoers la& the communal religious 

setting that signalleci the fundamental seriousness of drama to Greek audiences. 

Can we, who love to be entertained, but who also think about 'how we should 

live', gather material for considering our lives from the movies? Can we think 

of going to the movies as a way of seeking the transcendent? Putting the two 

questions together is our next priority. 

Theolonid Connoisseurshi~ - and the Quest for Transcendence 

Midiael Bird quotes Mikel Dukenne when he writes of the search for the 

transcendent in our dture:  

Belief-ful realism expresses the fundamental 
ambiguity in which discernment of the transcendent is 
made possible by hvning in the direction of the real. 
Indeed, the problem of religious language itself is 
rooted in the necessary task of designating this 
paradolecal relationship of realism and self- 
transcendence: Religious terms are the more adequate, 
the more they express this paradox in its depth and 
power. Belief-ful realism represents, then a religion- 
andculture typology which is at once 'realistic' and 
'self-transcending', which in its seebg of the 
unconditioned focuses upon the concretely finite, 
which perceives culture both as surface and as 
transparent to its religious depth.22 

21 Ibid., p. 9. 
22 Bird., p. 7. 



Dufreme's notion of a 'sensuous realism' as a means by whkh the viewer 

is brought into an encounter with a 'depth' in the world is an important concept 

when one considers the questions of underpinning.23 According to this view, 

"meaning is not primarily something that 1 think with detachment but 

something that concems and determines me, resonating in me and moving me. 

... Meaning is a demand to whïch 1 respond with my body. To feel is to 

transcend. -2 '24 

In contrast, Tîch, in his analysis of culture and transcendence, places an 

emphasis upon the real as distinct from Dufreme's emphasis on the sensuous. 

'30th stress the importance of the comte ,  of tangible reality, as the focal point 

of ontological analysis, opposing the view of idealism or supernaturaiism, 

which lead away h m  the everyday reai".25 strives for the deepest place 

of being whereas Dufreme maintains experience is that which is 'really real'. If 

the 'real' world of these characters is that whidr is placed before me, do 1 resonate 

with their vision of humanity or do 1 see a vision of life that is calling me to a 

new way of being? 

Because many films do not invite us to a new vision of humanity through 

their reinforcement of the m e n t  cultural values is not reason to dismiss them. 

h fact, it is a greater reason to explore why these values and this way of being h a  

such a power. On the one hand, the seduction of the audience by films, and on 

the other, to the hunger of human beings in the midst of a technologicd 

civilization to have their lives taken up into a more potent, magid realm is part 



of our reality. If the audience c m  more deeply understand what the deeper 

message of the film is, the dues to this influence can help the viewer enter into a 

deeper conversation/contemplation of the world h m  which this film emerges. 

Humanity hungers for a world in which we are more powehd than we 

are in the everyday world. Film exploits this want by providing us wîth heroes 

who exercise control in the cinematic world which far exceeds our daiiy 

experience. Movies give us a m a g i d y  transformed and ordered world where 

the discontinuity between desire and reality is overcome:26 

... The experience of seeing a familiar world 
irnaginatively transformeci in film rnay allow the 
viewer to hope that his/ her often chaotic daily 
experience is not the last word. This element also 
accounts for the power of cinema. Indeed. we may 
now understand that the great film is the one that 
retums us to the world with a sense that we have to 
see, to use a liturgicai formula, 'in, with, and under' 
the recognizable and farniliar in the film to a larger 
world of order and signifïcance.27 

In a society such as ours. it stands to reason that film represents a silent 

saviour.28 People look to film to fultil a great number of needs. Therefore it is 

essential to examine not only what is rnissing in peoples' hves. but to 

comprehend how much religion has to leam from film in the chaotic swirl of 

the latter part of our cenhiry. Having looked at film as it relates to the 

individual still leaves us with the problem of how to make sense of all this data 

w e  are receiving. In terms of thîs dissertation, the question becomes 'How can 



w e  structure this data through theological lenses to better appreciate ourselves 

and our world in relation to God'? 

Bevond Our Theolonical Lenses 

In order to nurture connoisseutship of film with theological reilection, 

the steps presented earlier on pages 148 - 149 will act as a methodological guide. 

While they may seem self-explanatory and easy to accomplish in theory, in 

practice, because eadi of these steps demands an educated awareness, many of us 

fail to m t i d y  foliow them. Briefly? the steps are: 

1. We have to aitically see the film unfolding before us. 

2. We must place the £üm into the genre of fikns from 
which it cornes. 

3. We place the film on the continuum of the dass 
from best to worst. 

As we follow these steps w e  must keep in mind: 

1. There is no single ideal of a perfect film. 

2. The £ibn will be different from any other film. 

3. Connoisseurship must keep in mind factors which 
will influence the experiential interpretation. 
Some of these factors may be: seeing a fiim in the 
cinema or on broadcast television or VCR, the 
reaction of the audience in the cinema, the reviews, 
if read, prior to seeing a film, the comfort level 
while watching a film or the societal filters which 
subtly state a point (the changing roles of women in 
this decade of fiim is striking when compared to 
films made in the 1960s for example). 



From the story, the audience wili leam what the writerf director considers 

to be important. To make educated judgments about the significance of the 

content of the story, we must know what the story is trying to present and the 

alternative ways that content has been presented in 0th- füms of that genre 

and/or in other mediums - i-e. the faithfulnss to the human/divine nature of 

Christ. For example, almost every film about Jesus will tip the scale too far one 

way or the other. 

Theological Worlds as a Commnent of TheoloPical Connoisseurshi~ 

To this point, the theological reflection method has been given a frame to 

support it. The next step, to give it its 'theological' character, is to infuse the 

frame with theological filters. The theological filters, the theological worlds used 

to line the frarne of this reflection method, come from the work of 

W. Paul Jones29. Theological reflection of feature film wlthin 'theological 

worlds' encourages a 'connoisseurship' of the many 'worlds' that exist. The 

"Theological Worlds Inventory" was developed with a view to help the student 

know his/her 'theological world'. In the interaction of the student's 

sensitization to his/her "theological world", this theological reflection method 

will help the student to recognize his/her theological ülters and their effect on 

the way(s) hefshe is able to interad with the fiLn and its 'theologid worlds'. 

29 W. Paul Jones, Theoloeical Worlds. (Nashville: Abington Press, 1989). 



A Suxrunar~ of the Thedonid Worlds30 

World One: Semation and Reunion 

For inhabitants of this world, there is often a sense of abandonment. 

Within this huge cosmos, we feel isolated, small, lonely - a speck in a vast and 

s t a g g e ~ g  space. At times we seem to be aliens, or orphans. Life tends to be a 

quest to understand the mystery of this whole. Our longing is to fhd our way 

home, back to the Whole. We yeam wistfully for a harmony to al l  things, while 

king haunted by the sad thought that there may be no other world but this one. 

Resolution as the promise of homecoming can begin through 

expenenang the fact of our existence as itselt a gift. In sensing this mystery of 

being, one can be touched with awe. Such sensitivity often cornes in sacramental 

moments in which we are grasped in oneness with the Ground of our being. It is 

as if a veil is lifted, if only for a moment, and we know that we t d y  do belong. 

Such moments serve as centre point for the tuming wheel, the unchanging in 

the changing, the eternal in the flux. 

The cyde of nature reflects, almost liturgically, the cyde of Me itself: birth, 

death, rebirth. Experiences of this ongoing rhythm are foretastes of a hoped-for 

cosmic harmony, that final reunion of everything that is separated. Even in this 

world, touches of paradise can be sensed around us. It is when we do not 

understand this, or forget, that we despair. But we are nonetheless bitten by 

30 1 am using the work of Bruce Wheatcmft, a dleague in the Docîor of MUùsty program to 
present Jones' Theological Worlds inventory. Paul Jones, Incolagical Worlds Inventory, 
Discovering One's Self and One's Congrogation," 1%. 



eternity, so that neither this Me nor this earth can ever redy  feel Wce home. 

The meaning of our craWig is to r e m  h m  whence we came, losing ourselves 

in God. Day-to-day authentiaty results frorn becoming transparent to God, 

living such that we point beyond owselves to the Power of Being in which we 

are ai l  grounded. 

Çome of the major filters we need to be aware of in 'world onef are: 

- abandonment; 
- need to establish unity; 
- longuig for a better world; 
- need to find hmony;  and 
- the need to lose oneself in the mystery of Me. 

World Two: Conflict and Vindication 

Ln this world, history and its various institutions are tainted with self- 

interest. Conflict seems to be at the heart of Me, even of nature, with many 

persons depnved of the means needed for living. Wherever one tums, the 

scene is a drarna of winnen and losen. Death is the final enemy, symboiizïng 

the hostility which resists the auaal goal of humanizing this world. The foe is 

widespread, for even the cosmos is beset by entropy, so that such haemorrhaging 

seems to give to each part a sense of being violated. Thus threatened by the 

possibility of chaos, persans are tempted to grasp for power, escaiatîng their 

world toward the threat of nudear destruction. Nations seem willing to 'bring i t  

al1 down' rather than lose. At one level or another, then, one keeps king 



pushed into king a 'wamiof. Our readion tw often is one of anger or rage. 

Reform is called for, evem rebeuion. Yet even though one is determinecl to 

change the world, such efforts samethes feel as though they lead toward a 

never-ending defeat. 

Hope for resolution is rooted in the vision of a new heaven and a new 

earth, to be reaiized as liberation within the here and now. In Shakespeare's 

words, 'ail's well that ends weW. Otherwise history is a tale told by an idiot, hùl 

of sound and fury, signifying nothing. Since death in alI  forms is G d ' s  foe, 

resurrection, then, provides promise not only to the individual, but to history 

itself. On behalf of that goal, Cod takes sides, king committed to the F r ,  the 

captive, the biind, and the oppressed - and so must we. G d  calls us to be 

creators in this completion of aeation. History will be vindicated by its 

completion, flowing badc to give meaning to each part as means to that end. 

"Thy kingdom corne on earth, as it already is in heaven". One way to work 

toward that vision is to live as if the end is already here. Such hope in the G d  

of the future makes us never satisfied with what is. This is why the prophet 

believes in a hope worth dying for. 

Filterç that we need to be aware of in 'worid two' are: 

- conflict; 
- chaos; 
- the world's instability; 
- hope to bring about something new in the world; 
- eventual vindication. 



World Three: Emntiness and Fulfilment 

Those who inhabit this World are concemeci with the self. for the 

dilemma that has taken hold of them is sekstrangement. One is uneasy that if 

people redy knew me. they wouidn't like me. It isn't so much that I'm bad; it's 

as if there may not be much there. If my mask were to slip, it would be aii over. 

But perhaps that wouldn't change things mudi after all, since often no one 

seems to care. The problem for many of us in this world is that often we are 

made to feel invisible, impotent, unheard, or insignificant. We are 

afterthoughts, outcasts, as it were. And inside there is this emptiness, a void, an 

ache that raides in one's midsecüon - the fear of king nobody, whidi in tum 

hinders action for fear of king q'ected. So 1 try to be who others want me to be, 

untilI don't know who 1 am. And yet s u 1  don? belong. My life seems lüre a 

deception. as 1 become increasingly alienated even from myseif. The mult is a 

paralysis, an aimlessness, a floundering - trapped by myself within myself. My 

reward is a strange cornfort in inertia - where it is too late for action, too soon for 

regrets. 

Resolution b e p  by k i n g  awakened to one's possibilities, usuaily by the 

support of a promise of a caring friend or group. In king accepted, one is 1 d  

toward wholeness and fulfilment. For the Christian, such meanhg emerges not 

only through the nurture of a Christian community, but through the one who in 

scripture models life as giving and receiving love. In king loved for who 1 am, 1 

can be and become my bue self. Knowing from within that real self hood means 



to love and be loved, 1 am empowered to realize my potential. Such faith 

involves so believing in myself that 1 d u e  feel a g a .  unable to love others if I do 

not love myself. The deliaous mystery of living is growth, expansiveness, 

fulfilment - the dynamic of redeemed lik. It entails a cyde that nature rnodels 

for us. Death is part of the life process, just as rebirth is part of the death process. 

Throughout, the focus is self-discovery, self-growth, self-risk Therein Cod is not 

distant, but experienced as present in a world that becornes friendly in its 

orderliness and hospitable in its po tentiality . 

Filters that we need to be aware of in 'world threef are: 

- self-estrangement; 
- powerlessness; 
- emptiness; 
- alienation; 
- self-acceptance. 

World Four: Condernnation and Forgiveness 

This world is characterized by the struggle with temptation and sin. 

Within each of us is a tendency toward mogance, to play 'god' by idolizing who 

we are and what we possess. While we prefer to see our questionable behaviour 

as rooted in ignorance, more often than not we deliberately choose what is 

wrong, often because it is 'forbidden fruit'. In the quiet ho-, it is hard to dispel 

a sewe of N t .  evoked often by fear of judgment. We can feel like fugitives. 

This condition has to do not simply with what we do. but with an inner 

disposition. In trying to change, we experience an impotence to be otherwise, as 



if we are diseased. It is as though there is a deep need within me to justify my 

life, to convince myself and 0th- that 1 am worthy of living. Thus life becomes 

an unending &ore to be done. Yet I can never do enough, and so this drive flirts 

heavily with self-deception - in regarding myseif as king fa.  better than 1 am. 

But the truth is that the good I want to do, I don't do; and what 1 shouidn't want 

to do is precisely what 1 end up doing. So I am caught, with even my efforts at 

selfiessness king selfishly motivated. 

Since 1 cannot get out of my own way, resolution becomes possible only 

through God's intervention, centring in the gift of forgiveness. Repentance, 

leading to conversion, exhibits faith as trust that we have received reprieve, 

even though in no way do we deserve it. In spite of our unacceptability, God 

adopts us, not simply as children, but as hein of etemal Me. This is why the 

word 'grace' is so important, for the Gospel is the miracle of the empty hands. 

The Christian's M e  is one of paradox - in which God forgives the unforgivable, 

loves the unlovable, and accepts the unacceptable. Our call is to respond in 

faithful obedience to this prodamation. Emphasis is not on self-reaiization but 

on self-sacri€ice. Good works are not done in order to receive, but are 

spontaneous and joyous responses to king already justifieci by God's 

graciousness. Thus life is lived on a pendulum swinging between repentance 

and forgiveness and characterized by thanlchil hurnility. 

Filters that we need to be aware of in 'world four' are: 

- struggle; 
- tnie identity found in paradox; 
- need for forgiveness; 
- repentance. 



World Five: Suffering and Endurance 

The dilemma which focuses life for atizens of this world is iife itseif, the 

way things are. There is a heaviness to daily living so that it seems that 

whatever cari go m n g ,  d l .  And whatever was troublesome yesterday wiU 

surely happen again and again. While the characters and settings change, the 

plot rem- basically the same - as variations on the theme of 'victim'. 

Whether the examples are a poor person who knows depnvation from vrithout, 

or a successful one who is king eaten by cancer h m  within, there is the same 

sense of being engulfed, controlled, wronged, as if a rehigee. Suffering is the one 

constant, the sign of living near the edge. One is unable to exist without king 

scarred. Life often feels U e  a predator. So one is tempted not to feel anymore, to 

trade in trying for a cynicd fatigue. Wom down in one's m a g e o u s  fortitude, 

distrust is often the best defence against being done in. This is a hard world, one 

not readily chosen, for sadness edges even the joys. 

Although one cannot reaiiy change the way things are, one does have a 

choice as how to Live. Resolution, ironidy, can corne through suffering, as 

through a re£ining fie, as it were. Travaii, rightiy faced, can bring healing, in 

which integrity is birthed. Integrity is a determined willingness to outlast, to 

persevere, no matter what. Spirit is that strange power which strengthens one to 

press on, even when one can think of no better reason than just keeping on 

keeping on. For the Christian, such faithfulness, no matter what the 

consequences, is mted in the belief that we are not alone. Because God is 



suffering with us, we can endure to the end. On Golgotha, Cod screams in agony 

with us, drinkIng deeply of al l  that we too go thmugh; therefore nothing can 

separate us h m  such a God. Redeemed Me has littie to do with grand designs or 

miraculous reversais. It has an integrity born of tenacity on the daily mad. A 

redeemed life respects the smaii and the cornmonplace. A knowing glance and a 

sharing hand are the manna whïch feed us. What gives dignity to life is the 

quality of never quitting when we face whatever happens without king 

deceived, we win a 'moral victory'. What matters is not the quantity of Life but 

the quality of living. Thus, life is to be drunk to the cireg, for one has only one 

life to live. One must take 'one day at at W. 

Filters that we need to be aware of in 'world five' are: 

- foreboding outlook; 
- victim of Me's hardships; 
- suffering servant; 
- distrust of motivations of others; 
- perseverance. 

Jones's 'theological worlds' serves the theological reflection method in two 

complementary ways. First, it provides us with a means to idenhfy our own 

theological lenses and what we wdl d o w  ourselves to either observe or accept. 

Second, the 'theological worlds' provides us with a tool through which we can 

filter the meaning of partidar films. Both of these two ways are expandeci upon 

in the next section. 



Mv Theolonicai - Reflection Method for Feature Film 

Perception is infotmed by the 'theologid world(s)' that influence(s) the 

viewer. An individual's perceptions are informeci by his/ her experiences as well 

as the experiences and traditions that inforni the 'theologid world' of which 

he/she is a part. Using Eisner's framework of connoisseurship, Jones' concepts of 

'theological worlds', and questions that are pertinent to religious experience, 1 

have developed the following theological refiection method for feature filrn31: 

1) The Intentional Dimension: 

a) 1s there an intentional theological message? 

b) What 'theological worlds' do you see king 
represented? 

Do the 'theological worlds' assert themselves 
overtly / covertly ? 

c) Does the film have a partidar 'theological world' 
at heart? 

Do the other 'theological worlds' surface in the 
film? 

d) What values are implicitly and explicitly stated in 
film? 

e)  Does the writer/ director want to emphasize the 
importance of a particular 'theological world'? 

3' This method wili provide a richer experience if one iuds Thcolo@ul Worldl and completes the 
Theological Worlds inventory'. 



The Structural Dimension: 

a) What is the organizational form (controhg idea) 
of the film and how does this Muence the 
message of the f h ?  

What 'theological world' does the organizational 
form of the film represent and how does this 
influence the message of the f i h ?  

b) Does the organizational structure of the film 
facüitate the audience seeing a parüdar 
'theological world'? 

3) The Curriculum Dimension or the Content Dimension: 

a) What is the connection between the themes in the 
story with thernes in Scripture? 

b) Does the script indicate a preference for a 
'theological world'? Does the sctipt indicate 
preferences for 'theological worlds' relative to 
characters? 

C) Did the producer/ directois 'theological world' 
respect the 'theologicai world' of the medium's 
'theologid world' from which it was lifted (if it 
was transferred from another medium)? 

4) The Peda~onical - Dimension: 

a) Ali films are mediated by many sources - writer, 
actors, director, chmatographer, editors, current 
cultural values. Which of these sources are 



dominant in the film under consideration? 

Does the 'theological worlâ' of the dominant 
vision in the movie show through? 

b) What the audience takes away from the film will 
almost always go beyond what the filmmalcers 
intend. How does the film convey its message? 

Does the audience have an openness to the 
'theological world' of the fiLmmaker? 

5) The Evaluative Dimension: 

a) How should the film be evaluated theologically? 

- situational / contextual ethics / morals; 

- sensitivity to peoples' relationships; 

- transcendence of culture; 

- recognizable traits of Gd; 

- does the film help the viewer look below the 
surface? 

- does the film let the audience in to the emotional 
'worlds' of the characters? 

- does the audience have a chance to exeràse its 
desire to be the connaisseur of the character's 
lives? 

b) H o w  does the film's 'theological world' present 
situational / contextual ethics / morals? 

How does the film's dominant / lesser 'theological 
world' demonstrate sensitivity to peoples' 



c) How does the film, if at aii, transcend culture? 
How does the film's transcendence relate to the 
'theo1ogid world' of the film? 

d) What was the purpose behind the film? 

- to tell a story; 

- to make a partidar point about cultural/religious 
values; 

- to make a huge profit. 

In my adaptation of Eisner's method one can learn to appreaate feature 

filrn in a twofold manner: 

1) feahue film offers many opportunities for 
theologicai reflection; 

2) the person who applies this theological reflection 
method to a film has a good tool with which to 
appreciate the fiim - enough usage of this tool will, 
indeed, allow him/ her to become a connoisseur of 
feature film because ' theoIogica1 worlds' proviàe 
an excellent filter for the information contained 
in a fuü-length feature film. 

Connoisseurship will be the reward for those who wül refine their skilis. 

Comoisseurship aiso offers the benefit of theological m e ,  to use an old 

expression; the connoisseur is, in the first instance, the one who shows 

appreaation for something, in our case for the value of feahue film within 



theological reflection. Further. the co~oisseur possesses the skilis to make 

those subjective theologid discriminations. Thus, spiritually, the connaisseur 

can corne to have a new appreciation of God. This is the heart of theological 

reflection. 

This theologid reflection method is thorough in its approach. In the next 

chapter 1 compare my method to Miles' cultural studies approach (which we 

discussed in chapter 2). As weil, I will compare my method with two other 

methods of film appreaation - Lloyd Baugh's hermeneutical method32 and a 

method which considers whether or not a film is a myth or a parable by John R. 

May and Midrael Bird.33 While these methods of theological exploration are 

complementary, I wiU demonstrate how my method is well-suited to theologkai 

refiection both for the student of theology and for the person who is simply 

interested in viewing film and who may be interested in engaging a proEess of 

t heological reflection af ter viewing . 

32 Lloyd Baugh, Imaging the Divine: lesus and Christ-Finures in Film. (Kansas: Sheed & Ward, 
1997). 

33 John R May and Miehael Bird, Religion - in Film, (Knoxviiie: U. of Tenn. Press, 1%1). 
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Chapter Four 

In the preceding chapter, 1 outlined my method of the0Iogica.l 

comoisseurship, which incorporates some of the ideas of Eisner and Jones; 

however, Eisner and Jones were not the only theorists to influence my method 

of theological reflection. 1 have been influenced by three other theorists whose 

methodologies are instructive for any serious theological connaisseur of film. 

Lndeed, in subtle ways, 1 have &O incorporated Uieir thinking into my own 

method. Therefore, to provide my theologicai refledion method with a solid 

foundation, 1 will now demonstrate how these other methods complement and 

build up to my own method. These complernentary methods are: 

1) Lloyd Baugh's Herrneneutical Method;l 

2) Margaret Miles' Cultural Studies' Methoci2 of Film Reflection; and 

3) John May's and Michael Bird's idea of film as Myth or Parable?3 

Chapter four introduces: 

1 ) Baugh's "essentiai dimensions and typical guises of the Christ-figure" .4 

2) Miles' cultural studies' methodology and the two major questions it contaiw: 

a) How shodd we live? 

1 Lloyd Baugh, lma- - the Divine: lesus and Christ-Finures in Film. (Kansas: Sheed & Ward, 
1997). 

2 Margaret Miles, Seeinn and Believing. (Boston: Beacon Press, lm). 
3 John R- May and Michael Bud, Relinion in Film, (Knoxville: U. of T ~ M .  Press, 1981). 
4 Baugh., p. 205. 



b) Do we need to consider a wider dennition of religion? 

3) May's and Bird's approach to religious interpretation of f i l a 5  : 

a) Kno- whether a story is a myth or a parable is a 
helpful sueen through which to understand the 
theological sigmficance of a film. 

I will also demonstrate what 1 consider to be the weaknes of each of these 

methods and how my method of theological reflection answers these 

weaknesses. 1 wili show that the essential question my method will address is: 

How does an azuareness of the characters', the story's, 
and one's 'thrological world" contribute to one's 
developmen t as Q connoisseur of feature film? 

Llovd Baunh's Hermeneutical Method 

Baugh's work on Jesus films and Christ-figure films is, in my opinion, the 

most accessible work in this field. His work is an excellent prerequisite for my 

method of theological reflection because it demonstrates the abundance of the 

Christ-figure motif in feature film. Knowing that this Christ-figure motif is 

wïdespread provides fertile ground for theological reflection on the t e h g  of the 

Christ story in the many different genres of feahve film. Initially, then, let us 

tum to Baugh's definition of the Wst-figure. 

How does Baugh define the profile of the Christ-figure? 

The profile of the Christ-figure in film can indude a 
number of elements or dimensions, al1 of which can be 
recognized on the one hand in the fullness of their 
meaning in Jesus the Christ, and on the other hand to 
a lesser extent in the figure of Christ represented in the 

5 John R. May and Michael Bird, Relinion in Film, (Knoxville: U. of Tern. Press, IFBI), pp. 36 dr 37. 



film in question. A t  the same M e ,  the Filmc Christ- 
figure assumes a number different guises or forms, 
each of whidi serves as an appropriate metaphor of the 
totality of the Christ-event or some dimension 
thereof -6 

The Christ-figure dws not always reflect the totality of the Christsvent; 

therefore, a consideration of how different dimensions of the Christ-event are 

manifested is essential.7 The following section, then, is a detailed outline of how 

Baugh sees the Christ-figure manifesteci in feature film. 

%me Motifs of the Christ-Fimm - 

1) The Transcendental Character 

"Refiecting the transcendental character or at least origins of the Word-of- 

God-made-flesh, the filmic Christ-figure often has mystenous origins. For 

example, in the film, E X . 8  the Christ-figure cornes from outer space". The 

theme of divine origins is a theme that is often treated in an erroneous rnythical 

manner, for example in the first S u perma P@ film.10 

2) Reflectinn the Actions of Jesus Christ the Master 

Reflecting the actions of Jesus Christ the Master, the protagonists in many 

6 W., p. 205. 
7 Ibid., p. 205. 

8 ET., dir Steven Spielberg with Dee Wallace and Peter Coyote , 1982 
9 Superman, dir Richard Domer with Christopher Reeve and Margot Kidder, 1978. 
10 Bau~h . ,  p. 206. 



Christ-figure films attract a p u p  of followers whom they teach and form and 

save.11 Billy Kwan in The Year of Living Dangcrously,~2 acts as rnaster and 

guide for Guy Hamilton, in the end paying for Hamilton's salvation with his 

life.13 

3) The Cornmitment to Justice 

Another motif t y p i d  of the Christ-figure is that of the cornmitment to 

justice. The protagonist of the film often enters a community or a situation in 

which injustices are being perpetrated against the people, and one aspect of his 

mission is to free the people hom this yoke. This pattern is dear in many 

wes te=, for example Pale Rider 14 in which the protagonist-heroes are Christ- 

figures; it is cruaal in the popular Christic hero films such as those of the 

Batman15 and Superman16 cydes.17 

4) Christ Worked Miracles 

Working wonders is common in popular superhero films such as Ba tma n 

and S u p e r ma n.18 It is rather problematic in the serious Christ-figure film, 

because miracle and mystery are categories not widely cTedible in the modern 

11 m., p. 206. 

12 The Yen of Liuing Dangnously, d u  Peter Wier with Me1 Gibron and Sigourney Weaver, 1983. 
13 Bau~h. ,  p. 206. 

14 Pale Rider, d u  Uint  E a s t w d  with Clint Eastwood and Michel Monarity, 1985. 
15 ktmarz,  dir Tim Burton with Michael Keaton and Jack Nicholson, 1989. 
16 Supmnan, dir Richard Donner with Christopher Reeve and Margot Kidder, 1978. 
17 Baunh., p. 2M. 
18 Ibid., p. 2û6. 



and postmodern worlds.19 

5) The Conflict between the Protaszonist - and some Authoritv F i m m  or Fimxes - 

In the gospels, perhaps the elernent which aeates the most dramatic 

tension is the conûict between Jesus and the Jewish religious authorities.20 In 

One F l r w   ove^ the Cuckoo's N&>i the protatonist McMurphy is pitted against 

Nurse Ratdied and the hospital authorities.22 

6) lesus Christ inHislhsim and Death Redeemed Humankind 

Jesus was the s a d i a a l  victim, the scapegoat, who took onto himseif the 

sinç of the world. In the condusion of S hane,23 the protagonist, having in a 

sense taken ont0 himseif the sins of the people he has saved, rides out of tom 

towards the wildemess, like the biblical scapegoat.24 

7) lesus Withdrew to a Deserted Place 

"The gospels teil us that Jesus ofien withcirew to a 'deserted place' 

(Lk. 4:42) to pray"3 "A low-key but crucial example of this is in Cool Hand 

Luke 26 where the director has Luke, as he hides out in the church, awaiting the 

19 m., p. 206- 
20 m., p. 207. 
21 One Flew Oum the CuckOO's N e t ,  d u  Milos Forman wiîh Jack Nicholson and 

Christopher Lloyd, 1975. 
22 m., p. 207. 

23 Shane, dit Ceorge Stevens with Alan M d  and Jean Arthur, 1953. 
24 Bau ~ h . ,  p. 207. 
25 Ibid., p. 207. 

26 Cool Hand Luk, d u  Stuart Rosenberg with Paul Newman and George Kennedy, 1967. 



final showdown and his death, address a very direct and impassioned prayer to 

God, powerful because it is so famihr in tone: the parallel to Jesus' prayer in 

Gethsemane is evident" .27 

8) Stvles of Praver of Christ-Fi- 

"Perhaps the dosest the cinema of Christ-figures cornes to represent the 

profound mysticai p a y a  of Jesus is, as we have seen, in lesus of Montreal.28 in 

the experience of the young actor Daniel as he, in the role of Jesus in the passion 

play, hangs on the cross. In these two remarkable sequences, Arcanà 's  Christ- 

figure cornes dosest to the Q w t  he represents or figureC29 

9) Jesus in his Passion was the Fulnlment of the Sufferinz Servant 

"The protagonist of David Lynch's film, The Elephant Man 30 , in his Me 

situation, uue11y deformed, reified by men, object of ridicule and of false 

accusations and injustice, reproduces in his own flesh and experience the 

situation of the suffering servant".31 

10) The Sheddïnn - of Blood 

The shedding of blood, representing the blood of Jesus, shed like that of 

the sacrifiaal lamb for the redemption of humankind, is often a dimension of 

27 Bau~h. ,  p. 208. 

28 lesus of Montrml. dir Denys Arund with Lothaire Bluteau and Catherine Wiikenink 1989. 
29 Bau ph., p. 208. 

30 The Elephnnt Mon, dir David Lynch with Anthony Hopkins and John Hurt, 1980. 
31 Baugh., p. 209. 



the dynamic of the Christ-figure film.32 In Rom e ro, 33 the Archbishop is shot at 

the moment of the elevation of the chaüce of mnsecrated wine, so that in a very 

powerful christic symbo1, the bload of the dying martyr is iiterally mixed with 

the samifiaal blood of Christ.34 

11) The Via Crucis 

The via msis, the representation of the suffering Jesus carrying his aoss 

to Calvary, is almost always suggested in a metaphorical way in the Christ-figure 

film.35 In Dead Man Walking, 36 the nun and Christ-figure reaches out to the 

good-thief figure on his a o s s .  The geshw is dearly suggestive of that of Jesus on 

his cross, 'readung out' to the repentant thief.37 

12) Metavhorical - Imams of the Resurrection 

A filmic Christ-figure is authenticated when there is some metaphorid 

representation of the Resurrection.38 In the condusion of The kgend  of the 

Holy Drinker.39 the protagonist, Andreas, having completed the mission given 

him by a mystenous stranger and a God-figure, dies in the sacristy of a church. It 

is a Sunday morning, the diurch belis are Niging, and Ohni places Andreas on 

the ceremonid throne reserved for the Bishop, smounding him with priests 

32 M., p. 209. 

33 Romero, dir John Duigan with Rad Julia and Richard Jordan, 1989. 
34 Baunh, p. 209. 
35 Ibicf., p. 209. 

36 Dead Man Wdking, dir Tim Robbins with Susan Çumdon and Çcan Penn, 1995. 
37 Eiaugh, p. 209. 

38 ibid., p. 210. 
39 The kgend of the Holy Dn'nker, dir Ennanno Obi, 19ûû. 



and acolytes. For Ancireas, an unreformeci alcoholic and derelict who lives 

under the bridges dong the Seine, but who finally aquires some self-respect, this 

death - with a shaft of sunlight shining on his face - is a Resmection-victoryfo 

In addition to pviding us with some motifs of the mst-figure. Baugh 

goes on to provide us with modeis of the filmic Christ-Figure. He writes of such 

a figure in this manner: 

The âImic Christ-figure is embodied in a variety of 
guises or modeis, some traditional and others rather 
originai. some representing the totality of the Christ- 
event and others of a more W t e d  scope, only Mme of 
its aspects. We recall that at times the Christ-figure is a 
dominant presence, with a major sipificance for the 
overail theme of the film and at times it is embodied 
in a secondary character or even in a single image, 
effective only for a brief moment and with a limited 
significance in the film as a whole.41 

Some Models of Filmic Chris t-Finures 

1) The Saint as Christ-Finure 

The New Testament challenges ail orristians to be foilowers of Christ. to 

mode1 their lives after him, to be Christ-figures. Evidently, the Christian saint 

M s  this challenge to a partidarly high degree, and thus is more dearly an 

image or figure of Christ. "In film ... not aii  saints quw as Christ-figures, just 

as not al1 filmic Jesus representations are valid. ... In generai, in the case of saints 

who receive the stigmata, the visual signs of the passion of Christ. their 

40 Baunh., p. 210. 
41 ibid., p. 210. 



representation of Christ is more evident Yet again here, choices of the director 

regarding style and content can reverse the meaning and actuiùly negate the 

significance of the Christ-figure".42 

Films about saints have been around since the beginnug of the fiim art. 

Already in 1898, George Hatot had made a short film. Ieunne d'Arc 43. This was 

followed in 1917 by Joan the Wornan44, the b t  of sixteen nIms dedicated to the 

French saint. In 1911, IZ p o onello d'Assisi.45 was made, the first of nine nIms 

on Saint Francis of Assisi. In 1897, Walter Haggar made The Sign of the Cross 46 

- it was remade by DeMille in 1932 - the first of a seemingiy endless series of 

films on the early Christian martyrs, in whidi there are six Quo Vadis 4 7  films, 

readllng from 1901 to 1985.48 

2) The Pries t as Christ-Fi- 

In this motif a character is presented, the priest or minister, who through 

ordination represents Christ in the celebration of the sacraments, and who in 

his / her mission represents the pastoral teaching and guiding activity of Christ-49 

Not ail filmic priests or ministers are est-figures. The identification is 

not automatic, for depending on the film, the priest can serve a variety of 

functions and meanings, one of which is as a caricature, that is as "the ineffectual 

42 m., p. 211. 
43 \eurine d'Arc, dir George Hatot. 1898 
44 \am the Womcm, dir C d  B. DeMiile, 1917. 
45 11 poverello d 'Assisi, dit Enrico Guazzoni, 1911. 
46 7he Sign of the Cross, dit Walter Haggar, 1897. 
47 Quo Vadis? d u  Mervyn LeRoy with Robert Taylor and Deborah Kerr, 1951. 
48 Baurrh., p. 211. 
49 Ibid., p. 216. 



support, the hand-ringing rnoralist, the platitudinous adviser, the remote 

commander, the plastic or unctuous hand-shaker".SO In sbme films, the priest is 

a negative foii to the authentic Christ-figure incarnateci in one of the other 

Interesthg in this regard ... are theThs which feahve 
several priests. The effect is often subtle variations on 
the Christ-figure theme, diaerent degrees of 
identification with Christ in each of the priests.sz 

3) Woman as Christ-Fime 

A film s u d i  as Dead Man WalkingS3 porhays a woman as a Christ- 

figure.54 In her role as Sr. Helen Prejean, Susan Sarandon is a protagonist. In 

both her persona and her activities, she represents the fd dynamic of the Christ- 

figure. 

4) Some Extreme Christ-Finures: - The Clown, the Fool, the Madman 

Charlie Chaplin in Li me1 ig h t55 is a clown-Christ-figure.56 

His name in the film, Calvero, a variation on Calvary, 
already signals his christic identity, as does the 
soteriological dynamic of his activity. Though a down- 
andsut cornedian and past his prime, he rescues a 
woman ço desperate that she is about to commit 
suicide. He cares for her and inspires her to resume 
her dancing career. When she f M y  goes on stage, 

50 m., p. 216. 
51 ibid., p. 217. 
52 m., p. 217. 
53 Dcnd Man WaJking, dir Tim Robbins with Susan Sarandon and S a n  Penn, 1995. 
54 Baugh., p. 219. 

55 Lime1 igh t, dir Charles Chaplin with Charles Chaplin and Claire Bloom, 1952. 
56 Bau~h. ,  p. 220. 



Calvero is in the wings; she does well, but he has a 
heart attack and dies, happy fa her and peaceful. ... 
CiearIy, the hope that Chaplin shows us in the dancer, 
her rebirth artistidy, is a 'resurrecüon image'. 
Calvero lives on in her- 57 

Baugh goes on to desaibe the madman in Ordet. 58 A deeply enigmatic 

figure, Johannes incarnates both the saaal and the delusional, both hohess and 

lunacy, and he represents the g ~ a t  paradox - the sign of contradiction - of the 

word of truth in the mouth of the madman.59 

5) The Outlaw as Christ-Fiwe - 

While there is no problem with a Christ-figure represented by a refomed 

criminal or repentant sinner, there remains the delicate question of whether an 

outlaw, an unrepentant sinner or a vulgar and brutal man without a hint of 

conversion, can have dimensions of a Christ-figure.60 

In the film, Giantsl, Jett Rïnk, a victim though anything but sympathetic, 

rests his arms on a rifle slung over his shoulders and bows his head, in a precise 

visual reference to Christ crucified. A young woman kneeling at his feet and 

looking up at him completes this pecukar Calvary-image.62 

Michael Gr& explains that these far h m  edifying 
characters can re~resent dimensions of the Christ- 
image because &y are 'not only culprits but alsa 

57 M., p. 220. 
57 u., p. 221. 
58 Ordet, dir Car1 D reya with Henrik Malkrg and Eud Hass Christensen, 1955. 
59 Baunh., p. 220. 
rn m., p. 221. 

61 G a n t ,  d u  George Stevens with James Dean and E h b e t h  Taylor, 1956. 
62 Bauvh., p. 221. 



victims'. and he goes on to explain that 'it is not that 
the outlaw as outîaw mpresents Christ, but rather that 
the aucifieci Christ stands near W. The point is that 
the cross is always in a crucifixion group [of Jesus and 
the two thieves]. Neil Hurley suggests a different and 
interesting justification of the filmic %ad guy' as a 
Christ-figuret expiaining that 'the nature of Jesus' 
death as a criminal, incontrovertible as a historiai 
datum, makes the per~ecution and death of certain 
rebels take on a mystical aura63 

6) The Child as Christ-Fime 

There are few films in which a child embodies aspects of the redeemer, the 

one who saves his/ her people. In The Naoigator: A Medinemal Odyssey 64, an 

exceptionai child, Griffin, who has the rare ability to see Good and Evil, and the 

ability to travel badc and forth in t h e 8  finds himself in a mediaeval towm 

threatened by the plague. Identifieci spedically with Christ crucifieci as the 

Messiah when he climbs the bel1 tower of the Cathedra1 to fix a cross on the peak, 

Griffin has to die in order to save the people.65 

7) The Drarnatic Role of Tesus as Christ-Fime 

One of the rarest and most M o u s  guises for the filmic Christ-figure is 

that of Jesus in a dramatic presentation. In this modality, the Christ-figure is 

embodied in the person and actions of an actor playing the role of Jesus in a 

a Baugh., p. 221. 
64 The Naoigafoc A M e d k ~ ~ l  Odyssq. dir Vincent Ward with H h s h  McFalane and Bma 

Lyons. 1988. 
6s Bauyh, p. 221. 



representation of the passion.66 Arcand's film, fessus of Montreal67 creates a very 

dose identification between the young actor and the role he is playïng, and 

perhaps even with the real Jesus 'behhd' that role.68 

8) The Popular Adventure Hero as Christ-Fi- - 

One of the most common vehides of the Christ-figure 
in cinema is the popuiar adventure fiim. In these 
films the protagcnists, in dimensions of their 
peftonalities and in aspects of their behaviour, reflect 
elements of the story of Jesus Christ, though dearly in 
a less intense and l e s  authentic manner. ... In 
George Lucas' science-fiction blockbuster Star Wars.69 
for example, the protagonist, a young, innocent but 
very brave Luke Skywaiker becornes a 'àisciple' of an 
older figure, Obi-Wan Kenobi, who on a number of 
levels represents Jesus Christ: he iives simply, 
imparting wisâom and giving good example to people 
like Luke and he opposes evil in the person of the 
villain Darth Vader.70 

Baugh also describes other versions of the popular adventure hero which 

help the viewer to expand his/her view of the Christ-figure. One can see that the 

Christ-figure motif, for Baugh, is well represented in fi lm. 

Baugh has described charactes in fiùns as Qirist-figures that provides at 

tirnes a liberating perspective; at other tirnes his hermeneutic simply has not 

worked for my shidents, nor for myself. My students felt that Baugh was too 

definîtive, too arrogant, or simply stretched beyond belief in his hemeneutic. 

s Ibid., p. 222 

67 {esus of Montrai,  dir Denys Arcand with Lothaire Bluteau and Catherine Wilkening, 1989. 
m Baugh., p. 222. 
69 Star Wms, dir George Lucas with Harrison Ford, Curie Fisher, and Mark Hamill, 1977. 
70 Bauph., p. 222. 



However, when Baugh's approadi was combined with my reflection method 

based upon the 'theological worlds' there was at ümes a clearer undeisbnding of 

how Baugh's method was effective. In other words, with the unpacking of the 

'theological worlds', of the Baugh's Christ-figure and the 'theological world' of 

the story, there was a greater abiüty to appreciate Baugh's interpretation. 

Margaret Miles was an important reference point in my couse on the theology 

of film as weli. Let us tum to her work. 

Mcvnaret Miles' Cultural Studies' Method of Film Refiection 

Margaret Miles asks two crucial questions with which a theological 

connaisseur must corne to terms: 'How should w e  live' and 'Do we need to 

consider a wider definition of religion'? Film is the most influential literary 

genre of our time. Many people go to films looking for answers to Me-related 

questions which religion used to answer, but for these people, no longer does. 

One of the underpinnings of my thesis is that organized religion needs to make 

much better use of film as a means of theological instruction than it presently 

does. With a solid method of theological reflection, film c m  be an excellent 

medium to educate in a 'religiousf manner. Thus' it becornes imperative that 

we, as theological connaisseurs of ôIm. understand Miles' point of view on these 

questions. My method is designed, in part, to answer Miles' questions. 

a) How should we live? 

The long answer to the question of why (North] 



Americans' symbolic resources are impoverished has 
to do with a confusion of culturai roles. Movies 
cannot replace religion in its traditionai capacity to 
define and encourage love. The media's secular 
imagination relies on caricatures of religion while 
strenuously trying to fill religion's shoes. Yet popular 
film contributes to idenhfying and engaging issues of 
how to live even in its failure to provide richly 
imagined pictures of human life and relationships. 
Even in popular films' strikuig fail- to select images 
of relationships that honour and augment human life, 
they reveal the inadequacy of gendered notions of 
desire, the erotic, sex, and love. But, ironidy,  to 
understand this message requins that one thinl< of the 
movies as more than good deu i  fun, and that one 
senously evduate the influence of theu images on 
individuai and coiledive expenence and longing.71 

Margaret Miles names an important reaüty - the confusion between what 

movies can provide, and what they are expected to provide. The movies have a 

power that is enormous, but good filmmalcers know that audiences are giving 

too much power to films because of the confusion of the roles of culture and 

religion. Miles asks an extensive number of questions in her method of analyàs 

that really boil d o m  to asking how the medium of fiim is interpreted within a 

culture. The importance of knowing, of course, the confusion in many peoples' 

minds about where to turn for information has led an enormous nwnber of 

people to seek, albeit, mostly unconsciously, their religious answers from the big 

screen. Recently, a professional writer72 spoke to this problem by stating that he 

felt it was indeed very sad that popular films were both the solution to many 

peoples' problems and the source of moral assessrnent for many people as well. 

71 Margaret Miles, k i n g  and Believiilp (Boston: &acon Ras. 19%), p. 156. b l d  is mine. 
72 Robert McKee, "Story Telling Workshop", Edmonton, February, 1998. 



While 1 am very supportive of film and its value in culture, it is 

imperative, as Miles statest that we leam to watch film senously - to learn 

something about how we live, but not to confuse this possibility/responsibility 

with the role of religion in our lives. How we should live is a question that is so 

meaningfd in our theological reflection process with film because we are able to 

contextuaiize our questions/know1edge. Milest comments, of couse, point us to 

a wider definition of religion if we are to not only reflect upon religion, but to be 

able to appreciate things religious in all aspects of Me. Let us tum to this 

question a little more specifically. 

b) Do We Need to Consider a Wider Definition of Relinion? 

Miles emphaticaJiy states that yes, we do need to consider a wider 

definition of religion. With a wider sense of religion, we are able to see what 

helps to bind people together. For exarnple, if people could watch film together, 

and indeed they do, the discussion that often ensues is an opportunity to speak of 

shared experiences. This is not considered a religious experience by many, but 

indeed, the sharing of dreams and hopes and disappointments and sorroirTs helps 

individuals to form community. The broader levels of acceptame that can be 

engendered in such activity is extremely valuable as weU. 

A wider definition of religion is not restricted to broadening community 

within our own religious tradition. Miles c d s  for the tolerance that we need to 

extend to those h m  other religious and d a r  traditions for ai i  of us to operate 

wïth some shared values. The cal1 that Miles gives us is the c d  to the 



importance of the diversity of people and traditions within a culture. The 

important tmth of her contribution refiects on the importance of fecognizing the 

many factors of culture and how these influence religion. 

Let us turn now to the more specifïc question of the religious genre in 

story-telling so w e  may have a better sense of what the story wants to 

communicate. A better understanding will facititate a more effective use of m y  

theological reflection method. 

John R Mav and Michael Bird: The Film as a Mvth or a Parable 

May and Bird offer a number of approaches to religious interpretation of 

film in their book: Reliaion - in Film73 In the following excerpted chart the 

extremes of parable and myth in relation to the üuee basic religious questions of 

the East and West are shown. Mythic patterns suggest polarities between East 

and West, whereas the concrete applications of the parabolic stmctures 

emp hasize s pecifically Christian responses.73 

Extremes of Story 

MYTH (establishes world) 

separation-and-return division-and-unity conflict-and vindication 
(dosed / open design) (wholeness / communion) (illumination / saving 

love) 

73 John R May and Michael Bird, ReliPion in Film, (KnoxviUe: U. of Tenn. Press, 1981), p. 37. 



PARABLE (subverts world) 

risk-not-security weakness-no tstreng th dea th-not-life 
(mystery) (demon within) (unrequited love) 

To consider whether a film is a myth or a parable is &al as that 

de termination provides the due to the story's intent. If it is a parable, the intent 

of the story is to 'subvert'. If the story is a myth, the teliing of a story will 

introduce us to a world that begins and ends with a particular iogic. Such 

knowledge is a helpful sueen through which to filter the theological signiticance 

of a film. 

The parables of Jesus of necessity address the prindple religious 

questions.74 Parables rather than myth account not only for the emergence of a 

new religious story in history, but also for the awakening of religious self- 

unders tanding in the individual believer .75 

Myths, on the other hand, are m a t i v e  patterns that establish the world. 

Separation and reunion, division and unity, and conflia and vindication as 

structures of reconciliation are the stmctures of myth.76 

The determination of whether a film is a myth or a parable helps one to 

consider the message that a filmmaker is trying to make. Is he/she trying to 

'subvert' the world or is he 1 she trying to create a story ulth the familia. 

narrative structure of myth? 1 have found this approach particularly helpful as 1 

74 Ibid., p. 36. 
75 Ibid., p. 35. 
76 ibid., p. 35. 



consider the 'theologicai worlds' that constitute a story. Thus Baugh's work on 

Christ-figures in nIm, Mües' questions on life and what can be consïdered 

religious, and May and Bird's understanding of parable and rnyth form aucial 

building blocks which lead up to m y  own method of theological reflection. 

A solid understanding of the aforementioned themes wiil aiiow the 

theological connoissew to reap the fuü benefits of my method. However, 1 do 

offer sorne criticisms of these works. My method aslcs theological questions 

directly; in Miles' method, there is oniy a general approach to religion relative to 

culture. In Baugh there is no dialogue with his interpretation (hermeneutic); 

Baugh is the expert who doesn't ask questions for his readers to ponder. Baugh 

doesn't let the reader inside his questions. There is no didogue between the 

person who views the film with a view to the01ogica.ï reflection, and the film in 

question. With Baugh, the student gets Baugh. What he does offer - wonderfui 

guidelines relative to the varying faces of the Christ-figure which, when 

understood, become excellent interactive starting points in my method. In May 

and Bird, the conversation stops once the story has been identified as a parable or 

a myth. My method takes the next step and begins the process of theological 

reflection upon the parable or myth. 

Jane Smith-Eivemark's Method of Theolonical Reflection 

The 'theological worlds' fiit-77 invite the participant to discover 

his/ her own 'theological worlds' as weU as the 'theologicai worlds' of the 

" W. Paul Jones, Theolorical Worlds. (Nashville: Abhgdon Ras, 1969). 



diaracters and the film. A 'theo1ogid world' is ... 'a pieconceptual gestalt of 

meaning - feeling which, in picturing reality, directs behaviour, shuns 

contradiction, and thrives on communal confirmation" .78 Being aware of one's 

'theological world' enables a perscm to develop the qualities inherent in being a 

theological cornoisseut of feature film. Incorporated into my method, 

'theological worlds' present the student with the oppominity to enter into the 

experience of theological reflection with considerable depth. Depth begets a 

deeper appreciation, which is the value that is central for connoisseu~ship. 

Although there are many questions in my method, the essential question of the 

me thod dis tils to this multi-dimensional question: 

How does an awareness of the chracters', the story's, 
and, one's 'theological world' contribute to hislhcr 
development as a connoisseur of feature film? 

My adaptation of Eimer's ConnoisseuIship aliows a person a very 

thorough opportunity to view film and reflect upon it theologicaily. It not only 

asks the partiapant to become more aware of his/her filters, but indeed, calls for 

an opportunity to interpret the story through the filters of the film itself. in my 

adaptation of Eisnefs method, the student must make the effort to answer the 

questions for him/herself to both engage the story and be engaged by it. Focused 

questions in my method help the budding connoisseur to think through his/her 

world and the world of the characters, and to relate their findings both to the 

story and to th& p e r d  interaction with the story. My method, I believe, will 



provide the viewer with a comprehensive tool to enter into a very thorough 

theological reflection on the W. 

Employing my method of theologicai i~flection with Parnela Bay in the 

next chapter will heip us to better comprehend just how the method can help 

one to better appreciate the thedogical vdue of a particular story. 



Chapter 5 

Mv TheoIopicaI Refiection Method 
Aovliedto Pamela Bay 



Chapter Five 

In this chapter my theoIogical refiection method is applied to my 

screenplay, Pamela Bay. Relative to the Theoloaid Worldsl filters, while 1 will 

draw from information contained in Jones' book and from the Theological 

Worlds Inventoryz , 1 also refer you to the 'theological worlds' chart3 that 1 have 

induded in the appendix. The chart heips to locate terms such as 'obsessio' 

(driving force) and 'epiphania' (tesolution) within Jones' writing. 

My theological reflection is divided into five major divisions. Each 

division is made of a series of questions designeci to elicit the necessary responses 

to encourage a deep theological dialogue between the viewer and the film. Such 

a dialogue will, in turn, facilitate a theological reflection on the film. 

The Intentional Dimension: 

a )  1s there an intentional theological message? 

Yes. Pa~nela Bay intends to speak to the worth of each of the gifts of the 

Spirit. In Corinthians 12: vs. 4-7 we read the foiiowing: 

1 W. Paul Jones, Theoloeical Worlds. (Nashville: Abingdon Press, 1989). 
2 1 am using the work of Bmce Wheataoft, a colka y e in the Doctor of M i ~ s t r y  program, to 

present Jones' Theological Worlds. PaulJones, Theological Wotlds Inventor-, 
Discovering One's Self and One's Congregation," Edmonton, 1994. The inventory is 
included in the appendix. 

3 Jones, Theolozical Worlds, , pp. 42 & 43. This chart is available in the appendix. 



Now there are varieties of gifts, but the Mme Spirit; 
and t h e  are varieties of service, but the same God; 
and there are varieties of working, but it is the same 
Cod who inspires them all in everyone. To each is 
given th= manifestation of the Spirit for the common 
goodf 

There is little appmcïation shown by the Rector, Fr. Greg O' Brien, for the 

g f t s  that Pamela Bay brings to St. Thomas Aquinas Serninary. She is dismissed 

by him. She is also dismissed by the Bishop and to some extent by the 

seminarian, Ron Smith. Pamela Bay suffers the ultimate dismissal in death 

when she is killed by Paul Kyler (because he cannot stand to face the pain of his 

lif e) . 

Pamela seems to feel the ciosest affinity toward those who are poor - those 

whose gifts are not recognized, and dearly stniggles with knowing her place in 

the 'theological world' of semjnary. Her husband, Mark, asks why she needs to 

do what she is doing. Pameia seems to have a sense of the value of leaving her 

stmggle with this world behind, but makes the dioice to remain in it. 

The story of Pamela Bay rings of the truth of the Christian Gospel as 

Parnela. lüce Jesus, attempts to help others, even to the point of death. She has 

been barely recognized. Her way of loving is missing important dimensions both 

in her personai and professional Me, but the Christ-iike traits are recognizable. 

Her drivemess is discemible underneath her 'world two' determination to see 

thùigs diange. It can be argued that her drivenness cost her her Me, and that her 

goodness made her vulnerable to the pathological rage of one who felt he must 

4 The Bible, Reviscd Standard Version, e d i t d  by Herbert G. May and Bruce M. Mttzgtr, (New 
York: The Oxford University PressJ977). 



kill her. The viewefs own fiiters will colour the way hef she sees the truth of 

Pamela's Me. 

A secondary theologid message is that we are very underdeveloped as a 

church because of our la& of recognition of one ano*efs gifts. Paul Kyler 

would not have suffered as he did had he known a face of love who could affirm 

his gifts at some point in his Me. In flashback, we have a sense that as a young 

boy he tried to be himself but his disillusion with M e  was brought to the fore 

when his brother. David, committed suicide. His disillusion settles in his soul as 

he grows up with a depressed mother and tyrannid father. The pain he had 

known al1 of his life started to leak through his facade when love came dose to 

him in the face of Pamela Bay. 

The parable of the woman deaning house cornes to mind (Lk. 11: 2426). 

Paul was sincerely trying to dean house by seeking support from Parnela. but the 

soul work that was involved began to ovemhelm him. H e  did not have enough 

strength to overcome the demon of rage that emerged at this tirne. Evil took 

over his deasion-making power. H e  killed Pamela and Gerry for what he 

considered to be 'justice' -- for David. Paul is working with a primitive 

consciousness - with a primitive ethic - an eye for an eye. 

The complexity of the charactefs lives is multi-layered as is evident in the 

following discussion of the 'theologicai worlds' which are represented. 



b) What 'theological worlds' do you sec britlg represented? 

1 s e  aïi five 'theologicai worlds' king represented. 1 wiU address the 

dominant themes as they are seen through the filters of each of the 'theological 

worlds' . 

Pamela Bay's iife is predominantly rooted in 'world two'. She was very 

much caught in the essential rhythm of conflict and vindication. She chose a life 

that was filled with c d c t ,  for she klt that she was a part of the iiberating force 

that will take people out of the dutches of patriarchy and into a vision of the 

'new church' that the Second Vatican Coundl is calling forth. 

Pamela knew evil in a very personal sense. Having had her parents taken 

from her as a diüd left her with a terrible l o s .  She recognized and felt 

compassion for the downtrodden; for they, indeed, were the ones who felt the 

impact of evil most stmngly in Me. Pamela's parents were very active in the 

movement of their contemporary Catholic leaders in the United States before 

irnmigrating to Canada with the wave of Americans into Canadian universities 

in the early 1970s. Their radical Cathoiiasm continueci to be a part of the 

influence of Pamela's Me - for good and bad as Pamela grew up in the hands of a 

group of radicdy religious women led by Sr. Rita after the death of Pamela's 

parents. 

Pamela leamed a great deal about the white middle-dass societal 

dominance which often projects its collective evü onto the poor; but she icnew it 

is the poor who feel the impact of evil most powerfully. Pamela gave her heart 

to the poor - in prison and on the street after wrestling with whether or not she 



had a vocation to work with them. Ln fiashback, w e  see Pamela as a younger 

woman dedaring her allegiance to the vision of a church that is not yet realized. 

Sr. Rita wams her of the diffidt road ahead - Pamela was not deterrd from 

proceeding, but rather the obstades made it that much more inviong. 

Pamela agreed to teach theology at the seminary after working in the 

Mustard Seed Street Ministry because she wanted to bring the passion that she 

had for the Gospel to the people who were trahing to bring the Gospel to others. 

It was inviting for her to have the opportunity to be instrumental in the shaping 

of peoples' theological edumtion. Pamela's 'obsessio' - in other words, her sense 

of the human condition - was with chaos. But out of chaos cornes order. To 

bring her experience of the poor and her sense of the chaotic in life together with 

earnest theological discussion had so much potential. 

Pamela remaineci a fighter for the poor as she took her position as 

instructor at St. Thomas Aquinas Seminaiy. She continueci this fight, however, 

in an environment that was largely indifferent to her passion/compassion. 

Fr. Greg ran his seminary as he diose to despite feeling pushed by Pamela's 

insistence to see Paul Kylefs problems. They could not find a way to 

communicate with each other. Had she recognized her naivete, Fr. Greg and 

Bishop McCiaren believe, she would have saved her life - not only £rom 

Paul Kyler's gun shot, but the trouble she shodd have seen coming when she 

involved herself with Gerry Hoffmann. 

Parnela took her vocation to ministry very seriously. She was consumeci 

with the tmth of good w.inning over evil, and tnaiy believed that she was a part 



of the eternal battle between good and evil, between forgiveness and ladc of 

forgiveness. Her demonstration of forgiveness for Ge- aiiowed him to open 

doors for a new life. 

In Pamela's personal Me. she was not quite as engaging. She loved her 

husband and her daughter and m y  would have liked to have another M d .  

However, she was mu& more captivateci by the romantic vision of Vatican II 

and what she could do to help implement its wonderful vision of humanity. 

Pamela's soul had not caught up with her theology. Mark was a patient man, 

and was willing to help Parnela grow. His loving attitude toward her when 

questioning her attitude of martyrdom was evident. She proceeded with one last 

action in the case of Paul Kyler and assured Mark that she would be careful. She 

was careful, but was overtaken by something much larger than Paul, Gerry, or 

herself. 

Pamela's life was taken from her, but did she lose her soul in the process? 

1 think not- I think she did the best she could do, as did all the characters in this 

story. Her consciousness did twig to the love of her husband. She was dose to 

putting much behind her when the end came. Pamela's ethic was one of 

humanity king good. She believed people do the k t  they can; she did her best 

and so did ail the others in the story. 

ih i le  'world two' is pdominant and evident in Pamela's Me, she has a 

strong unconscious 'world one' bent. Pamela was orphaned as a young child and 

had felt to some extent homeless since the time of her parentsf death. Pamela's 

securïty was given to her by her parents. and when they were taken away, a part 



of her died with them. She retorted to Sr. Rita after being told of her parentsf 

death - Y wish 1 had died with them". Sr. Rita was unable to hold Pamela in her 

pain in the way that Pamela needed. She responded simply to Pamela by stating: 

"No you don't, you have your life to Iive". Parnela was unable to face her own 

pain as a young girl. but she didn't run from p a h  Instead, she ran into pain as a 

care giver later in life, when she was a minister of the Gospel. 

Pamela masked her sense of hornelessness by working with the homeless 

and others who had been neglected in Society. She Mt more at ease with the 

homeless and the downtrodden than she did with the middle dass environment 

she had known all her Me, in spite of having been raised by those who had taken 

vows of poverty. 

Parnela's feelings of happiness were shallow to some extent. Her sense of 

rneaning was incomplete as she tried to mask the pain that she experienced. 

Pamela feared deep down that her child/children might lose her, and as she had 

lost her own parents, while this remaineci unconscious, it was evident that there 

was a problem that was not dearly discemible when she and Mark were not 

successful in their desire to have another M d .  Pamelafs gft of unmasking Paul 

Kyler's pain and seeing through other peoples' facades was not applied ta her 

own life at the time of her death. 

Pamelafs conscious desire to serve God. f d y ,  neighbour, and students 

was subverted by her unconscious desire to go home - by her desire to abandon 

the concerns of this world for the bliss of the world where she knew that she 

would meet not only her parents once again, but be relieved of the burdens of 



this world; something of 'world five' is evident Pamela's feeling of king 

overwhelmed by this ük touched her ccmscious work, but was more dosely 

aligned with this deeper desire to go home - to leave the meaninglessness of M e  

behind, as characteristic of 'world one'- 

Pamela did not grow beyond the pain of losing her parents. While present 

and caring toward the people she had been d e d  to serve, she had never felt the 

ability to completely attach herseif to anyone else after losing them. Pamela's 

husband, Mark, was aware that she loved him, but he knew that the- was 

something rnissing in their lives. 

When Parnela is kiiled, he is angry with everyone. He is unable to face his 

feelings of anger toward Pamela in his own grief, but Mark's anger will surface in 

tirne. As Mark spoke won before h a  death to Pamela of hei tiredness and 

questioned why she had to be martyred and abused, she gave him no answer that 

was truly satisfymg, but he knew that he had her attention. MarKs grief is that 

Pamela was very dose to recognizuig that so much of her effort was in vain, and 

while he was inviting her to corne home, she was responsive, but never was able 

to receive the invitation M y .  Some might argue that Mark was more tnùy the 

Christ-figure in this story in his 'world one' reveiation of the possibiiities of 

home. 

Father Greg is a man who, in his fatherly care of the seminanans, appears 

to genuinely care for others. He is easy-going, drarming, witty, and intelligent. 

Fr. Greg is the archetypal Irish priest. He 'putts' and he enjoys knowing that 

when God made time, He made plenty of it - no need to rush. Fr. Greg k l s  the 



ache of the emptiness of 'world thne' - the ache of not being himself. However, 

he will do nothing to change because his situation is too cornforfable. 

While the discerning eye will detect something distastenil about Fr. Greg's 

approach toward Pamela Bay, the ordinary eye will m a t  probably ask 'What is 

Pamela Bay's problem"? He has an approach that is kind and good and 

supportive. What more could she want? Fr. Greg asks Pamela why she wants to 

dismiss Paul Kyler. On top of this, he remïnds Pamela that another seminarian, 

Ron Smith, has complained about her. Fr. Greg tells her that she has not üved 

enough and, ironically, he says this very dose to the t h e  of her death. Fr. Greg 

is the enabhg factor/character of a 'world three' approach. His concern about 

the shortage of good candidates for priesthd is one that truiy enables the 

system to perpetuate itself. With the death of Pamela Bay, his thinking will 

stand to win greater favour amongst the community members who are 

concemed for the serninary and the church because he knows his constituency. 

The ouhard response to Pamela is that she pushed Paul too far. 

Fr. Greg t e k  Ron Smith after Pamela and Gerry's murders that "we will 

go on doing what we do best - teaching and learning". Fr. Greg has not been 

touched by Parnela's Me, except with inciifference and/or annoyance; after her 

death, he remains untouched as well. The audience knows the truth - he could 

have made a difference for Gerry, Paul, and Pamela, but he chose not to. 

Paul Kyler's character is the most tragic of ali. ïhe issue in Paul's life is the 

demonic death of his brother whïch, in effect, küled his family. Paul feels 

enormous guilt for k ing  dive. This is a 'world four' trait. His guüt transfers 



itself superficiaiiy as he taies on the rde of seminarian so that he may be the 

redeemer of his family and for the downtrodden with whom he dosely aügns 

himself - partidarly the hookers who come to the Mustard Seed Ministry. 

Paul's 'obsessio8 manifests dearly as the powerlessness of his dismissal h m  his 

ministry placement forces him to a d  on his feelings of hatred and revenge. 

Pauifs perversion of tmth stems h m  a complex web of relationships. His entry 

into seminary life is no less complex. There is Little support from anyone but 

Fr. Greg. Paul is appreciative of Fr. Greg's support, but knows little worth in his 

presence in seminary iife but to try to comfort the women who are as is mother 

was - prostituting themselves. Paul's relationship with Pamela is a hopeful 

departure from that whkh he has known with women; however, when Pamela 

bursts the bubble so to speak, his rage begins to unravel - slowly at first and then 

uncontrollably. Parnela's light of truth - inviting him to come home - cannot 

be received by hirn. While not dear what will become of Paul, it is hoped that 

psychiatrie treatxnent will help him to heal. 

I W e  the consideration of the 'theological worlds' that have been 

represented in the story bMgs  the viewer into a new awareness of the interplay 

between the characters and the weaving of the story itseif, we need to look a little 

more deeply into the question that arises in the way(s) that the 'theological 

worldsf assert themselves. 



c )  Do the 'theological worlds' ossert themselves overtly/covertly? 

The 'theological worlds' assert themsehtes both overtly and covertly in the 

characterd lives. The charaders are complex. Whüe the charaders are 

predominantly oriented in one 'theological world' it is evident that they, to a 

greater or lesser extent, know the realities of other worlds in their own 

subjectivity. The overt assertion of 'world two' in Pamela's Me is more 

rneaningful when related to the covert assertion of 'world foui as she invites 

Paul to receive the help that he needs. She expresses 'world f o d  covertly in her 

forgiving attitude toward Gerry and the others who are involved at the Mustard 

Seed Ministry. 

Refleding more dosely on the covert or overt expression of a character's 

world or the world of the story are all options when a person chooses to use the 

method to focus on a partidar issue. For example, such an issue might be: 

H o w  does Paul Kyler's relationship with his mother play itself out in the 

formation of his 'theological world'? A dose-up view of this relationship would 

entail a greater enhancement of the covert and overt assertions of the 

'theological worlds' of both Mary and Paul Kyler. 

The ability to adjust the lenses according to the learning desirefneed is a 

very important feature of this method of connoisseurship. The adjusting of this 

or that factor in the appreciation of the work of art at hand wiil enhance the 

experience of seeing the füm more completely. 



d )  Does the film have a dominant 'theological world'? 

Pamelu Bay is a story whïch cornes from the heart of 'world f o d .  The 

'issue' of this story is demonic - it is the issue of king dismissed. The 

Ovistology that this story espouses is our need of saving grace - to put it another 

way, human beings need a saviour. Everyone ne& to be recognized by another 

- everyone needs to recognize himl herseif - it is the very essence of who we are 

- beings aeated in the ükeness and image of God. 

Everyone in this story lacks recognition of self and others. Pamela Bay is 

iliuçtrative of the human condition. We ai i  miss not being seen for who we are. 

We aU long to know that our being is rneaninghil. We aII need to know 

something of the gift of reprieve. While Pamela Bay offers reprieve to Paul 

Kyler he is unable to n i v e  it. 

There are no 'good guys' and 'bad guys' in Pamelu Bay. AU are good and 

bad m e .  AU try to do the best they Ca.. There are no unqualiaed heroes in 

Pamela Bay. The question of heroism is addressed, rather, through the ability to 

see what it is that constitutes the character of the people in this story. The 

question of motivation of which guilt phys a major role in the lives of people 

who live in 'world four' is a key to the story. Paul feels guilty about everything. 

The one thing that he seeks to do to relieve his guilt is the act for whidi he is 

truly guilty. Paul's crime is not where his guilt origùiates but it is his crime that 

may be his salvation. 

The paradox of the story is love. None of us know love completely. There 

are moments of repneve that allow us more deeply to enter love's embrace. 



Parnelu Bay is not a rnyth which offers the resolution of love. Rather, it is a 

parable which offers the message that it is reprïeve, and œ r h d y ,  more Wy, 

love that we need. If we do not have love, we have nothing. 

e )  Do the othm 'thedogical worlds' surfice in the fi lm? 

The sub-plot of Pamela's personal life is from 'world one's' invitation to 

corne home. Mark Faulkner offers Parnela a life centred in another world. She 

is about to receive Mark's offer, but she is not quite ready. 

The subplot of a predominantly male world in which Pamela has 

attempted to enter as a liberating figure is manifesteci in the plot of the story as 

she tries to help Paul by tiying to 'get through' to Fr. Greg. The interaction of two 

people on staff in a seminary is echwd by this sub-plot which intensifies the 

meaninglesmess of the 'world five' in St. Thomas Aquinas Seminaxy where they 

ulsh to go on as if there was no need to d w g e .  

Another sub-plot surfaces also in Joanne Porretta's life. Joanne is trying to 

leave her 'trapped' existence by searching for the wholeness of 'world three's' 

'epiphania'. Her ache is to find out what is meaningfd in her Me. She is the 

dassic case of a person who moves ahead one step only to move backward two 

steps. Joanne wants to mode1 herself after the freedom she appreciates in Pamela 

Bay. Joanne rises to a new life when Pamela dies. Joanne recognizes Pamela's 

gift of liberation for her as she praises this grft of freedom at Pamela's huieral. 

Theological worlds are as unique as the individualsi who live in them, and 

will manifest themselves with different nuances in the various relationships 



that people enter. What is core to some of the quality of relationship can be 

discussed by considering the values with which people live. Let us hy to 

uncover some of the stated values in the film so as to more deeply enter into the 

'theologid worlds' of Pamela Bay. 

fi What values an implicitly and explicitly stated in film? 

Because the values of the story are better spoken to in the context of 

reflecting on the "theologicai worlds" of the charaders and the story, 1 have 

simply isolated these values in this sedion in order to provides an opporturüty 

to quickly glance at the values one can explore in Pamelo Bay. 

The following values are stated implicitly in Pamela Bav: 

1. Suffering w4.I  always be a part of Me. Some people will grow. 
Some will not. 

2. The truth is found in love. 

3. There can never be enough love - there is far too Little love in the 
world. 

4. What appears to be bue may not be hue upon a doser examination. 

5. The perpetrator of a crime is often the vicüm of a crime initiaily. 

6. Pain needs to be addresseci or it will manifest itself in very ugly 
ways. 



The following values are stated explicitly in Pamela Bay. 

1. Loveoffamily. 

2. Love of friends. 

3. Compassion for the margiMüzed. 

4. Life can be choked over and over again with little or no attempt. 

g) Does the writer/director want to emphasize the importance of a particular 
'theological world'? 

1 want to emphasize the importance of each individual knowing his/ her 

own 'theological world' as helshe cornes to view feature film. In the kiowledge 

of one's uniqueness, one becomes more 'at home' with him/ herseif and so with 

the whole of creation. When one is 'at home' -4th one's self, one does not need 

to pretend. Helshe is free to enter the world h m  his/her own ground. 

The diversity of diaraden in Pamela Bay have the potential for truly 

ueative living if oniy they could recognize one another for who they are. The 

heart of the drama of Pamela Bay is, of course, that these people do not know 

how to live in harmony. No one 'theological world' is the answer here; nor is it, 

by implication, the answer anywhere else. Each and every person is called to live 

in his/ her own dignity as a wation of God's. 

The importance of recognizing the 'worlds' from which the charaders 

ground themselves and in whkh the story itseU is grounded is the key to 

recognizing the message of the story. The 'theological world(s)' that filter an 



individual's experiences will filter the way he/she sees the film. Knowing one's 

self wiil help the viewer to learn more deeply of the charactes that reveal 

themselves in the story as it unfolds. 

Let us now tum to the structural dimension of the fi lm so that even more 

layers of the story become evident in our theological reflection process. 

The Structural Dimension: 

a) What is the orgunizational fonn (conholiing idea) of the film 
and how dues th& influence the message of the film? 

Parnela Bay's controhg idea is 'd people do the best they cm'. The story 

indicates this by the lives of aii the characters. They fail to understand each other 

often in this story but 'they are aii doing the best they c d .  Pamela strives to help 

Paul find the support he needs. She dies in her attempt to help him. 

Fr. Greg tries to nin his seminary the best way he am. He cannot see that 

he has a big problem on his hands with Paul Kyler who is about to explode. 

What is it that prevents Fr. Greg h m  seeing the truth? Is he so immerseâ in 

himself that he cannot see the pain that Paul Kyler is in? 1s he so immune to 

Pamela Bay's sense of tmth that he sees her as a woman as not worthwhile 

enough to take seriously ? 

What went wrong? In the dosing scene with Fr. Greg and Bishop 

McClaren, there is a dreaded sense of Limitation. They just do not 'get it.' 1s thiç a 

statement about the human race? 1s it a sbtement about men? 1s it a statement 



about patriarchy? AU of these questions wiii be answered by the individual 

viewers in their own ways. The viewing of Pamela Bay is an opportunity to 

open further to these important questions through the vehide of 'theological 

worlds' lenses. 

6) What 'theological world' does the orgonirational fonn of the 
film represent and h m  does this in.uence the messagr of 
the film? 

The 'theologicai world' that the organllmtional fonn of the film represents 

is 'world foui. There is a condemnation of people by one another - Paul 

condemning Pamela and Gerry, and the Bishop and Fr. Greg condemning 

Pamela Bay. There is no opportunity for forgiveness given by the charaders 

who need to not only offer this opportunity, but to receive forgiveness 

themselves. 

C) Does the organizntional structure of the film facilitate the 
audience seeing a particular 'theological world'? 

Pamela Bay 's organiza tional structure facili tates the audience seeing 

through the lenses of 'world four' as the story is one where if recognition of one 

another could have been realized, then forgiveness could have been possible. 



The Content Dimension: 

a )  What is the connection between the tkmes in the story with 
themes in Scripture? 

There are two themes of the story that I want to pardel with hvo themes 

in Scripture. The first Scriptural theme that Pamela Bay addresses is of the need 

for forgiveness. The second is the need for love. 

The need for forgiveness is powerful in Pa me la &y because it is missing 

in the story. Its power is in its absence. The story of Parnela Bay would be 

completely altered if forgiveness was a reality in the lives of all of these people. 

The freedom to begin again after an error, after a huge los, or after sinful action 

is the act of forgiveness that the characters need to experience in both acts of 

contrition and in generosity toward others. 

The second theme that is aucial for consideration in Pamela Bay is the 

need to attend to the greatest commandment. The screens of 'theological 

worlds', as valuable as they are, are meaning1ess without applying the sueen of 

love to this W. The love that is missing in peoples' lives is evident 

everywhere. 

Mark wonders why his wife is doïng what she is doing. John Kyler is 

utterly tyrannical. Mary Kyler is chmnicaliy depressed. Paul Kyler suffers from 

the pathology of uncontroilab1e rage. Pamela Bay needs to move from a god of 

idealism to a God of love. Fr. Greg O'Brien needs to recognize the importance of 

living his own life. Ron Smith needs to know that worshipping a sterile god 



wiU not aiiow him to effectively lead people as a priest. 

Joe Smaiiey has £id his 'cage' whereas Joanne Pomtta is in the process of 

Leaving her 'golden cageJ on the occasion of Parnela's death. The agony and 

suffering that people experience allow oppominities for growth. The characters 

in Pamela Bay show marginal growth. Again, as a parable, Parneln B q  points to 

our need of the transcendent love of God. 

b) Does the script indicate a preference for a 'theological 
world '? Dues the s m p t  indicate prefrrences for 'theological 
worlds ' relative to characters? 

The saipt indicakes a preference for 'world one'. Because the characters in 

the story are living out of 'worlds one, twoJ three, four, and five', and the story 

told is a 'world four' story, the preference for 'world one' rnanifests itseif in a 

quiet way. 

All of the struggle, pain, chaos, guilt, angerJ hahed, and inciifference that 

are central in this story speak of Pamela Bay's longing for resolution. Pamela Bay 

communicates the fuüiity and the pain of these peoples' lives. They need to 

struggle wi th their lives in their own skin. Their struggles do not bring very 

satisfactory resolution, but the story begs the questions for the audience in the 

manner of a parable. 

C) Did the produccr/dircctor's 'theological world' respect the 
'theologiccrl world' of the medium from which it was taùen 
(if it was transfmed from another medium)? 

This question is no t applicable. 



The Pedanonical Dimension: 

a) Al1 films are mdiated by m n y  sources - -witcr, acton, 
directors, cinematographer, editors, current cultural values. 
Which of these sources are dominant in the film under 
consideration ? 

Because this story has not been developed as a film, this question is not 

applicable. 

6 )  Does the 'theological world' of thc dominant vision in the 
mooie show through? 

This question cannot be answered because the sueenplay has not been 

actualized. 

C) Whnt the audience takes m y  fonn the film will almost 
always go beyond whnt the filmmaicers intend. How does the 
fïim convey its message? 

This question is not applicable because the £ih has not been made. 

d )  Does the auàiencc huve an openness tu the 'theologicnl 
world' of the filmmaker? 

1 am going to answer this question h m  the vantage point of of my 

experience with the students who read Pamela Bay as a vehicle to learn the 

Theoloprical Worlds. 

In the opposing and strong forces that they have met in the story, initiaiiy, 



1 think that my 'theologid world' was all but invisible to them. The conflict was 

evident The complexity of characters was evident The desire for something 

better was dearly understood by them when we finished reading the script. 

Something better for the church - something better for Pamela, Paul, and Gerry - 
- somethg better for everyone was desired. 

Pamela Bay is not only a story in which a perx>n can recognize some of 

humanity's shortcomings, but it also is a story in whkh the writer's intention is 

to ask people to look beyond the fiim because the more one reflecfs upon the 

story, the more one will get out of it. 

The Evaluative Dimension: 

a)  How should the film be evaluated theologically? 

The film should be evaluated through the filters of the Gospel. The 

plumb line for 'good' theology is the respect with which it embraces the dignity 

of all creation through the filters of faith, hope, and love. 

Parnela Bay directly states that our humanity is so~~owfully lacking in 

understanding. The story does so becaw it amplifies the need to care deeply 

enough to recogrüze the individual before you (inciuding the need to look at 

oneself) . 

A story such as Pamela Bay serves to try to point us toward the need to 



live with G d  and with one another in a more f d  manner. Parnela Bay 

points to our Trinitarian theology as it look at how the worship and study of 

our transcendent and immanent God is conducteci. Parneln &y also speaks to 

the work of the Holy Spirit among us as the storJTs characters attempt to iive 

with authentiaty. None of the characters live without authenticity within the 

'theologid world' h m  which they emerge. It is, however, the la& of king able 

to comrnunicate honestiy with others that establishes the conaict that plays itself 

out as each individual remains in hisfher own world. 

b)  What are the situationol/contextual efhics/rnorals of the film? 

The ethio of this story are simple. The s t q  wishes to express dearly that 

people lîve the best way they know how. 

Although Paul Kyler has murdered two people, his guilt for this aime, 

when contextualized, can be seen in a different Light. He is a vidim before he is a 

criminal. H e  is a victim of his circumstances and is not able to rise above this 

status .  

The morality of Pameli, Bay calls for the recognition of the worth of each 

hurnan being. The sin of systems such as patriarchy is that people will be 

overlooked. 

C) Does the film express sensitivity to human relationships? 

Without sensitivity to peoples' relationships there can be no 

understanding of the story. The story needs to 'grab' the audience emotionaiiy 



and, while 1 felt a lot of unpleasant emotions in Pamela Bay, 1 was 'grabbed' by 

the importance of what they were trying to say: 'Love doesn't corne easily, if it 

cornes at ail, and mature love is barely realized'. We need to do a lot of work in 

order to be loving people. We have a God who is calling us to this love, if we 

would hem. 

Transcendence of culture: 

There is little evidence of transcendence of culture in Pamela Bay . There 

is, rather, a sacramental quaüty to the story that points to the need for the 

transcendent in the sorry state of affairs. There are slight giunmers of the 

transcendent in scenes such as the one where Pamela rehirns to embrace M y  

once more before she goes to work. There is a scene in Pete's office where 

Pamela and Pete embrace one another when in the background the laughing 

Jesus poster is an opportunity to see them in a larger light. There are isolated 

moments, in short, of tramsendence, but on the whole, the story is a parable that 

points to the need to subvert some of o u .  perceptions of church - speafically 

seminary life at St. Thomas Aquinas Seminary. 

Recognizable trnits of God: 

1 n Pamela Bay, the diversity of Goà's traits are as diverse as the characters 

as they iive within the uniqueness of their 'theological worlds'. God 'is'. The 

God who 'is' exïsts in all of the 'theo10gid worlds' for God is the source of ail 

life. 



Concretely, let us consider Paul Kyler. What he did was Mons but in his 

broken heart his motives were pure - to bring justice to his family. His method 

of bringing justice was limited. Will love embrace him in his limitations? 1 

beiieve so. He wiil be embraced by the God of love whose absence the parable of 

Pamela Bay points to as the one who aii characters need for fulfilment. 

Does the film help the viewcr look b e l w  the surfice? 

Pamela Bay helps the viewer get below the surface of a number of current 

theological questions if the viewer involves him/herself with the characters. 

The emotional pull of a character WU help the viewer enter into a partidar 

world. The doseness that a viewer feels for the charaders has not only to do 

ivith story construction but with the filters that a person has in his/her Me. The 

complexity of the characters invites much reflection. 

Does the film let the audience into the ernotional 'worlds' of the characters? 

Pamela Bay is not an easy world to enter in spite of Fr. Greg, Paul, and 

Pamela being sympathetic characters to a greater or lesser extent. Pamela is the 

most sympathetic character of these three because she is Wled. Paul is also a 

sympathetic character because he was never given a chance to grow. 

Fr. Greg is a sympathetic character with qualification. He shows his true 

colours as he reflects on Pamela's death with the Bishop in the end. 



Does the audience haoe a chance to exercise its desire to be the connoisseur of 
the character 's lives? 

The audience has a chance to be the connoisseur of the charactefs lives in 

the way in which they enter into their lives. 1 have entered into the lives of 

these people and so 1 h l  affinity with a.U of them. They are a part of m y  soul. 

The affinity that the audience will feel with characters is dependent upon their 

o w n  Hters. 

b)  How docs the fdm, if ut all, t r a n s d  culture? How does thc 
film's transcendence relate to the 'theologiuzl world' of the 
film ? 

The film transcends culture in its attempt to respond to a God of love. 

The film's transcendence relates to the 'theological world' of the film by holding 

up the possibility of an 'epiphania' of forgiveness. 

C) M'hat was the purpose behind the film? 

Pamela Bay was written as a mirror to my experience of the choking effect 

of patriarchy within the church. Pamela Bay was written also to allow public 

entry into a world that is by and large a foreign world - the world of seminary 

life. The purpose in doing this was to help Catholics and others who were 

interested in learning more of the situation of a woman who was wmpetent, but 

not recognized; a young man whose deep hurt not only nrined his Me, but took 

the life of two innocent people. 

Hurt is very real in our humanity. To expose this kind of pain is done 



with the hope that we can leam from this story samething of what needs to be 

recognized - each and every one's talents. The orchestration of this kind of 

recognition is a large task, but 1 believe that it is possible. 

We have much to leam as we dwelop our UUnking on many of the 

questions that Parnela Bay poses. 

Conclusion 

In my adaptation of Eisneis method one can leam to appreciate feature 

film in a twofold manner: 

1) feature film offers many opportunities for 
theological reflection; 

2) the person who applies this theological reflection 
method to a Film possesses a good tool with which 
to appredate the film - enough usage of this tool 
will, indeed, ailow the person to becorne a 
theological connoisseur of f eature film. 

Connoisseurship wiil be the reward for those who will refine their skills. 

Connoisseurship, to use an old expression, also offers the benefit of theological 

virtue; the connoisseur is, in the first instance, the one who shows appreâation 

for something, in our case for the value of featue film within theological 

reflection. Spiritually, this connoisseur can corne to have a new appreciation of 

God and that is the heart of theological reflection. 
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Theological refiection with Pamela Bay as a teaching vehide, and the 

application of this method to feature füm are the subject matter of the next 

chapter. 



Chapter 6 

H o w  Mv TheoloeicaI Reflection Method 
fus been A~pLied in the Classrnom 



chapter six 

This chapter discuses my experience with my method of theological 

reflection when used in two unique settings of theological education. In eadi 

setting different nuances of my project / dissertation were applied in direct 

learning situations. The teachurg venues were: 

1. A course on theology of hlm where my method 
of theological reflection for feature film was 
employed. 

2. Six students within a CPE (Clinical Pastoral 
Education) unit who reflected theologically upon 
the screenplay, Pamela Bay. As they read their parts 
and studied their charaders through the 
Theoloeical Worldsi lenses, Pumela Bay took on 
new meaning. 

What foliows is the 'stuff' of research when understood from an academic 

point of view. It is, also, the 'stuff' of peoples' iives -- their feelings, observations, 

questions, cornments, and their theological reflections as they approached the 

ma terial of my project / dissertation. 

1 taught a theology of film course thughout the winter term of the 

1 W. Paul Jones, Thedonical Worlds. (Nashville: Abingdon Press, 1989). 



academic year, 1997-98, entitled Modem Makers of Theology. This course was 

designed at a Masters level of theological study. There were only three students 

registered in the course; thus, it gave m e  a wonderful opportunity to enter into 

the theological rdection process with them. As 1 engaged m y  own experience of 

teaching 1 learned that it was my students in many ways who wTere teaching me 

how to proceed with the development of my method. 

1 assigneci LJoyd Baugh's book, iman in^ the Divine: lesus and Christ- 

Figures in Film2 and Margaret Miles' text, Seeine - and Believinq3 as core 

textbooks for the course. As a group they quite frequentiy felt disfavour toward 

Baugh's approach, finding him arrogant and exdusive. 

Miles was noted most often for the central ethical question that she posed: 

"How Shouid We Live"? This question surfaceci in each film that we studied. 

The students noted that it was the impact of the characters in films and the 

curiosity that ensued about them that took precedence over and against what 

they did. For example, in the Jesus films4, the question of who Jesus was, was 

central. In the Chnst-figure Nmss, questions such as "cm a person be a Christ- 

figure ulthout being a Christianf'? frequently arose. 

2 Lloyd Baugh, Imaeine the Divine: lesus and Christ-Finure Films, ( Kansas: S h e d  & Ward, lm. 
3 Margaret Miles, Seeinn and Believing, ( Boston: Beacon Press, 19%). 
4 The Jesus films were: 

jesrcs of Naulreth, du  by Franco Zefirelli with Robert Powell and Anne Biuicroft,l976 ; 
jesus Christ Superstar, dir by Norman Jewison with Ted Neeley and Car1 Anderson, 1973; 
The b s t  Tnnptation of Uirist, dir by Martin Scorsese with Willem Dafoe and Harvey 

Keitel, 1988. 

5 The Christ-figure films were: \esus of Montreal, dir by Denys Arcand with Lothaire and 
Catherine Wilkening, 1989; 
Dmd Man Walking d u  by Tim Robbins with Susan Sarandon and Sean Penn, 1995; 
BagdadCafe, dir by Percy Adlon with Marianne Sagebrecht and CCH Pounder, 1988; 
S ha n e dit by George Stevens wi th Alan Ladd and Jean Arthur, 1953. 



The three students who were emolled in my dass were all deeply 

dedicated to personai gmwth as well as to learning more of their faith tradition. 

They have been engaged by the films in many ways that challengeci them to 

g~owth. 1 had spoken to the studaits about the mseareh that 1 was doing early in 

the course and told them that 1 would at some point ask them to use my method 

when viewing a film. Concretely, their introduction to the method was as 

a) to do the 'theologid worlds inventory' if they had not previously done so; 

b) watch the film, To Sir With Loo6 with the intent of seeing it within the 
genre of teacher as Christ-figure; 

C) reflect on the film by using my method; and 

d) because the students had been acquainted throughout the course with Lloyd 
Baugh and Margaret Miles' work 1 also asked them to note how my method 
compared with/complemented their experience with Baugh and Miles' work. 

Let us now tum to their summarized responses to the method after 

viewing Tu Sir With Love through 'theological worlds' lenses. 

Student "A": 

"1 found that viewing a film through the 'theo1ogical worlds' 

methodology was successhil. It opens up a film to the theologkai perspective 

and therefore enlarges its possibilities and scope. A film like To Sir With Love 

provides a good example of this. From a surface vie* the film did not have a 

theological dimension to it apart from the ethiciil nature of the teacher. Yet 

6 TO Sir Witli Love, dir by James Clavell with Sidney Portier and Lulu, 1%6. 



when 1 examined the film through the 'theological worlds' method 1 found that 

there was indeed a deeper theological angle which could be taken h m  it. 

One area in which the 'theological worlds' method is especïally strong is in 

its ability to address the individual's own world view. The 'theo1ogical worlds' 

framework allows for the varying types of views on God and ways of observing 

the world. The framework within each individual views films is indeed widc 

and subjective. My framework is diffemnt than yours and a method of vievring 

films which considers this subjective reality is valid". 

STUDENT 'B": 

"I really liked your method. Your questions enabled me to ref'iect 

intentionally on various dimensions of the film. Without your questions, my 

theological connoisseurship was limited to my own theological space / issues. 

Which is olcay at one level, but the critique and response becomes very 

subjective. Your questions direct us to respond to certain overairhing and 

speafic elements in the film. We become much broader aitics/reviewers of film 

using your method. 

I iike the 'theologicd worlds' focus, but I can see that king iimiting for 

those who don't know of Paul Jones' typology. So I have begun thinking of the 

different 'theologid worlds' as different mythologies; each world is essentially a 

different mythology. Such a focus is more accessible to folks who don't know the 

Jones' typology but who do understand the different fundamental approaches 

and resolutions to Me, the universe and everything". 



STUDENT "C": 

"Looking at this f i h  with the Theo10gical Reflection Method for Feature 

Film, a lot can be taken from this film. 

The following excerpts are from Student C s  refiection on To Sir With 

Love: 

The Intentional Dimension: 

"This act of stniggling can be seen as separation fa Mr. Thackeray in the 

sense he does not understand his calling in Me. His 'obssesio' is isolation from 

his home and career in his field of training. By the end of the film, 

Mr. Thackeray gets a sense of reunion in that he tums d o m  an engineering job 

to keep working as a teacher. In a sense you can Say he found his calling in life. 

His 'epiphania' is his finding a home at the xhool and Society that he is living 

in". 

The Evaluative Dimension: 

What was the purpose behind the film? 

"1 feel the purpose behind the film was to teil a story and to make a 

particular point about cultural values. The story is that of a teacher reaching the 

hearts of a bunch of young hoodlurns and giving them self-worth and a sense 

that they can survive in this Maety if they believe in themselves. The cultural 

values are that respect and love can go a long way and that everybody should 

have a diance at living a good Me. Society today, as in the 1- when this film 



was made, holds values that once a hoodlum you are always a hoodlum. Society 

should focus more on love, respect, and giving people a second chance". 

Let us now turn to another venue of learning. 

Pamela Bay within Clinid Pastoral Education 

The second setting of learning where 1 inhoduceci my method of 

theological reflection for feature film was within a CAPE (Canadian Association 

of Pastoral Practice and Education) program in an acute care hospital in western 

Canada. My theological ref ldon method was adapted for the students in thk 

setting; the purpose of intraducing aspects of my method in this instance was 

different £rom the university course setting discussed earliet. Therefore the 

content and process were both different from that of the previous setting. As a 

vehicle of education, the students could enter into Pamela Bay with the intent of 

learning more of Theoloeical - Worlds. The students partiapated in their 

leamuig by reading the parts of the various characters' as weii as engaghg in 

theologicai reflection on the story of Pamela Bay. 

In order to capture the reflectiom and questions/answers that surfaced 

over the course of the process, the foiiowing entries were recorded on a weekly 

basis as the process evolved. The following is my summary of the process. 



The Introduction to the PnxPss of usinq Parneln Bay as 

a Vehicie to leam about Jones' 'theoIoeid worlds': 

1) Very quiddy, the students were given an overview of the charactes in 
Pameia Bay. They chose what part(s) thq. wanted to play. 

2) We went through the outline of the process as a group. 

3) There was a concern raiseci about the process by one student. She spoke of 
her confusion about using this kind of learning exeroSe. When her question 
was responded to by speaking of the value of entering into the experience of 
another via story, she was satisfied to proceed. 

4) There was a comment about the adventute that w e  were setüng out on. 
There was an openness to the proces. 

Week One: 

Debriefing the First Week of the Process: 

1) Pamela Bay was at the centre of many lives. The following questions were 
asked: 

How did this affect her decisions to act? 

If she had puiied back, wouid things have been different? 

Was she the author of her own demise? 

2) The theme / reality of dismissal was prevalent: 

Parnela Bay was not heard by the authorities nor by her students. 



This theme of dismissal was one with which the students (exdusively 
female) resonated. 

It was noted by a student in the beginning that she felt it was no accident that 
respective students had chosen the charaders that they had. 
During a later part of the day, questions about Pamela Bay s u r f a d  again 

When asked how I felt about the reading of Pamela Bay, 1 spoke to the 
significance of the story in my life by speaking to the double-edged meaning 
of Pamela Bay's title/name: Removing the Beam from your own eye; and 
Radiant Light. 

I alço spoke of m y  hope that sudi  an exe& would help ail of the 
group to have a much doser understanding of Theoloaical Worlds. 

1 likened the reading of Parnela Bay to a gïant verbaüm7. Parüapating in 
roles in verbatim exerciseç is very like taking on a charader's d e  in a story. 
The concept of direct entxy into the experïence of another allows one to try 
another's shoes on. 

Week Two: 

M a t  'theological worlds' are the Charaders in? 

Pamela Bas 

The group saw Pamela Bay as a predorninantly 'world two' person. 

Pamela wanted to prepare people for ministry, but was seen as someone who was 

more at home when involved with people on the street. Pamela was seen as 

Ieading a cinwde. 

Pamela was also located in 'world five' because of her martyrdom. 

7 A verbatim is a teaching tool u d  in CAPPE training whereby a student brings a recording of a 
conversation with a patientlclient for dixussion with their pers .  



Pamela, as spoken of by the woman who read her part, was someone with whom 

she struggled because of the climatic scene. Parnela's actor saw haself not 

confronting, but 'lâssing the feet' of Paul Kyler, if she had to, in order to be with 

him. 

It appeared, to some members of the group. also, that Pamela is 

unconsciously a 'world one' person. She felt isolated and abandoned by the 

churdi. She was also isolated and abandoned as a child by her parents at the time 

of their death; and therefore much of her drivemess was dosely connected to 

the pain of her parent's death 

While Parnela was not seen as neglecting her own family, dearly she had 

not resolved mu& of the pain of her childhood and this seemed to prevent her 

fiom feeling more at ease with her personal Me. Pamela was seen partly as hem, 

martyr, and the author of her owm demise. 

Fr. G r e c  

Fr. Greg was seen as 'putting' through life in 'world three'. He was neither 

in a 'top' nor a 'bottom' position. Mesthood was not his idea. His parents had 

wanted him to be a priest. Fr. Greg exemplifies the shadow side of 'world tluee' 

as an enabler of that which is dyshctional. Troublemakers such as Pamela Bay 

corne and go, but the systexn, in this case, the church keeps on going. 

Paul Kvler 

Paul Kyler is in 'world two'. He sought vindication for the death of his 



brother, David. Paul wanted to see justice done. 

Paul's immersion, however, in 'world f d  was dear. The group saw his 

greatest d e r i n g  to be the guilt that Paul felt - guilt about king alive. and he 

felt rejected by his tyrannical fathet and his mother who offered him no support. 

Paul's brother. who had been everything his parents hoped for and while a star, 

was uttimately, by his death, SZlffocating the f d y .  It was noted that Pamela was 

the antithesis of Paul's mother. Paul was 'seen' by Pameia, and it frightened him. 

In a moment, for a persan in 'world four', all could be squandered. 

Indeed, ü û s  was the case for Paul. Did he consciously set out to kiU Gerry and 

Pamela? Was it his aime, mted in the dernonic, which overtook him? 1s it 

possible for a person to be driven unconsciously to the crime of murder? 

Very quidJy, as a group. we discusseû the 'worlds' where Joe Smaliey, 

Gerry Hoffmann, and Ron Smith were located. 

Joe is seen in 'world three' because of his 'ache' for something more whidi 

brought him to seminary. His hope is to mode1 sornething of love for the poor. 

Joe's iife experience has taught him that it is important to give to others. Some 

of the emptiness which is characteristic of the shadow side of 'world three' is 

evident in Joe as weil. 

Gemy is in 'world fouf as he has known love as forgiving the unworthy. 

Ron is in 'world threef as someone who knows his selfestrangement as 

impotence. Some members spoke of Ron's potential for growth. Some members 

of the group spoke of Ron as belonging in the world of 'jerks'. 

The time designateci for the pcocas did not d o w  for discussion of other 



characters this weelc; however, the group felt 'that theh juices were king 

pumped' in this proces. 

Week Three: 

Where doks the 'thedonical world(s)' 
of Pamela Bar/ fit into the Gomel? 

A number of Çcnphual themes were discussed. Parnela's arrogance was 

theologized by the story of the necessity to remove the beam from one's eye 

before praceeding to take the speck out of anotheis eye. Pamela was not seen as 

arrogant by everyone. T h e  was a sense of Pamela having done everything she 

possibly could in order to help Paul Kyler. Pamela was caught in a system that 

did not respect her point of view. This sense of Pamela was upheld scripturaily 

with reference to the thme of aucifixion and resuilection in Pamela's We. She 

did ail that she could, and she died a martyr. 

Relative to a sense of working with the whole of Pamela Bay and its parts, 

one student, in partïoilar, struggled with locating Pamela Bay as a whole within 

the Gospel. She worked hard on placing the story as a whole in a Gospel 

hermeneutic and was frustrateci that others kept going badc to individual 

diaracters. Quite a lengthy discussion around the question of the relation of the 

whole to the parts emed. 

An interesthg phenornenon to note, here, was the Scriptural reference to 

which 1 said the story was based. In my writing of Pamela Bay, 1 was mostly 

concerned with speaking to the reality of people missing one another. Part of 



this missing has to do with a systemic la& of recognition. 

1 sincerely believe that if we created systems in c h d e s  which d e c t e d  

the truth of honouring di parts of the body of Christ then the church would be a 

very different institution. This leads us to our next question: 

How does the Stow's 'thedonical world' 
Comect with vour Relinious Tradition? 

There was no haitation on the part of the group to see that, if indeed the 

theology of the body of Christ was respecteci much more deeply, the Christian 

church would be a very âifferent reality. 

Connections with Pamela Bay and congregations were dear in tenns of the 

students recognizing feeling of dismissal that were famüiar to aU in the group. 

The group resonated with the sense that the ordained minister has too much on 

his/ her plate and if the ways of recogniting the uniqueness of the gifts of 

individuals and their respective 'theological worlds' could be reaiized then not 

oniy the institutional church would benefit, but the influence of such a healthy 

way of forming commUNty would be a good inûuence on the larger society. 

Week Four. 

Imanes of God in each of the 'theolonical worlds' of the 
characters and the stm: 

There was intrigue around the possibilities that emerged when the 



theological reflection process began with considerations of sexuality and 

spirituality because of the experïence of one person entening into 'chara- as 

one of the proçtitutes. The group was delighted with the considerations of the 

quest for the divine in any n u m k  of ways, especially fmm a 'hookeis' point of 

view . 
The woman who read the part of John Kyler spoke of her difficulty in 

seeing his appreaation of the divine. The gmup spoke of what was important to 

him - what was his guiding îight - what was his 'obsessio' as they tried to 

develop a sense of John Kyler's 'world'. An engaging process ensued with more 

discussion of the various charaders and how they related to the divine. 

Week Five: 

How do(es) vour 'theolonical world(s)' meet with the 
'theolonical world' of Parnela Bay? 

The students spoke of the value of their 'theologicai worlds' changing as 

weU as the reality of their changïng perceptions of 'theologicai worlds' affecting 

the way they interacted with their charaders and the ways they related to the 

story on the whole. The receptivity to the detrimental effect of patriarchy in the 

church and in other parts of our Society were mentioned. 

In short, the students' appreciated using this method to leam about a very 

complex theological text. The charaders and role-playing ailowed the students to 

enter the process of imagination with enthmiasm. As a result of learning this 



way, the process of theological refiection took on new dimensions for some 

students. 

Role+playing a b  afforded the oppomuUty for theologid reflection upon 

certain aspects of the personalities of the students, themselves. Their 

understanding of 'theologicai worlds' and how this would help them to minister 

more effectively was a distinct area of growth. 



Conclusion 



Conciusion 

Pamela Bay was written not only as a stary for the sueen, but as a personal 

and professional integrative piece. It was written as a "preconcepM gestalt of 

meaning-feeling" which sought to express its tnith. In short. Pamela Bay was 

my 'theological worid'. Pamela Bay was written as m y  attempt to realue 

Archbishop Wedkland's definition of the artkt with which 1 began this 

project / dissertation: 

The artist is called to be a bridge builder between the 
liturgical expressions of the past that form the very 
best of tradition and the prayer needs of the present. 
The artist aiso has to be the bridge buüder between the 
realities of our s e d a r  society and the sacredness of 
our worship. Oniy people of deep prayer and faith, it 
seems to me can hilfil this challenging role. 

Archbishop Rembert Weakland, O.S.B. 

Jones writes of the cruaal role played by the arts because "functional 

theology ... is a reality not only for consciously religious persons and 

communities, but for each person's huma. stmggle for meaning8'.1 The 

expressions that result metaphorically create a publidy available thematic 

universe, which. at best, forms the outer edge of a paradigm stmggling to be 

1 W. Paul Jones, Theolonical Worlds, (Nashshville: Abingdon Press) p. 23. 



borntf -2 

Pamela Bay as a parable speaks to the church both needing, and going 

through a paradigm shift. Jones speaks also of John Steinbeck's recognition of 

the theological nature of the creative process when, in creating Fast of Eden, he 

found himself drawn to discern the Cain and Abel story as a universal paradigm: 

The greatest termr a chüd can have is [to bel not loveci, 
and rejection is the heil of fears. 1 think everyone in 
the world to a large extent has felt rejection And with 
rejection cornes anger, and with anger some kind of 
crime in revenge for the rejecüon, and with the crime 
N t  - and that is the story of [humankind].3 

1 share SteinbecKs recognition of the theologicai nature of the aeaüve 

process. Pamela Bay has Steinbeck's rejection/ anger/crime dynamic as a central 

focus. Paul Kyler has felt the powerful rejection of his famiiy and he has 

committed a temble crime because of the pain of his rejedion. It is rejection that 

sets Paul Kyler on his destructive path. On the surface, in his role as seminarianf 

it would appear that his path was of God. His path, however. is demonic as he is 

obsessed with finduig revenge for his brother David's death by merely going 

through the pretences of seminary life. When Pamela begiw to penetrate the 

ûuth of Paul's facade she shows wisdom. She is not vicamired by his evil 

power, but chooses to try and embrace him. In her embrace, she loses her iife. 

2 Steven Pepper, World Hv-mtheses, (Berkeley: University of California Pms, IWO), ch. 5; 
Herbert Richardson, T b  (New York: Harper & Row, 1%7), 
pp. 37-46; Thomas Kuhn, The Stmctures of Scientific Revolutions, (Chicago: University of 
Chicago Press, 1970); cf. Ian Barbout, Mvths, Models. and Paradienu, (New York: Harper 
& Row, 1974), pp. 104 & 5. 

3 John Steinbeck, East of Eden (New York: Viking Press, 1952). intro. 



Her loss of life is a metaphor for the much needed change in our world of 

patriarchy to one that is much more inclusive of the value of all people and their 

respective talents. 

We need a shift in paradigm that win enable all who care to partiapate in 

the spiritual life to do so with their genuine voices - voices that can attest to the 

diversity of God. When we say "yes" to our own voice, we say "yes" to the rich 

diversity that we are, as weil as the diversity that G d  is. Jones writes further of 

our need to hear the contemporary c d  for 'grooming': 

We need a church capable of groomhg these 
contrasting communities of family resemblance, each 
capable of inviting into theological aliegiance the hosts 
of spirituaîly malnuhioned in out contemporary 
culture. The recognition of 'theological worlds' entails 
the recovery of spiritual àirection as the church's 
central ta& This means midwIfing the integrity of 
eadi individual's thealagical quest into individual and 
communal accountabiiity. In so doing, the church can 
discover that d a 1  justice is cornmitment to the 
sacredness of such theological intirnacy for each and 
a11.4 

'Theological worlds' are those descriptive ... meaning spaces in which 

each person attempts to domesticate the chaos as home. My attempt has been to 

make the church my home - my world. Such a personal world comes into king 

by an impulsing logic, discernible as my autobiographic thread. The home 1 

sought is not what 1 believed it would be. My openness to truth as it unfolded in 

my life was being reaiized as the dynamic between the interplay of my 

4 Jones., pp. 236-237. 



partidarized 'obsessio' and 'epiphania' beaune conscious. 

'Obçasio', on the one M d ,  is the aystallilation of deep need around 

focused imagery so powaful as to become a dnving impetus toward satisfaction. 

'Epiphania', on the other hand, is the congealing of those events which so 

function as hints that they give hopefui contours worthy of wager.5 My 

'obsessio' has been the search for truth, and Pamela Bay has been my 'epiphania'. 

Pamela Bay has allowed me the opportunity to work with my pain in a creative 

way; Pamela Bay aiso offers a parable of our ümes. 

The ironic discovery for me was to discover the truth of these words of 

Dorothee Çoeile as contextuaiized by Jones as he names a Christian theological 

paradox: "Truth is not sornething that we find or by which we are found, but 

something that we make true".a With Pamela Bay 1 have discovered much 

about tomth. 1 did make Pamela &y but 1 also iistened to her many voices 

which, taken together, spoke the truth to me. 

What made the journey to the 'true' real this particular tixne when other 

journeys have ended in failure? It was the presence of faith. Jones speaks of 

f aith in this way: 

Faith is a gambling upon the future, a living 'as if', 
with such intense cornmitment that one's life is the 
foretaste of making tnie the not yet. The proof for any 
faith is one's willingness to die for it - and thus to live 
within it. ... Faith is both determination and gift.7 



1 had the faith to trust that 1 was being led in the right direction. 1 ailowed 

many of my demohs ta come into the light for transformation as the stay 

developed in various stages. As my demons spoke their tnith, the tmth of love 

couid be embraced more intimately. 

1 have learned that there is Little consolation in a religious life when one 

does not take him/ herseif seriously enough to assert the truth of his/ her Me. 1 

have leamed the frustration and the loneliness of standing alone, w M e  

paradoxically beginntig to feel more a part of the whole. I have leamed more of 

the truth of the paradox of individuation. 1 have leamed that 1 must embrace 

my separateness in order ta be more tully connected to God and to others. The 

dance of faith is saying "y-" to oneself and to God simdtuieous~y irrespective of 

what that might do to dismpt even the mwt treasured of human dationships. 

Relative to 'theologid worlds' Jones puts it this way: 

There is something special in knowing that no one else 
is like me, that 1 live in a world uniquely my own. Yet 
it is temfying if one caxumt believe deeply in that 
world, and thus in one's self as product and fashioner. 
Yet even if one couid, the search is not for isolated 
meaning. By o u .  natures, we need others with whom 
to explore and validate that meaning as community, 
enhancing its M e s s  through sharing' being driven to 
conversion if necessary, being held accountable for 
deepening and broadening our commitment. ... For this 
creative interplay of pluralism and commitment, the 
church stands to become a unique instrument. What is 
important here is to recognize the punding for such a 
calling. The crisis in contemporary theology is leading 
to a phenomenology of 'theological worlds'. 
Christianity, in tum, must come to understand itself as 



a composite of such alternative rhythms. Thus, in 
becoming tme to its nature, Christianity can make a 
graphic contribution to religion as the universal dance.8 

Our contemporary reality rewards conformism when it cornes to faith. 

Faith, by and large, doesn't question nor does it ask people to question. If we are 

tnily people of faîth, however, we will change many m e s  as we grow more in 

the likeness and image of Christ. Jones puts the truth of the work of change in 

this way: "the unity of a human iife is the unity of the narrative quest", and that 

informing wty ,  discovered performatively, is the home base that forges what 

we have called a 'theological world'. Therefore theologizing is the proces of 

identifymg, numuing, forging, or reforging one's irnpulsing logic as identifiable 

narrative, whether magnetized by imagery of battlefield or of cottage, [or of a 

diaplain and professor's worldjW.9 

God is known by me in a new way. God's voice is discemile in each voice 

in Da me [a  Bay. Each voice has something to say about the nature of God because 

each person is an incarnation of Cod. Each voice demonstrates that "Christianîty 

is a constmct of overlaying configurations, loosely held together by witness to a 

common overlap as 'epiphaniaf - the story called Jesus as the Christ".lo 

One's 'theological world' will dictate what theological lenses a person will 

bring to film as he/she seeks to reflect on it theologicdly. Our own developing 

story will inform us how we ailow the story to emerge before and within us. 

Jones expresses th.& dynarnic in this way: 

8 Ibid., p. 242. 
9 m., p. 235. 
10 Ibid., pp. 239 & 240. 



The aesthetic enterprise distils metaphors that promise 
a world. As these emerge through living, the task of 
theology, in turn, is to distil them into alternative 
plots, identifying than conceptuaiiy through a procesg 
of faceting. The resuit is disclosure of the anatomy of 
'theologicd worlds' as they compete for loyalty in a 
particuiar epoch. Throughout this process, individual 
and Soaoculturai contex& interact in liveiy fashion. 
Thus what Steinbeck cab the story of humankind is 
achially a distillation of the rhythm that functionally 
defines his own autobiographical pilgrimage, pmffered 
as indusive by king so incarnateci within recognizable 
flesh that it invites viabiiity.11 

The theologian is d e d  to encourage the fiowering of individuals within 

the cornmunity. The cali of the Gospel is one of interdependence - theologically, 

pychologically, Sogologidy, and so forth. Jones identifies such an 

understanding as one which is "the most pervasive dimension of human 

iriteractionW.12 The truth of Jones8 assertion is one that calls for a much more 

creative interplay between the church and the world. and specifically, for this 

projed/dissertation, the church and the arts, and the individual's relationship to 

both. 

This project/dissertation haç sought to be open to possibilities which 

enable one to have an appreciation of the role of the arts in theological reflection. 

1 have dealt specincally with the role of feature film as a vehicle where one can 

become a connaisseur. 1 believe we have many stories to tell through the great 

diversity of human mation. In this project, Pamela Bay's voices have sought to 

11 Ibid., p. 24. 
12 m., p. 24. 



tell their stories, whereas the dissertation sought to offer a way to drink from 

the* stories through the distillation of the connoisseuis methodology. 1 hope 

that this project/dissertation, by extension, can help us to becorne connaisseurs 

of riduiess of the banquet of M e  that we are invited to by God. 
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APpenm 

A. Theologicai Worlds" Inventory and Chut 

B. M y  Method Applied to Two Feature Films: 

Dead M a n  Walking 

and 

The Seventh Seul 



"Theological Worlds" 
Inventory and C h u t 1  

1 The Theological Worlds Chart is taken from Jones, Theolociol Worlds, W. 4î - 43. 



A T)iLOLXK3ICAf. WORLDS WVENT'ORY= 
DISCOVERING ONE'S SELF AND CONGRECATION 

B a a w  we dont  of aU aeatures can ask "Whyî", we u e  uniwc But because our 
answers are often unclear, we ncva know with certainty who we are or what we w to do. 
This k what nukcr life 8 smggle for maning. Whlther we raognize it or net, we 
are fundional theologims, bqinnhg months W o n  au birth 

Ratha than rcflccürrg 8 pessputive decideci in advanet, mort o f t a  Our m w a s  are 
workixtg asnimptions cuvd out unconseiously through the p r o c ~  of living- thus the 
'World" that r d t s  as home hom th& configuration b often unknown to the df. 
are as many Worlâs as thae are perrons. Yet these individual Worlds ovtrlp, forming 
communities - latent and manifest. Those with whom we share a World me those whom 
we o n  understand rlmost intuitivdy, able wen to finish their sentences for them Then 
are other perrons, howwer, with whom we iive "Worlds apatt" These are not only the 
ones we have diffic-dty understanding, but with whom t is difficult to And a point of 
contact. Our research has identified five such Wodds, serving as a typology of pure 
possibili ties. 

A World r d t s  from the interadion between two poles. The fbst is one's 
that iived question, need, ache, or ditanma which has its teeth into us at the dccpest levei. 
Other concems are variations on that basic theme, standing in line behind its importance. 
The second pole is one's that which through ont or more wents, moments, 
and/or persons brings S U f f i ~ u m i n s t i o n ,  satisfaction, or heaiing to provide a lived 
answer worth wagering one's life upon. One's epiphania 19 what touches promisingly 
one's obsessio, either as GKt or as hop. 

The dynamic estabiishing one's World, tha,  b this ongoing interaction of obsessio 
and epiphania. One's disposition is determined by whether this dynamic is seen more kom 
the perspective of one's obsessio, or the epiphania L the more weightd pole. Whichever, 
each knows itseU ody in reiation to the other. 

Christianity does not aeate yet another World. Rather, those who affirm Jesus of 
Nazareth as epiphania for their World do so because of the h e a h g  pattern of meaning 
resulting from its unique engagement with one's concrete obscrsio. Thur thew are as many 
Christian Worlds as thue are Christians. But they aiso ccnverge in communities, resuiting 
in five Christian variations on the themes of the universal theologid Worlds. 

One's theological World, then, tends to be unconscious, unknown, and/or 
unrecognized. Therefore thcological growth begins first with dirceming the World in 
which one is living. This The * I W o w  Inve is designcd to assist in that task. 

a vehicle for udculating onslow self<~W%~, it can lud one to explore what 
it means to Uve more faithfully within one's World, hdp sense if one's World is stifling 
and in need of abandonment for another one, and help one enter into dialogue with 
members of other theologtrl Worlds. 

, 

There are five parts to thb ïnvmtory. Inrtructions will k @en in eaeh P u t  
L in ttoduction 
IL Inventoty 
IIL Self-Rathg Dtsuiption 
W. Self-Scoring Shnc 
V. Evdurtion of Each World 



For mch of the followkig qtaestio~u~ choost the . ~ w a  which fitr you k r t  - put a 
"3" next to that answu. Foi the same quesüofi ch- the inma th.t L second k t  for 
you - put a 2" nat to that answer. Thm choorc the uuwer that Btr thM bat - put 8 "1" 
next to th.t answer. Rtspond hontstfy to u mury u you cu Thac are no rlght or m n g  
answers. An answer L CO- ü It d k t s  your fccIinp. It tr wrong if il d e e t s  dtha 
what you lhink you shauld prefer, or what you rmy lead to 8 puticukr outcome for 
the Inventory. in answalng, let your mind roam quickly ovcr your iift arpuiences. 
Remember your own sîrugglrr, as ruiy as you cm. Let your uuwa churcterlu the "Ma 
of iife for you o v u  the "long haut" if a 9uestion8 or itr options, make~ no wnw, omit it 

My uneasiness inutases when I feek 
a. out of control - b. tempttd 
c. disconnccted 

- d. exhausted - e- cmpty, rootlcss 

Life for me is a: 
a. mysterious pilgrimage 

- b. basic right 
c. courageou act 

- d. new gift 
- e- quest for seif-fulflllment 

My spiritual life is k t  h c t a i u d  as: 

a. requesting forgivmess with empty han& 
b. meditating on idmis for my life 

- C- praying for others 
- d. contexnpkting, centering, uniting with 
- e- wetic, struigth for the dark night 

A vripture passage with whkh 1 can idmw is: 
a. "We a n  rejoice in our sufferings, IIiowing that 6uffuing 

produces endurance." 
- b. *or Cod io loved the world that He gave His ody kgOtten 

Son." 
c 'Thou hast made us bet a Uttle lower th.n the angeis." 

- d. The woif shaU d w d  with the hmb ..., and r little child shall 
Iead thun." 

e. '1 have utterd what 1 did not understand, things too 
wondafui for me, which 1 did not know." 



6- The human condition b most chsrsdcrizcd by: 

7. I am mewed whtn 1 cxpaience 
a. awe, wonder - b. exoncntion, justice - C- fullrress, self-worth - d. humility, forgivencu 
e. compassion, in tegrity 

8. When things are not going weïi, I sometïma feei: 
a. condemned 

- b. powallrs 
c. isolated 
d. shutout 
e. victimized 

9. Who is Jesus? 
a. suffering cornpanion 

- b. disdosure of that which k not recognircd 
- c- a definitive human word about who God is 

d. Gd's definitive word about who we are 
- e. foretaste of what is promiscd to k 

10- When 1 expenmce limitations, 1 tend to: 
- a. feel ovawhelmcd, passive - b. become arrogant. sclf+ming 
. c. act judgmentally. sometimes violently - - d. f e d  impotent. hollow 
. e. f e e i d d , s e p a r a t e d , ~ d  



11. To improve thin&), my efforts rhauld fow on chrnging: 

13. "Cuitu st.gem for making sense out of my existmce b: 
a. the cosmos 

- b. the sclf 
c the demonic 

7 d. history - e- life iW 

14. What is mort likeiy to disrupt iife? 
a. seduction 

- b. institutions 
cc. weariness 

- d. homelessness 
e. seifdoubt 

15. 1 tend to focus on: 
a. elsewhere 

- b* Pst 
c. future 

- d. expansive presat 
e. each &y as it cornes 

16. 1 have been hunted by r sense of: 



18. An image for "home" b: 
a. tomotrow - b. sprfng houseüeaning 

. c adayoff - d- a room of my own 
a. the ocean 

19. In my life 1 have rtniggled mort with ficlln6 

, ,  a. unimportant, worthless, trivial, undeveiopeà - b. gullty, sinfui, incompetent, wmng 
, ,  c. sepanteci, homeiar. adrift, loneiy - d. US&, hopeles, fk@e8 fUtay - Q. cornpetition, injustice, inequaiïty, exploitation 

ZO. What tm& to give you hop? 
a. changes in this world that will d e  it Mer - b. support that aicoungu me to k o m e  who 1 am 

, .  c. apaienca that hint of the meaning of the whole - d. tnirt in Cod's gnaousness 
. e. Divine companionship to see it through together 

21. 1 can bert conhibute to the Reign of Cod by: 
- a. fighting for the oppressed - b. king okdient to Cod's will 
- c. standing with the rejected - d. mximizingthepotentialitiesinmeand others 
- e- striving for hamony between nahue and humam 

- a. 
- m m  

b. wandering 
- c. driven 
- d. wrong 
. e. unfocusecl 



B. The rhythm thit k r t  dacrikr conversion for me k 
. a. h m p i î t  t o p d o n  - b. h m  suffcring to inttgrify 
. ,  c from diemaon to homccomhg - d. from nothingness to seif-idcntity 
. c h m  oppression to Iibcration 

25. The wor& best d d b i n g  the humui condition are 

,- a. wanducr, orpahn, stranger - b. victim, wounded, undone 
- c. self~Soubt, impotence, ache - d. dupiiaty, sdfuhness, forûidden huit 
- e. arslved, oppnrscd, violace 

26. Freedom means: 
a. no hunga or thirst for anyone 

- b. going home 
c. a chance to start over 

- d. to outlast 
e. to lose seif-doubt in becoming who 1 am 

27. How does reconciiiation with G d  oceut? 

. a. By entning the world, Cod conques the forces opposing us. - b. Chrirt pays the pnce for out W. 
, ,  C. in foiiowing Jesus, we corne to a clora reiationship with Cod. - d. There are moments in which the veil is lifted, and we bclong. 

e. Cod identifies with us as companion through it all. 

28. Which pair of words k t  describes the dynamic of living? 
a. emptiness/fulfllhent 

- b. suffuing/endurance 
c. separation /reunion 

- d. conflict /vindication 
e. condemrution/forgivcnac 

ti/- 
Aug. W 



- a- b awakencd to ûy - b. ~ncountas the plight of the opprcsvd 
. c &drthec~~fagetopersevae - d. s a u t s  the priority of king o v e  doing 

e. Q biwght to bdief 

31. God is the Onc who: 
a. bsinp into deeper hannony - b. takc) sides - C- lues forth possibiütier - d. atones for us 
e. experiences our needs with us 

32 Why do good? 
a. to make mmds for my actions - b. in rcrponrc to the kindnas and encouragement 1 have received 
c. power and energy ovdowing from deep within 

- d. empathy with othup 
e. to fight injustice 

33. 1 am afraid lest in the end: 
a. I might give up 

- b. there won't be anything more 
c. things will not have been made better 

- d. 1 will be unliked/unwanted 
e. I w u  k f o n d  wrong 

34. 1 identïfy with: 
a. Xsracl'r f o q  years braving the dcrat - b. Sarawhowasbarren 
c. Adam and Eve who became homsick for Eden 

y d. Peta who ktrayed 
e. Moses who m away from tildng the hard stands 



35- A noble purpoea for my Ufe would k to: 
a. evokc haumony - b. *Gad 

, c fight thegood Qht 
- do persevert wlth inttgrity 
, e. m ~ p c d c o d , p c ~ n u o a c d  

- -  

a. pionnr, prophet - b. threshold, modd 
c compuiion, sympathla 

- d. Uumi~tor, evoker . 
t. nvior, Imrd 

37'. The probkn with so many of us b that we dont 
a. risk - b. last 
c. care - d. know 
e. conféss 

a. redeemer 
- b. messiah 

c. revealer - d. niffering Servant 
e. teacher/example 

39. One needs to focus on: 
- a- the long run - b. depth 

c. breadth 
- d. motivation - e- goal 

40. Ar I understand suffering, 
a. it a n  becorne an instrument in personal diuovery. 
b. it is wrong, to k fought. 
c Cod's ways are not our ways - d. it isputofWc 
e. it can k a testjng or penance. 



I l .  

42 

43. 

44. 

45. 

46. 

Faith is tnisting in: 

1 codd be faulttd for o<pcctins 
- 8. tm much - b. to losc 

c to k inadquate - d. tobewrong 
e. too ïittle 

Life entails 

dont with Cod in the moutains in prryer 
with the woman at the weïl 
overcoming ternptation in the desert 
casting out the moneyshrngar 
agoniwrg in Gcthsemne 

y i l t  to be nmoved 
vfctory to be won 
mystay to k unvded 
duty to be lived 
fulfillment to be reaiized 

Which of these activitio would make you feel alive? 
a. uperiendng reconciliation after a bitter fight 

- b. helping a homcless W y  
c. doing a retreat in the mountains 

- d. hauivfng deep med conversation with a friend 
e. king acknowledged by fiends at work 

Redemption for me cornes from experi-g Jaus as: 



47. When thingr get âiffidt, in O T ~ U  to survive 1 w-cb= 

48. 1 Iive lifc as if it har about it the f d  of: 

49. Reiationships rometimes becorne stnined b a a w  of: 
a intensity, heaviness 

- b tductance to venture 
c. failurt, seMshncss - d. hctorr extemal to the reiatio~hip - e. mininderstandings in communicatîon 

50. God is the One who: 
a. identifies with us 

- b. forgives us personaiiy 
c. promises a new earth 

- d. draws us into union - e. adopts us as f d y  

51. One must learn how to deal with: 
a. one cause at a time 

- b. one world at a time 
c. one day at a time 

- d. onelifeata t h e  
e. one episode at a üme 

52 A Bibiical image that appulr to me ir: 
a. Jesus a d  the womui a d  of adultery - b. Job's patient strength in adverrity 
c. the Emmaus teunion 

- d. Exodus to the promixd Lnd 
. e. the thief forgiven on the mors 



a. approvai 
b. rtrength 
c toapaiaiccrnyrclfrrputofa~taWhoIt 
d tokcomcworthy 
e. to haver auw 

- a. 

- b. 
- C 

- d. - e. 

Sin is: 
- a. - b. - C. 
- d. - e. 

"As a hut longs for flowing m, w, b n g  my roul for the, 
OGod." 

"Parent of thc puaitlar anâ protcctor of widowr, you M out 
the prisoners to M o m . "  
In the shadow of your wings I wP1 Dkc refuge, tlll the stomu 
plu b*" 
700 heavy for us are our offenses, but you wipe them away." 
"You have made us îittle l e s  than a god; with giory anâ honor 

you have aowned us." 

a condition that dtfincs us wen k f o n  we act 
misdirected good 
part of life's stmggIes 
closhg one's eycs to the mystéiy 
cornpromising too soon 

The ideal Christian is  a: 

- a* -wr - b. saint 
C. WitntS~ 
d. visionary 

. e. spiritual mentor 

My experience of sin k 

. a. unreaïizedpotcntial - b. sepmation 
, ,  c inciifference - d. pemersity - e. weakening 

l'lie Gospel means: 
a. remakiinghithfdtothemd 

- b. deny myseif for othcn 
c. giving m y d  for a ause - d. leamhg to love myself 

. e. k i n g  myseif in Cod 



It is fine to: 

, a. to k rtunited with rll of Mt - b- to change the way things axe 
. c toendum,withintegrity - d. to k o m e  r whok pawn 

e. todogood 

a. "mystic" oneness 
- b. focusedgrowth 

c. strength to puscvese 
- d. common cause 

e. newbirth 

It is important for persans to: 

a. get in towh with theh feehgs 
- b. keep on keeping on 

c confess theh shortcomings - d. risk the unknown 
e. get involved 

A group of words that characterizes CMt's work is: 
a. vision, victory, completion 
b. justification, reprieve, saivation - 

- C- sumival, sojoumer, cornpanion 

- e. model, wholeness, freedom to be 



XIL A THEOLOGICAL WORtDS DESCRIVITON AND SELF-RAnNG 
264 

mmdiws 
Before seorhg the Invattory you have furt taken, r a d  the dclcriptlonr of the flvc 

Theological Worlds bdow. Then put the number "1" next to the World t h t  k r t  fi& your 
perspective, a "Zn n o t  to the one that fitr ~ c o n d  kst ,  and w 0% thiough di five 
descriptions. This wiN give you rn opportunity to select 8 World, uid @ve an o i d a  of 
preference for the othar Worlds. A compiriron of your choiccr with your scores u 
determined in Section IV wili heip Micate p u r  dwee of theologid d f * ~ d l e n c ~ .  

- WORLD 1= SEPARATION AND REUNION. 
For inhabitants of thio World, thae is  often r sense of abandonment. Within this 

huge cosmos, we f& isolatecl, ma& londy - i speck in a vast and staggaky -ce. At 
times we scem to k aliau, or orphans. Ilfc tends to k a quest to undustud the mystery of 
th& Whole. Our longhg is  to find our way home, as it wac. We yeam wistfully for a 
harmony to aU things, wMe being hunted by the r d  thought that there mry k nothing 
behind it aU 

Resolution as the promise of homecomïng can begin through experitncing the ad 
of our existence as itself a gift. In senshg th& mystery of beirig, one can be touched with 
awe. Such sensitivity oftm cornes in n a m e n t a l  moments in which we are grasped in 
oneness with the Ground of our bdng. It i s  as if 8 val L iifted, if only for a moment, and 
we know that we mily do bclong. Su3, moments rave as c a i t a  point for tht rurnkig 
wheel, the unchanging in the changing, the et& in the flux. 

The cycle of nature teflects, hast iiturgiaiiy, the cycle of life itseü: birth, death, 
rebirth. Experiences of this ongoing rhythm are foretastes of a ho@-for cosmic hamony, 
that h l  reunion of everything that is separated. Evm on this side, touches of paradise can 
be sensed around us. It is when we do not understand this, or forget, t b t  we get in the way. 
But we are nonetheless bitten by eternity, so that neither this lifc nor thio earth caii ever 
really feel like home. nie meaning of our aaving is to return from whence we came, 
losing ourselves in Cod. Day by day authtntiaty is in becoming transparent to that God, so 
living that we point beyond ourselva to the Power of Being in which we are aïi grounded. 

In this World, history and its various institutions are tainted with self-interest. 
Conflict seems to be at the huit of Me, e v a  of nature, with many paronr dtprived of the 
mears needed for living. Whaeva  one turns, the scene ir a d r w  of Whnas and losers. 
Death is the final enemy, symbolidng the hortility which resists the crucial goal of 
humanking this world. The foc L widespread, for even the cosmos is beset by airropy, so 
that nich hemorrhaging seems to give to uch part a rnse of bdng violated. ?hm 
threatened by the possibiiity of chaos, parons are tcmpteâ to grasp for powa, tsdating înto 
a threat of nuclear destruction. Nations seun willlng to %ring it ail down" rather than 
lose. At one level or another, then, one kecps king pwhed into beixtg a "waxrior." Our 
reaction [s often one of anga, mmetimes even of rage. Reform is called for, even rebdlion. 
Yet even though one is determined to change the wodd, such efforts rometimcr M iike a 
never-ending defeat. 



Hope for remlution b rooted h the virion of a n m  herven and 8 nm tarth. to k 
realized as liberation within history. In Shakesptare's wordsf "all's w d  that ends welLU 
Otherwise history is a tale told by an idiot, hrll of round and fuy, s i g n w g  nothing. SSncc 
death in ali forms îs God's foe, r ~ e e t i o n ,  thm, provida pro- not only to the 
individual but to hinory ttrclf. In behaif of that gorl, Cod trl<o sidm k h g  c o ~ t t e d  to 
the poor. the captive, the bîind, and the oppressed - and so must we. Cod cJb us to bc CO- 
aeators in th& completion of creation. Hictory k vinditited by its completion, flowing 
badc to give meaning to each pui as means to thit md "niy Kingdom corn on earth, as it 
already is in heaven.' One way to work toward that W o n  Ir iive as if the end is M y  
here. Such h o p  in the Cod of the future malces us ncva vdsfild with whrt Lw This is 
why the prophet W w a  in a h o p  worth dying for. 

- WORLD 3: EMPïïNESS AND FUïFILtJHLNT 
Those who inhabit this World are concemed with the seIf, for the dilemmr that bas 

taken hold of them is self-estrangenient. One is unury that if people really )ncw me. they 
wouldn't ïike me. It t n t  so much that I'm bad; it's as if there may not k rnuch thae. If 
my mask were to slip, it would be all OVQ. But perhaps that wouldn't change things much 
after aii. since often no one semns to are. The problan for many of us in this World is that 
often we are made to feel invisible, impotent, unheard, or insignificant. We are 
afterthoughts, like outcasts, as it wcre. And inside there h this unptine~s, a void, an ache 
that resides in one's rniàsection - the fear of being nobody, which in hun hindm action for 
fear of being rejected. Ço 1 try to be who 0th- want me to be, until 1 don't know who 1 am. 
And yet still 1 don't belong. My lifc stems like a deception. as 1 becorne inatasingly 
alienated even from myseIf. The result is a paralysis, an airniessness, a floundering - 
tnpped by myself within myseif. My reward is a strange comfort in inerti. - when it is t w  
late for action, too soon for regrets. 

Resolution begins by being awakened to one's possibilities, usually by the support 
and promise of a caring friend or group. In behg accepteâ. one is lured toward whokness 
and fuifiilment. For the Christian, such meaning cmerges not only through the nurtwe of 
a Christian community, but through the One who in xripture models life as giving and 
receiving love. In being loved for who 1 am, 1 can be and becorne m y  truc self. Knowing 
from within that real selfhood means to love and be loved. 1 m empowered to r d z e  my 
potential. Such faith involves so believing in myself that 1 dare feel again, unable to love 
others if I do not love myseif. The delicious mystery of living is growth, expansiveness, 
fulfillment - the dynamic of redeemed Me. It entails a cyde that nature modeb for us. 
Death is part of the iife process, just as rtbirth is part of the death process. Throughout, the 
focus is selMiwovery, seif-growth, seif-risk Therein Cod is not àistant, but upcriencd as 
present in a world that h o m e s  fnendly in its orderiiness and hospitable in its potentiality. 

- WORLD 4: CONDEMNATION AND FORGIVENESS 
This world is duracterized by the struggle with temptation and sin. Within each of 

us is a tendency toward arrogance, to piay "godm by idoiizing who we am and w h t  we 
possess. Whiie we prefer to sec Our questionable bebvior as rooted in ignorance, more 
often than not we deliberately choose what is wrong, often because it k "forbidden fniit" In 
the quiet houn, it is hard to quiet a sense of p i l t ,  evoked often by fear of judgment. We 
can fed like fugitives. This condition has to do not simply with what we do, but with an 
inner disposition. In trying to change, we experience an impotence to be otherwise, as if we 



are diseasd. It ir as though that  ir r deep nccd within me to justify rny life, to eonvimc 
m y d f  and others that 1 am worthy of living. Thur lilc kcomes an unaiding chore to k 
dont Yet 1 a n  neva do mou& and so this M v e  flirts heavily with W d a t p t i o n  - in 
reguding mysclf as king ht ktta thm 1 .a But the huth ir thôt the g ~ d  1 wuit to do, I 
don't do; and w h t  1 shouldn't want to do is  prcdrcly what 1 ad up d o h g  So 1 am caught, 
with even my effoats at seifitssnus king seifïsNy motivated. 

Since 1 m o t  get out of my own way, nrolution h o m e s  possible only through 
Cod's intervention, centtrsng in the gift of forgiventss. Repentance, ludkig to conversion. 
exhibits fiith s ûust that we have received repriwe, m m  though in no way do we dcsave 
it. in spite of our imrueptabiiity. Cod adopts us, not simply as chil- but as hein of Ufe 
eternal. This is why the word "pcew t so Important. for the Cos@ L the miracle of the 
empty han&. The Christian's life Ir one of paradox - in which Cod forgivcr the 
unforgivable, lova the unlovable, and rccepts the unrcceptab1e- Our di b to tespond in 
faithhil obedience to thir prodamition. Emphasis b not on self-rea-tion but on self- 
saaifice. Good works are not donc in order to rueive. but are spontancous and pyous 
respomes to Mng dready justifid by Cod's gnciousness. Thus Ufe h o m e s  the ongoing 
pendulum between repentance and forgivenar. CharacterizCd by thanüul humility. 

- WORLD k SUFFERING AND ENDURANCE 
The dilemma which f o c w r  Me for dtirens of this World ld Me itdf, the wây thhgs 

are. There is a heaviness to daily living, so that it se- that whatever can go wrong, will. 
And whatever was troublesorne yesterday will surely happen agab, and again. WhiJe the 
charaders and settings change, the plot remains basicaily the a m e  - as variations on the 
theme of "victim." Whether the examples are a poor person who knows deprivation from 
without, or a successful one who b being u ten  by cancer from within. there is the a m e  
sense of being enguüed, controlled, wronged, as if a rcfugee. Suffering is the one constant, 
the sign of living n e .  the edge. Unable to exist without being scarred, life often feeis like a 
predator. So one is tempted not to feel anymore, to trade in trying fro a cynical fatigue. 
Wom d o m  in one's courageou fortitude, distnut iJ often the best defense against king 
done in. This is a hard world, one not readily chosen, for sadness edges even the pys- 

Aithough one cannot really change the way things are, one does have a choice as 
how to live it. Resolution, ironically, can corne through suffering, as a refining fire, as it 
were. Travail, rightly facecl, a n  bring healing, in which integrity is birthed. Integrity is a 
detennined willingness to outlast, to persevere, no matter what. Spirit is that strange 
power which strengthens one to press on, even when one can think of no better reason 
than just keeping on keeping on. For the Christian, such faithhilness, no matter what the 
consequences. is rooted in the belief that we are not in it donc. Becaw the companion 
Cod is suffering with us, we can endure to the end. On Golgotha, Cod screams in agony 
with us, drinking deeply of ail t b t  we too go through; thetefore nothing u n  separate us 
from such a Cod. Redeerned life has iittle to do with grand d a i p  or miraculous reversais. 
It is the integrity born of tenadty on the daily road, respecthg the small and the 
commonplace. A knowing glana and a sharing hand are the manna which fted. What 
@ves dignity to life is  the quaiity of neva quitting ro k i n g  without dueption whatever 
happens that it bccomes a "moral victory." Wh.t mrtters is not the quantity of life but the 
qualit' of living. Thur K f t  ir to bc dmnk to the dregs, for one onïy gocs around once. This 
can be done if one takes "one &y at a h e . "  



267 
N. SELF-SCORING TnE THEOl,OGICAL WORLDS INVENTORY 

Transfer your mponrcr to each question onto tNs page. Note that the mers a, b, c 
d and O are NOT in aiphabetid order. Total each colasmn. The highest numkr indicata 
the Theologicai World which mort Bts you; the seaond highest indiates the second krt ,  e k  
Compare the resuits with your "Seif-Rating.' 

1 12. l& la: lc  le: Ib: I 

l 14. Id: I b :  Ic: Ir: Ic: 1 
i 15. lz Ic: I &  Ib: le: I 

1 38. Ic: Ib: le: Ir I L  1 

1 52. tc f Ir: le: Ib: 1 

World 1: Sepur(ion urd R d o n  
World 2 Confiici md Vindiution 
World % Emptiness and Fulfiflmatt 
World 1: Condcmnrtron and Forgivmem 
World 5: Suffexhq ud E n d m  



V. THEOLOGICAL WORLDS: AN EVUUATION 

Esch TheologIal WorJü can k a vrM  are^ in which to iive, move. and h v e  one's 
being. No one World, as such, t kttu thui inotha, nor more truc. NOS can these Worlb 
be ivranged so as to view rome as ekmaitary, others u more mlun T b  Bnt tuk mabled 
by this Inventory was to iden* the World in which you r f r d y  lire. Ihe result mry k a 
feeiing of satisfaction, for your self-dentity mry k rr you wouid wuit Thus you art r c d y  
to understand that World more coherently, furnish it more fully, a r ü d t e  and rhrc it 
mon fluently, and Uve it more faithfulfy- On the other hnd,  you mifit k r ~ d 9 k i g  the 
description of your ~tlf-identity with ncgrtive feelings. This might rnean thrt you âre 
iiving an inhented World ather  than nriding in your own home. Or you rmy k living 
your World at its weak edgcr. Or in rcdng your World rendad rclf<onccious, you mry 
begin to experience it as suffocating or inhibiting, inviting the ho* of aisis. 

Whichever your rmction, the n a t  task is to explore the altemaüve Worldr. This 
rmy be done for several reaso~u. It M enrich your own World by iruorporating coherently 
dimensions of the othcrs. It mây wdl test theh viability u the k-g of Y O U ~  own 
conversion. It can help you undastand beth  other parons, uid why you and they intetact 
as you do. It can help to provide a profile for a concrete congregation. giving dues to its 
inner dynamics. (n it may provide the base for rstnrchukg your congregation. 

What follows is an invitation to begin ruch a dialogue, indicating a few of the 
strengths and weaknesses possible within each World. 

WORLD 1: SEPARATION AND REUNION 
Persons inhabiüng this World are attracted by wholeness and hannony, 

vaiuing the indusivenem of a11. The cosmos and nature share thL hamony, valuing the 
inclusiveness of au. The cosmos and nature share thir organic and myrterious totality. 
There is a quiet and often patient aaeptance of human foibles by piadng things withui this 
larger perspective. There b a tendency to be sacramental, whetha in the formal sense or 
through delight in participating in the rhythms of nature. Whichever, meaning is 
celebrated in the simple gift of existing. Whüe life is often experienced in t e m  of 
polarities or dualities, ultimately these are unieal. Unity is rwted in Cod, in whom we live 
and move and have our being. Because Cod, as Al1 in aii, grouncb and hol& all things in 
being, it is possible to transcend the separation of subject and object in contemplation and 
the mystic experience. This may make one sympathetic to Eastern thought in parti& and 
the unity of al1 religions in genual. The basic posture in this World is to stand before life as 
mystery, invited to live as reverent p s t .  The Reign of Cod means the unifying of a11 
things in Cod, experiencd now in foretaste, as moments of tnnsparency. In such timelcss 
moments, on is touched by the sall point of the tuming wheel. Ethics emerge from this 
organic vision, ecologically sensitive that "in as much as you do it to the'last of these you 
do it to Me." 

eaknsss Mystic experience u n  unducut the passion for action. k o m i n g  
resigned to the rhythm of separation and rcunion, one u n  ovutook destauctive problems 
by seeing them as relatively insignificance from the perspective of Eternity. 
Socio/econo/politial dimensions of Ufc cari k treatd as if they are not fully m l .  Since 
hamony is inhiited as cydic ratha than lintat., history u n  Wcc on an uneasy statu,  or 
reduced to inevitable pattern. Furthemore, the propensity to see things symbolidy cm 
undercut the concreteners of life, with transparency sacrificing the uniqueness of each 
thing. Individuals in this World tend to feeJ alone, and as a negkted minority in modem 
soQety can be encouraged to adopt an individualistic posture toward We and others. 



WORLD ik CONFLICI' AND VINDICATION 
PQIOM who d d e  in this Word t a d  to k committed to issues of justice 

and freedom. They are ofta, willing to risk persorul security and gain in orda to Nin Cod 
in the fight for vindiation of what is right. nilr leah m n y  to protat a y i n r t  the 
individualism and privatization charactcriting cumnt Ufe in the USA. Thcy appmcbte the 
physical ingredients of commomd.y existence, w W  accounts in put for th& anga whm 
the necessities of üfc are denied to myonc Ibert L a firm awucne~~ of the c o p r a t e  
nahue of Me# and thur of the degree to which evil h systank in ~ t u n  Th- p p l e  tend 
to have a fineiy honed rodJ c o M a t ,  and âre ~~rmni t td  to the  COS^ of disdplcship* 

Often such pmom have a had time aijoyîng lik, dnwn to "doing" far 
more than to "king." Not oniy are they ofkn driven people, but thtm b 8 taid- to 
regard things more as means than ends. They live more for the future than the present. k 
a r d t ,  thne a n  k a shallow and nonspirihul activism, on the one hand, or, on the 
other, a sacrifice of rclationship in behalf of raults. Ironkally, passion for one's partiCUIaT 
c a w  does not always bring with il a sensitivity to other oppressions. Anger a-t death 
cari lead to an avoidance of death. There a n  k r deavage ktween humans and nature, 
bringing i n  insensitivity t h t  sacrifices the ccological whole to a rectification of economic - 
impoverishment. Further, the empbis  on corponte and systemic injustice o n  k made 
so central that the sin as rojding deeply in the seIf xnay be neglected. Likewbe, conœrn for 
people can lead to a neglect of the person. Self-dghteousness u n  &O be a temptation, 
leading one to simplify issues by dividing groups into "good" and %ad.' This un rrsult in 
"cnisades," where the means for victory a n  contradict the values entertained as goals. 
Fiaiiy, this emphasir on goals a n  lead to utopianism, both in program and in personal 
calling, leadhg to burnout and /or capituiation. 

WORLD III: EbWïINESS AND FULFILLMENT 
There is a keen sensitivity in this World to how rodalization can scar and 

marginalize the perron. The individual tends to be lost in any stnictwe, resulting in the 
self being alienateù from itself. Inhabitants of this World tend to have a healthy regard for 
eros: for vitality, for feelings, for deep sharing, for a lyric love of Iving. Durlism is opposed, 
insisting, for example, on integrating right and Ieft brain thinking, and regarding mind and 
body as a whole. This World is populated with persons whose eyes are honeà to see 
possibilities, becoming awakened to one's environment as positive and hopeful. 
'Becoming" is a key terni, with growth regarded as the natural state of thingr. The precious 
moments are often characterird by a lyric child-likeness, fasdnated with the new and 
imaginative. 

c- In the passion foi fulfülmcnt, th- u n  be a tmdency to neglect or even 
exdude persons who are not part of one's support. There can be excasive pnde in one's 
stage of "maturity," needing the "Iess eniightened" with whom to compare oneself. 
Because citizens of this World are often from more privileged classes, there is a tmdency ta 
overlook the negative impact of systems and the necd to use power in changing 
dehumanizing systems. Scdng life in t a m r  of potentisl, then a n  k a tendency to identify 
"winners" with personal effort, "losers" with failing to tiy enough. Finaily, the optimism 
oftm characteriring this World crin Iead to a discounthg of one's shadow side, blind to 
one's own motivations for advantage even when denying al1 interest in power. 



WORLD IV= CONDEMNATiON AND FORGIVENESS 

çtr.nah. Residents of thir World have the courage to look a t  humrn dupiicity 
without iiiusion. niy set a p o w d  case for Cod in the destiuctive spmde  of humans 
playing "godm in the very act of denying Cod. Evidence of the "hll" t this universal 
human pretentiousness W h t  needs to k hurd ir the good news that Cod's p c c  ir f k e  
and available to those who repent of theh arrogance and u k  for it. While conversion an 
be once and for a& thae continues to k a need for confession ud forgivtness, o v a  and 
over. Christian We b chuu tmiad  by humility, in howing that one b nuWnsd by grm. 
The response called for is one of faiUful obedience. rooted in a strong distinction betwcui 
good and evil and in a cosxunitttd disdpleship of rcll4eniai. 

cll<nos: Thcn c m  k a tendency for the individual in this World to be quilt- 
ridden. mus one may k tcmpted to put guilt-Mps on o h m .  Either way, poor self-images 
can d t  Stress on sin can k co strong that it b l w  whatever motives, apadtics, and 
degrees of goodness may k present, wdacutbing moraiity in rodety. In portnying the new 
birth in terms of a heavy contrast bthveen "btforta and "after." one's inevitable 
shortcomings can be driven inward, creating a secret life of dueptioa rometimcs from 
oneself. but certainly frorn others. Rektedly. the distinction between believer and non- 
believer can be so g n p h i d y  drawn that n ther  than confessing one's shortcomings. one 
may be tempted to project them ont0 0th- in acts of righteous supcriority. This cin occur 
not only in personal living, but in establishing political, uonomic, and national duaiisms 
which too easily identifies one's own position with Cod's. Such idoiahy can encourage use 
of force to keep the "unrighteous" from prevailing. Emphasis upon response u n  render 
jusüfication by faith, ironically, into a new form of work-righttousness. known as the 
"Protestant work-ethic:' in which one is driven to prove one's worth. l'hue o n  be a 
tendency to surround the offer of Cod's hee and unmented grace with so m n y  conditions 
that it is no longer free. 

WORLD V: SUFFERING AND ENDURANCE 

Residents of this World have a keen dixemment of the way things are, 
and what is means to live as the leftovers of othen. This sensitivity a n  bring a deep 
empathy for others. There is a tendency to be tenaaous, strong, and shrewd, comrnitted to 
living with a special brand of *'homeyn integrity. Deep loyalty and depenàabiiity for its own 
sake c m  become second nature, with a capacïty to outlast with long-suffenng. These are the 
ones who remain for the long haul. They are often surprisingly open to shan what they 
have, being more concernd for the quality of the üttle than the quantity of the much. 

e a k n c s s :  Whiie these are the salt of the earth, the salt c m  lose its savor - by 
becoming stning out, ovaextended. or burned out. Thus around the edges cm lurk the 
shadows of depression or immobiU~tion, even a tinge of masochism. - for Inhabitants of 
this World, dosure and resolution are d i f f id t  to effect A h  apathy toward change un 
brome a defense mechanism. There u n  be a tendency to squandes "everything" in an 
irrational moment, either of respite, or of pmbling on a miraculous teversal. B e a w  this 
World rests on iife as unchanging, rerruining basiully what it was, is, and always wiii k. a 
resident can be undone if a reversil does occur. in Anding oneself in the "up position," one 
rn be tempted to k o m e  judgmental, even intolerant, against those with whom one had 
fomerly identified so deeply. 
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Mv Method AmIied to Two 
Feature Films 



Mv Method Amlied to 

Dead Man Walking 



Potions of My Method Applied to Dead Man Walkingl 

The Intentional Dimension: 

a)  What are the gwls and aims of the genre of film 
including those which mny be publicly nnnounced and 
thme which actually Wear h the film? 

The goals and aims of this film are dearly to humanize a very difficult 

question for many human beings: is capital punishment appropriate or not? 

Robbuis' celebration of the religious signuicance of our humanity brings a depth 

to the film which otheMrise could not be present. The depth of God's love is 

present in the love that Sr. Helen Prqean shows for Matthew Poncelet. In light 

of the love that is evident, even those for whom capital punishment is the 

answer for their grief rnight recoil in the face of Poncelet's execution. It is the 

power of their not king satisfied with his execution that made many people 

believe that only love can heal the depth of pain that cornes with such los .  

What 'theologicaf worlds' do you sec being 
represen ted? 

1 see Dead Man Walking as a 'world fouf film. Remembering that the 

filters that we need to be aware of in 'world fouf are struggle, true identity is 

found in paradox, the need for forgiveness, and repentance. Poncelet is brought 

to a state of mind/heart where he seeks forgiveness. When he is sentenced to 

death, paradoxidly, he finds Me. 

1 Dead Man Walking, dit Tim Robbins with Susan Sarandon and Sean Penn, 1995. 



b) 1s there an intentionai thdogicrrl message? 

There is a v a y  distinct theological message in this film. Love does not 

conquer ail, but love does invite further growth - evm unto death. God's love 

does not exdude anpne. 

Poncelet's wilhngness to enter his pain allows the healing power of love 

to enter into his life because of his reiatimhip with Sr. Helen. Messages such as 

Prejean's 'power of presence' are very dear. It is not what she does, but out of 

who she is, that she ministers to Poncelet and others. She is the shepherd who 

leads Poncelet. 

Prejean's leadership is distinctly fashioned after the leadership of Jesus. 

Jesus emptied himself so that he could become the servant. Rejean left 

opportunities behind so that she could enter into religious lik. Rejean 

demonstrates a freedom in her choice that celebrates the life of the vowed 

religious in the Roman Cathoiic Church. 

Do the 'theological worlds' assert themselves ooertly/covertly? 

'World fods' assertions are apparent throughout the entire film. A man 

who requests another's presence as he piepares for his execution is 

demonstrating his need for a relationship that will bring him to repentance. 

Poncelet may not have b e n  conscious of repentance, but he was consdous of his 

need to be with anothei. It is in his relationship with Prejean that he 

'paradoxidy' finds life as he appmaches his death. 



C )  VMlOt audience w a s  the film written for? 

The film was written for the general public in North America The 

general public remains uncertain about capital punishment. Deud Man Walking 

dows a fresh perspective on the question A wholesome nun who stands by a 

repulsive Mer allows a window into a story that is cornplex. The story does not 

represent one who is good and one who is bsd. Poncelet is not redeemed by love 

in the immediate sense, but in a transcendental sense - dthough this 

transcendental love is embodied by Rejean. 

Does the film huve a particular 'tlirologicrrl tmrld' ut hart? Do the other 
'theological worlds' surfocr in the film? 

Dead Man Walking has 'world four' at heart. 'World three' surfaces in 

PonceleYs personaiity as he moves from his alienated state to one where he 

appreaates 'the face of love'. 'World two' surfaces in its examination of the 

question of the worth of capital punishrnent. To put it another way, the 

interface of the centre of the story is the heart of a man who is converted to a 

readùiess to meet the completeness of love because he has met 'the face of love' 

in Prejean. The worthwhileness of capital punishment is not an abstract 

question in Dead Man Walking. It is a very real question that surfaces in the face 

of a particular man's aime. 



dl What values are implicitly and explicitly stuted in /ilm? 

The central value of the Gospel - agape (authentic concem) is expliatly 

stated. Courage to go on a new journey, openness to love in its many 

manifestations, justice king worthy of seelking, and the genuine need that al1 of 

us have for relationship are ail values that are clear in the film's presentation. 

Impliatly, the values of the serenity prayer could be said to undergird the 

way of love in Dead M a n  Walking: 

1) serenity to accept what 1 cannot change; 

2) courage to change what 1 can change; 

3) the wisdom to know the ciifference. 

Dead Man Walking is a sensitive look at a topic that continues to produce 

many heated debates. 

Does the film exhibit values from a prrrticulnr 'theologicnl world'? 

As stated earlier, Dead Man Walking exhibits the values of 'world fouf 

most dearly. 

What 'tlilological world' values do you sec being exhibited? 

1 see the values of 'world four' king exhibited as Poncelet seeks someone 

to help him to face his death. While forgiveness is not in his rnind, he is open to 

it when he allows himseif to respond to Prejean's love - a love that calls him 

out of himself. 



e)  What are thr theological reiationships implied &y the values stated in the 
f i lm? 

The theologicai relatiomhips implied by the values stated in the film are 

the following: 

i) the sustaining presence of the Holy Spirit in the world - Rejean opens 
herseif to the Spirit of truth; 

ii) the incarnation of God - Rejean is the Christ-figure in the film who 
recognizes the in-tion of God in Poncelet; 

üi) G d  is the shepherd who will look for the lost one - Rqean look for 
and finds the Iast sheep in Poncelet; 

iv) in her singing of 'Be Not Afraid', Rejean presents the abiding love of 
G d  presented in Isaiah 43. the source of this hymn; 

V) the recognition of seeing Christ in prison as stated earlier - Prejean 
knows that the Gospel calls us to see the face of Christ in the prisoner. 

Dues the director want to emphnsize the importance of a 'theological world'? 

The director doesn't want to emphasize the importance of a 'theological 

world' but wants to tell the story authentidiy. In his faithfulness to the 

diaracters, their 'theological worlds' are apparent. In Robbins' faithfulness to the 

portrayal of Poncelet's 'obsessio' his meeting Prejean dows  for an 'epiphania'. 

Characters in a drama 'bump up against each otheis 'worlds' as they search for 

truth in their lives. 



g)  Does the director/producer/writer publicly endorse wha t values the film 
holds kjbre us? 

The directodwriter publidy endorses the values of the fila He has made 

other films that speak stmngly to our need for honesty as human beings. He asks 

the audience to read Dead Man Walking as the aedits roll. His endorsement of 

the book and his befriending of Sr. Helen Rejean are indicative of his integrity. 

Susan !5arandon, who piayed Sr. Heim Prejean, is Robbins' real life partner. 

They both are concemed dtizens of the world who not only love the aeative 

scope of film but are both deeply committed to justice. 

Do the director/producer/ter publicly endorse the value sys km of a particulur 
'theological world '? 

The writer/director publidy endorses the value of human interaction that 

is loving. The parfidar expression of 'world fouf in Dead Man Walking 

demonstrates a love that is healing üuough Prejean as she approaches Poncelet's 

pain. Robbins' cornmitment to justice would certainly indicate his public 

endorsement of the value of a forgiving appmach fmm one human king to 

ano the r . 

h)  Does the audience undrrstand witat the director is hying to portray or do they 
corne away with their own interpretation? 

The audience appeared to have a dear understanding of the centrai issue 

of the film. Whiie the audience may be slower to grasp the depth of the power of 

love; they have, however, appreciated Rgean as a very decent woman who 



loves. 

Does the audience undnstand what 'tkologicul mrld' the director is Qing to 
portray or do they wme away with their own interpretafion, being shaped by 

their own 'theological world'? 

The audience was aware of the need for Poncelet to find forgiveness as 

Prejean's forgiving nature helped him to break free h m  his walls of isolation 

The audience may well not have understood the breadth of the theological 

possibiiities but the simple gestures of forgiveness and love are universais that 

could be appreciated. 

The Structural Dimension: 

a )  What is the organizutional fonn of the film and h w  dors this influence the 
theological message of the film? 

The organizational form of the film is centred around the outgoing nature 

of love. Sr. Helen constantly moves forward as the story moves toward 

Poncelet's death. Even death cannot break the power of love. 

bl Understanding the organizntionol fonn of the film will alluw us to ansider 
alternative ways of presenting andlor interpreting the material. 

The film codd have beguii with Prejean's entry into the prison. Having 

begun, however, with her entry into religious Me gives us a dearei picture of the 

power of love growing from this woman's spedtic cornmitment. Her noticeable 



growth, from a young woman to a middle aged woman reveals a deepening of 

her cornmitment to God over time. If the film had begun from the prison sames 

onward, it wouid have left this important dimension of her life out. 

1 have a very deep apPnaation of the way bladc and white nIm as well as 

flashbah were intexspersed in this fiim. CIatity cornes pdually to Poncelet in 

flashback as he tries to remember his crime. Bhck and white film helps t h e  

scenes to stand out from the main body of the film. Robbins' ueative choices 

were wise, even to the point of Rejean beirig puiled over by the police for 

speeding. Her humanity neva leaves us even though she embodies Christ so 

very deeply. Prejean is a Christian admYed by people who desire Christian 

maturity. Prejean is aise simple enough to be present to Poncelet's family in a 

way that truly helps them through this ordeal. Ebjean's faith and her 

willingness to embrace many ambiguities holds the rnany tensions of her life 

together . 

The 'theological world' as midenced in the organizatioml fown of the film will 
ullow us to consider alternative ways of considering the material as we consider 

the fmm from the vantage point of another 'theological world'. 

Had the story been organized around 'world one', it may well have 

focused on the struggles of Fkjean's as she grew in this minhtry. Another 

scenario might have been one where the film was organized on a 'world three' 

theme. In Poncelet's quest for himsel€, perhaps, we could have seen him shift 

his identity from a person who is tremendously voici to one who is able to accept 

and give love. 



Does the organi~lltional structure of the film fiicilitute the audience seeing a 
partzcular 'theological world'? 

The o r g a . t i o d  structure of the film faciiitates the audience seeing the 

film through 'world foufs' filters. Struggling with repentance, forgiveness, and 

finding one's true identity are beautifully structured in this story. 

3. The Curriculum Dimension or the Content Dimension 

a)  What is the wnnection between the themes in the script with the thernes of 
the Gospel? 

The comection between the themes in the script with the themes of the 

Gospel are the themes of love, courage, peace, and conversion. 

Prejean's love is radically driven. She has vowed to give her aU to Christ. 

She lives that radical conunitment before she mets  Poncelet and it is her 

grounding in the love of Christ that gives her the courage to say 'yes' to 

Poncelet's request. Prejean's simply singing, 3 e  Not Afraid' as Poncelet goes to 

his execution is a simple prayer of confidence in the love of God king more 

powerfd than the violent death that Poncelet wiil undergo. Prqean offers a 

simple prayer to break drown the power of violence. She opts for peacefd 

intervention. 

Finally, it is P r e j d s  embodiment of love that invites Ponce1et's 

conversion. If he could not trust in the power of the love that she embodied, he 

would not be able to let his defences go. 



What is the wnnection betwrcn the themes in the script with the themes in each 
of the 'tkological umrids'? Relate these t h e s  to Scripture. 

The themes in the script that relate to themes in cadi of the 'theologid 

worlds' are forgiveness and rrpenhnae, finâing on's true identity pradoxically, 

and stniggle. These are the entrai themes in 'world f d .  Poncelet's quest for 

accompaniment at this stage of his Me ïndicate his desire to leave his self- 

alienation and the powerlessness that he feeb. 

Themes in the script that relate to themes in Saiphire are the sustaining 

presence of the Holy Spirit in the world as iound in Rejean as she ministers to 

Ponceiet; the incarnation of Cod - Rejean is the Christ-figure in the film who 

recognizes the incamation of God in Poncelet. 

b) Is the script integruted or more u collection of thnnes/scmes relative to 
Gospel values? 

The sa ip t  is weii integrated. The transitions are subtle. The chaiienges 

that both Prqean and Poncelet have to face are intimately conneded. She 

encourages him to see that his confession of guüt is not reaiiy for God, the 

victirn, or the victim's parents, but for him. It is he who needs to be freed. 

Prejean's life prior to the main part of the story and after the story are 

integrated into the story by emphasizing her centrai cornmitment at the 

beginning and ending of the film. The story kgins with her vows to religious 

life; it ends with a deepening cornmitment as a heaiing instrument for Delaaoix 

after Poncelet's executim. 

In Christian thedogy, themes of Me, death, and resuRecfion are central to 



our faith. Prejean, as Christ-figure, has helped not on@ Poncelet to face his own 

passion but Dela& who may aiso be heaied by the love of God that mean 

will bring to hirn. Rejean's sense of life, death, and tesu~zection in her own Me 

is heightened as she considem where she has aime from - a life of wealth ta a 

life of poverty; mean's willingness to die to sel€ - to k humble enough to hear 

the heartache of the victims' fitIliilies and th& feelings of betrayai as she 

rninisten to Poncelet, and W y ,  h a  own sense of the -dion - Jesus' love 

will be enough to sustain her as she moves fonvard after putthg so much energy 

into what could be construed as a lost effort. 

Did the producerfdirector's 'theological world' respect the 'theological world' of 
the medium's 'theologkul world' frmn which it  was liftcd? 

The director showed pdound respect for the 'theologicai world' of not 

only the medium but the person's 'theological world' Erom which it was Lifted. It 

shows a writer great honour to have him/her available on the set when a film is 

being shot. Sr. Helen Prejean was asked for her aeative contribution throughout 

the shooting stages of Dead Mun Walking. She felt that her 'theological world' 

was given enomous respect. 

d )  Are the churactrrs in the f l m  wnoincingly presented? 

The two prinaple characters are very conuincingly presented. Rejean is 

an authentic, mature woman who has taken vows as a n u .  Poncelet's repulsive 

character is never so awful that we would tum away from him entirely. Rabbins 



walks a tighhope with Poncelet, however, when he has him speak of things evü 

as admirable. m e a n ,  an attractive woman, seems apprapiately phced in life. 

While polar opposites, Rejean opens the doors of communication for a 

meeting ground with Poncelet This meeting p u n d  is holy pund,  for there 

the barriers break down 

Arc the relationships in the film conoincingly presented? 

The relationships in this film are convinangly presented. Rejean is a 

real woman with real needs as well as the Christ-figure for Poncelet. She laughs, 

jokes, feels deeply, is intelligent, and cares very deeply for people in her life. 

Poncelet is genuinely ccmnected to his family by deep emotional bands 

and he feels guilt for the pain he has caused his mother by his actions. 

Relationships with the supporting cast all seem entirely realistic. Prejean's need 

of people in a healthy manner and Poncelet's tragic famüy all make sense in this 

story. 

4. The Pedunoaical Dimension 

a )  AI1 films are mediated by many sources - writer, actors, directors, 
cinematographer, editors, current cultural values. Which of these sources are 

dominnnt in the film under consideration? 

Dominant sources in this film are the director, d t o r ,  and the two 

prindple actors. Characteristic of Robbins' films are diaraders that have depth 



and complexity. In tum, thqr must face depth and complexity. His confidence in 

the editing of the ho* crime scenes with a confession that îs becoming clearer 

as t h e  goes on works magnificently. 

There is somethuig that can be counted on in a Robbins' film - the need 

for honesty. Robbins knows that only honesty will reveal the truth. It is the 

-th that will set people free. Rejean standing in her tmth enables Poncelet to 

open to his truth. Love is co~ection with a person with whom 1 can be myseif. 

Does the 'theologicd world' of the dominant source in the m& show 
through? 

The 'theological world' of the dominant source in the movie shows 

through in each and every scene. The lovely humour and humanity of Prejean, 

even as she is stopped for speeding, indicates the power of love as her driving 

force - subtle and profond. It is her uniqueness that was able to touch the 

hardened heart of Poncelet. 

1s knowing the context of the film the same as knaving the 'theological world'? 
If so, please explain. i f  not, please point out the differences? 

Knowing the context of the fiim helps to know the 'theological world' but 

they are not the same. To know 'theological worlds' is to know a thecilogid 

construction that is an overlay for the story. 



5. The Evaluative Dimension 

a)  How should the film be evaluated thcologi~~lly? 

- situationa1/contextual ethics/morals; 

- sensitivity to peoples ' relationships; 

- transcdcncc of culture; 

- recognizable traits of Cod. 

Gd's transcendence, immanence, steadfastness, vulnerability, 

intelligence, and depth of care are aII evident in Sr. Helen Rejean. Prqean is a 

very balanced woman who brought a very balanced appmach to her ministry to 

Poncelet. Rejean is a sîncere woman seeking to offer what she can most 

authentically. Whiie feeling hurt when dticized for her willingness to stand 

with Poncelet, she understands that she must reach furLher to stand with those 

vidims who are hurting. She does not change her stance toward Poncelet but 

she expands her horizons. 

How does the film's 'theological world' present situationol/contextual 
ethics/rnorals? 

Dead Man Walking presents the issue of capital punishment with great 

wisdom. The story allows the audience to enter into the worlds of both Prejean 

and Poncelet. Therein we meet their humanity and not abstract concepts that 

support this or that daim. E t h i o  always needs to test its worth in the mal 

experiences of peoples' lives. 



How does the fil rn 's dom inantllesser 'theologiuzl world ' demonstrate sensitioity 
to peoples ' relationships ? 

Dead Man Walking's dominant 'theohgical world' demonstrates 

sensitivity to peoples. relatianship as it is a story of the power of love in 

recongliation. Not every penuni felt they 'won their reward' sa to speak but 

love's face shone in even the darkest hour for Poncelet. Love beglis to take mot 

in Delacroix's Me as he opens further to the pain of his loss of his loved ones. 

Rejean is able to r e m  to her M e  with a renewed sense of the power of love and 

her radical conunitment to love. 

How does the film, if nt ail, transcmd culture? H m  dors the film's 
trawcendence relate to the 'theological world' of the film ? 

Dead Man Walking transcends culture in its Chwtian attitudes of 

forgiveness and love. The fiim's transcendene relates to the 'theological world' 

of the füm as repentance and forgiveness are central values to 'world four'. The 

hding of one's true identity paradoxicaiiy is a central truth in 'world four'. 

How does your 'theological world' influence the ways you see the purpose of the 
film ? 

1 have answered the inverttory as a thorougMy 'world one' p e ~ h  1 am 

able to see good purpose in 'world four's' approach to He. The difficulties that 

accompany findiry orteseif in paradox c m o t  be predicted. If Poncelet had not 

had to face death in the ugly manner of execution, would he have been prepared 

to see the 'face of love' with such vuinerability? 



1 see Poncelet as free to 'go home' from m y  'world one' vantage point after 

havîng undergone his 'world foui jauniey. Prejean is free to rehun to h a  

worid with greater depth and respomivaiess to the victims of Poncelet's aime. 

Rqean has leamed that restorative jusfice is not only in siding with the one 

who commits the aime. There are stiii many voices thpt she will attend to, 1 

suspect, from her 'worid two' orientation and this is indicated as she befriends 

DeIacmix. Her 'world' will never be the same - mine has ken  alterd as well, 

from the experience of viewing and refiecting on this film. 



M v  Method Avviied to 

The Seventh Seal 



PROFOUWD GOb-TALK CAM EXIST IN Fltn 
by John Pater 

Ref lections on me Seuuith Si& (1957), Witten and Direct& by 
1- Ber-; aitique bas& on Jane Sniith-givanarkts 
eolwical for F- 

This film is V n  your facem theological. The 
absence-presence of God is the central, avez-present 
thesis of this film. God, angels, life, death, demons 
and saints are part of alrnost every conversation. And 
yet it isnlt trite or evangelical in tone. Bergman 
does an incredible job using this medium to engage us 
in a serious look at some huge questions about the 
existence of God (%od is silentm and yet W o d  is a 
maddenhg reality ins ide  men) and the meaning (or 
wemptinessn) of life. Issues are raised, especially by 
the main character, the knight Antonius Block, that are 
usually the preserve of philosophical-theological 
textbooks. 

Does t h e  f i b  have a but c u a r  w ~ e o l o a i c a l  worldW a t  
beart? and does it a s g t  itself overt)~/covert)v? 

This is a "world onen film. Antonius Block 
experiences the abandonment of God. The entize cosmos 
f eels empty and devoid of meaning. lie longs for God to 
be revenled: V a n  it be really so terrible to want t o  
know God with the senses?" He never cornes to the point 
(unllke his crusade companion) of believing that God 
does not exist. God is merely "silent8@, nwho must be 
there somewheren, and that drives him to the point of 
exhaustion. He is on a journey, a journey home, a 
journey that is completed only with his "dance with 
death." He has the good fortune though of meeting 
along the way a small troupe of actozs who in their 
innocent life reveal the way ( V h i s  shall be to me a 
sign") to life joined with God: "the stillness, the 
twilight, the strawberries, the milk . . . 1 won't fozqet 
this momentaW It's a realitythat at least one of the 
actots actually has visions of frequently: "net the 
kind of reality you see, but the kind you sense with 
your h e a r L m  

Bergman is overt in portraying the dynamics and 
extremes of "theological world onem. Itts the world, 
the mythology, he favours,  over against other "worldsn 
that surface in the film. 



Do the other ~thçoloaical worldsw sULface in the f i =  

The "world fourn theology of guilt and 
condemnat ion is portrayed in the traveling 
preachers/monks who preach a message of damnation. 
Accordlng to their mythology the. plague is Godps 
judgement on thelr sins, a judgernent that will vlsft 
them, so they'd better repent quickly before death 
takes them. This theology is not portrayed in a 
sympathetic light. Both the troupe of actors and the 
Company of Antonius Block are horrif ied by this 
approach to God and life. 

The acting troupe themselves zepresent a wworld 
threen longing for a life where thelr gifts are 
welcomed. They are outcasts in a dieing world that 
doesngt seem to want their gifts of joy and laughter 
and innocence. In the end their journey and life 
continues, not yet (or ever) whole, but "on the wayeW 

A wworld fivew mythology is a strong dimension in 
t h e  general life of everyone in the film. Life is one 
of suffering and endurance. The horrible effects of 
t h e  plaque are overwhelming. It stems the best anyone 
can do is merely survive. While this i s  the general 
condition of life in this film, this mworldw is 
subsumed under the huqe questions which the filninraker 
deals with through his characters and narrative. 
"World fiven rnay be the reality of life, but wworld 
one" dominates with its questions and issues. Antonius 
Block is not caught up with lifegs meaninglessness and 
s t r u g g l e  (world five) as much as he is caught up with 
the abandonment of God (world one). His is not a 
question of survival (world five) but of coming home to 
t h e  truth (world one). 

What is t h e  controllina idea  of the film and hou docs 
this influence the messaae of the f w  

Again, this film is driven by the dilemma of the 
silence of God. Life is not empty, God is not dead, so 
why dots God not become real to our ~sensesw? Such a 
worldview cornes in the midst of incredible suffering. 
And yet the film does not push a view of attempting to 
change that reality (a world two response); nor does it 
even wish to help us to take on the attitude of long- 
suffering (a world five response); instead it dwells on 
the question of Godgs seeming abandonment of the 
cosmos, d e s p i t e  the "maddening realityff of God 
contlnulng to wbem. The nworld onen mythology 
organlzes the way the story unfolds and influences the 
ultimate message of the film. 
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What is t h c  c o m c r t f g p  b c t w c c p  th* th-@% t h e  storu_ 
w i t h  t h w s  i n  Scri-e? 

The t i t l e  o f  t h e  f i l m  is t a k e n  from t h e  book of 
R e v e ï a t i o n .  A t e x t  fzom t h a t  book in heard at t h e  
b e g i n n i n q  and  neaz  t h e  end  : "And when the lamb opened 
t h e  s e v e n t h  seal t h e r e  w a s  silence i n  heaven  which 
l a s t e d  f o r  a b o u t  h a l f  a n  hour . "  

T h a t  s i l e n c e  of God is a theme heard i n  m n y  
p l a c e s  i n  t h e  B i b l e :  t h e  e x i s t e n t i a l  q u e s t i o n s  i n  t h e  
book of Job; t h e  P s a l m i s t ' s  cry (echoed by Jesus on t h e  
c r o s s )  %y God why have you abandoned/ forsaken  nie?N; 
the a n g s t  of some of t h e  Hebrew p r o p h e t s  when 
c o n f r o n t e d  w i t h  d i s a s t e r .  I n  t h e  f i l m ,  s i l e n c e  is 
n o t e d  s e v e r a l  t i m e s  b o t h  i n  words and i n  t h e  s c e n e s  
portrayed ( s i l e n c e  a round the v i s i o n  of  t h e  v i r g l n  
Mary; t h e  s t i l l n e s s  and t r a n q u i l l i t y  of  t h e  l i g e  of t h e  
troupe of a c t o r s ;  trees being u n u s u a l l y  s t i l l  b e f o r e  a 
s to rm;  and t h e  k n i g h t ' s  w r e s t l i n g  w i t h  a God who is 
s i l e n t .  

There are s e v e r a l  o t h e r  a l l u s i o n s  t o  b ib l ica l  
t e x t s  and themes.  A b i b l i c a l  h e l l  and b r i m s t o n e  sermon 
v i o l e n t l y  i n t r u d e s  o n - t h e  l i v e s  of v i l l a g e r s  as monks 
carry a c r o s s  and  whip themiselves  i n t o  s y m b o l i c  
r e p e n t a n c e .  One of t h e  actors f r e q u e n t l y  secs v i s i o n s  
(ala I s a i a h  o r  E z e k i e l )  o f  s a i n t s ,  demons and e v e n  
Death l e a d i n q  o t h e r s  i n  a d a n c e .  The c h e s s  game 
between Death and Antonius  Block is r e i n i n i s c e n t  of 
J e s u s '  p a z l a y s  w i t h  t h e  d e v i l  i n  t h e  d e s e r t .  

There  is not  a s t r o n g l y  e v i d e n t  C h r i s t - f i g u r e  i n  
t h i s  story, a l t h o u g h  some o f  t h e  c h a r a c t e r s  a t  times 
hint of s u c h  imitatfo. The k n i g h t  h imse l f  i n  h i s  d u a l  
w i t h  Dea th  is a n  echo of  C h r i s t ' s  d u a l  w i t h  Satan both  
i n  t h e  desert and  i n  t h e  g r a v e .  The k n i g h t ' s  g u t -  
wrenchlng  q u e s t  for God t o  corne o u t  of h f d i n g  is n o t  
unllke t h e  cry from the cross: "why have you abandoned 
me?" The v i s i o n a r y  actoz is n o t  u n l i k e  Jesus '  i n  h i s  
a b i l i t y  t o  %eeN what t h e  kingdom of God is l i k e :  "net 
t h e  kind of r e a l i t y  you set, but t h e  k ind  you s e n s e  
w i t h  your h e a r t . "  Cuz ious ly ,  even Death i n  t h e  f i n a l  
s c e n e  where  he  l e a d s  t h e  k n i g h t  and h i s  c o h o r t s  i n  a 
dance, is a n  odd echo o f  (a world  one)  C h r i s t  l e a d i n g  
them home: " th rough  t h e  rain which c l e a n s e s  the tears 
on the i r  c h e c k s .  
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Ingmaz Bergman is both the writer of this story 
and director of the resultant film. Because the story 
Is dominated by the huge cosmic questions, Bergman has 
to be seen as t h e  dominant source. This is likely his 
quest, or at least the quest, as he understands it, of 
his contemporary society. The questions and the issues 
frame the story he tells. If he had other driving 
issues, he would have written and directed a different 
story/f i lm. 

I don't think they can avoid it. Bergman 
persistently confronts us with the central issue, both 
in how the central character deals with it and the 
"answersN others may have, I'm not sure one could 
watch this film and -come up with anything dlf ferent 
than what Bergman intended. 

The film does bring us into that 14th century 
world and the whole crisis of the plague which rampaged 
through Europe. At t i m e s  we are confronted with the 
dilemma of how one ought to respond qiven that 
clrcumstance: the highly infectious dieing person who 
begs for water and help; the condemnation of 
nrighteousw monks; the bullying of the actor i n  the 
pub-inn; the persecution of the young woman accused of 
witchcraft. 

H o w _ d o e s  thrf.ilma1 with r e b t i o w s  betwe- 

The film beautifully portrays a healthy, life- 
engenderlng relationship between the young actors and 
their child. Lampooned is the relationship between a 
blacksmith and h i s  flirtatious w i f e .  The knfqht and 
his crusade companion seem to be equals and are 
respectful of each other's conclusions on the 
whereabouts of God. People in the pub-inn display 
t y p i c a l  crowd pressure and go along with the bullyfng 
of the actor. 

- -  - 
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This f i l m  came a decade a f t e r  Wozld W a r  I I .  I t  
came a t  a t i m e  when a t h e i s m  was g a i n i n g  pzeeminence i n  
Europe and North Amezica. The f i l m  was Bergman's 
debate with t h a t  woxldview. H e  was saying: hold  it, 
are you s u r e  about  t h e  "death of godw? A s  such  h e  
engaged and chal lcnged h i s  time and t r anscended  it by 
not simply going  along w i t h  t h e  d r i v e  toward a the i sm.  
Hls p lac ing  t h e  s t o r y  duxing a 1 4 t h  c e n t u r y  crisis 
p a r a l l e l e d  t h e  crisis of h i s  t i m e  of war and holocaust .  
H i s  @@wozld onen mythology d i d  n o t  so much t r a n s c e n d  a s  
provtde a n  answer that might be a c c e p t a b l e  t o  many 
durlng this tirne. The longinq for answers to where was 
God, where 1s God i n  t h e  xnidst o f  al1 t h i s ,  " f i t m  h i s  
t i m e  extremely well. 

The film was made t o  deal w i t h  t h e  crisis of 
Bergman's world.  He was m a k i n g  an extzemely clcar 
p o i n t  about t h e  paramount r e l i g i o u s  q u e s t i o n s / i s s u e s  of 
hls day. He framed a clever story around God's seeming 
absence,  p rov id ing  h i s  manswerw t o  their dilemma. 

- 
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