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ABSTRACT 

In May, 1996, Paul Gelineau and 1 obtauied permission ftom Jùnmy McGovem to d e ,  

workshop, and produce a stage adaptation of his saeenplay, PHest. The intent of the 

projea was to develop the adaptation specifically for the 'Wew Play" production 

requirement of the MFA Directing program at the University of Alberta. 

Throughout the writing, workshopping, and performance of this play, 1 have 

documented the dramaturgicai decisions and challenges that were confionteci in adapting 

Priest tiom the screen to the stage. The adaptation process involved three critical steps: 

the preliminary script, the rehearsal process, and the performance text. The significant 

dramaturgical decisions that were made at each stage have ken categorized into three 

main areas: time and space, characterization, and visual imagery. The first chapter 

examines how matters of t h e  and space were dealt with in the adaptation process. The 

following chapter looks at characterization, and notes how the characters were 

embellished or dmiim'shed fiom the onginai film to the stage adaptation. The third chapter 

discusses the visual ixnagery, or the principle patterns of images, that were incorporated 

into the play. Each chapter d u a t e s  the choices made throughout the process as weii as 

those made in the performance draff. Solutions and possible options for changes in fiiture 

drafts are also included in the discussion in each chapter. 
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INTRODUCTION 

The enticing prospect of adapting a film to the stage, workshopping it and 

producing it, was pnsented to me by my coiieague, Paul Gelineau. His f d t i o n  with 

the film, and e q x d l y  with the characters, ignited a desire to adapt it for the stage for his 

"New Play" requirernent for his MFA degree in D i r h g .  Subsequently, pemission to 

write and produce the adaptation was obtaiwd fiom J i i y  McGovern and his agent, as 

an " e t m o n  exercise oniy." That was in May, 1996. 

Paul Gelineau and I were in constant dialogue throughout the development of the 

script, as we discussed, in depth, the central issues and conflias of the film and the 

adaptation, the concept ofthe adaptation, what we wanted to accomplish. 

A reading of the nrst cirafi was held on Odober 7, 1996. The eighteen professional 

actors involved provided valuable and idionnative feedback. The prïmary concern was the 

intensity of the characters and their situations, as every scene was a crisis for someone. 

The justification for excluding Mary in the final scene was also discussed, which greatly 

&ected the following cirath. From this reading and the feedback session with the actors, 

1 was able to foas on the various problems with the script, and remedy certain unresolved 

elements. The changes that were prompted by the £kst reading were incorporated into the 

rehearsal cirafi. 

The rehearsal process began in early January, 1997, *th thirteen cast members. 

The development of the script continued as rninor changes and fine-tunings were made on 

a daily basis. The actor's and the director's process of discovery played a significant role 

in the development of the pe~ormance dr&, and t was through theû efforts that many 

"writer" discovenes were made. Some elements nom this period of the development 

process were imrnediately incorporated in the pafonnance ciraft, others will surface in 

fùture drafts. 

The performance of the adaptation was held on February 8 and 9, 1997, in the 



Media Room, Depiumiem ofDrama For qedic rekence to the performance text, please 

see Appendu A This remaining pan of the pmcess is en attempt to dari@ how 1 d d t  

with and codbnted the aitical matters in the development of the adaptation fkom screen 

to stage. 

The major considerations in the adaptation process concenied the cuIturaUy 

signifiant themes: the ethical and moral dilemmas, and the question offorgiveness and 

acceptance. The responsibüity as a "'playwrightn deahg with these issues presented 

imrnediate challenges. Narrowing the scope of the original nIm elicited six central 

relationships and w~cts: Chrisiianity vasus the Church, Greg and Graham's relationship, 

Lisa's story, Greg and Matthew's relationship, Matthew and Naomi's relationsbip, and 

Greg's relatiowhip with the cornmunity. Greg's stmggie, however, surfaceci as the single 

core element of these conflicts: Greg's mnBict with himselfand his relationship with the 

Church, as a (latent) homosexual priest. It is his tiinction as a pries that affects or is 

consequently affkcted by the central relationships he has with Graham, Lisa, Manhew, 

Naomi, Mary, Phil, and the congregation. Greg is caught between his Christian duty and 

the laws and regdations of the church. But he is a h  caught in a web of consequences 

because of this disparity: i) he cannot help Lisa because he is bound by the Holy Sacrament 

of Penance and of the seal of confession, 5) he is unable to accept his sexuality in respect 

to his faith in God and the Church, üi) his relationship with Matthew is divided between 

two opposed interpretations of the word of God and the role of pnests in society, iv) his 

initial judgement on Matthew and Naorni's relationship is later paralleleci with the 

judgement that is cast upon hirnseifwhen hk homosexuality is publicwd, and v) Greg's 

graduai acceptance of Matthew and Naorni's relationship, in tum, mirrors what he seeks 

from the congregation at the end of the play - forgiveness and acceptance. 

This thesis is a documentation of the dramaturgical decisions and challenges 

confionted in adapting Prie.st ftom the screen to the stage. The signifiant choices that 

were made at each stage of the process are categorized into three main areas: time and 

space, characterization, and visual imagery. The fht chapter examines how rnatters of 



t h e  and spaœ were dealt with in the adaptation process. The foiIowing chapter looks at 

characterizstioa, and notes how the characters were embelüshed or diminished h m  the 

original film to the adaptation for the stage. The third chapter disaisses visual imagery - 
the prinaple patterns of images - that were integrated to enbance the theatn'caiity ofthe 

adaptation. Each chapter evaluates the choices made throughout the process including 

those made in the production draq and dixusses options for changes in fbture drafts. 



DRAMATURGECAL DECISIONS: TIME AND SPACE 

What evofved 6om the original linear and chronologid film was an adaptation 

that made t h e  and space malleable and dissolved the boundarks that anchor each to a 

sin& dimension The initiai images and concept ofthe adaptation was non-linear and had 

a fluidity in the movement fiom one sane to the next which broke away fkom the 

traditional "three-act" structure- The non-linear theatricd conventions that were used in 

the adaptation convey multiple layers of both thne and space. These conventions offered 

a closer look at certain moments, as weU as to expressionistidy explore Greg's 

perspective - thoughts, mernories, nightmares. The wnventions can be placed into five 

categories: (mcomplete) circular structure, simultaneous presentations of two different 

timedspaces, "tirne warps, " selective moments of a whole event, and blackouts. 

The Prologue introduces a variation of the traditional Ncular structure by 

reversing the direction of the convention. Usudy, a circular structure refers to a plot 

sequence that begins at point A, and loops back to point A in the h a 1  moment. In the 

Prologue however, the knowledge and experiences four characters acquire by the end of 

the play are brought into the opening scene of the play. Greg's ordination ceremony (the 

"beginning") is juxtaposed with the four characters with foreknowledge (Lisa, Graham, 

Mary and PM: the "ending"). These four characters are the most affectai by bis role as 

priest - bis ordination becomes the interco~ecting element. The four chamters are not 

a d y  "'at" the ordination, but rather, they are syrnbolically present. The Prologue then, 

inuoduces the beginnllig and the end, the present and the hiture, which meet and share 

the same space. It should be noted that the foreknowledge of Lisa, Graham, Mary and 

Phil, was the director's inerpretation of the scene and was integrated during the rehearsai 

period. Rather than perceiving the Prologue as the introduction to these characten, Paul 

Gelineau chose to present who they becorne in relation to Greg (as a man and as a priest) 



by the end of the play. WhiIe it was not written with that intention in minci, I fel tbat it 

is ajustified choice that will be maintaineci in tùture drafts. 

The second convention brought two time fiames togaher simultaneously (p.50, 

66, 68, and 79). Each of these sectiom of the adaptation ülunrate how events were 

portrayed simultaneously on the stage, however, each example employ this convention 

in a slightly diflérent mannet.. The fkst example, @.50), presems two different tirnes and 

spaces metonymically linked by Greg: the world of Greg and Graham, in Graham's 

apariment, meshes with the world of Greg, in the rectory, with Matthew (p.50). The 

result is that Greg is catlght between two diairent t h e  fiames, one with each of the other 

characters: 

A few hours &erg e d j  m-g at rhe rectory- GREG enters the rectory 
aiid is somewhai agttated und dishevelled GWUBW's presence.< 
exi'ence SM fihgers in GREGts mind such fhat GRAHAM is where he 
w m  ut the end of the laît scene. MATTHEW enters. 

MATTHEW 
GREG 
M A T r n W  

GREG 
MATTHEW 
GRAHAM 
MATTHEW 
GRAHAM 
GREG 
GRAHAM 
GREG 
MATTHEW 
GRAHAM 
GREG 
MATTHEW 
GREG 
GRAHAM 

You switched the light off in the hall. 
Yes? 
Yes, well, 1 aiways keep it on at night - "At my wùidow 
a little light wiii keep burning, Al1 may corne in, The anns 
of a fnend are waiting." 
Tammy Wynette? 
It's John 23, actually. 
Are you a Catholic? 
Do you waut to talk? 
It takes one to know one. 
No, thanks. 
Do you want to stay? 
Maybe another tirne. I"m kind of tired. 
Are you sure? 
Yeah, maybe another time. 
Thanks, though. 
Of course. Ok Good-night.[Enrs.] 
G00d-night. 
Good-night . 

S h  fde to bluck. (P-50) 

Greg's words are appropriate for either conversation and for either time and space. The 



tri-dogue mutates even fùrther when Graham answen Maîthew's question: 

MATTHEW Are you sure? 
GRAHAM Y& maybe another time. 

Hne, the two worlds wmect on a level that privileges the audience (and Greg). These 

two woclds weave together aeatbg an absence of absolute "real tirne." Greg's dialogue 

with Matthew is understocxi to have happened atta he leaves Graham's apartment, 

however, Greg's concurrent dialogue with Graham displaces that certainty as does the 

above wmection between Manhew and GrahSm Tiie and space becorne layers that can 

be ovdapped and it is Greg that not only connects these layers, but also encourages the 

fissures. 

The second example of the use of simultaneous time and space occurs as Greg 

refuses communion to Graham (p.66). Here, Father EUerton enters and begins the 

succeeding scene, "'A couple of &ys lcrter," before the present scene actualiy finishes. 

Father Ellerton is in the "hre ,"  but his dialogue with Greg is woven into the present 

scene between Greg and Graham. Again, Greg serves as a metonymic link between the 

two scenes: 

GRAHAM is Iasf in Iine to receive commtrnion. G E G  is dent. 
GRAHAM sticks art his tongue to receive the hosf. GREG dms noi 
move. me CONGREGAIION dissolves and exiis, as ELLERTON 
er~ters. GGREG m ~ d  GRAHAM remai11 ~ a m j k e d -  

ELLERTON And you couldn't give him communion? 
GREG [His eyes stilIfi~ed or? GRAHAM.] No. 
ELLERTON 1 never denied anyone communion. They had more right 

to receive it, than 1 had to give it. 

7%e p I I  breaks- GRAHAM steps h c k  away jiom GREG, perhqps 
snit&y, a d  exits- MATTHEW steps fowmd. 

MATTHEW Who was he? 
GREG I've no idea. 

Pause. MATTHEW ents. 
Blackout. 

A co~rple of &ys IÙter. GREG visiting ELLERTON in the country. 



GREG [To ELLERTON.] Have you always been alibate? 
ELLERTON I'm not proud of it. It's a gift nom God. He gave me the 

gif t  of ceii'bacy, He gave you the gift of certainty of 
vocation- Two complneiy different @S. 

GREG 1 want both. (p.67) 

The menipuhion of time in this scene is a leap into the fbture: Greg and Eiierton engage 

in a conversation thM occurs a few days later while, sirnultaneously, Greg remains in the 

moment with Graham. The overlapping convention, in this case, -es to propel the 

sequence of events forward. The distinction is that the "present" scene with Greg and 

Graham is sustained despite the interjections fiom EUerton and the tirne and space he 

represents, 

The above excerpt includes a blackout that was added to the petfomance text. 

The blackout was considered necessary to d o w  Greg to remove his vestrnent from the 

communion ceremony to make the switch to the following scene with Eilerton. This 

blackout, like several others in the play, dismpted the flow ofthe scene and, consequentiy, 

lost the overlapping of t h e  and space - the petration of the fùture into the present. The 

next drafl wiii revert back to an eariier drafi which did not include the blackout, but rather 

a stage direction; ' A  couple of &zys luiet-. GREG visitiing ELLERTON in the country." 

The thud example occurs in the "discovery scene" - when Mary discovers the 

incea (p.68). Uniike the previous sections in the text which exemplify my own 

manipulation of time and space, this scene is represented in a manner similar to what 

occurs in the film. Greg's appeal to God to "do something" k concurrent to the amal 

discovery of the incest in the Unsworth home. It is a powerful scene in which two 

moments of extreme cnsis collide. As Greg desperateiy tries to summon the strength to 

maintain his faah in God and in a church which prevents his Christian duty towards Lisa, 

the unpalatable and homfic truth of her husband's behaviour is revealed to Mary. 

I saw no reason to significantly alter this scuie in the adaptation for the stage as 

the simultaneity of the events could be easily depicteci. The simultaneous tirne and space 

convention was already estabfished in the adaptation, and it is the simultaneity of these 



events that mate the dtamatic poignancy ofthe scene- The film captured the sirnultmeity 

of events by adtuig k m  Greg to the Unsworth's but mamtamd - - 
Greg's prayer as a voice- 

over for the scenes in the Unswonh home. This concurrent effèct was achieved on stage 

simply by having both spaces - Greg's room and the Unsworth home - represented on 

stage at the same tirne: 

GREG ..The secfecy of wnfession, how can that be good when 
it dows evil to thrive- You'd speak out. You would speak 
out. 1 imow you'd speak out [He coïïqses to his knees in 
pruyer] "Our Father, who art in heaven, haiiowed be thy 
name.--" 

As GREG pruys: LISA enters. PHIL enfers- LISA w& sïow&, not 
~~~~~~~iy t y h g  fo moid PHIL, bul to some extent trying IO muiittaïii 
a dsfmtce. PHIL reaches out IO LISA She- herse&esi,ing to the 
btevitabie. Wirh complete indz%fereence she takes ogher sweater as they 
buth exit. 

GREG [Coritimïing] Thy kingdom corne, thy will be done, on 
earth as it is in heaven. Give us this day, our daily bread, 
and forgive us our trespasses, as we forgive those who 
trespass against us, and lead us not into temptation, but 
deliver us Erom evil. For ever and ever. Amen. [Pmrse.] 
Our Father, who art in heaven, haiiowed be thy name ... 
(p.69) 

And dso: 

GREG co~1tinues ptqyirg solrly but urgent& as MARY enters. He 
repeats the prayer. iincreasing in voIme and fertrvou, and shuuIdfinish 
by the time MARY re-tppars- 

MARY [As she enters.] Li-sa? I'm home early, Chicken 1 thought 
we could make some cookies. Lisa? [Seeing them off- 
stage.] What are you doing? Mat are you doing, Phil? 
What are you doing? (p.69) 

Greg's prayer becomes a pulse beneath the events at the Unsworth home and reinfiorces 

the coincidentai elernent of the two situations. Similarly, the oSstge action at the 

Unsworth's sustains the dramatic tension initiated by Greg's direct appeal to God. The 



tension in each situation serves to niel the other, and this meshiag of their worlds becornes 

a simultaneity of crises. Agah, the audience is given a superior position of knowledge 

over the characters. 

Although the dynamics of this sane were relatively unchangeci nom the original 

filrn, the scene was punctuated with a manipulation of tirne and space: 

MARY [Tu LISA.] I'm sorry, Tm sorry, Fm sony, I'm soq. I'm 
sorry. [To GREG] You knew- You knew and you did 
nothiag- What kiad of man are you? 1 hope you b u m  in 
heu. (p.70) 

It utiliteA the established convention that two separate worlds (spaces) are visible to the 

audience, but not to the acton. However, this convention also afFiords the luxury of 

dissdving quiddy the barriers between the two worlds. Within a single moment, Mary cm 

~m away fiom Lisa and enter Greg's world a day later. In the previous examples of how 

time and space were manipulateci in the adaptation process. Greg was the metonymic link 

between the tune -es, but in this case it is Mary who is the connedon between the 

two worlds and advances tirne forward- 

The last use of the sirnultaneous convention portrayeci Greg's and Matthew's 

sermons in two different churches on the same day (p.79). Not only did this aUow for 

interconnections between the content of bot. sermons, but also reinforceci the "universal" 

cornotation of Catholicism: 

GREG deliwrs hi's sennott f i  the coun~pan~sh, us MATTHEW delivers 
his ut St. M i k  niey are each in their own sepute  worlak 

GREG 
MATTHEW 
GREG 
MATTHEW 

GREG 

MATTHEW 

GREG 

Nice word, scapegoat . 
Do you think God gives a dam? 
The worâ, scapegoat, dates back to an old Jewish custom. 
What with war, fimine, disaster, niillions slaughtering each 
ot her- 
The people in the village would invest dl the sins of the 
tnbe into a goat, and kick it up the back side so that it 
escaped into the hills, taking al1 the sins with it. 
With ali of these things on his mind do you reaiiy think 
God gives a d a m  about what men do with their dicks? 
In ancient Greecey human scapegoats were u d  to 



mitigate a plague or =me other caiamity. (p-79) 

The choice to dove-tail their sennom and present them conairrentiy was an atternpt to 

capture the imrnediacy of the argument that they present in theu respective sermons on 

the same day. ïhe  bond between the two pnpnests that is established in the precedmg scene, 

(p.79, continues in this scene by illustrating the efféct and influence they have on each 

other. The scene coacluded in the simuitaneous profeon of fath. This not only 

emphasim the unhersality ofcatholicism - that in churches around the world, the same 

mass is being said - but the simdtaneity also penneates the barrier between the two 

locations, and symbolidy links Greg and Matthew: 

GREG mld MATTHEW 
Let us offer Our Lord Jesus Christ the profession of our f~th. "1 
believe in God, the Father almighty, creator of heaven and earih. 
1 believe in Jesus Christ, his only Son, our Lord ..." 

The tbïrd convention, a "time warp," refas to moments which travel backwards 

in time and retum to "real time" wîthh one scene. One scene (a flashback) acts as a 

footnote to another scene, or as a scene-within-a-scene (p.72 and 77). Stnicturally, the 

path of the "time warp" involves three elements: the trigger, the "tangent" of the "time 

warp" is foliowed and played out and, then., the scene rehirns back to reai time as though 

the flashback never occwfed. The triggers that instigates the "tirne warps" are questions; 

the fira concerns the Bishop (p.72), while the second, relates to Graham (p.77). The 

questions serve to propel Greg backwards in tirne and, in doing so, aiiow the audience to 

fotlow : 

GREG But what about the Bishop? 
MATïHEW Oh, fuck the Bishop. Don't take that literaily. 

Il>e BISHOP enters. and sits in the confeesrional. GREG gaes to him. 
knee !S. 

BISHOP What's Matthew been saying? 
GREG He's been very supportive. He thinks being gay has made 



BISHOP 

GREG 
BISHOP 

GREG 
BISHOP 

GREG 

me a good - human, wmpassionate. He thinks that 
ail that's happed  rrantly bas made me a better one. 
More human More compassionate. 
Go out and commit mass murder, and hell want you 
canonized. Am 1 to understand that you wish to carry on 
sen?ing God? 
Yes, Your Exce1lency- 
The best way for you to serve God is to disappear. The 
best way for you ta serve God is to pisssff out of my 
diocese- 1s that clear? 
Yes. 
Good. I've arrangeci for you to be transfêrred to Father 
Augustus's parish HopefÙUy, it d be quiet enough out 
there for you to stay out of trouble. Do 1 make myself 
understood? 
Yes, Your ExceUency. 

Ine BISHOP ex&. GREG swi'rcks bacR to real time. MATTHEW giws 
GREG a look- 

GREG What do you want me to do - disobey the Bishop? Corne 
on, Matthew, be redistic. He's banished me to the 
wildemess iike some pathetic scapegoat, taking the sins of 
every homosexual with me. 

MATTHEW But it's our parish, Greg. (p.72) 

The second " the  warp" occurs in the "bonding scene," and Greg and Matthew 

taik about Graham (p.77). Like the previous example, the line preceding the "thne warp" 

echoes through to the flashback. It serves not only to shift easily into the other t h e  

h e ,  but it also mends the fissure caused by the "time warp" and the scene continues as 

though there was no break in thought. In this second example, the line that tnggered the 

"tirne warp" could essentiaiiy, in the playing of it, be deliverd to Graham in the "past": 

MATTHEW Listen to what youlre saying, Greg This is the man that 
gave you his body. How dare you talk like that. In the 
name ofGd, Greg, youke got to ask youseif- No, look 
at me, look at me when Pm tallong to you. To call another 
human bang "Satan," what kind of religion is that? What 
kind of sick twisted brain-wash have you been through? 
His sole purpose in life is to tempt you into sin, is that 
what you're saying? You're Christ, and he's the bloody 



serpent? 1s that what you're saying, you arrogant prick? 

GRAHAM enters. 

GREG 

GRAHAM 

GREG 
GRAHAM 

GREG 

GRAHAM 

GREG 

GRAHAM 
MATTHEW 
GREG 

1 told tiim that 1 don? think it's a good iàea that we see 
each other again. [To GRAHAU, in afloodof emotion.] 
1 can't do this anymore. It's wrong. 
It's wrong? Accordhg to who? To what? Your precious 
church and its des? 1s it wrong for you, or jua wrong for 
you the priest? [Pause. J Christ, Greg, grow up. 
What do you want me to- 
What we have is beautiM. It's socïw and your almighty 
God that make it ugly. [Pause.] You shouldn't have 
starteci something you canlt finish. 
1 how.  I'm sorry. There were ~sks and there were 
consequences, 1 know, but there was, there was also a 
need. I'm sony. I'm sony if I've- 
How uui something that féds so ri& be wrong? [Pairse.] 
Greg? How cm it be wrong? How can it be wrong to 
love? 
1 dont know. It just is. [Pmse. Mile holding the momettt 
with GRAHAM, he reames his corwersc~tiot~ wzth 
MATTHEW.] 1 think 1 love him. 
[As he recedes a& exits.] God bless you. 
Do you want h? 
Yes. @-77) 

As the initial line has resonance in both worlds, to Matthew and to Graham, so does the 

final line, "1 think 1 love him." It serveci as a bridge between the two worlds and pulled 

Greg out of the "time warp," as weU as distending the boundary between these two 

worlds. Despite the "re-piaying," or the ïe-iiving" of this flashback, "1 love W remains 

the "eIement'7 what was left unsaid. Greg may physicaliy be in both worlds for a moment, 

but his words belong and are heard only in his world with Matthew. 

The fourth manipulation of time and space relied on principles of selectivity- This 

convention was used most notably in the wngregation and confessjonal scenes. The Maso 

ceremony in its entirety, for example, was not a realistic choice for the theatre as it does 

linle to further the story. Selected moments were therefore chosen and woven into the 

fabnc of the adaptation to establish a sense of ceremony but also to eiicit the necessary 



event in order to propel the stoty fornard. ïhis convention is more characteristically 

cinematic, as it is very easy to cornpress t h e  and float through a %eue in a couple of 

minutes which, in real time, would take an hour. The challenge in the adaptation process 

then, beaune a matter of finding the right balance - enough ceremony to capture the 

essence of the ritual, but not enough to overshadow the focus of the play. 

The congregation scenes, @.42,66, and 82), were selectively focussed on only 

cenain segments of the Catholic Mass. For example, the sane in which Graham is renised 

coimmniion (p.66) begins just prior to the congregation h g  up to receive the host. The 

ceremony is estabiished quickiy, and so is the coaflict of the scene. Similady, the final 

congregation =ne, @.82), begins as Mark d s  the general intercession. The scene then 

unfolds into the ceremonid communion and Greg's participation in communion, which 

becomes the culminating confiict. The evolution towards the production dr& of these 

scenes was slow, and the difEailty lay in the dimvery of a balance. It seemed necessary 

to begin with includhg the entire Mass, word for word, in order to clearly distinguish 

between what was extraneous and what actually served the play. 

The confessionai scenes, with Amanda, BiUy and Lisa, were treated as a similar 

convention as the congregation scenes (p.51). The purpose for the sequence was to 

capture the repetitious duties of Greg's life as a priest, as well as creating tension for 

Lisa's story. The difncuity was using the three confessions to somehow represent a whole 

afternwn of confèssions. The production was able to caphire tbis representation by book- 

ending each individual confession with a blackout and overlapping the last line of one with 

the first line of the followiag confeson. The blackouts served to denote the passage of 

tirne without actually using stage time to achieve it. Lisa's story was then able to surface 

quickiy and dramatically. 

A majority of the blackouts were used to denote the passage of time. However, 

because they were also used to punctuate specific moments, the consistency of their 

function was loa and they ultimately detracted from the rhythm of the production. 

Throughout the adaptation process the blackouts were used to encapsulate signifiant 

moments or visual images - to emphasize or underline the moments or images. However, 



wbat was b v e f e d  in the production was the physical reality of the blackouts actuaiiy 

" h g "  them. Many muld be omitted UNnediateLy, and SU be in the next ciraft. There 

are others, howeva, which may require other conventions: simple indications such as 

su  ion hto bvo weeh lizter at the panpan& in the couniry." This would draw attention 

to the k t  that a shift occurs, but does not necessarily dictate how this shift would be 

achieved and wouid therefore be open to interpretation. 

The question of spaee, or locations and settings presented an initiai challenge to 

the adaptation process. Similar to the challenges faced in terms of characters, it was 

immediateiy necesq  to narrow the scope of the nIm to suit the stage adaptation. Just 

as the extraneous characters were quickiy and easily discarded, many of the various 

"spaces" were similarly discarded. For example, the scenes in the film that occur in the 

pub, the gym, and the hospital, were discardecl dong with their dialogue. This led to a 

manageable tist of locations: St. Mary's church and rectoiy, the Unsworth home, a city 

park, a church in the country and its rectory. 

In some instances fkagments of the dialogue fiom the excised scenes were 

incorporated into other sceneAocation in the adaptation. Mark's "Judas" speech, (p.54). 

for example, was retained in the adaptation but it was moved nom the gym to the city 

park. The intention surrounding this choice stemmeci not only fiom the relevant content 

of the speech, but also to establish his fnendship with Greg, the basis of which is 

chailenged by the end of the play. 

Another example was Greg's religion class: held in a high school in the film, but 

adapted to the church in the stage version (p.56). The church sethg served the purpose 

and also lends itselfas a location for the foUowing "seinire scene." Time was dowed 

continuous flow without breaking it up with blackouts to change locations. By keeping 

it in the church, Mary and Phil corne to Greg and Lisa, rather than Greg walking Lisa 

home f ier  the seinire. Having this scene take place in the church actudy gives Greg 

more sberigth to fixe Phi1 whereas, in the nIm, Greg is at the Unswonh's, and powerless 

against Phil and his actions. 

Greg's confession to the Bishop was added for the adaptation, but the dialogue 



is h m  a scene in the nIm that takes place in the hospitai, when Greg is remverhg nom 

an overdose (p.73). This dialogue was displaceci to a flashback, or "time warp," as 

previously mentioned, and the location shifted fiom the hospital to the confessional. in 

the adaptation the Bishop tramfiers Greg f?om bis diocese when Greg's homosexuaiity is 

publicited Greg's overdose i s  thdore,  in readon to the accumulation of the publicity 

and the transfer- In the f h ,  however, the overdose is in response to the publicity. These 

associateci events - the public@ and the overdose - then provoke the Bishop to trader 

Greg to mother parish. 

Exarnples of how the dialogue was retained but the location of the scene was 

altered represented some of the dramaturgical decisions that were made in the adaptation 

process. These decisions stemmed fiom an examination of the importance and relevance 

of the partiailar scene and whether or not the dialogue could be separated fkom its 

location. in some instances, the dialogue was deemed signincant but the location or 

situation was of lesser significance. The result was that certain sections of dialogue were 

aven to characters different from the original film. This is discussed in greater depth in 

the following chapter on characterization. 



Unlike the signifiant changes to the representation of tirne and space, the 

treatment of characterization in the adaptation was overrhadowed by the film, and thus, 

relatively minunal. In narrowing the scope of the film for the adaptation, seven central 

characters surtacd as necessary components to the t ehg  of Greg's story: Matthew, 

Naomi (Maria in the film), Graham, Lisa, Mrny, and PM. Seven additional characters were 

required to f3I specific roles, such as the Bishop as a representative of the authority of the 

Catholic Church, which in tum, contributed to the centrai themes. Also, these seven 

additional characters helped to establish a sense! of commwiity - a community which, at the 

end of the play, huraed against Greg. Riniarily, the charaaers, theu relationships and their 

respective joumeys were transposed direct!y to the stage, with ody slight deviations fiom 

the original film. However, some characters, such as Greg, Lisa, and Mark, were 

embeiiished to a greater extent than other. 

Once the important ideas and issues of the film were isolated, Greg and his story 

surfaced in the critical position as the centre. Greg's character is a slightly Werent 

representation than the fiim because of the overd concept of the adaptation due to the 

changes in the structure (Chapter 1) and the visual imagery (Chapter ID). The adaptation 

adopted an expressionistic quality by delving into Greg's perceptions, nightmares, and 

memones. Because of ûreg's position as the protagonist, the cumulative effect of al1 of 

the changes that were made in the adaptation process, uitimately affected his character and 

story on some level. 

Justifjing Greg's retum to the city and St. Mary's church was one of the main 

obstacles confronted in the development of his character in the adaptation. The solution 

was found in the repetition of the "ocapegoaty' sermon (p.80), and by incorporating some 

of Matthew's views: 



Weii, dont wderstand why we iDsist on placing di the= sins on society, 
as a whole. Wbat about the individual? Individual responsîbÏÏty? if you 
forget about the individd..arrn't you spitting in the fâce ofûod? We can 
tak  about spitting in the face of God by exploithg the work force, 
throwing people out of their homes, tuming their back on the elderiy, 
shutting down schools and hospitals, forcing people to depend on U.I. or 
weifàre, but isn't this, in a sense, a betrayal? - society's betrayal of the 
individuai? The point k, ifanyone does anything to prevent one individual 
fiom reshing his or her fùii potentiai, isn't that interfiring in mation, and 
spining in the face of God? What's most important not to overlook is the 
individual's betrayai to himseifand to his own personal truths. Thatls what 
1 believe. niatls my truth- It's what makes me ... remain ... a priest. (p.80) 

In addition to providing evidence of Greg's decision to retum to the city, the sermon aiso 

iliustrated the strengthened relationship between Manhew aml Greg . 

Interestingl~~ Greg's overdose was not incorporateci hto the adaptation until the 

rehead period. Because it was such a late addition, the justification and dramatic tension 

preceding this event was not solidineci in the production draft. A possible solution to 

remedy this in tiihire drafts would be to move the penultimate scene between Greg and 

Mary at her door, (p.8 1)' to occur just prior to the overdose. The sequence would then be 

as follows: Greg's arrest; rectory scene with Matthew, Naomi and Greg (p.71); "time 

warp" to confession to the Bishop; Greg returns to previous scene with Matthew and 

Naomi; "tirne warp to scene with Mary and Greg a s h g  for forgiveness; Greg returns to 

previous scene with Manhew and Naomi; overdose. Wlthin that one particdar scene 

(p.71), two "the warps" would occur. R e s t n r h g  this scene in this way suengthens 

Greg's plea for forgiveness fkom Mary because he has just been notified that he is to be 

transferred. As it stands now, Greg seeks her forgiveness jua prior to returning to St. 

Mary's, is refùsed forgiveness, but despite this rejection arrives at St. Mary's in the final 

scene to fàce the congregation This reanangement also provides a clearer justification for 

Greg's overdose as a reaction to the accumulation of events. 

The justification for Greg and Graham's relationship was difficult to incorporate 

in the adaptation, and it remains a weakness in the script. The flashback to Graham, (p.77), 

was added to the adaptation in an attempt to strengthen their relationship. On the whole, 



the play progresses h m  a range of secrets and silences toward direct, honest, and 

inevitable confiomatio~s~ The saw b e e n  Greg and Graham is an example of this shift 

toward the co&ontationai: 

GREG 

GRAHAM 

GREG 
GRAHAM 

GREG 

GRAHAM 

GREG 

1 told him h t  1 dont thiak it's a good idea that we see 
each other again. [To GMHAM, in a f r d o f  ernotion.] 
1 can't do this anymore- It's wrong. 
It's wrong? According to who? To what? Your precious 
church a d  its des? Is it wrong for you, or just wrong for 
you the priest? [Puuse.] Christ, Greg, grow up. 
What do you want me to- 
What we have is beautifiil It's saciety, and your almighty 
God that make î t  ugiy. [Parse.] You shouldn't have started 
sumething you can't finish. 
1 know. I'rn sorry. There were risks and there were 
consequences, 1 know, but there was, there was also a 
need. Itm sorry. I'm sorry if I've- 
How can somethhg that feels so right, be wrong? [Pause.] 
Greg? How can it be wrong? How can it be wrong to 
love? 
1 dont kww. It jua is. [Pause. Wibile holdhg the moment 
with GRAHAM, he resumes his convermfion wilh 
MATIIIEW.] I think 1 love him. (p.77) 

The argument Graham presents to Greg, "how can t be wrong to love," reinforces the 

dichotomy of Christianity and the Church - while Christianity heraids love for ali mankind, 

the Church forbids this specific "kind" of love. 

Throughout the Wfiting process, Matthew's character changed very little frorn the 

original film The majority of his scenes in the film with Greg, the Bishop, Naomi and the 

congregation were retained in the adaptation, with only a few slight changes toward the 

end of the play. Specifically, these changes were sem in the "bonding" or "drunk" scene 

(p.75), and the final scene (p.82) and were instigated dunng the rehearsai process. 

The "bonding" scene was a late addition to the rehearsal draft, and stems almost 

directiy fiom the original film It was incorporated to help justify Greg's decision to retum 

to St. Mary's church at the end of the play. The addition of this scene accomplished three 

things: as in the fiim, it marks i) a sigaifiant change in Greg and Matthew's relationship; 

iï) it presents an occasion in which Msttthew and Greg are able to tak opedy about Greg's 



nlationship with Graham; and üi) through the addition of Matthew's section of dialogue 

at the en4 Greg is givm sigriflant justification to r*uni to S t  Mary's. This last point, 

Matthew's speech, is an embeuishment of the original sxne in the fiun: 

...d you see things as they are, youll stay out here, getting a douar for 
every mass you say and not being allowed to go out after dark. When are 
you going to grow up, Greg? When are you gohg to reaüze that you can't 
be that ideaîistic priest you want to be untii you start fàcïng some tmths 
about yourseK How long are you going to deny who you are undemeath 
those pristhe vestments of yours? It's about king true to yourseK Greg, 
and it's about tirne you wm. dont you think? (p.78) 

By embellishg this final section of the scene, there seemed to be more justification for 

Greg to retum to St. Mary's at the end of the play. By strengthenïng the shift in their 

relationship and rnutuaI understanding of each other, the change is significant enough to 

justiQ Greg's decision to retum. Consequently, Greg's retum strengthens the bond 

between Matthew and Greg and illustrates the effect and influence Matthew has on Greg. 

The final scene, R e  the previous example, did not fd into place until the rehearsal 

period. Dathg back to the first reading in October, 1996, this scene left some characters 

unresolved, primarily Mary. The immediate question was to discem which of the members 

of the congregation would lave when Greg retums? Re-srmcturing the question, to ask 

instead, what could Matthew say to make them stay, proved a better tactic. Matthew's 

argument then became: 

How dare you tum your back on this man. How dare you do this, and cal1 
yourselves Catholics. If you are so adamant about judging him, why 
havent you judged me aii these yean? Why? Ask yourselves that question. 
You have no right to make this man your scapegoat. That's what you're 
doing if you reject him - you're asking him to take on your sins, your 
inability to forgive, your inability to show compassion. (p.84) 

In the performance, it was Lisa, who initiated the decision to rernain. Her decision was 

foiiowed closely by Biiiy, Mark, Patrick, and Bob as they took their seats, al1 in their own 

tirne, with varying degrees of reiuctance. The director's choice to have the younger 

generation initiate the decision to stay was quite compeliing. Their acceptance was much 

more compassionate, open, and honest than the reticent older generation in the 



congregation. 

In temis of the next ciraft, Matthew's relationship with Naomi wili be stronger, as 

weli as developing m e r  his relationsbip with the congrewon. The development of 

Naomi's character was fnistratiag and was l& unresolved at the various stages of the 

process. She is an important figure in the telling of the story. Realistidy, however, she 

serves only to provide the physicai presence of Matthew's broken vow. 

In an atternpt to confiont the challenge her character presents, Naomi's presence 

was needed in many additional scenes. These additional scenes euded up being the 

congregationai scenes, which offered iittle *uisght to her character. Her speech to Greg, 

(p.48), is indicative of numaous character quaiities, but the development of her character 

did not extend beyond this speech. In retmspect, her speech to Greg was the "be al1 and 

end ail" of Naomi. The result was that the play advocated the negative "seen but not 

heard" stereotype. ïhe visual presence ofNaorni was relieci upon, rather than the physical 

presence of the "character." This was reinfOrced in the rehearsai process, as the actor 

playing Naomi was quite hstrated by a role with so few words to glean clues about her 

character. This can be remedied through a M e r  development of her relationship with 

Matthew in the next draft. Also, just as Matthew and Greg's relationship goes through a 

significant change by the end of the play, 1 thidc there exists the oppominity to develop 

the relationship between Naomi and Greg as well. 

Graham's character needed M e r  development shce he was found to be such an 

integral figure in the telling of Greg's story. In the intewiew with Jimmy McGovern, he 

expresseci that the film director, Antonia Bird, imposed the love story between Greg and 

Graham The lack of tamial support for thar relationship in the film proved to be a similar 

problem in the adaptation. In an atternpt to remedy their story, the "break-up scene" was 

added and helped voice the unspoken reaiity of their "illicit" relationship (p.77 ). 1 use the 

word "illicit" because it is the forbidden nature of their relationship according to the church 

and Greg's beiiefs that make it iiiicit - not illicit in and of itself. Their relationship is 

compeliing and has signincant dramatic potential, however, the development and 

justification ofit was not fdly addressed in the performance text. The significance of their 



relationship which, is ambiguous in the production &a.& wiii be clarified in fûme cirafis. 

The addition of Lisa's monologue is the elmental change in her character 

development from the original film (p.57). The monologue was inspireci by Judith 

Thompson, who was a guest ai the lecture series at the Stradord Festival in July, 1996. As 

well as reading fiom her various plays, she spoke opedy about ber epilepsy. What was 

moa intriguhg about her history with epilepsy was how she "remembered" the seinire, 

as oppooed to the more common experience of blacking-out. She adniitted that many of 

the prima1 f w s  that she reveais so vividly in ber plays, actuaiIy stem ftom what she 

remembers atperiencing during her seizures. In terms of Lisats character, her own specinc 

seizure-world was worth exploring. The monologue beaune a window into her emotional 

trauma, and through this window, the horrific and devastating reality of her situation is 

revealed. The monologue contributes to Greg's struggle with the church regdations 

conceniing the seal of confession. According to the ''strictest perpenial silence," Greg is 

unable to help her - making the significance of his paraiysis more crippling. In the next 

drafi the visual imagery that is introduced in her monologue will be integrated into other 

aspects of the play. There are many paralIels between Lisa's seizure-world and Greg's 

nightmare that can be explored. 

In the adaptation process, the development of Mary went through very few 

changes. The significant decision, however, was in the final scene: 1s she in the 

congregation when Greg retums? If so, what does she do? What does she say? She is not 

present in the final scene in the tilm, nor was she present in the drafl that was read in 

October. It was at this first readhg that the question of her absence arose. The subsequent 

drafis tended to watae on the question. As previously dimssed, the final scene presented 

numerous challenges. Mary's joumey was also at stake: If she leaves, does Lisa aay? 

Wouid she let Lisa stay? Would she stay if Lisa did? The actor (playing Mary) and the 

director found a poignant resolution in the rehearsal penod which resulted in: 

BOB "Take my statutes and my laws, and do none of 
these abominations. " 

GREG " Judge not that you may not be judged." 
MARY How dare you. How dare you corne back 



here. Havent you caused enough pain? 
[Exis, tahg  LISA wiih her.] (p.83) 

Lisa rehinis a few moments ker and takes her seat- The actor chose to rernain in the aisle, 

weeping, and took her final exit just the commUIilon ceremony continues with Greg's 

participation, 

Phil, much Wre Mary's chmcter, was not sigdicantiy altered fkom the original 

film. The aiinimal development of Phii's character was similar to that of Naomi, as they 

both have strong, clearly defined speeches, whicb ultimately inhibiteci any fbrther 

development. Phil's confession, (p.62), encapsulated his character, but at the same t h e  

also limits his range- He embodies such a vile, unpalatable, and contempti'ble concept and, 

because ofthis, development seemed inane and awkward. 

In discussions with Paul Gelineau, the director, other ways of approaching Phii's 

character work were discovered. If he was presented as a loving and caring father before 

we leam of the incest, the dramatic impact could become stronger. But the question of 

how to resolve his story remains unanswered. Some audience feedback suggested that 

after Mary discovers the incest, we do not really need to find out what happens to him. 

Contrasting feedback suggested that the audience needs assurance that Phil was justly 

punished. Later drafis wili provide the opportunity to fùrther explore the resolution of his 

story. 

Father EUerton was one of the first characters to be excised and the first to be 

brought back. EUerton is the fira character you see in the film, and hence there was an 

obligation to begin the adaptation at a dEerent place and with a different image. The 

obvious choice at the tirne was to cut Ellerton's character completely. However, it was 

soon rediseci that EUerton is in fact integral to my vision of what the play is about. His 

function in Greg's joumey is to act as a confldante when Greg has no one else to whom 

he can tum. In excising Eilerton, Greg's only opportunity to talk openly about his 

homosexuality was also excised. Greg's joumey was incomplete without the ceiibacy 

dialogue (p.67) - not only for the character, but for the audience as weil. 

A solution seerned to point in the direction of embeliishing the relationship between 



Greg and Eliezton Estaûlishing a c o d o n  between than samd to justifj. Greg huning 

to Ellerton fater on in the play. Th& fim meeting became an image of the archetypai "out 

with the 014 in with the new." This was enhanced in the production by presenting them 

as mirror images of each other - both with thei. belongings in hand, facing each other in 

the church, the oniy dinerence being the direction in wtnch they are going. Their 

expexiences, what Ekrton has alnady expexienced and what Greg is about to experience. 

corne face to face- there is an exchange, and then they move on. 

The decision to Uiclude Enetton came with the intent to keep the celibacy dialogue 

(p.67). 1 began to see EIierton as a guardian angel figure as the shape of the scene in which 

Greg refuses Graham communion (p.66), melted hto the dialogue between Greg and 

Ellerton about celibacy. Workhg with these images helped in the development of 

Elierton's character and his relationship to Greg. uicluding him in the Nghtmare scene 

(p.60) hints funher at the impact and influence he bas on Greg. 

Ambiguity still surrounds EUerton, however- and it is enough to rnake his character 

and his fûnction an obstacle to the t e h g  of the story. The comrnents about Elierton by 

the Bishop, Matthew- and Mark, vary and refiect the difference b m e e n  what the church 

officiais know and what they dow the public to know about a situation like EUerton's 

erratic behaviour and possible failing mental health. 

The character, Mark, is the result of a series of choices. Mark stemrned fiom the 

initial choice to keep the "Judas speech" in the adaptation (p.54). Sirnilar to the celibacy 

dialogue between Greg and Ellerton, the "Judas speech" was salvaged dong with the 

character. The character of Mark began as Charlie, and Wre the film, he really only had 

the one "'Judas scene" with Greg (p.54). The decision of triple cast with Man One and 

Sitting &iD won foliowed - each role consisting of ody one or two scenes per character. 

As the rehearsal period approached and auditions were happening, it was realwd that 

Sitting BuU was extraneous. That left the problem of Mark and Man One in two isolated 

scenes without any character joumey whatsoever. During rehearsaîs, however, it became 

obvious that it would be much more interesting to see Mark in the ha1 scene, rather than 

introducing Man One. Choosing to keep him as Mark throughout the play, enabled him 



to partake in tiw congregation soeaes as bmiself; which m e r  solidifieci his character. As 

a reaih, Uark has a very interesthg joun»y with the transition nom king Greg's fkiend 

at the beginaing, to kuig tnily canticscd about this fiiedship as weU as his Cathoiic beliefs 

by the end of the play. 

The Bishop, mch Eice Ellenon, was a character that was excised on fkst impulse 

and brought back later once his fùnaion was reaiized. He represents the authority that 

dictates and & i s  the decisions both Greg and Matthew face. The physical absence of 

this authority seemed to lose the strength and impact of the chhurch. His presence, on the 

other band, contniutes to the cemnonial, the ritulistic, and the religious imagery that 

helps cmte and maifltain the underiying Mric of Greg's story. The double-casting of Man 

One (Bob) and the Bishop. in production, is questionable and problematic. The 

significance and sixniiarities of the arguments of both the Bishop and Man One (Bob) by 

the end of the play, are too similar not to connect or relate one to the other, regardess of 

the convention. 1 intend to seek other solutions to double-casting in future drafts, while 

trying to maintain a fa ib le  sized cast. 

Man One (later Bob) was not cornpletely excised with the choices conceming 

Mark. In the early drafts of the adaptation the congregation consisted of "extras.'" five or 

ten non-speaking roles. Man One was a designatecl "speaking" congregation member. With 

Man One present in al1 of the congregation scenes, the character had a semblance of a 

through-line to the end of the play when he ferventy objects to Greg's retum. The 

rehearsal process added another congeaihg element by designathg him as Billy's father. 

This comection helped strengthen the "comrnunity"and "faMlial" aspects of the 

congregation scenes. 

Bay and Amanda were sele*ed fiom the film to represent the younger generation 

in the congregation and school-mates for Lisa. Their firnction leans towards the wmic 

relief element in a very disturbing and thought-provoking play. To go much further with 

their characters would lead in a direction away fiom the centrai issues and ideas. However, 

in saying that, they contnbute signüïcantly to the play on the whole. 

In terms of Sitting BuU, 1 think 1 am stiiî attracted to the idea of him in the play. 



"Nobility, even in defat," echoes throughout the play, and perhaps the pay-off for this 

repetition would be to bring him back in the next draft. Eartier M s  included Sittuig Bull 

in the nightmare scene, but pecheps there are other places that niay inc1ude him as well. 

Adding hun to a fùtwe draft may solide some of the visual imagery that is already 

present, as weli as reinforcing the ülusoiy nature ofthe adaptation- 

The characterization aspect of the adaptation was the most challenging. Adapting, 

rather than writing an origïnai work, samed to stiûe and inhïibit a rnajority ofthe character 

deveiopment. Uniike the ease with which the sequence ofevents and the aspects of t h e  

and space were manipulateci, the changes in character development seemed much less 

signifiant. FuRher development m this aspect of the adaptation may be facilitated through 

further development of the visual hgery that was introduced in the Prologue, the 

nightmare, Lisa's monologue, and the image of Graham on the cross, as well as the 

patterning of certain images. These elements wül be discussed ui Chapter m. 



DRAMATURGICAL DECISIONS: VISUAL IMAGERY 

There exkts an intn'cate interdependence in the relationships between tirne, space, 

characterizatioo, and visual imagery - choices regarding one aspect of the adaptation 

ultimately incur changes in another. Accordingly, the visual concept for the play diaated 

the structure and appropriate conventions that would best seme the concept. The 

adaptation began with a primary visuai concept that relied on a fluidity of movement - 
fiom scene to scene, Born one Mie period to another, f3om one thought to another. The 

tirne and space conventions that were disaisseci in Chapter I, therefore, strove to meet the 

rquirernents prescriïed by this initial concept of movement, rhythm, and visuai imagery. 

Similady, certain aspects ofcharacterization were aectted by the visual imageq, especialiy 

the arpressionistic quality of Greg's character, the embeiiishment of Lisa's character with 

the monologue (p.S7), the presence of EUerton and Graham on the cross (p.38,67). 

nie image and rhythm of waves was the initial source of inspiration for the 

structure and movement of the play. nie fluidity and rhythm of waves that rush and engu& 

then recede in a moment of caimness More the next wave rises, was transcribed into many 

of the structural elements in the adaptation (Chapter 1). For example, connnicts aich as 

entmces Wore exits were anployed so that the succeediog scene begins or overlaps with 

the preceding scene. Characters "receded" rather than "exited" captured this fluidity by 

softening the movement of the transitions between the scenes. The characters simply fade 

fiom the light and fiom the focus of the scene- Initialiy, the congregation scews, Greg's 

and Graham's sex scene @.49), the Nghtmare (p.60), and the final scene (p.82), were 

choreographed to incorporate this enguihg wave motion - the rush of the wave would 

encircle Greg and then recede and fade away, leaving a moment of calmness in its wake. 

As the play developed, these specifications were omitted. However, some elements of 

these initial concepts remain and, Paul Geiineau, the director, retained the suggestion of 



this original choreography in the productiotl Future draAs wiii re-Mate this sense of 

choreography to heighten the visuai impact of the adaptation. 

Stemmhg h m  the wave image, was the concept of a cirailas SWifIing motion of 

everything that "surrcwds" Greg *ch leaves him suspendeci in the centre. He is circled, 

d e d ,  constricted, and restrictod by the dominant themes and conflicts ofthe play - the 

priesthocd, the Church, bis latent homosexuaüty, Matthew's relationsbip with Naorni, his 

relationship with Graham, and Phil's relationsbip with Lisa Greg was denied a single 

moment to coiiect himsee to re-group, to thidc, or even to step out of the central focus 

ofthe play. As a result, a sense of persecution, tonnent, being gnawed at, pecked at, and 

constantly being tested became apparent. W1ti1 this lack of tirne for Greg to breathe and 

think, as well as the persistent invasive elements, a similar feeling was intended for the 

audience. For thïs reason, the pro>umity of the actors and the audience became important 

to the storytelling. The ciradar image suggested that the play would be best suited to 

theatre in the round. The off-nage actions ("discovery scene," p.68, "arrest scene," p.70), 

would occur behïnd the audience, circhg and including them in the action. Theatre in the 

round o f f i  the audience various perspectives, which was a central to the concept of the 

adaptation - how the ideas and issues challenge perspective. 

The visual imagery present in the production dr& d a c e s  in several reairring 

patterns. These principle patterns have been categorized into two centrai images inherent 

in the adaptation: i) the authority of the church, in both the "transference of power" 

(Greg's ordination) and its ability to withdraw this "power" (Eilerton's and Greg's rernoval 

fiom the church) and, ü) the act of communion and its associated images of acceptance 

and rejection, forgiveness and deniai. ûher images in the adaptation that will be discussed, 

such as Grabam (and Ellerton) on the cross, are comected to these two centrai patterns. 

This discussion wili focus on not only the images present, but those that wiii be brought 

into friture drafts. 

The Prologue, as discussed in Chapter I, juxtaposed Greg's ordination with the 

knowledge and experience of certain characters at the end of the play. Visudly, the 

Prologue introduced several images that echo throughout the adaptation. The ordination 



ceremony is a symboi of the "traderence of power" fiam the Bishop to Greg. This 

"transference of power," in addition to the inÏtiai ordination ceremony, is a central element 

representative of a strengtheaing of relationships. Greg's relationship with God is 

strengthened through his ordination, and the various relatiotlships in the adaption 

experience sïmilar moments in wbich the relationship is strengthened by a sùnilar 

"traderence of power": Matthew hûuces strength in Greg to retum to St. Mary's in their 

"bonding scenen @.75), and; Graham's line to Greg, "1 love you" which, for Graham, is 

his way of strengthening his relationship with Greg (p.77). 

Converseiy, however, the one relationship that breaks this pattern is Lisa and her 

father. LM'S monologue not oniy reflects an opposite image - a relationship based on 

victimization - but also threatens the mength ofGregVs relationship with God. There is no 

"transfèreme of power" îtom Greg to Lisa because his relationship, his duty, and his Holy 

Sacraments, do not provide hirn with the "power" to help Lisa and her situation. 

Interestingiy, in the in t e~ew with J i i y  McGovem (Appendix B), he aated that it is 

Greg's weakness as a man that perpetuates the discovery of the incest, not his power, his 

strength, nor his relationship with God. 

The Bishop plays a kqr role not only in the initial "transference of power," but also 

in the withdrawl of this " power" within the same moment. This occurs in the Prologue as 

Greg is prostrate on the flwr receivhg the "power," EUerton is on the cross; as the power 

is given to Greg, it is taken away tiom EUerton. Greg kneels from the prostrate position 

to accept the power, and Ellerton f d s  and collapses to the floor as the power is taken 

from him. This mirror image of Greg and EUerton, of receiving and being retùsed, is 

carried through to the following scene when the old and the new corne face to face (p.39). 

The centrai figure of the Bishop acts as a fiilcrum in the patterning of this prime authority 

that decides who receives and who is refiised. A continuation of this mirroring image is 

Greg's removal fiom St. Maryls parish to the country parish which parailels Eilerton's 

retirement to his own house in the country. 

Resonating fiom the images present in the Prologue and the authority of the 

church, is Graham's position in the cross later in the play (p.67). This image, although it 



contributes to a principle pattern ofimages, nonetheless, created a problem for whïch a 

solution has yet to be discovered- The poignant image provokes such a wide range of 

interpretations, that the intention becornes unclear. The persecution connotations of the 

image are not conwcteà with the character of Graham, but rather it is his image on the 

cross that is conveys Greg's own "persecution-" Whereas' the initial image of Elierton on 

the cross in the Prologue relates more directly, and perhaps more clearly, to an image of 

persenition. The ambiguity of Eilerton's character and fhction within the play, as 

d i d  in Chapter II, begins with this image of him on the cross. Future drafls will shape 

his tiinction more clearly, and provide justification for the image of hmi on the cross. 

The pattems of images that reside in the act of communion include not only those 

of acceptance and forgiveness, but also of rejection and denial. The three congregation 

scenes challenge the inc1usionaty nature of the act of communion to the extent that the act 

tums into one that is exclusionary by the end of the play (p.42, 66, and 82). The 

acceptance of the congregation and the recipr0ca.i inclusive forgiveness of the 

congregation by Greg becomes the bais fiom which the succeeding patterns of imagery 

diverge. 

This image of unconditionai acceptance and forgiveness is challenged in the second 

congregation scene when Greg denies Graham communion- Interestingly, this image of 

deniai fbnctions on several levels; not only does it illustrate Greg's denial of his feelings 

toward Graham, but it also connotes the denial of Greg's own sexuality, and the denial of 

h o m o d i t y  by the church as an institution. The latter two are inextricably lîdced and, 

as disnissed in the preceduig chapters, is the main codict of the play. In the performance 

ofthis scene, Phil was also in Greg's iine to receive communion. Although Greg hesitated, 

he did not, however, deny Phil. The conflict this presents is difncult to resohre. Greg 

denying Graham communion is a recognition of his own sin rather than Graham's. 

However, not denying Phi1 communion, despite Greg's knowledge of Phil's sin, is 

connected to the regdations of the seal of confession. Phil's sin was revealed in the 

confessional which advocates unconditional forgiveness which makes this particular act 

of communion an example of the "strictest perpetual silence." 



The third congngation scene? (p-82), presents a final image of forpiveness. The 

overt rejection of Greg by the congregation is cumulative of various images and patterns. 

The congregation in this scene is confionted with the disparity between the Christian act 

of forgivmess and the rejection of homosedty in the Catholic Church. The impact of 

the image is reiriforced by the younger gendon, SpeCinCany Lis ,  as her ability to forgïve 

prevails over the stipulations of the church. The signincance of Lisa's acceptance as the 

final image offorpiveness is two-fold. Apart fiom Greg, Lisa represents the one who was 

most victMited - not only by her father, but aiso by the regulations of the church which 

prevented Greg fkom helping her. -e diig she is able to transcend the prejudice of the 

church regulations and forgive unconditionally. In the interview with JUMiy McGovem, 

(Appendix B), the issue of Lisa's confession ofthe incest was discussed. It is the guarantee 

that Greg is unable to help her that, in turn, enables her to reveal her situation. Regardless 

of her intention in discloshg the incea to a priest in confession, and the confidence of 

maintaining the secrecy this implies, does not eradicate nor ignore her need of help, and 

her attempt in asking for help. The significance of the final image of forgiveness then, is 

her ability to act against the regulations of the church conceniing homosemality, despite 

the fact that he was unable to act against the secrecy of confession- 

The visual imagery in Lisa's monologue (p. 5 7), as previously stated in Chapter II, 

wil, in fùtwe drafts, be incorporateci throughout the play. A pattern of associated images 

from Lisa's bLseizwe-world" could very weif be the essence ofûreg's inner confiict as well. 

The images of drowning, and paraiysis relate to the initial concept ofthe movement and 

rhythm of the adaptation. The "he" that Lisa refers to in the monologue is not necessarily 

indicative of Phil, but rather a haunting presence, or prima1 f w  that everyone faces. In 

firture cirafis, overt parallels wili be explorai in Lisa's monologue and in Greg's nightrnare, 

to the extent that Greg articdates the specifics of the nightmare in a sirnilar vocabdary as 

Lisa's monologue. The "haunting presence" in Greg's world is a culmination of the 

images and connicts he faces and that have been disaisseci in throughout the thesis. 

Future drafts of the adaptation will focus on developing the visual imagery, the 

pattenng of specific images, in an attempt to enrich the text. It is diflticult to discuss 



imagery that lies solely in the text and not in the stage directions. However, the overaii 

concept of the adaptation, the non-linear structure, and certain elements of  the 

characterization estabfish a visual tone in the play. The ceremony and rinial componeuts 

have inbaait viaial oannotatiobs and fonn the basis upon wbich the relationships h e e n  

the various characters are aeated, judged, accepted, njected and dismantied. But it is in 

these relationships themsdves, that more visuai patternhg needs to be discovered. The 

intricate c o ~ d o n s  between the characters need to be augmenîed on a textual levei, 

rather than relying on the sequence of events to establish the connections. 

In order for this to be acwmplishexi, a signifiant deviation nom the original film 

is required. The visual impact of the nIm, apart fkorn the characterization and dramatic 

intensity, is a spedïc element that was Iost in the adaptation or the transposition process 

from the film to the stage. The theatricality ofthe adaptation has not been fÙNy recognized 

because of this diminished visual pattenllng. The play camiot rely solely on the sequence 

of events and the character relationships, but mua fiirther develop an additional layer of 

meanings that are conveyed through the visual realm of theatre. 



CONCLUSION 

Evaluating the adaptation afta the various stages of development - the production, 

the interview with Jiunmy McGovem (Appendix B),Kathleen Flaherty's critique (Appendut 

C), as well as continuous discussions with Paul Gelineau, Tm DeFelice, DD Kugler, and 

Jim McTeague - provided a clear and critical view of the adaptation. The individual 

elements that either worked or didn't work have been discerned and the correspondhg 

solutions either have been discovered or wiIL be explored in fiiture drafts of the adaptation. 

On the whole, other than the blackouts, the structure of the play is solid enough 

to continue building and f ine -hg8  Certain aspects ofthe structure and the manipulations 

of time and space, Lisa's monologue, and the overd ability of the script to establish and 

sustain dramatic tension wcceeded in meeting both my intentions and my expectations. 

In te= of characterization, specific relationships need to be developed îùrther as 

well as justification for certain characters themselves needs to be re-analyzed. The 

summation of the problems in the charactehtion inchde: Father Elierton and his 

fùncîion; the arrest scene and how Greg and Graham are discovered; Greg and Graham's 

relationship; justification for Greg's overdose; and a resolution of PM. 

Vsually, the play needs a m e n t  of pattems that weave throughout the story and 

surtace at particuiar moments. Certain elements of these patterns or leitmotifs are in place 

in the production draft, however, as discussed in Cbapter III, they need to be augmented 

to occ~py a significant position in the conveyance of meaning. The act of communion and 

the transference of power are two images from which related pattems emerge. 

Steps have been taken to continue developing the script; hopefiilly, towards a 

subsequent production. The support and encouragement nom J i i y  McGovem, and the 

expertise of those that have contributad to the development of the adaptation - Paul 

Gelineau, Jim DeFelice, DD Kugier, Jïm McTeague and Kathieen Fiaherty - may influence 

the producers and distributors of the film to gant pennission to continue. 
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FATHER -TON, ~O'S-~O'S 
FATHER MATTHEW THOMAS, late 30's-40's 
FATHER GREG PLKINGTON, earIy 30's 
NAOMI KERRI:GAN, mid-late 30's 
LISA UNSWORTH, 14 
MARY UNSWORTH, LISA's mother? late 3O's-4Ors 
PHIL UNSWORTH, USA'S father, 40's 
GRAHAM, early 30's 
MARK, 20's-30's 
B U Y ,  14 
AMANDA, 14 
BISHOP / BOB (BILLY's father), 50's-60's 
PATRICK / FATHER AUGUSTUS, late 50's 

n>e present, in a ciîy in easîenz Canaab -perhaps Fredericton, N~ew 
Brtnzswick. 

The spuce shijsfiorn St- M q ' s  CathoIic Chtrrch. St. M q ' s  rectory, die 
Unsworth home. Grohom's apmtmeilt. a city park, a church in the couniy and 
its rectory. 



PROLOGUE 

Openhg music: Gregorian Chanis by the Benedfctine Monk of Simfo Domingo De 
siios. 

GREes  ordinutïon: FATHER GREG Iiesprostrute on thefloor of the scrnctuary, 
arms outstrefched, in the shpe of the cross. The BISHOP presiriles. 

Ine music f i e s  anda cdloge of fm wices (GRAHAU, MARY, PKiL) &in to 
recite the Lord% Prayer as tky enter. LeLecng tkse voices is a ywng gid singmg the 
prayer (LISA). 

LISA [Entering sin@ng-](hir Father, who art in heaven, hdowed be thy 
name. Thy kingdom corne, thy wiii be done, on Earth as it is in heaven. 
Give us this day, Our daily bread, and forgive us our trespasses, as we 
forgive those who trespass a g a h  us, and lead us not into temptation, 
but deliver us fiom evii. For ever and mer. 

GRAHAM, begiiris the prayer ofter LISA's "hahved be thy name. " MARY, and 
PHIL foliow in a simiimly ~laggered mamer. 

As the prayers begihz, the BISHOP conducts the ordination. 

B ISHOP Wat you bless (t)' these elect. We beg you to hear us. That you bless 
(t) and wct@ (t) these elect. W e  beg you to hear us. [Chmrting.] That 
you bless (t) and sanctify (t) and consecrate (t) these elect. We beg 
you to hear us. 

GREG [fieeling.] Lord, have mercy. Christ, have mercy. Lord, have mercy. 

The B ISHOP places both hart& on GREG's heDd for a moment, s i~~f j l ing  the 
"frairsjier of power. 

BISHOP My brethren, let us implore God the Father almighty to multiply his 
heavenly gift in this sewant of his whom he has chosen for the office of 
the pnesthood. May he filfill by hÏs grace the office he receives by his 
goodness; through Christ our Lord. 

BISHOP and GREG 
Amen. 

- (t) indicates mabg the sign of the cross. 



LISA, r e m  the Song once, GRAHAM, MARY, PHIL repeat the prayer, again fit a 
staggered mamer, m they recede und exit. GREG kisses the BISHOP 's tirtg- Ine 
BISHOP m-z.s. 

GREG [Pruyi'rtg] Lorà, make me aa instrument ofyour peace: where there is 
hatred let me sow love, where there is injury kt me sow pardon, where 
there is doubt let me saw fath, where there is despair let me give hope, 
where there is darkness let me give üght, where there is sadness let me 
give joy. 

me l i g k  come up on FA'MER ELLERTON, who is on the cross. 

GREG [Contimiing.] O DMne ~ & e r ,  gnint 1 may not try to be comforted but 
to cornfort, not to be understood but to understand, not try to be loved 
but to love. Because it is in gïving that we receive, it is in forgiving that 
we are forgiven, and it is in dying that we are bom to e t e d  We. 
Amen [He reverentiy removes his vestments as he exitsS] 

A prima2 screm enptsfrom FATHER ELLERTON as he collapses. 

n e  BISHOP mtd FATHER MATTHEW enter. 

BISHOP 

MATTHEW 

BISHOP 

MATTHEW 

BISHOP 

I was going to finaiiy replace Father Eiierton in the new year. But in the 
light of it di, with everything that has happened recently, I've decided to 
give him the push now. It was only a matter of t h e  before his duties 
becasne far too much for him to handle. 

Your ExceUency- 

He's been heading in this direction for years, and the situation has 
escalated to the point where 1 have no choice. 

Yes, Your ExcelIency. 

There's a young priest from St. Patrick's seminary named Greg 
Pikington. He wants to corne up here and do his bit in the big city. 



MATTHEW What's he like? 

BISHOP He's a littie more orthodox than you. Mind you, just about anyone 
would be more orihodox than you. Try to keep him in line, pl- 
Matthew. 1 don't want another Eiîerton in my diocese. Understand? 

MATTHEW Yes, Your Exceilency- 

JXLERTON is in the ehureh. with a suitcase. GREG, enters the chUrch. He ulso has a 
mitcase. Xhey catch each other of-guard 

GREG You must be Father EUerton. 

ELLERTON And you m u a  be Greg. 

GREG Where wiii you go? 

ELLERTON I've got a place about an hour outside the city. It was my mother's house 
- lefi to me when she passed on. Funny, 1 never really thought about 
the day when 1 would be living out there. My place has always been 
here. But now 1 guess it's as good as anywhere. "Nobility, even in 
defeat . " 

GREG WeU, 1 suppose we've ai l  got to go evenhiaiiy. The priesthood is just 
Wre anything else, and at sometime or other, retirement is inevitable. 

ELLERTON Retiring is one thing being ouaed is another. It was the way he did it 
that bothers me, Greg. 1 gave it my Ise, and in rehim 1 got a cup of tea 
and a biscuit. [Minieking the BISHOP.] "It's time. It's time to move 
on." Youll be fine, son. 1 think you'll We St. Mary's, and I'm sure youll 
fit in more than 1 ever did. FU come into the city to see how you're doing 
in your £ira parish. Maybe you can even escape into the country for a 
visit sometime? 



GREG I'd iike that. Thaak you, Father. 

ELLERTON Ellerton. 

GREG Thank yoy Eiierton- 

Another awkwardpse. 

EUERTON WeU, 1 best be off, then. No use in a prolonged good-bye. Take care of 
yoursels Greg. God bless you. 

GREG God bless you. And 1 look forward to seeing you again. 

ELLERTON exits. 

GREG c0ntempIafe.s his surrmcmding~~ perhaps in an effort tu make if his. c l '  if as 
his MI. 

MATTHEW and NAOMI KERlUGAN enter. 

MATTHEW 

GREG 

MATTHEW 

GREG 

NAOMI 

MATTHEW 

GREG 

MATTWEW 

GREG 

NAOMI 

Hi. r'm Matthew Thomas. 

[Shakijtg MATTHEW 'i hmd]  Greg Pilkington. 

This is Naomi Kemgan. 

HelIo. 

FielIo- 

Sony, we weredt here to meet you when you first arrived. 

Oh, it was no problem at dl. 1 went over to the rectory first and couldn't 
find anyone, so 1 came over here and bumped into Father Ellenon just 
as he was leaving. I'm glad 1 got a chance to meet birn. 

So you met EUerton, did you? Yes, well. Good. Would you iike a beer 
or something? 

[Awkwmdly.] Umm. Sure. 1 guess a beer would be fine. Thank you. 

Matthew, Ili get it - you two have a lot to taîk about. [EritsS] 



GREG 

MATTEW 

GREG 

MATTHEW 

How long have you been at St. Mary's? 

About five years, though t feeis more like ten. EUerton had been here 
for sixteen years when I got here. 

And Naorni? 1s she the housekeeper? 

Y& It's seems like it's an article offaith, doesnt it - "housekeepers 
must be ugiy." Where's it written, 1 wonder. f i y b e  it's squeezed in 
somewhere between transubstantiation and papal ~ ' b i l i t y .  1 prefer 
this exception to the des, don? you? 

GREG Mes. Bere is an awkwardpmrse. 

GREG Who's the Indian Chief in the picture in the âont hall? 

MATTHEW EUerton mua  have lefi i t  It's Sitting Bull - "Nobility, even in defeat." 

NAOMI enters with the beer - a bonle for MATTHEW, und a bottle und glwfor  
GREG. ïhere is a subtie, non-verhi exchange beiween MATTHEW and NAOMI. 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

1 guess the bishop didn't tell you much about Eilerton and why he left? 

No, not really, just that he was "no longer capable of fulfilling his 
duties. " 

Yes weU, it's quite sad to see the old guy go. He's had a tough tirne of it 
these past few years. [To NAOW as she exfts] Thanks, luv. 1 thought 
we could do mass together on Sunday. That way 1 can introduce you to 
the parish and it won't be so nerve-wracking for you. 

Thank you. That souads fine. 

Good. Itll be interesthg to see what kuid of priests St. Patrick's is 
chuniing out these days. 

GREG gives mi nervous chuckie. 

MATTHEW I should r d y  go and help Naomi with things. You probably want to 
unpack and get yourself senleâ. Dinner at seven, if that's dnght with 
you? 

GREG Yes, that's fine. 



MATTHEW Good. Make yourseifat home. [ExrExrtsts] 

From off-stage, GGRE hems MATTHEW and NAOMI lcnghig d j o k i n g  0 d  

NAOMI [offtage.] Oh, stop it, wiU you..Matthew, get out of here ... 

M A T n n w  [Off-stage.] Oh, corne on, let me help ... 

It is nuw Sun&rV- Off-stage, the CONGREGATION begîns to sing the entrance song: 

Be a rock of refuge for me. oh Lord 
A stronghold to Save me 
For y m  are my ruck, my stronghdd 
For yorv rame 's sake lead me and guide me. 

The CONGREGATION enters SC. Mm's  church and r e m s  the song until everyone 
hm entered and is assembled They reverently gemflect and make the sign of the cross 
as they take theit places. n e  CONGREGATION i d d e s  PHIL, MARY, MARK, 
BOB, PATRICK and NAOMI. 

BILLY Ieads the erihmce prucessïtm and carries the cross. He zs followed by LISA 
and AMANDA, who curry the chaiice mzd mers. MATTHEW and GREG follow. 

MATITEW and GREG starrd before the a h ,  step fonvard mut kisr the aftar. ntey 
recente the chalice and cruets. MATTHEW cord GREG tum toface the 
CONGREGATION, everyone makes the sign of the cross. 

MATTHEW In the name ofthe Father, and of the Son, and of the Holy Spirit. 

CONGREGATION 
Amen. 

MATTHEW [Ertending his han& to greet the people.] The Face of our Lord Jesus 
Chna and the love of God and the feilowship of the Hob Spirit be with 
you dl .  

CONGREGATION 
And also with you. 



MATTHEW This is Father Greg Pickluig - Pilkingtoa fiom St. Patrick's seminaryminary 
Heu be taking over Father Eilerton's duties. And he's agreed to join us 
for a beer at the Lamb and Rag, so you can ail have a chat with him 
there. 

The CONGREGATION d e s  with fmfIidty at MATTHEW'S intr&ction. 

MA'ITHEW You were sent to heal the contrite: Lord, have mercy. 

CONGREGATION 
Lord, have mercy. 

MATTHEW You came to cd &mers: Christ, have mercy. 

CONGREGATION 
Christ, have mercy. 

MATTHEW You plead for us at the nght hand of the Fathef: Lord have mercy. 

CONGREGATION 
Lord, have mercy. 

MATTHEW May aimighty God have mercy on us, forgive us Our sins, and bring us 
to everlasting We. 

CONGREGATION 
Amen. 

MATTHEW [Wirh his hmirlÎ joined] Let us pray. 

AI1 pray detztk'yrv 

MATTHEW and CONGREGATION 
Amen, 

MATTHEW takes a seaî in the congregafion Mer he inirates a round of qppkmse of 
encouragement tu iirdicate that it is t h e  for GREG's s e m .  GREG steps f o m d  
hesitantiy, m g h t  off-gumd 

GREG Scapegoat. The word dates back to an old Jewish aistom. The people in 
the village would invest ail the sïns of the mie into a goat, and kick it 
up the backside so that it escaped h o  the hW, W n g  a1 the sins with 
it. Today's scapegoat is a bit difEerent. It's that mythical beast called 



Society - dmg addiction, aicoholism, gambiing, prostitution, violence. 
They're not our sins anymore. They're not the fault of the individual 
anymore. They're society's nult. Weil, I'm sorry, I dont understand that. 

MATTHEW steps f o ~ ~ a d ,  cutnirg of G R .  and by exiending his anns, he marks the 
people to offer theriprofessfon of faith. As the CONGREGATION projkses theri 
f i t h  MATïHEW and GREG p r e p e  the Euchmst, und tk ir  dialque o c c ~ s  
simuItaneo11sZy wirh the CONGREGATION'~~~.~~SSIO~ of fdzh 

CONGREGATION 
1 believe in God, the Father almighty, creator of heaven and earth. 1 
believe in Jesus Christ, his ody Son, our Lord. He was conceiveci by the 
power of the Holy Spîrit and born of the Vigh Mary. He d e r e d  
under Pontius Pilate / was crucined, died and was buried. He descended 
to the dead. On the third day he rose again. He ascended into heaven, 
and is seated at the right hand of the Father. He wüi corne again to 
judge the living and the dead. 1 believe in the Holy Spirit, the holy 
Catholic Church, the communion of saints, the forgiveness of sins, the 
resumection of the body, and the lifé everlasting. Amen. 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

You didn't like it? 

It was interesting. 

You didn't like it. 

1 saïd it was interesting. 

And by "interesting" you mean boring, irrelevant, and completely 
winteresting? 

Ok. Fine. I found it offensive. [To the CONGREGATION, haMng 
f i ished theirprofession of fcRth.1 Lord God, we ask you to receive us 
and be pleased with the sacrifice we offer you with humble and contrite 
hearts. 

CONGREGATION 
May the Lord accept the sacrifice at your hands for the praise and the 
glory of his name, for our good, and the good of all his Church. 

MATTHEW AU-powerful God, accept these güts we offer you and see in them your 
Son Jesus Christ, who is both priest and sacrifice. May 1 who share in 
his priesthood always be a spiritual o f f e ~ g  pleasing to you. Grant this 



through Christ our Lord. 

CONGREGATION 
Amen- 

GREG The peace of the Lord be with you always- 

CONGREGATION 
And also with you. 

GREG Let us offet each other the sign of peace. 

n e  CONGREGATION rningles "Peace be wirh you. " 

GREG [To MATTHEW, resuming îheir co)tvermom] Offensive? Why? Do 
you expect Iess of the people because they tive in a poor parish? 
Persondy, 1 find that offensive, even patronizing. 

MATTHEW Really? 

PHIL Hey, Matt. 

MATTHEW Ah, Phil. Good to see you. 

PHIL ïhanks, you too. 

MATTHEW [HugXig t h . ]  Heiio, Mary, Lisa. 

MARY, LISA 
HeUo, Father. Peace be with you. 

MATTHEW Father Greg, I'd Ore you to meet the Unmorth's. One of St. Mary's 
mode1 families. 

GREG How do you do. 

MARY How do you do, Father. 

LISA HeUo, Father. 

PHIL Good day, Father. 

MATTHEW m d  PHIL, waik away, chatting M e  old &inking buddies. 



MARY 

GREG 

MARY 

GREG 

LISA 

MARY 

GREG 

Pm lwkiag forward to working with you on the housing cornmittee, 
Father. We couid certainiy use a ûesh outlook on the situation. 

Oh, yes, of course, you're "that" Mary. I've heard so much about your 
work with the cummittee, and the chwch newsletter. 

Yes, well, 1 do what 1 can It keeps me busy while Lisa's at Jdiool. Wfl 
you be teaching the religion class at the school then, Father? 

Yes, 1 begin tomorrow. W be seeiag you in class, then, 1 suppose, Lisa? 

Yes, Father. 

It was nice meeting you, Father. Peace be with you. 

T h d  you. Peace be with you. 

MARY mai LISA contirne to ntfi~gfe~ 

MARK [To GREG, indicatiring trowardr MATTHEW who is now wiih NAOMI.] 
1 bet 1 know what you're thinking. [He laughs as he continues to 
rnhgle. ] 

The CONGREGATION continues tu iningle and chat morzgst themselves. 

Slow fade io black. 

MATTHEW is deliwrng his sennon crs the lights corne up. The CONGREGAnON 
is assembled ar before. 11l is a week liner. 

GREG enters, and renrpins QI the back of the assembiy. 

MATTHEW [Drumutic andpsiona~e.1 The creation of mankind only started on the 
sixth day, and it hasn't stopped yet. We're taller than we were a 
thousand years ago. We're fitter, fater, we live longer, we're better 
educated, more informeci. Creation is an on-going process, and ifwe 
interfere with it, aren't we spitting in the face of God? Ifwe exploit Our 

work force, aren't we spitting in the face of God? Ifwe kill and maim, 
throw people out of their homes, tum our backs on the elderly, shut 



down schwls and hospitals, force people to depend on U.I. or weffhre, 
in facf ifwe do anythiag to prwent one single human beiig fiom 
reaching th& fidi potentiaî, aren't we interfiring in creation, and spitting 
in the face of God? T h ' s  what 1 believe. That's my aurh. That's what 
made me beeow a @est It's whM malces me remah a pnea. [Pause- 
He extends his to the pupte, indiCCIIn1g the profesduion of faith-] 

CONGREGATION 
[Erirng sIw& as flrey oger tkirprofessron of fdtilh..] 1 bebeve in God, 
the Father almighty, creator of heaven and earth. 1 believe in Jesus 
Christ, his ody Son, our Lord. 

Slow f d e  zo blues as the congregazion exits. 

MATTHEW removes hzs vestments for m a s  as GREG apprmches him in the rectory. 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

Well? It's yow tum to criticize me, isn't it? 

It wasn't a sermon, Matthew. It sounded more like a political broadcast 
for the sociaiist party. There's just sin. 

There's sociai sin, and there is personai sin, and 1 think we should put 
more emphasis on the social. 

There's jus sin, Matthew. You can't change the d e s  jua because they 
don't suit you- 

Are you judging me, Greg? 

For God's sake, Matthew, look at what you're doing. You know it's 
wrong. 

What's wrong? [Pmise.] What's wrong, Greg? [Pause.] What is it that 
I'm dohg that's so wrong, that you fhd so onendkg and so threatening 
that you're compeiied to judge me? What is it, Greg? [Pause.] Tell me, 
Pd really like to know. 

Pause. 



GREG 

MATTHEW 

GREG 

Pause. 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

Naomi. 

Naomi? What does this have to do with Naomi? 

Everythùig. 

1 was in South America for four yean. In the village 1 was in, you had 
to have a woman, othemk you were ignored. So, 1 got one, fast. 

Where is she now? 

She's there. 

She served her purpose? 

Weil, that's what you want to hear, isn't it? So, yeah, 1 used her. You're 
very certain of yourseïl; arent you, Greg? 

Yes. 

WeU, I'm not. A few months in this parish, and youll be a lot less 
certain. A few years- 

I've looked around at other priests- 

A few years and youP be completely confused. A few years more- 

And all those middle-aged, trendy Lefiies, jumping up and down with 
excitement- 

A few more years, and littie bit of humiiity- 

But they're dl spintually empty. They're just.. . "adorning" themselves 
with other people's misery, fighting other people's fights. Anything to fill 
the emptiness they fed inside. WeU, to heli with that. We're priests ... 

NAOMI enters, GREG doenft notice. 

GREG [Contiming.] . ..We're not social workers, we're priests - sacraments, 
reconciiiation, moral guidance - that's our job - moral guidance. For 
God's sake, Matthew, mord guidance from a man with a thing on the 



NAOMI Ifyou're going to judge, you should know all the facts. W e  love each 
other. He's asked me to many him, but that means him leawig the 
priesthood, so 1 said no. And it's not because I'm a martyr to the faith, 
it's because one day he might regret it, and 1 dont want to see tbat look 
in his eyes if he does. Anything else you should how? Oh, yeah, 1 
duceci him, he didn't d u c e  me. I've a few dollars stashed away, and 
I've got a pension coming to me, so we won? be desthte when he 
"pops his cloaks." Anything else you want to how, Ill be in the kitchen, 
washing your pots and pans, and taking a scrubbiig bmsh to your 
underwear. Ok? 

JUS as she is about to exit, GREG catches up with her. 

GREG Naomi? Pm sorry. It's just that- 

NAOMI erirs. 

GREG [To MATTHEW.] Can 1 ask you to be discreet? 

MATTHEW fdows her. 

GREG enters md is irnmedateiy captivated by the cross. 

Lou4 exuggerated, distorîed soumis of NAOMI d MATTHEW making love me 
h e d  echoingfiom off-stage. neir voices are perhaps augmented by GREG's 
inmgimtfoon. rather than understood zo be r e d  The soMtdr of NAOMI and 
MATTHEW co~ttime mid incmmïngly get / d e r  md larder, a d  more md more 
di~lorted 

GREG t&s off his co l / . .  

Dance music creeps in bene& the smtds of NAOMI and MATTHEW cmdgrodually 
takes over. GREG, distwbed by wkzt he is heming, lemes the rectory o r d j h &  



GRAHAM enfers. l k r e  is a mutual acbiedgement benveen GRAHAM and 
GREC T k y  meet face to face. GRAHAM reacks mt to GREG. lhey kis .  Kk ka 
is deiiicme dpassro l l~ te ,  dgtartuaily becornes more urgent, mdhurtgïy as they 
fuU to their h e s  and tem at each other's clothing. 

Ine nusic d the lights fcde to bluck silence. 

A few hmrs later, eur& monting m the rectory. GREG enters the rectory end is 
somewhat ap-tuted and dishevelîed GRAHAM% presencel existence still lingers in 
G R W s  m h d  nrch thut GRAHAM is where he was at the end of the lort scene. 

MATTHEW enters. 

MATTHEW You switched the light off in the hall. 

GREG Yes? 

MAïïHEW Yes, weU, I dways keep it on at ni@ - "At my window a little light 
will keep buming, AU may corne in, The arms of a fnend are waiang." 

GREG Tammy Wynette? 

MATTHEW It's John 23, actudy. 

GRAHAM Are you a Catholic? 

MATTHEW Do you want to talk? 

GRAHAM It takes one to know one. 

GREG No, thanks. 

GRAHAM Do you want to stay? 

GREG Maybe another time. I'm kind of tired. 

MATTHEW Are you sure? 



GkUL+übf Yeah, maybe another tirne. 

GREG Thanks, though. 

WUTHEW Of course. Ok. Good-nightws-] 

GRAHAM Good-dght. 
S b  f& to black 

A few days ber. GGRE and AMANDA in the confessional. 

AMANDA 

GREG 

AMANDA 

GREG 

AMANDA 

GREG 

AMANDA 

GREG 

AMANDA 

GREG 

AMANIDA 

GREG 

Bless me, Father, for 1 have sinned, it has been two weeks since my last 
confession. I confess to almighty God and to you Father. 

[RaiSntg his righ d e s  the si' of the cross in the air as the 
l . s  corne rcp.] May the Lord be in your heart and help me d e s s  
your sins with true surrow. 

I've been smoking, Father. 

Cigarettes? 

Yeah. 

And how many do you smoke? 

About ten. 

A day? 

Yeah. 

And how do you pay for them? 

1 use my lunch money. 

So you don't eat? 



AMANDA 

GREG 

A . A  

GREG 

No, 1 eat. 1 steal Lisa's ham and cheese sandwiches. 

Wei, that's got to stop. 

It will. She brings egg salad sandwiches now, and she knows 1 d t  
stand them. 

Through the rninistry of the Church rnay ûod give you pardon and 
peace, and 1 absolve you fiom your sias, [Makng the sign of the cross 
as the iights fade to black.] in the name of the Father, and of the Son, 
and of the Holy Spirit. 

BELY enters the conjiess~bnui. 

BILLY 

AMANDA 

GREG 

BILLY 

GREG 

BILLY 

GREG 

BILLY 

GREG 

BILLY 

GREG 

BILLY 

GREG 

B tess me / Father, for 1 have sinned- 

Amen. [Emts.] 

[Raisng his rïghr han4 n d e s  the sign of the cross in the ak as the 
Iighs come z p ]  May the Lord be in your heart and help me confess 
your sins with true sorrow. 

1 tried to steai my brother's car. It's nothing really. I didn't get very far 
before he caught me. 

Suppose someone came dong and stole yow car. 

I dont have a car. 

Weil7 suppose you did. 

I'd get pissed off 

Exactly. I'd get "pissed off' too. 

But you donlt have a car. 

Well, if Father Matthew's car was stolen then. 

That won? get stolen though, wiii it? 

Because hels a pnest? 



B U Y  

GREG ïbrough the ministry of the Church may God give you pardon and 
peace, and 1 absolve you 60m your s h ,  W n g  the sign of the cross 
as the lights fade to bIack-] in the name of the Fatber, and of the Son, 
and of the Holy Spirit. 

LISA eJ1ter.s the confessiomI, 

LISA Bless me / Father, for 1 have sinneci. 

BILLY Amen. [kitsS] 

GREG [Raisng his tighl isand, makes the sign of the cross in the air as the 
lights corne up.] May the Lord be in your heart and help me confess 
your sins with tme sorrow. [Pause*] 1s everything alright, Lisa? 

LISA I'm not feeling well, Father. 

GREG Oh, 1 see. I'm sony to hear it. You've missed a lot of school lately. 1 
hope you get better soon. 

LISA Thank you, Father. 

GREG 1s there anything you want to confess, Lisa? 

LISA shakes her heu4 'Wo." 

GREG 

LISA 

Pause. 

God, the Father of mercies, through the death and resurredon of his 
Son, has reconciied the world himseff and sent the Holy Spirit among us 
for the forgiveness of sins: [Pause m he w&s for her to say sornething. 
She rem* silent. With his nghr hand raisedl through the ministry of 
the Church may God give you pardon and peace, and 1 absolve you 
fiom your sins, [Making the sign ofthe cross.] in the name of the 
Father, and of the Son, and of the Holy Spirit. 

Amen. 



GREG That's it, Lisa. 

Pause. 

LISA He makes me do things. 

GREG Who? 

LISA M y  dad. 

GREG What sort of thuigs? 

LISA AU sorts. 

GREG Sex? 

LISA nods. "Yes." 

GREG Does your mother know? 

LISA shakes her head, "No." 

GREG You must tell her. 

LISA shakes her head "No." 

GREG Tell him it has to stop. Teil him you've seen me, and 1 said, it has to 
stop. 

GREG Promise? 

LISA exiis quickiy without mwering hm- 

GREG And youll corne back and see me? 

Pmse, as GREG collects himse& 

S b  fode to black. 

* 



A week liater. GRAHAM is Sitting on a p k  bench, rearfing- GREG and MARK enter. 
They h e j u ~ l j b i s h e d  a wotkout at the p. GREG is wemng his collar. 

MARK [h the mi& of a f n . i . ]  ... and wbat about this predestimtion sh>ff; and 
Judas, and all that, yeah? 1 mean, he redexmed us, didn't he? Judas did, 
not Christ. I mean, aU Christ had to do was to go on the cross, and 
bang! that's it - he's in heawn, and we all worship the ground he waiks 
on. But poor old Judas, bers got to betray Him. then hang himselt; then 
go down in history as a r d  bastard. Now thai's sadice, you know 
what 1 mean? Whae's the nobility in his defiai, I wonder. God made 
him, you know what 1 mean? He made Judas. He even made Saddam 
Hussein and AdolfHÏtler, and that bastard, Bemardo - God made them. 
Hey, now that's a bit tough on the human race, you know what 1 mean, 
thinking of it that way. But it must be worse for then dont you thùik? 1 
mean, can you imagine them Luiing up to be bom, and God tuming 
around and sayui& "Listen, Saddam, hey, I'm sorry to have ta teil you 
this Re, but you're going to be a tyrant. You're gohg to gas the kids 
and destroy Iraq ..." 

GREG sees GRA)FAM. 

MARK [Contiming .]... and Saddam would say, "No, su, thanks but no thanks. 
R go to the end of the h e  ifit's alright with you." Well, wouldn't you? 
Father Greg? [Pause.] Father Greg? Hey, sometbing wrong? 

GREG No. 1 mean, yes. I'm late. I%e gotta run. Mark, I'il see you tomorrow at 
the gym? 

MARK Yeah, right- Ok. Bye. 

GREG exils. 

MARK [To GRAHAM.] You know Father Greg, eh? 

GRAHAM No. Yes. I met h . . l a s t  week ... at ... at the gym. 

MARK Harry's gym? 1 thought I'd seen you umewhere. Yeah, Father Greg's 
the new guy over at St. Mary's. He took over fiom that kook Father 
Ellerion, ifyou know what 1 mean. We al1 knew he was getting on, but 
we didn't think he was gohg crazy, you know what 1 mean. But 1 guess 
there's crazy and then there's crazy, right? It happens to a lot of them 
priests, you know. 1 mean, you hear about it al1 the the .  Personally, 1 
think it's the celibacy that gets them in the end, dont you? 



Disinrerested, GRAHAM foilowijlg GREG. 

MARK Hey, where're you gohg? [Cailmg @er GR-.] It's nice meeting 
you- Ma* 111 catch you at the gym rometime, yeah? Hey, 1 didn't get 
your name? 

MARK exithg in the opposie direction, kwiddereed 

MARK [Ofistagee] Hey, Bob! How are ya? Hey, wait up- 

A few minutes later in St. M-y 's church- '7 Don? Care if the Sun Don? Shine, ," by 
Patti Page c m  be hemd BILLY md AMANDA aart gigglig and goofing W M I I I ~  to 
the mrsic. LISA sifs beside t h ,  quiet& 

GREG Right. Ok. The session you missed last week was about relationships 
and love. Can anyone tell me what this Song is about? 

BILLY Sex? 

GREG Wrong. Billy, try to remember where you are and how you are supposed 
to behave. Can anyone- 

GRAHAM enters. 

GREG 

GRAHAM 

GREG 

GRAHAM 

GREG 

GRAHAM 

Excuse me a moment. 

Why didn't you tell me you were a priest? 

[Quietiy, to GRAHAM.] You shouiân't have corne here. 

1 came here to see you. Why did 1 have to find out like that? In the 
middie of the ft--in the middle of the street? 

I couldn't that Nght. 1 didn't know how to tell you. Look, this isn't a 
very good t h e  for- 

Are we going to see each other again? [Pause. Tukes out apiece of 



p p r  d p e n c i l .  M e s  d m  his mmber-1 Look, here's my number. 
Phone me. Take it. Please, Caii me. 

GREG takes the piece of paper dp îaces  it between the pages of his prayer book- 

GRAHAM 

GREG 

BILLY 

GREG 

AMANDA 

GREG 

AMANDA 

GREG 

AMANDA 

GREG 

GREG 

[To the students.1 Où, where were we? 

Sex? 

The song, right. Can either of you give me a more sensible answer? 

It's about relationships. 

Yes, right. Absolutely. It's about relationships. What's the most essential 
part of a retationship? What do we need? 

Love? 

Absolutely nght. Love. Passionate commitment fiom one human being 
to another. Can you give me an example of this kind of a relationship, 
Amanda? 

My mom and dad. 

Good. Another one? [LISA s h d e r s  undfalls 20 the jlow in an 
epileptic seimre. ] Lia? 

It's alright, Lisa. It's ok  It's o k  It's alright. [To AMANDA-] Phone Mrs. 
Unsworth. Now! 

G E G  [To LISA.] Ok. Ok, Lisa. [Gathering her in his arms a d  gentfy 
rocking her.] Shhhhh. Shhhhh. Everything's / going to be o k  Relax.. . 

BILLY Father Greg? 

GREG dismisses BILLY with a n& ami BILLY exits. 

GREG That's it, Lisa. relax. You're going to be alright. S M .  You're ok, now. 
Everytiung's ok. What bas that man done to you? Shhhh. Shhhh. 



GREG contimres to M d  LISA rit his anns, rahbng her gent&. She graduai& cuhs 
down. d begnziF tu reimr. The relarcrtr'on giws wqy to tears which evoive ihto p e t  
sobs Ajrer a few mimies her sobs gradbai& subside. 

1. 
it 
PI 
a 
in 
tr 
ti 
H 
fi 
I'l 

GREG 

W 

'c' 
it' 

. .I dont blackout. .. like I'm supposed to.. J remember werythllig-. .and 
's . A ' s  always. ..the same. .. kinda like a dream worid or something.. .a 
lace that 1 jus.. .end up in.. .somehow.. . and he's.. . he's.. .always there.. -1 
iean it's ail black- ...and 1 canI see anything.. .but he's there.. .somewhere 
i the darkness ... I don? know how 1 know that he's there he just is and 1 
y to nin away but 1 wi't move-..ifs weïrd 'cause other 
mes. - .sometimes 1 cm move,,.and I nin and,. .and all 1 can think of is 
[ide! Hide! Now! ... and then it .. .then it just gets wom ... and it 
sels. ..like I'm undenvater and it's dark.. even darker than before. ..and 
m near the bottorn ... way down deep ... near the bottom and everythiag 
in slow motion or something but 1 still feel as though he's there ...in the 

lack water ... and I can't work my way through the water to get 
way.. .'cause Pm not strong enough ... and the water is Wre thick-wet- 
:ment or something ... and i f1  look up ... up through the water ... 1 can 
!e a faùit light ... it's blue ... and 1 think-..ifI-could-ody-get to that blue 
ght everything would be ok and 1 begin to feel Iike 1 can breathe again 
ut sometimes ... it's like ... 1 dont want to get to the üght ... like 1 dont 
ant to come up for air... I just want to stay there ... and let him catch me 
ause then. ..I mean,..if he did catch me it would be ail over., .wouldn't 
? 1 would be dead ... right? 

Lisa, 1 want to help you, but you have to let me help you. Can 1 have 
your permission to talk to your mother about what you told me in 
confession? 

No. 

GREG 1s there anyone else you'd like me to talk to? 

LISA No. 

GREG You must corne and see me again. 

LISA nodr her head slighrly. 

GREG You promise? Look at me. Look at me. Promise. 

MARY enters urgent&, folIowed close& by PHIL. 



MARY 

PHrL 

MARY 

PHIL 

GREG 

PHIL 

GREG 

LISA 

MARY 

PHIL 

GREG 

LISA 

MARY 

PHIL 

LISA 

PHIL 

LISA 

PHIL 

MARY 

GREG 

LISA 

Eveything alright? 

Thanks very much for your help, Father. 

Helio, Father. 

Heiio- You're welcome, Mary. 

Hey, you ok? 

How long has she been baving seinires? 

For a few months now, 1 guess. 

What brought it on? 

1 had no idea. 1s there anything that can be done? 

I don't know. 

It could be an adolescent thùig, you know. Appmatly it happens to kids 
her age. 

Are you alnght now? 

Are you sure? 

Yeah- 

That's my girl. 

Weli, we best get you home to bed. ?hanks again, Father Greg, for aii 
you hetp. God bless you. 

God bless you. Take are, Lisa, and 111 see you won, right? 

Thank you, Father. 



GREG Ifthey're gating more fiequent, maybe you shouldn't lem her on her 
OWII* 

MARY Oh, we dont. IfI'm not with her, Phil is. Goodbye, Father. 

MARY mad LISA al- f .  

PHIL Goodbye, Father. 

GREG It has to stop. 

PHIL exils. 

Pause. 

The lights dim. nere  is an indscenribie eeriness. GREG is sleeping. 

LISA enters. 

LISA 

GRAHAM 

MATTHEW 

PHIL 

NAOMI 

MARY 

LISA 

He makes me do things. 

1 came here to see you. 

Are you judging me? 

That's my girl. 

We love each other. 

It could be an adolescent thing. 

My dad. 

MATTHE W enters. 

MATTHEW When 1 was in South Amerka, you had to have a woman. 

GRAHAM enters. 

GRAHAM Are we going to see each other again? 

MARY enfers. 

MARY Apparently it happens to kids her age. 



NAOMl entersc 

NAOMI Ifyou're going to judge, you should know ail the facts. 

PHIL enters. 

PHIL Hey, you ok? 

EZ,I,ERTON enters. 

ELLERTON 

LISA 

MARY 

MATTHEW 

NAOMI 

PHIL 

GRAHAM 

Pmse. 

Nobility, even in defeat. 

He makes me do aU sorts of things. 

If I'm not with her, Phil is. 

That's what made me become a priea. 

I seduced him, he didn't d u c e  me. 

What brought it on? 

Are you a Catholic? 

NAOM 
LISA 
GRAHAM 
MARY 
PHIL 
MATTHEW 
GRAHAM 
NAOMI 
ELLERTON 
MATTHEW 
MARY 
LISA 
PHIL 
ALL 

He makes me do things. 
1 came here to see you. 
That's my girl. 
Are you judging me? 
We love each other. 
It d d  be an adolescent thing. 
My dad. 
Apparently it happens to kids her age. 
When 1 was in South Arnerica you had to have a woman. 
Hey, you ok? 
Are we going to see each other again? 
Nobüity, even in deféat. 
Ifyou're going to judge, you should know al1 the facts. 
I came here to see you. 



MATTHEW 
NAOMi 
MARY 
LISA 
GRAHAM 
PHIL 
ELLERTON 
LISA 
NAOMI 
MATTHEW 
MARY 
GRAHAM 
PHIL 
MATTHEW 

That's my girl- 
M y  dad. 
He maLes me do thhgs. 
We love each other. 
N o b i ,  even in defeat. 
It could be an adolescent thing. 
Are you judging me? 
1 seduceâ him he didn't duce me- 
He rnakes me do ail sorts of thgs. 
IfI'm not with her, Phi1 is. 
What brought it on? 
That's my girl. 
Are we going to see each other again? 
Greg, are you alfight? 

Iso[aredjom the oiher voices. 

LISA Incest is human. It's the most natural thing in the world. 

Waking up, aprimal scremn enpfsfiorn GREG. 

Blackmt . 

A week Iater. GREG is i t ~  the cotfessio~ml. waiti~tg- PHL eniers. 

PHIL Bless me, Father, for I have s h e d .  

GREG [Raisintg his hmtd, m u h g  the sign of the cross.] May the Lord be in 
your heart and help me confess your sins with true sorrow. 

PHIL What did she say? 

GREG 1 can't teil you that. 

PHIL She's my daughter. 

GREG 1 can't break the seal of confession. You know that. 

PHIL A man once paid 24 thousand pieces of silver for the right to commit 
incest. Do you know who sold him that right? Pope Alexander the 



GREG 

PHIL. 

GREG 

GREG 

PHIL 

GREG 

PHIL 

hcest is hurnan. It's the moa naturai thing in the world. 

The most unnatural. It's got to stop. She's having seinires because of 
what you're doing. 

I see. Ofcourse, you're the expert, aren't you, Father. Never been with a 
womaq let alone fathend a chilà, but you're the bloody expert. You ask 
any man, any r d  man, and you ask him when does he stop patting his 
daughter's b u m  When she's-twelve? When she's fourteen? And why 
does he stop patting it? Because she doesn't like it? Because he doesn't 
like it? Or, because he does like it, but then where's it going to stop? I've 
dedicated my life to the study of incest, and there's nothing anyone can 
teil me about it - least of ali you, Father. 

1 cm tell you it's a sin. One of the gravest shs of aii. Can 1 have your 
permission to talk to someone about this- 

Keep your nose out of my business- 

There's help available, and therapy. 

1 don? need help. 1 dont need therapy. i'm not your textbook case. I'm 
no sexual inadequate. I've just seen through all the bullshit, t h ' s  dl. 
Inhuman, is it? Unthinkable? So why go to all the trouble of making 
laws against it? Why does every society in the world put a taboo on it? 
Ill tel1 you why. It's the one t h g  we'd ali k e  to do. Deep down. In 
here- 

GREG And does Lisa lie it? 

PHIL stonns of stage. 

MATTHEW enters. 

MATTHEW Greg? Are you alright? 

G E G  What? Oh. Matthew. 



MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

Are you alright? 

Yes. No. No, actudyY I'm not. [Pmce-] 1 can't go into detail. It's jua 
that if1 intewene? 1 couid stop someone's der ing ,  but that means- 

... breakhg the seai of coDfession Yeah, 1 h o w  what you're going 
through. 

They used to ask us a question, when 1 was in the saninary. It was sort 
of a standard question. "Ifa man teus you in confession that he's 
poisoned the aitar wine, do you stiD go out and say mass?"Now, I've no 
problem with that. 1 would go out and say miss, and drink the wine. 1 
suppose there is a bit of the martyr in aU of us. 

"The holy sacrament of penance was instituted by Christ the Lord so 
that the faitffil who have fden back into sin after baptism may be 
restored to God's grace. Reguired in the minister of this sacrament are 
goodness, knowledge, and prudence. Moreover, he is obligated by the 
seal of a secret confession to strictest perpetual silence regarding it . " 

But when it's aot you that's dering, when it's someone else, and you 
know that you could stop their der ing  and pain by jua speaking out - 
but you can't because it's againa the d e s .  How cm 1 just sit and do 
nothing, when I know 1 could put an end to someone's dering? Surely 
that's not what God had intended? What would you do, Matthew? 

1 would drop a bint. [Ekits-] 

A p h t e  is heard ringi,zg 04-stage. The ri~tgrhg stops a d  MARY enters. 

GREG Good evening, Mary. It's Father Greg caiiing. 

MARY Oh, heiio, Father. What can 1 do for you? 

GREG 1 wanted to speak to you about Lisa 

MARY Lisa? 

GREG Yes, 1 saw her at school this afkemoon, and she didn't look very weii. 

MARY It's these fits, Father. They get her down. Thanks again for your help 
last week. 



GREG 

MARY 

GREG 

MARY 

GREG 

MARY 

GREG 

MARY 

GREG 

MARY 

You're more than welcome, MaryMary Do you thuik it's the seiaires, or do 
you think then might k something else? 

1 donft know, Fatha- What else could it be? Oh, wait, there is somethhg 
else. There is a big lump of a buüy at school who's been stealing Lisa's 
lunch. Perhaps it's that, Father? 

Yes. Perhaps it's that. May 1 speak with Lisa for a moment? 

Oh, sorry, shefs out with her dad. He took the night 06 so 1 think they 
went to a movie or something. 

I see- 

Weii, thank you for cailing. See you at the meeting on Thursday. By the 
way, did you get a new cartridge for the printer? I've got ail those 
housing action sheets to do? [Pause.] Father Greg? 

What? Oh, yes, the cartridge, it's here. 

Great, thanks. Weü, goodbye, Father. 

Right. Goodbye, Mary. 

Bye. [Ekits.] 

A phone rings oEstagee. III stops tf,igiig a d  MARK enters. 

MARK Hello. Social Services .... Social SeMces .... HeIo? Can I help you? ... 

GREG I'm calling about a child at risk. 

MARK Yes? . . .Ifrn Listening.. .. Heiio?....Can you give me some idormation about 
the child the situation so that we can help? ... -HeUo?... 

GKEG No. 

MARK 1s there anything you can te1 me? 

GREG No. 

MARK exits. 



GREGflips through hisprqver bu& f o r p p r  with GRAHAMs =ber. 

Pause- Tr~lt~~tioon to a f i  hours ber .  GREG is sinmg on the bench in the pmk. 

GRAHAM enfers- 

GRAHAM 

GREG 

Pause. 

GRAHAM 

Panse. 

You look like heii. 1s everything ok? 

He wasn't human enougb, the son of God. He had certahîy, heaven, 
everlasting W. He know t aii with absolute catainty. Well, give me 
that, and fine, no problem, you caa cnicify me as well. Give me ail the 
agonies ofthe world, no problem whatsoever, because M be absolutely 
certain that God exists. But I'm not absolutely certain. AU I've got is 
faith, and when something e d  cornes dong - grinning, sickenhg e d  - 
faith just runs away in terror. 

1 love you. 

GRAHAM exits. 

Slow fade to biack. 

GREG, presiding ut mass the folIowing SI&. 

GREG The peace of the Lord be with you always. 

The CONGREGATION, incIuding MARY, LISA, PHIL, NAOMI, BILLY, 
AMANDA, MARK, BOB, and PATRICK, enters. GRAHAM remuim at the back of 
the msembly. MATTHEW is assistiing the service. 

CONGREGATION 
[As they enter.] And also with you. 

GREG [Breaking a host over the pciren.] May this mingiing of the body and 
blood of our Lord Jesus Chna bring etemal life to us who receive it. 
[He germflects, takes a hmt, and raises it over the puten.] This is the 



Lamb of God, who takes away the sim of the world, have mercy on us. 
Happy are those who are caiied to his suppa. May the body of Chna 
bring me to everiasting lür [He rewrently comwres the buci) of Chn~l,  
rkn rakes up the chlice.] May the b l d  ofCbst bring me to 
evertasting Miee [He rewrentiy cltnk the b l d  of Chris- He tukes a 
pten to the people of t k  CONGREGATION who now fonn cl fine in 
front of him, md he t&s a haa foi each person- For each 
communicant, k raises the host] Body of Christ. 

EACH COMMUNICANT 
Amen- 

GRAHAM is liait in Iine to receive communion. GREG is silent. GGRAHAM strcks out 
his tonpe tro receiw the host. GREG dms not move- 

The CONGREGATION dissdves and exirs, us ELLERTON enters. GREG and 
GRAHAM reinairi transjked, 

ELLERTON And you couldn't give him communion? 

GREG [His eyes stiIZj7xed on GRAHAM.] No. 

ELLERTON 1 never denied anyone communion. They had more nght to receive it, 
than 1 had to give it. 

MATTHEW steps forwmd. 

MATTFEW Who was he? 

GREG i've no ides- 

Pause. MATTHEW exits. 

A couple of rkrys fater. GREG is vïsiting ELLERTON in the country. 

GREG [To ELLERTON.] Have you always been ceiibate? 

ELLERTON I'm not proud of it. It's a gift fiom God- He gave me the gift of celibacy, 
He gave you the gift of certainty of vocation. TWO completely different 



GREG 

EUERTON 

GREG 

ELLERTON 

GREG 

Pause. 

ELLERTON 

I want both. 

NOW, that's king greedy- 

1 sit in my room, sweating. L turn to Him for help. [Indicatrng the ccosq 
GRAHAM is rhere-] 1 see a naked man, utteriy desirabte. 1 hini to Hun 
for help and He just makes Ï t  worse. Now, up there in my roocn, that's 
my Gethsemani - my garden, my Mount of Olives - up then, 1 
understand it ali - the saliva, the racing pulse, the adrenaline, the 
ecstasy before the fd. And Matthew - what 1 should say is, "Matthew, 
1 can't s d e  and bug and preach the beauty of meation, because inside 
here, there is just sin and sickness and evil and -" Oh, God! 

1 was going to get out, Greg, when 1 was your age. But it would have 
broken my mother's heart. So, 1 waited. By the time she die& it was too 
late. There was nothing else 1 could do. Then, the Bishop says to me, 
"It's tirne. It's time to move on." Get out now, Greg, while you ail1 have 
your health and your strength. Love who you want, when you want. Get 
out now, Greg. 

1 cant get out. God wants me to be a priest. 1 dont just t W  it. 1 dont 
just believe it. I know it. 

I'U pray for you, son. [Exits.] 

Slow fade to black. 

A week luter irt the chïrch. 

MARY The focus of the article is that housing isn't the answer on its own. 
Therets a whole load of other stuE 1 mean, jobs for a aart. You can't 
put these people in a house with hot and cold water and say, "There you 
go, have a good life." It's about values. It's about changing attitudes. 
And changing attitudes takes a bit of money, and it takes education, 
better education, health care.. . Fatk  Greg? 



GREG 

MARY 

How's Lisa? 

WeU, she's fine. She's with her dad. As 1 was saying, after your article, 
IV put in the report on the last housing cornmittee meetkg. That shouid 
do it for this month's newsietter. Was there anything else you wanted in 
it, Father? 

GREG Oh, no. 1 thuik that wiU be fine, Mary. Thank you. 

MARY Alright then, Pu be off. 1 should get this to the printers before they 
close. Thank yoy Father. Good-bye. [Ejtifs-] 

A pause k@re the emittg q o s i o n .  

GREG Do something! Don't just hang there, you m g  idle bastard! Do 
sornething! I'm going to tell someone. That's what you would do. She's 
a fourteen year old girl. You wouidn't see her suffer. You'd say, "This 
girl is me. This girl is ali humanity. For this 1 came." You wouldn't give 
a d a m  about the church, and its rules and its regulations. ïhe secrecy 
of confession, how can that be good when it allows evil to thrive. You'd 
speak out. You would speak out. 1 know you'd speak out. [He 
col2qse.s to his knees in prayet.1 "Our Father, who art in heaven, 
hailowed be thy name ..." 

As GREG prqys: LISA er1ter.s. PHIL enters. LISA wu2.4~ slow&, not nec es^^ m i i g  
ro avoid PHIL, but to some exfertt trying to maiituin a distmtce. PHIL reaches out to 
L 1 SA. She fin& berself tesigtii~rg tto the inevitab le. Wirh complere indrffereitce she 
takes ogher sweater as they 60th exit. 

GREG [Coitti~n~ing.] Thy kingdom corne, thy will be done, on earth as it is in 
heaven. Give us this day, Our daily bread, and forgive us our trespasses, 
as we forgive those who trespass against us, and lead us not into 
ternptation, but deliver us fkom evil. For ever and ever. Amen. [Pause.] 
You wuld speak out. You were the son of God, for God's sake. You 
could make the mies. You were the son of God, Pm not. I'm just a 
priest. Fm just a pnest, and 1 can't take on two thousand years of 
history. That would be pride. That would be arrogance. They'd WC@ 

me. [Pause.] Our Father, who art in heaven, hallowed be thy name, Thy 
kingdom corne, thy will be done, on eanh as it is in heaven. Give us this 
day, our daily bread, and forgive us our trespasses, as we forgive those 
who trespass against us, and lead us not into temptation, but deiiver us 
fiom evil. For ever and ever. Amen. [Pause.] 1 look around for aa 
exarnple, and al1 there is, is you. But you perfonned miracles. You 



changed water imo wine. You taised the dead. You cureci the sick- 
What kind of example is that? How muid you possibly know despair? 
"Oh, weü, I'm feeling a bit low today, 1 think 111 raise samebody fiom 
the dead." How couid yoy  with that khd ofpower, know what I'm 
goùig through right now? [Pmse. ] Our Father, who art in heaven, 
hallowed be thy name... 

GREG conrimesprayhg sofrly but urgent& as MARY enfers- He repeats the prayer, 
increosig in w l m e  and fenimrr, dshoufdfinis.  by the time MARY re-crppews- 

MARY [As she enters-] Li-sa? Fm home early, Chicken. 1 thought we muid 
make some cookies. Lisa? [Seezhg t h  off-stage.] What are you doing? 
What are you doing, PM? What are you dokg? -Y OeginF to 
physically attack PHLL.] What are you doing, what are you doing, what 
are you doing, what are you doing what are you doing you animal you 
animal you animal you animal you animal. You animal! You animal! Oh, 
God. Oh, God. Oh, God. You're an animal- You're an animal. Get out. 
Get out. Get out of my house. Get out. Get out. Get out. 

PHiL mmiages tu escape. 

MARY [To LISA.] I'm sorry, I'm sony, I'm sony, I'm sorry. I'm sorry. [To 
GREG.] You knew. You knew and you did nothing. What kind of man 
are you? 1 hope you bum in heu. 

MARY md LISA exit. 

GRAHAM etilers. GREG gws to h h  ïhey embrace. 

Later t h  nighr. A police radio is heard 

GRAHAM [Ofistage.] SM- 

GREG [ O m g e - ]  Oh, God. 

PHIL etrters with a rtewqqver ''Gay Priesî Gui@: Not in Front of the Aitur Boys. 

70 



Fmher. " The rad0 ami JIashing lights fade. 

KDGE It is charged that on the seventh day of October, you violated section 
159 of the criminal code. Do you understand the charges that have been 
brought against you? How do you plead? 

PHIL extextts, cmd p i  iighl cornes ug on GREG on the crossplatfm 

GREG Guilty. 

Lighs corne up on the BISHOP, PATRICK and MARK. 

BISHOP Compassion, gentlemen- 

PATRICK What are you going to do about it? 

MARK How long have they been lovers? 

PATRICK 1s he going to leave the priesthood? 

BISHOP When you sin, you go to a prie* and you expect compassion. 

MARK Your Excellency, what is going to be done about this? 

PATRICK What does he have to say for himself? 

BISHOP Ifyou expect compassion Born him, shouldn't he expect it fiom you? 
[fi-ts- ] 

PATRICK [l3titig.] How could you let this happen? 

MARK [Exiiirg.] It's a disgrace to Our fa ith... to the church. 

A few hours &er- MATTHEW, NAOMI and GREG me in the rectory. 

MATTHEW Why didn't you tell me? 

GREG 1 trieci. I couldn't. Did you see this moming's paper? "Gay Pnest Guilty: 
Not in Front of the Altar Boys, Father." What are you going to do? 



GREG 

MATTHEW 

GREG 

NAOMI 

MATTHEW 

GREG 

MATTHEW 

Well say mass together. We'il quote John, Chapter 8; "Let he who is 
without sin, cast the !kt stone." 

1 can't do bat. 

WeVe got to do it. 

No, 1 can't Look, 1 redy appresiate it, Matthew, but I can't. 

Greg, why not? 

You've got to do it. 

But what about the Bishop? 

Oh, fùck the Bishop. Don't take that Literdy. 

nie BISHOP enters. mcisits in the confessiotrai.. GREG goes tu htm. 

BISHOP 

GREG 

BISHOP 

GREG 

BISHOP 

GREG 

BISHOP 

GREG 

What's Matthew been saying? 

He's been very supportive. He thinks being gay bas made me a good 
priest - human, cornpassionate. He thùiks that al1 that's happened 
recently has made me a better one. More human. More compassionate. 

Go out and commit mass murder, and h e l  want you canonized. Am 1 to 
understand that you wish to cary on serving God? 

Yes, Your Excellency. 

The best way for you to serve God is to disappear. The best way for 
you to serve God is to piss off out of my diocese. 1s that clear? 

Yes. 

Good. I'U make arrangements for you to be transferred to Father 
Augustus's parish. Hopefdy, it wiU be quiet enough out there for you 
to stay out of trouble. Do 1 make myselfunderstood? 

. Yes, Your Exceiiency. 



GREG swirches back ro reul ti'me. MATTHEW giws GREG a Iook 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

GREG 

NAOMI 

MATTHEW 

GREG 

What do you want me to do - disobey the Bishop? Corne on, Matthew, 
be realistic. He's bmîshed me to the dderness like Jome pathetic 
scapegoat, taking the sins of eveq homosexual with me. 

But it's o u  parish, Greg. 

1 won't be your cause, Matthew- 1 won't be your cmsade. 

1s that how you see it? Look, Greg, you've broken the vow of celiacy, 
that's aii- 

So, you should demand to be treated the sarne as any other priest - 
heterosexual or homosexual, it doesn't make any Merence. 

It doesn't make any dinerence? That's builshit and you know it, 
Matthew- 

You've broken a man-made d e ,  that's ail. 

Christ was cehiate. Christ was celibate. Look, Matthew, the Church 
gives us everything - money, food, shelter, respect, and al1 she asks in 
retum is celibacy. Christ gave his life. AU we're asked for is cetibacy, 
and we can't even manage that. 

Christ didn't ask us to be ceiiiate. Itts man-made, it's a man-made- 

Solemn vows. "Do you solemnly swear." That's our currency, Matthew, 
solemn vows, and we debase them because we can't even stick to them 
ourselves. 

Look, Matthew, 1 appreciate what you're trying to do. But 1 can't. 1 just 
can't. It just doesn't matter, anymore. 

Doesn't matter? Of course it matters, Greg. 

Gres look, everything's going to be- 

No, Matthew, you don? understand- 



MATTHEW 

GREG 

MA-rTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

NAOMI 

Bhckout. 

Yes, 1 do- 

No. You donft, 

k g ,  1- 

S.--1 ju S... 

Greg? 

I've ju a... fished oE..nnished off a whole bonle of sleeping pas. 

Oh, God. Greg, no! 

Jesus Christ, Greg! [Exiis guickly..] 

n e  fobuing W. MATTHEW cmd the BISHOP enter. 

MATTHEW Good news. He's going to be ok. 

BISHOP That's good news? 

MATTHEW They're going to keep him in the hospital for a few more days for 
observation, and- 

BISHOP Fine. Mer that, 1 want him out of my sight. 1s that understood? 

MATTHEW Yes, Your Excellency. 

n e  BISHOP 

Blackmtrr. 

* * * 

In the cmmt?ypwish chwch. a fw dqys later. 



FATHER AUGUSTUS is kneelnig ni pruyer- His (iérnemow exudes trlwir ofa 
stereotpicai orthodox pnest. GREG enterS. 

AUGUSTUS [Prayhg.] Ad Deum Patrem omm*potentem, qui d t  omnes homines 
saivos fiai et ad agritioner~m veritatis venire, tota mentis nostrae, htres 
catissimi, dirigatur oratio. ut eam Daminus ainodire a fovae 
dignaetw, Dominum deprecemur. [Crosshg himserf:] Praesta, aaeme 
omnipotens Deus. Amen. 

Wirh mudr efloe AUGUSTUS, jZnuIiy achowiedges GREG's presence. 

AUGUSTUS 

GREG 

AUGUSTUS 

GREG 

AUGUSTUS 

GREG 

AUGUSTUS 

GREG 

AUGUSTUS 

GREG 

AUGUSTUS 

[His Latin is ru* but he m a h s  m eflort.1 Et cum spintu tuo. 

Totadie pluit. 

Yes. The rain. Depressing. 

Scie te penitus. Tu es pustula in corpore Christi. Pustula vivens, spiram, 
in colossa. Iamiamque in pus et cruorem et foetorem et erupturum. 

I'm afiaid you've loa me. 

1 said, 1 know aii about you. You're a boiI on the body of Christ. A 
monstrous, living, breathing boa, ready to erupt at any moment ïnto pus 
and blood and stench. 

1 thhk 1 pre fed  it in L ~ M .  

You will be paid one dollar for every mass you say, and you are not to 
go out after dark. 

Fie. 

[Pruying-] Unde et memores, Domine, nos servi tuï, sed et plebs tua 
sancta, eiusdem Christi, F E  mi, Domini nostri, tam beatae passianis, 
necnon et ab inferis resurrectjonis, sed et caelos gionosae aseensionis ... 

S b  fade to Mackuut. 

* 



Two week later- GREG 4 MATTEEW in the rectory of the countrypan'sh, 
Pnishing oflthe lusi halfof cr bonle of scotch- 

MATTHEW 1 thought you could probably use a drink by now. 

GREG Tha& yoy Matthew. 

AUGUSTUS enfers, then r u m ~  and exit.. 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

AUGUSTUS 

MATTHEW 

So, what's he like? 

Oh, he's a little more orthodox than you, Matthew, mind you just about 
anyone- 

Yeah, yeah, yeah. Cheers. 

Cheers. And, thanks for coming to see me. As for my keeper, he's about 
a day older than God and insias on speaking in Latin. 

You can't be serious? This is worse than 1 thought. 

[Enteri~g.] 1 want this door lefk open. 

1 beg your pardon? 

AUGUSTUS exils. 

GREG Matthew, he's chaperoning us. 

MATTHEUr I don't believe it. 

They bofh bwst in~o in~controIIabie imighzer* which Iums ihto thent faking having sa, 
for Augt~stus' bettefil. 

MATTHEW Give it to me big boy. 

GREG Was it good for you? 

Their làughter grodkaily subsides Mer a few mimes. 

MATTHEW So, how are you, really? 

GREG Nothing an entire bottle of prozac wouldn't cure. 



Pause, 

MA- 

Pause. 

GREG 

MATTHEW 

GREG 

MATTHEW 

What's his name? 

Graham. 

Do you love hùn? 

1 despix him. "Satan cornes in many forms." 

Listen to what you're saying, Greg. This is the man that gave you his 
body. How dare you talk Oce that. In the name of G d ,  Greg, you've got 
to ask yourself- No, look at me, look at me when I1m talking to you. 
To cal1 another human being "Satan," what kind of religion is that? 
What kind of sick huisted bralli-wash have you been through? His sole 
purpose in life is to tempt you into sin, is that what you're saying? 
Youlre Christ, and he's the bloody serpent? 1s that what you're saying, 
you arrogant prick? 

GRAHAM enters. 

GREG 

GRAHAM 

GREG 

GRAHAM 

GREG 

GRAHAM 

1 told him that I don? think it's a good idea that we see each other again. 
[To GRAHAM, in ciflood of emotion.] 1 tant do this anymore. It's 
wrong. 

It's wrong? According to who? To what? Your precious church and its 
rules? 1s it wrong for you, or jua wrong for you the priest? [Pause.] 
Christ, Greg, grow up. 

What do you want me to- 

What we have is beauW. It's society, and your alrnighty God that 
make it ugly. [Puuse.] You shouldn't have started something you can't 
finish. 

1 know. I'm sorry. There were nsks and there were consequences, 1 
know, but there was, there was alx, a need. Pm sorry. Pm sorry if I've- 

How can something that feels so right, be wrong? [Pause.] Greg? How 
cm it be wrong? How can it be wrong to love? 



G E G  1 don't know. It jus is. [Pause. m i l e  hoiding the moment with 
GRAHAM, he restmce his c o l l v e ~ ~ o n  with MA-.] 1 think I 
love him_ 

GRAHAM [As he recedes d exit~S] God bless you. 

MATTHEW Do you want him? 

GREG Yes. 

MATTKEW AU the tirne? 

GREG A lot of the time. 

MATTHEW And is that sidhl? 

GREG No. It's sick 

MATTKEW So, to itch for a man is "sick." To want to scratch that itch, to want to 
make love to another man, that's S I ?  

GREG Yes. 

MATTHEW And to want to go on scratching, to live with another man, well, that's 
permanent sin. That's evil. That gets into that "me He curs'ed" stuc 
ri&? 

GREG Yes. 

MATTHEW 1s there any sense, any intellect, any common humanity in that kùid of 
bullshit? 

GREG lmighs fo himserf: 

MATTHEW What are you laughing at? Are you laughg at me? 

GREG Yes. 

MATTHEW Don't patronize me, Greg. 

GREG 1, patronize you? 1 live it, Matthew. You think you can jus  spout some 
glib Socialist Reader crap, and bang, airs nght with my world, I'm 
reconciled to my nature, cue the uplifting music? Who's the arrogant 



pnck ww? 

Pause. 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

1 want you to say mass with me. 

You owe t to the congregation - to confront, to challenge, ta teach. 1 
bet you Sitting Bull woulân't bide hirnselfaway. "Nobility, even in 
defeat . " 

1 just can't say mass with you, Matthew. Everything has changed. Can't 
you see that? 

What I see and what you see are two totally dinérent things, and until 
you, not me- 

No, listen to me, until you see things as they are, youll stay out here, 
getting a dollar for every mass you say and not being ailowed to go out 
after dark. #en are you going to grow up, Greg? When are you going 
to realize that you can't be that idedistic priea you want to be until you 
start facing some tmths about yourseK How long are you gohg to deny 
who you are undemeath those pnstine vestments of yours? 11's about 
being true to yourself, Greg, and it's about tirne you were, dont you 
thùik? 

GREG deliwrs his sermon in the country p s h ,  as MATTHEW delivers his at Si. 
Mmy 's. Iney are each in their own sepmoe worIds. 

GREG Nice word, scapegoat. 

MATTHEW Do you think God gives a dam? 

GREG The word, scapegoat, dates back to an old Iewish custom- 

MATTHEW What with war, famine, disaster, millions slaught ering each other- 



GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

M A m w  

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

MATTHEW 

GREG 

Tk people in the village would invest aii the sins of the tnie into a 
goat., and kick t up the back side so that it escapeâ h o  the hills, taking 
all the sins with it. 

W~th ail of these thiags on his mind, do you really think God gives a 
damn about what men do with th& dicks? 

In ancient Greece, human xapegoats were used to mitigate a plague or 
some other damity- 

Have you ever doubted the existence of God? 1 have- 

Today's scapegoat is a bit different. 

It's not war, famne and disaster that make me doubt him. These t b g s  
make me angry, but they don? make me doubt his existence. 

It's that mythical beast d e d  society. 

When 1 look at the Church today, and see careetists, and hypocrites, and 
pharisees thriving in positions ofpower, that's when 1 begin to doubt the 
existence of God. 

Dmg addiction. 

How could He let this happen? 

Some put pomp and circumstance, the cap and gown, before the 
principle itself. 

That's what we're doing now - the churches, cathedrals, bishops, popes, 
and al1 the trappings of power. 

Prostitution. 

We care more about that than the thing itseif- the teachings of Christ. 

Violence. 



MATTHEW Love and compassion for aii mankùid. For aU mankind. Mea. Womea 
Black White. Old. Young. 

GREG [Quiet&.] Homose~uality~ 

MATTHE\N Gay. Straight. 

Pause. 

GREG We& 1 dont understand why we insist on placing all these sins on 
society, as a whole. What about the individual? Individuai responsibility? 
Ifyou forget about the individual ... aren't you spitthg in the faœ of 
God? We can talk about spitting in the face of God by exploiting the 
work force, throwing people out of their homes, tuming our back on the 
elderly, shutting d o m  schools and hospitals forcing people to depend 
on U.I. or weIfare, but isn't uiis in a sense, a betrayal? - society's 
betrayal ofthe individual? The point is, ifanyone does anything to 
prevent one individual fiorn reaching his or her fùil potentiai, isn't that 
interfiering in creation, and spitting in the face of God? What's most 
important not to overlook is the individuai's betrayal to himselfand to 
his own personal truths. That's what 1 believe. That's my mth. It's what 
makes me.. . remain. ..a priest. 

[To AUGUSTUS.] Ave et fitue te ipsum sordide senex. Go and look 
that one up, you old bastard. 

GREG rntd MATTHEW 
Let us offer our Lord Jesus Christ the profession of our faith. "1 believe 
in God, the Father almighty, creator of heaven and earth. I believe in 
Jesus Christ, his ody Son, Our Lord ..." 

Slow fade to black. 

A few days later. GREG enters. MARY entersfiom an oppsite entrmce- 

GREG Can 1 see Lisa, please? 

LISA enters, behirtd MARY. 



MARY No. 

GREG Lisa, Fm so sorry. 

MARY I'm closhg the door now- 

GREG Please, forgive me- 

MARY Pm closing the door now- 

GREG Lisa, forgive me. 

MARY 1 dont want to close it in your face, but 1 wül i f 1  have to. Wd you go? 

GREG Forgive me. 

MARY q i t s  in his face. 

Blackout. 

n e  followig Smdq Mas, Sf- Mary's church. me CONGREGATION is assernbied. 
i d u d i ~ ~ g  BILLY, AMANDA, MARK, BOB, PATRICK, NAOMI, LISA, and 
MARY. MAlTHEW presides over the general intercession. 

MARK Charles and Ruth asked for our prayers for theu son John, who 
is in hospitd afler a car accident. And Katie Bull, asks for Our 
continuhg prayers for her husband, Kevin. [Pause.] For these 
people, and al1 who are ili and dering, we ask God's help, as 
we remember them in our prayers. Lord, hear us. 

CONGREGATION and MATTHEW 
Lord, graciously hear us. 

MATTHEW You've forgotten somebody. 

MARK Father? 

MATTHEW Father Greg, who needs Our support and understanding. 



MARK Yes. Sorry. Lord, hear us. 

CONGREGATION orad MATTHEW 
Lord, graciously hear us. 

MATTHEW [Ai the ahr, t&s the puten d tk bread d ho/& it siightb above 
the aitkzr.] Blessed are you, Lord, God of cnation Through your 
gOOdIless we have this bread to offer, which earth has- 

GREG enters, dtessed in the w~fments for m m .  î k r e  me ripples of agitation in the 
CONGREGA'IION as GREG catltims& raCes hisplace ksi& MAT=, who 
welcomes him with an embrace. 

MATTHEW 

BOB 

MATTHEW 

GREG 

MAT= 

BOB 

MATTHEW 

BOB 

MATTHEW 

BOB 

MATTHEW 

BOB 

As you can see, Father Greg, has joined us. Blessed are you Lord, God 
of mation- 

I'm sony, Father but this is out of order. This is dennitely out of order. 

Sit down, please. Will you please sit down. 

[Quietly.] Fm here to ask for your acceptance. 

Why? Why is it out of order? 

Why? Because this is a joke. You're making a laughing stock of my faith 
you know that? Come on, Billy. Hey, you, corne on, we're gettbg out of 
here. Get moving. 

Wd1 you tell me why? 

Oh, for God's sake, Father. You shouldn't need telling should you? [To 
BILLY.] Come on, let's get out of here. 

Ifyou donit lke it, ifyou can't give this man compassion, then go. If you 
object to this man's presence- 

But it's in the bible. 

The bible? 

Do you read the bible, you? You pervert. It's there in black and white - 
"You shall not lie with a man as with a woman: that is an abomination." 



MATTHEW 

G E G  

BOB 

GREG 

BOB 

GREG 

MARY 

MATTHEW 

PATRICK 

GREG 

MATTHEW 

MARK 

MATTHEW 

We're al1 sinners. AU of us. That's why Christ wmt to the cross. 

"in my Fatha's house, there are many mansions." 

"And it rained fire and sulpbur fiom heaven upon Sodom and 
Gomorrab, and-" 

'Let he, who is without sin among you cast the first stone." 

"Take my statutes and my laws, and do none of these abominations." 

" Judge not that you may not be judged." 

How dare you. How dare you corne back here. Havent you caused 
enough pain? [Exits, t&g LISA wifh her.] 

If you're too consewative in your thinking. If you're too consewative in 
your hearts- 

You know what they Holy Father says about it. I don't supposed you 
listen to the Pope either, do you? 

"Lord, how often must 1 forgive my brother if he wrongs me? As often 
as seven times? Jesus answered him, "1 did not say seven times. 1 said 
seventy times seven. " 

Who was the first to see Him when He was risen? Mary Magddene. A 
prostitute. 

"And Jesus wept." 

How dare you turn your back on this man. How dare you do this, and 
cail yourselves Catholics. If you are so adamant about judging him, why 
havent you judged me al1 these years? Why? Ask yourselves that 
question. You have no right to make this man your scapegoat. That's 
what you're doing ifyou reject hirn - you're asking hirn to take on your 
sins, your inability to forgive, your Uiability to show compassion. If 
you're too consemative in your thinking, ifyou're too consewative in 
your hearts, 1 dont want you here. Go. 

Parse. LISA re-enters and takes her seat. MARY, having foIIowed LISA, stays in the 
wzngs. BBILL takes his seat, followed by MARK, PATRICK, and reluctantly, BOB. 



MATTHEW d GREG (sono voce) 
[Raimg the ckrlice higl, above the altar. holding the host owr the 
chlice.] Through Hïm, with Him, in Him. In the unity of the Holy 
Spirit, aii giory and honour is yours, aimi@@ Fathec For ever and ever. 

MARY  exit^, weeping. 

CONGREGATION, MATTHEW d GREG 
Amen. 

MATTHEW [Breakng the hosi. andputting apiece in the chaIice.1 May this 
minghg of the body and blood of our Lord Jesus Christ bring eternd 
He to us who receive it- 

GREG neps fonvmd io receiw commtntionfrom MATTHEW. 

MATTHEW Body of Chria. 

GREG Amen. 

MATTHEW Biood of Christ. 

GREG Amen. 

MATTHEW [Facirzg the peopIe, ge»ujects, takes the host, raises it slightly-1 This is 
the Lamb of God, who takes away the sins of the world, have mercy on 
us. Happy are those who are called to his supper. 

7hey each take a patert mtd face the people of the CONGREGATION. The 
CONGREGATION b e g h  to Iine up to receiw comrmmiori. Everyone lines ccp in 
fiont of MATTEW. 

LI SA ertters and makes her way thrmgh the fine trp. towurd GREG. He is close to 
breahg down. There is a p s e  as she. alone. stmds before hint. 

GREG Body of Christ. 

LISA Amen. 

GREG places the hosi irt her mmth. 

GREG breaks dom LISA emelops him in her m s S  



MATTHEW ofleers c o m ~ i o n  fo euch of the comrrmnic~nts infiont of him. 

MATTHEW [For each communic4ntt.] Body ofChia. 

EACH COMMIJNICANT 
Amen- 

Curtain. 



APPENDIX B 

An Intetview between the Author and J h y  McGovem 

(Liverpool, England, Harry Ramsden's Restaurant: 

Febniary 16, 1997) 



Bdl: 1 have lots of questions, and 1 don't exactly know where to aart. How did Pnen 
begin? 

McGovern: I had scored a hit with a tbing called Neerils, about kids. And so I was a 
wee bit hot at the BBC, and 1 said I wanted to do this thhg caiied Pries?. Now, prior to 
that I had been working on a soap opera, and making quite a f8ir amount of regular 
mon- But 1 had stopped working on the soap opera, and 1 had no money, so 1 started 
writirig Pnest for the BBC and my oniy source of income was this commission to write 
Priest. It was otiginaiiy commissioned as a ten part TV drama series, and each section 
wouid be a Commandment. So the first one is "Thou &ait not have false Gods before me," 
and so on and so on. îhq coddn't fund that, the BBC, so then it became a series around 
a Christian theme. And that feil apart. So, eventually, it became a four part drama series - 
featuring this heterosexual priest, and only one MY strand about this homosexual priest. 
I then wrote, properiy the through-lines, the first acts, the treatments - 1 wrote the four 
parts. It landed on the desk of the big boss of the BBC, and t was never made. It cost me 
a fortune, because 1 turned down a feature nIm and everything to do this thing cailed 
Priesr. Anyway, then 1 got it down to about an hour and a half as a feahre film 1 was 
writing for Channel Four. Because by this thne the homosexual ptiest was featuring very 
prominently, and that is Channel Four SM. But then the BBC came back to me and said, 
Tan you get this down to feature film length," 1 said, "I've already done it." So it was 
actually done as a feahue füm. But there is a s ~ g  in the tale, because it became a sexy 
feature film not a big feature, I'm never going to make a great deal of money, but it's 
going to make a healthy profit ... Anyway, that son of explains that four act structure, 
because it was always to be a four part TV series. 

8: 1 had it figured out to be three - so up to the arrest was one, going out to the 
country was two, and the reconciliation was three. 

M: It works in the adaptation in that form. 

B: But the fourth? 

M: 1 say it was a four act structure because it was to be four segments. That long stay 
in the countq parih and al1 tbat was not wnventional fiiming, it's not conventional filmic 
structure anyway. Not that film. To heii with that [conventional filmic structure]. 

B: It's interesting that you said you were going to make it accordhg to the Ten 



Commandments - back in Oaober or something, the director and 1 were talking about 
parallebg it with the 14 Stations of the Cross. 

M: 1 thought of that structure as weli. 

B: 1 d d n t  bdieve tbe rrspoase to the piay last weekend So, 1 think that defiaitely, 
there is a cal1 for ït, it does Wfill something. There are t h g s  that are said in it that are 
very important that people need to hear. 

M: Yes, 1 agre. You kaow, di that kind of fading in and aii kinds of voices and ali 
that, it works on stage, does it? 

B: The nightmare was reaiiy interesting, and the director made it disgusting and 
distorted. Because we were able to tweak ail the last segments of the lines having to do 
with Lisa, and the way it was staged, it became vety grotesque and Lisa was actuaüy 
seduhg her fàther- And the 0th- characters were aii forcing Greg to look at Lisa. "If I'm 
not with her, Phil is," and al1 that. So, it got r d y  distorted, because you don't want to 
think that Lisa is tempting her father, at ail. Her last üne being "incest is hurnan, it's the 
moa natural thing in the world". No, it worked really weU, and 1 got a lot of comments 
on that too, 

M: Yes, that's very clever- I've got one tmy compla.int. In the film, I'U go and on about 
this, and 111 bore you with this. It's not seen in the fiim, eveybody fails to see how 
important it is. But, in the film, it's Greg's weakneu - you know how at the end he is 
stripped of everything, he's just a man. In the film it's his weakness, which aborts that big 
debate they're havhg about housing. It's because he can't cope with the problem with Lisa, 
and his sexuality, and it aii gets on top of him - because he can't bandle it, and he's so 
w e  means he aborts that meeting. And because he aborts that meeting she [Mary] goes 
home early. And as he's praying for this, as he prays to God for a miracle, he doesn't 
realize that his own weakness as a man has brought the miracle. If it had been Father 
Matthew, he would have been able to cope. He would have seen that meeting through to 
the end. And the woman would have gone home at the time she was supposed to and it 
[the inest] would not be discovered. It's his [Greg's] basic weakness that brings about the 
miracle. It's not strength or anything, it's weakness. And that's not in the adaptation, but 
then, having said that, nobody sees in the film anyway. And I don't know i f1 put that in 
intentionaiiy or if that's my reading of the film afterwards, or whether that's hindsight. 

B: It's fùnny because that moment, a lot of people I've talked to interpreted it, or got 
the sense fiom the film that he toici her to go home at that moment. But in my mind itis not 
coincidence, he calls the meeting short. I dont know i f1  actualiy got the sense that he was 
aware of what actually rnight happen ifshe did go home early. 

M: Oh, but he's not. No, he's absolutely unaware. 



B: 1 thmk it carne out in the playhg though. Because he pisses her off and she leaves. 
But the weakness - it'J fimny that you should mention that, because the actor that we had 
playùig Greg, did a fhbuious job, but he fouad it very difficuit to play the vuinerability, and 
to h d  that %eak mm" state. And probably isn't in the but 1 uiink you can find it. 
A lot of people commenteci on the GreglGraham nlatioaship - "Where does it came 
fiom?" 

M: It's a weakness in the nIm, that [the GredGraham relationship]. Antonia Bird 
(Director], did a smashing job on the film. But in my script, in the original script, 1 kept 
on thinking that this is a man who caimot corne to terms with his sexuality. In the film, 
howewr, he fin& that gay bar very eesiry- In the film he finds the gay bar extremely e d y ,  
and also, the sex is gloriousiy fie. Now that to me, is not the repressed homosexuai man. 
That's a man quite at ease with his sarualny. So, 1 think that's a flaw in the film reaiiy. 
Either he is a repressed homosexuat or he's not. You cannot have both. And so, I'm not 
surprised that you found that ditncuit as weU. 

B: So, were you on set, when they were filming? 

M: Har* ever, really- 1 was so busy doing other things, 1 would jus pop up now and 
again What you do is you show your face and you say "Everything is wondemil I think 
you're al1 doing a great job", and then lave again. Because Antoniats not that kind of 
director anyway. She's queen of the shoot. 

B: So, other than that, were you pleased with the film, and how it tumed out? 

M: 1 was. I found at times it a wee bit overblown. Heightened. If I'd made the film it 
wouldn't have been anywhere near as popdar. It would have been much more brutal. 
Much darker, and much more accurate, I'd say. What helps the film, because it's quite a 
brutal fïim, is those two guys EiU in love. In my script it was never love. And she found it. 
1 mean for instance, in that scene when he's on his bike, and dong comes Graham in the 
car, and shit hits the f a  everywhere and he's [Greg is] so down, and then he gets into 
Graham's car and they have sex and the "copper" cornes - it wasn't even Graham [in my 
script]. Greg goes to Graham's Bat, finds another man there, goes off, waks into a public 
toilet and the& a policeman there, but he doesn't know it's a policeman obviously - it 
happens a lot in this country, not eveywhere, but you get these coppers hanging around 
tqhg to catch gay men. So he has sex with this man, who aftenvards flashes bis ID card, 
and it's that, that lads to the scandal. Antonia found the love story, so 1 had to re-write 
that bit to fit in with Antonia's discovery of a hornosexual love story, which was never 
there in the 6rst place. 

B: Well. that certainly changes it, doesntit- 



M: Changes it massively, yes. And then aii the gay men - it was first show in 
Eduiburgh, and ail the gay men were there, and they wanted to "own" the film, as a gay 
fiùn And that central love story, 1 think, makes it a gay film. 1 was arguing that 2's not a 
gay film, this is a Catholic nIm. 

B: 1 thuilr Canadian gay men embrace it as well, as a gay &n.You had to comply with 
Antonia on that decision? 

M: 1 thmk that by the t h e  1 found out, it was too late. And so 1 bad to change it, then, 
because, as you kww, when a nIm is shot, it's what's shot that is important, not what's 
wri-tten out. And they'd been shootkg this love story, so I had to change it. But it made 
the film acceptable. It's not the film 1 wrote. The film 1 wrote wouldn't have made any 
money whatsoever. And also, reaüy, they're oniy having sex in a car. It's not a huge 
scandai r d y ,  whereas ifit's in a toilet, a public toilet, and with a policeman, it's more of 
a scandal. It's not a crime is it [sex in a car]? Why is he arrested? 

B: Public indecency, or something. 

M: In a public place, that's it. Yes. As in the film, 1 suppose. He's in a car, in the open. 
There was also an a m  lot of stuffthat was short and sharp [in the original script] that 
Antonia embeilished a wee bit. Sm not, it sounds as though I'm hammering her, I'm not, 
1 think she did a great job, and she made the film live and breathe. She made it watchable. 
But the home Wits in the film, they were just matches, bang-bang-bang, staccato, almoa 
montage, staccato-montage. And she spent quite a wee bit of tirne there. And when Phil's 
wife actually tinds out, she walks into the room - in my script it was: [camera] on her, a 
drawer opening, a knife sp ihg  out, a hand grabbing the knife, wham, and away. But in 
the film, it was explored a lot more, and Pm not sure it works. 1 think it takes us into 
aimost a melodrarna, at that point. 

B: So what happens to Phi1 aflerwards? He got stabbed? The police «une? 

M: No, in the script, in the scaie fier that, he's in prison, and Greg comes to Msit him. 
Actually in the script, there was a wondefil scene, when he's aauaUy in the prison, and 
these guys corne in, and they're going to kill him. They Say, "kill the beast, kül the beast, 
kill the beast," aIi that stuff These people want to hammer him because he represents the 
very evil k t ' s  màde them. So the more dyr hammer him, the more they're hammering the 
beast inside. As he gets hammered by these guys, he jua refuses to üe down and he takes 
it. And then the next scene is, he's in prison, and dong comes Greg to visit him. And he 
shows Greg his cuts and bruises, and then he says, "Have you heard îrom my de?" ,  and 
Greg says 'No." And he says, "You will do, I've told her evetything." And then she storms 
in the door. There's a good scene to be written about PM. in a strange way he could be 
a martyr as weU. He stands for truth, but it's the most unpalatable truth in the world. 



B: One o f t h  most intereshg comments 1 got was fiom an hcest survivor. She said 
that in all of h a  healing process, she had never ever heard what Phi1 says in confession. 
That side of the argument as completely foreiga to ber. It's di denial, deniai, denial, and 
then he comes out with his confession. 

M: Did she say it was félse? 

B: No, it was jua one side of the argument she had never heard of 

M: 1 did an awfiil lot ofreading into 5. It needs to be b e e d ,  tbat kind of argument. 
If it's paceived as the most unnaturai thing in the world, why is there an accommodation 
made for it in every society in the world, ie. taboos and laws. Because, it actually is quite 
natural, as human beings, compared to incest in the animal kingdom. It's a human thing. 

B: 1 didn't know what to do with PM aflerwards. 

M: It would be quite easy to have him as a sex offender who actually believes in it - 
it's much more interesting a character than [a man who'd say ] "Sorry." 

B: Or someone who you see as a ves, affèctionate, loving father. That's even more 
gros 

M: It works in there [the adaptation] extremely weU, that - "this is a mode1 family." 

B: 1 was pushing it a bit, 1 think. 

B: So what made you switch, because you wrote for the theatre as weii, what made 
you switch over to W and film? 

M: 1 think t was because of regional theatre, it's absolute shite in this country. There's 
no such thing as regionai theatre anyrnore. And ail the people in the theatre, over here, this 
is a class ridden society and I'm a working class male, and the theatre in this country is not 
for working class males, or working class fernales. It's very class ndden. And it doesn't 
stop on the stage. The whole structure. It's amazing, for instance, there would oniy be a 
quarter of an hour interval, now a quarter of an hour intemal is fine if you drinking scotch 
and rye, but it's no good whatsoever ifyou drink a pint of bitter. I'm mean, that sounds like 
an insignifiant point, but it's huge. The whole culture of going to the theatre in this 
country is bourgeois. 1 just found that 1 met some really objectionable people, horrible 
people. And 1 was treated üke SM. And 1 was new, and 1 didn't understand theatre. 1 didn't 



understand the d e s  oftheatre, and I didn't understand the d e s  of behg in a room w i i  
actors rehearsing your piece. 1 dicin't know that you don? speak to the actors you speak 
to the director - ail those d e s  of etiquette- And it took me a iong time to k d  that out, 
oomeôody should have told me. But they donlt. They just assume. 

B: Do they have workshops for the plays? How do new scripts get deveioped, in 
t e m  of your theatre scripts and film scripts? 1s there a workshopping process? 

M: No, there wasnt. No ifs nonnally: you write a play, send it to the theme, and you 
never get a respoase anyway. Occasionally, they might respond, and usuaily, it's "no." 
Once in a million, thy will accept a new play, and then, as fiir as I'm aware even now, it's 
sirnply reheaned, and then produced. 

B: So the script is the way it is and that's it? 

M: No, it changes d u ~ g  rehearsai. Obviously, it changes. As 1 was then, 1 was 
constantly over-writing. The fin 1 play I wrote took over 4 hours. Even when 1 eut the 
bloody thing, it oniy came down to 3. It was huge. Those are things you have to leam as 
weil - timing. Even people my age, the first we see of drarna is cartoons, and 1 think that 
stays with us. As a screenwriter now, I constantly cm these films in my mind. No rnatter 
how experienced we become, 1 still see that, cartoon-like, at cartoon speed. 'The t h e  on 
screen for someone to walk from here to that waü and back, is enormous. But when you 
run it through your rnind, it doesn't seem that long. I think that because of that, we tend 
to ovenvrite. We do not accommodate the physicat reality of what we actually do in the 
space available. We jus see the piece of film in our mind at cartoon speed. I was thinking 
that in theatre. I thought people could talk and act the scene out at the speed that I was 
reading it. And that is totaily wrong. But you tend to learn. 

B: So you find it easier to write for the screen and TV than the for stage. 

M: Yes, dennitely. More rewarding as weli. And Mcer people. I'm not criticking you, 
but in British theatre. 

B: Someone made the comment that film cm be so panoramic in scope and a play 
can't be, so I have to try to narrow it down and narrow it dom. 

M: I saw the same fault. In the film, 1 used to breathe a sigh of relief as soon as he 
went to that gay club. The film, for me, really aarts there. 1 think the sarne applies there 
[in the adaptation] except it's a wee bit shorter. But 1 kind of blame Antonia for that. I 



thuik she dwelt at great length on the &st quarter of an hou, twenty minutes. But in the 
script, even in that script [the adaptation], the script cornes alive, as soon as his 
homossniality is revealed. 

B: Thats one of the tbings 1 wanted to talk to you abou:, you say it's not Gregls fht 
time, going out to that gay bar. 

M: In the script it was his first tirne, in my mllid it was his first the.  But even in the 
film, he did h d  it [the gay club] so easily, I know, Ys a problem But 1 know, here, it's 
such a smaii city, that everybody knows wbich gay bar is which. Well, anybody his age 
would. 1 wouidnt masserily know now, because the scene has ai i  changed. But 1 cm nill 
go into a gay bar and feel very uncornfortable - "of course, everybody knows thatts a gay 
bar." That's a funny thhg about a man on his own walking into a bar. So, 1 think, off- 
screen, 1 can justay that. That he's been here for a while, and he's heard people talk about 
bars. 1 don't think it's such a problem, that, but the cornfort he féels, how cornfoctable he 
feels with Graham, 

B: Yes, 1 did get the sense that it was his fint Mie. 1 think he's covering up so much 
too, like in the film, when he's in that bar, he's really trying to  hold himself together, and 
tWng not to be scared. 

M: And the guy who plays Graham in the tilm, is so cornfortable. He's a good actor 
that guy, Graham mobert Carlyle]. I thought Linus Roache [Greg] was wonderfùl, 
because, 1 watched that film, so ofien, th= is no attempt to ainy favour with the Engiish 
audience whatsoever, he plays it like an English prig so weii. You know, so up-tight. 1 
thought it was a really, mamellous performance. A lot of people talk about Matthew, 
played by Tom Wilkinson. Nice guy, but that was such an easier part. 

B: But he has an interesting journey, though too. Jua in tenns of the final scene and 
the one out in the country - his journey culminates out there. 

M: 1 was thinking about that as weli. 1 wanted a couple of scenes where they're 
actually walking through the woods, they have that argument that's in the script. 1 think 
it works in the script much better than in the film The argument 1 had, was in the film, the 
film should be the argument - you bad to have an argument about what you see in the mm. 
Seerns that's where the film has failed, because the audience has to be reminded of the 
issues. 1 think it works wondeminy weli in the theatre. But in film, that walk in the woods, 
where "Christ was ceiiiate," and al1 that, 1 wanted to cut al1 that - but she wouldnlt let me. 

M: Would you make any changes to that [the script] now then? 



B: 1 do have a lot of changes to make. I'm going to move the Jcene when Greg goes 
to Ma@ door and put it More be leaves for the country instead of when he retums. 

M: It's a hasty te-write for that scene, in the film, you know when he knocks on the 
door, "Please forgive me." Antoaia told me, "But we havent seai this girl, and yet she 
coma in at the very end of the ih, you better to rernind the audience of it-" It's essentiai, 
1 agree. 

B: Ifany theatres want to do this, or any offers of publication corne- 

M: Oh, do what ever you want with it. I k  got no objection to anything tike that. 
Whatever you want to do with it, that's fine by me. [fit goes on to make a bloody fortune, 
1 want something-Taik to my agent, because you've got my blessing. 

B: Thank you. 

M: 111 definitely fly over to Canada, ifit is ever staged again. 111 get there. Maybe I'li 
d. 1 can take the QE2 to New York. 

B: Why don't we jus do it in New York, ho& that. 

M: Could you do it over here, if there is money available? 

B: If there was money available. sure. 

M: What wouid aii that take, to get them all over here? It would be a hell of an event, 
wouldn't it . 

B: Most definitely. 111 see what 1 can do. 

M: I'm flattered and honoured that it was actually staged in Canada. 

M: 1 noticed that in these comments [audience response sheets], a lot say, "too many 
blackouts". and 1 think youll always be faced with that problem in adapting. It's jus 
difficult. Again, it's the physical reality of it, because in your head you always see a very 



fluid short-hed blackout. In reaiity you are &hg there, aùiging, waitiag for the next 
scene. Thae mua be ways around that. 

B: 1 think in the next ciraft a lot of them won't be there, except the key ones. 
ûtherwise there wiü be indications of transitions - "transition Uito 2 weeks later." They are 
definitely somethuig that needs to be addressed in the next draft. 

B: So what does Greg thVik about being a priest? What does it mean to hun? 

M: It's a tough one, that 1 tbuik he's utterly convinced that he's got the cahg for the 
priesthood. As a Catholic boy, if you're a Catholic boy, and you show any kind of 
fascination with the fath, this even happened to me, and Tm not exady a practicing 
Catholic, at d. I've got massive resewations about the Catholic fath, although it started 
me culturally. 1 am the product ofmy îàith. But you are asked at a certain age, ifyou have 
the calling for the pnesthood, in this country anyway, and you tend to be asked at about 
age 8 and 14, and I think he [Greg] probably said yes. In the old days, you were taken 
away fkom your home and you trained to be a prie*. That's not the case now. But I'rn 
utterly convinced that he [Greg] was convuiced that he had his callùig to the priesthood. 
But because of the laws of the priesthood, you how, you have to be celibate, and the 
situation in the '80's and '90's has changed so radically, according to homosexuality and 
s e n  More and more now, those people who are joining the priesthood are gay, and they're 
not on& gay, but because of the mixture of the Catholic fath and conservative politics, 
they are gay men who despise th& sexuality. They've not come to terms with their 
sexuality. And 1 think Greg is one of them, and he hoped by joining the priesthood, he 
could somehow Wear that as a cross, to make him a better prie* and he is the kind of 
priest - I met this priest, and that's a story ...a was always going to be a heterosexual story, 
and then 1 met b i s  gay man, not fkr fiom here actuany, who is a priest. 1 interviewed loads 
of priests, and evexybody said, "you should meet this guy." And 1 met him in this very 
orthodox place called, well, 1 m ' t  tell you where, because he hasn't "come out". But in 
a very orthodox church, a church renowned, a place of worship renowned for its 
orthodoxy. And he took me up to this room, and it was a very s m d  room, and the only 
place to sit was on his bed. h e  been homophobic d my lifé, not because I'm e d  in nature, 
but because of my class, my culture. And even though 1 think 1 am a much better man 
now, because 1 am a white libersl, but 1 still have vestiges of that. And Im uneasy, I'rn not 
uneasy to taik to a homosexual man in the nomal course of events but 1 felt uaeasy to 
talking him, sitting on his bed in his room with the door shut, and 1 have to accept that, 
confess that. But he poured his hart out. And it-was after talking to him, the whole film 
changed and it became about Greg- Because to teli the story, to tell Father Matthew's story 
is so easy, but to tel1 Greg's story is much more difficult and chdenging. And, as a 



Catholic human beïng, you are brought up, one of the fint things you leam about 
Cathoiicism is the word Cathotic means wersai. And you accept that. And that is why 
the old m a s  m Latin is so aweinsp'ig, because you hew, on a Sunday, you were sayïng 
the mass in Latin, wtnlst di over the world Catholics were saying the same mass at the 
same tirne. It's ttiat univasality of the Catholic niitb. And yet whm you consider that there 
is no room in this s u p p o d y  universai church for a gay man and a wonderfui priest. 

B: So a lot ofthe higgles Greg fices stem fiom this pnea that you met?? 

M: 1 actuaüy stole an idea for the film, when he taks about "Tint's my Gethsemani." 
What this pnest said to me wu, "Do 1 put the wiiar on go to the paish club or do 1 take 
it off and go cruising?" And that's his Gethsemani. There is a kind of saying that goes 
dong with this. You how, ifwe accept that aU human beings are made by God, then if 
you're gay it's a kind of accident. And here's a man that accepts that God made Greg, but 
he made Greg gay, so therefore, God made Greg on a Friday &exnoon - Greg is the 
product of God's Fnday aflernoon, a Friday aftemoon human being, and all gay men It's 
hard to square that God made Greg as weU, other than that God had an off-day when he 
made Greg. 

B: Do you ever feel like you want to go back and fix things in the tilm? 

M: Yes, 1 do. But it's not quite the problem with the script, it's the fact that the lines 
are being misinterpreted, or the actor's not quite good enough. But you can do an awfiil 
lot in the editing. 1 never trust an actor by what they can do on the screen, because so 
much magic can be woven in the editing. 

B: Priest was fiimed in Liverpool? 

M: Yes, apan from the stuff  inside the church. We got no cuoperation fiom the 
church. The main objection to the film was, that at the moment of consecration, you know 
when Greg holds up the host, "This is my body," and aU that, 1 had an awtiil lot of explicit 
flash backs, sex, and and that was the main objection by the church. This thing 
[consecration] that was so crucial to the Catholic fKth, was being usad in conjunction with 
sexual intercourse, sexual flashbacks. 1 spoke to a priest, a wondemil brave priest in 
Northem Ireland, a guy called Father Pat, he's a wondemil brave, outspoken Catholic 



priest, and 1 was goïng on about holding up the host and aIi that, and how it's quite sarual, 
you bw, chwging body, b l d  He, tbis is one ofthe mon inteIligent, brave priests, ï've 
ever knom in my Mie, and he'd never seen that [the sexuality in the con sec ration^. And 1 
got this letter about 4 weeks a h  L spoke to hün about Pnest, and the snaral nature of 
that duai, and he said "1 hate you, I c d  get my head off t now." I mist him, implicitly, 
and he had never seen tbat. 

B: 1 thllik it is quite clear in the film. 

M: It's a much more expticit scene in the script. 

M: It's an appalling piece of editing, the final scene. You know dl that stufF You 
know when they start to challenge Father Matthew, and he says "if you can't give this man 
compassion, then leave," - 1 had to write that, because the argument was that the honest 
Catholic would not leave, they'd achiaiiy jua sit there and say nothing. So, they had to be 
challenged to leave, then they would leave. It simply extended that scene, and it's untidy. 
It's badly, redy badly edited. 

B : We found that with Matthew saying that, "if you don't have compassion for this 
man, then leave," the people who we thought would leave, left, and there wasn't anyone 
left on stage. So we had to tweak Matthew and get him to say something so that they 
wouldn't leave because we couldn't &ord to lose the actors, we needed them there. And 
it was really interesting the way it worked, because each character took their time, when 
Matthew says "ifyou're so quick to judge him, why haven't you judged me?" They dl 
looked to his girEend, and then one by one, they took their time h terms of sitting back 
dom. They sat there very quietly. 

M: 1s there anybody who leaves then? 

B: Mary does leave. In the d e r  dr&s, 1 didn't even have her in the last scene. And 
when we had the read-through, the woman who was reading the part of Mary, said, "Why 
isnt Mary there?" Could she go back? Even if she didn't know Greg was going to be back. 
When she shut the door, "don't make me shut it in your face, Father", i s  more than just 
"dont make me shut the door on yoy" but it's a h ,  "don't make me shut the door on my 
f a "  So, would she go back, h o t ,  where is she? And where is Phil, can Phii come back? 
1 dont think Phil can corne back in the last scene. 

M: He's in prison. 



M: It's a good scene with Phil inside the prison, but it takes us away fiom the story, 
in a way. It becornes the story ofa sar offender, in a way. So I'm not surpnsed it was cut. 
1'11 do it again one day, though. 1 think it would be fascinating to h t e  Phii's stoiy in 
prison 

B: He's so easy to hate. So, 1 think that if it is played opposite to that, it's quite 
shocking- 

M: A good challenge for a man though It wouid have to be a man's story - how men 
react to PM. 1 think women hate him, by nght. 

B: So you did research on se< offenders, and you found someone who said something 
like "I've dedicated my lXe to the study of inces"? 

M: 1 never actually found that Iand of man. 

B: Please tell me that kind of man doesn't exist. 

M: He probably doesn't. But it's stufyou find out about in the actual research, it's 
absolutely incredible. 

B: 1 think that is the line that at the end of the fiIrn, 1 couldn't believe it - "did he redly 
say that?" 

M: But there probably is that kind of man, but they justify themselves really weli. And 
1 just researched eveqthing to do with incest. It's a fascinating topic. It really is. I still 
might do it as a four part drama series. About a farnily, and that actually happens to a 
farnily . 

B: It couid so easily be Lisa1s story. And 1 think that a lot of people realiy connect to 
Lisa. 1 guess the addition of the monologue drew people in that direction more. I just 
wanted to give her more of a voice for some reamn. 

M: That's very good, that, it works well in the theatre. 1 know in film if youlve got 
extremeiy young actors, you're much better oEgiving them very little to do. And youtve 
kept the scene in the film, the confessionai scene. That worked well in the film. 

B: Yes, and it's pretty arresting too, in the film. No one breathed in the theatre. 
Because youtve got Billy and Amanda, "yeah, 1 tried to steal a car", "Yeah, Ike been 
smoking", and then boom. 



M: And how did you do that, did you have to use blackouts for that? 

B: Yes, they were sort of melt-downs and then back up again, and their ünn were 
overlapped. Trying to capture the mundane, "this is my job, this is what 1 have to do, I 
have to b e n  to these cididous tbings," and then he gets bit with this- The whole concept 
ofthe seal of mnfession, what w d d  have been expected of him, in that situation? Would 
he have gone straight to the Bishop, what would the protocol be, ifhels in that situation. 
Matthew says, "1 would drop a him" 

M: Yes, but that's not surpfising tbough. 1 spoke to one priest, and he was quite 
radical, and he said 1 would have picked up the phone and phoned social services 
imediately. But he was the only priest who said tbat- 1 went to see this priest in this an 
old working class communïty- An absolutely wondefil old priest. Anyway, I put this 
situation to him, and honestly, without a word ofa  lie, he just went ashea, and 1 could tell 
he was going through exactly the same thhg. AU he would say is "It's a big problem, " 
that's al1 he would say. 1 said "Weü, what do you do?" "It's a big problem." He just 
wouidn't say how he handled it. 

B: They must get that ali the time. And worse. It doesn't rnake any sense, that it 
doesn't go any ttrther. And ifthey can't do anything, and as Greg says, "how can that be 
right?I1 

M: And if it did go M e r ,  you wouldn't have found Lisa in there Lm confession]. if 
Lisa knew that it could go M e r ,  she would never have gone. It's only because she 
trustai the seal ofconfession that she goes in the first place. If  she knew [that it could go 
fiirther than Greg], it'd be Iike talking to a neighbour, she wouldn't have been there. 

B: She is just bursting, and it's got to a point where she just has to tell someone, and 
she tells him. So that when he says "you have to tel! your mother," and "you have to tell 
hùn to stop" ... You dont tliink I've said that? And she actudy walks out on hlln, out of the 
confession. And it's one of those things when you actually confide in someone and they 
can't do anything, and that probably crushes you more than what b ~ g s  you to say it. 
There is that @@ty in Lisa. "Yes, 1 am coming to you, and you can't help me? And ifyou 
can't help me, then what is there?" 

M: But then you have to ask, what did she want when she went in there? Because she 
only went in there because she knew he couldn't help her. She knew he wouldn't do 
anything. He's not going to pick up he phone, she knows he's not going to pick up the 
phone. Maybe she wants a miracle or something, 1 dont kww what she wants. But she 
desperately needs to tak  to somebody. 

B: Maybe it's jua getting it out, and knowing that it is d e  with him. Because there 
is some cornfort in that. 



M: Ifthat man [Greg] bad been in any position to help ber, tben she wouidn't have told 
hlln Anci the oniy way he can help is by listening- The oniy thing he does say is "Tell hïm 
you've told me, and I said it's got to stop." That's the oniy UUng he can say really- 

B: But even then, that's not what she wants to hem 

M: No, but ifs crucial for the play. Because if she hasnt told the Father, if she hasn't 
told Father Greg, there are no confrontations. 
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A CRITIQUE OF THE PRODUCTION DRAF'I' 

What 1 look for in a script: 1')Does it work nnicturaiiy? ü) Through-lines and, üi) Character 
development . 

Overali the strengths of the script inchide the rhythms, even though the director did not 
always h d  them There was a strong handling of moments which show in the translation. 
And it was a transparent production, such that the flaws and the strengths of the script 
showed, 

In ternis of the scene structure, you need transitions for the short scenes to melt into other 
scenes. In film, transitions are ofien provided with music, but that is not how it works on 
the stage. Therefore, it has to take a m e r  step away from the source and find what 
works for the stage. The blackouts, 1 found, often deaeased the emotional intensity. 

What was misshg in the text was a sense of visual imagery, apart fiom the ceremonid 
aspect. It was present in Lisa1s monologue, but nowhere else. Do the drowning images and 
the fiactured Iight nom Lisa1s monologue, parallel at all with Greg? There needs to be an 
image pattern throughout, apart fiom the ceremoniaVritualistic words. In the theatre the 
words need to do more to create a level of imagery. 

Conceming aspects of the story line and the structure, 1 found that Graham's story gets 
log. He says "1 love you." too won The importance of his character is lost because we 
dont see enough of h i . .  Therefore, the significance of Greg refuskg him the wafer is lost 
as weil. He feeds into Greg's character, so he is important in revealing at what level is Greg 
gening involvedl not getting involved with him 

1 have a major question: What is Greg's dilemrna? 1s it revealed in the second "scapegoat" 
sermon in the argument benireen individual vs. social responsibility? The first tirne he says 
this sermon, it is not clear why he is going there? Or does his dilemrna have to do with 
confession and celibacy? How did he get to where he got to? What is his through-line? 
How does he get to the individual responsibility sermon? If we blarne everything on 
society, what about children - do tbey have responsibility? Ifwe blame everything on the 
individuai, we have Ayn Rand. 1s Matthew a balance of both? Or is he purely on the side 
of society? 

Why was Father Ellenon kicked out? 



In tenns of the ending, you might not wmt the m e r s ,  which ailows for the post-play 
joumey - the journey is not over when the play ends. 

The drunk scene worked weU. So did the nïghtmare scene. 

Reniniùig back to Greg's through-he, where is he mming fiom in the fht  place? Going 
out and gming laid - was it his first the?  

The issue of the seal of confession, and "strictest perpetual silence" connects to the 
individual responsibility vs. societai responsibility. At what point does Greg question In's 
beiiefs? At what point is Greg rebebg agaht bis beliefs. 

Father Matthew cleafly represents the i i i o n  theological tradition with his emphasis on 
the social. 

Getting back to the second "scapegoat" sermon - it needs to jus* Greg's decision to 
corne back, and it needs to be cleariy related. The audience needs to know what he leamed 
and how he got there. What effect did the t h e  spent in the wildemess incur? What is he 
struggling with exactly? 

In terms of tiee will - it lies solely in the reaim of individuai responsibility, and pennits sin 
to exist. In terms of society, where is free will? In society, other forces than right and 
wrong are at work. 

What does it mean to be a priest for Greg? Was he living by the book and then was 
suddedy faced with life? There doesn't seem to be any room for his humanity- 

Because there wasn't essentidy any design for the show, you were forced to rely on 
design solutions for the transitons and the visuai irnagery. Accompiish this with the words 
so you dont have to rely on design soiutions. 

What was most important thing about the film for Jimmy McGovem? 



APPENDIX D 

Audience Response to P m  



AUDIENCE RESPONSE TO Pnat 

NB. The following is a compilation of the written responses fiom the three 
performances and the dress rehearsai. 

What questions do you have about the play? About the issues and arguments in the 
play? 

Interesthg argwnents were brought up against acting too blindly fiom either the heart or 
by the book Was there a Wddle ground" strove for fiom which a person might be moa 
effective? 

It's okay to be human but does this mean that it is okay for priens to sleep with others? 
Granted priests are human.. . but. 

Raised a lot of good issues, but one remahkg wncem was the breaking of confidentid 
information and vows. 1 guess a d e  as opposed to substance. 

Why did the director make the last scene so short? It was the most crucial part of the play 
and I believe would have been more &&ive if the scene had been longer, with more lines 
and a bit slower Pace (as in the movie). 

1 thought it was a good and interesting play. Initidy, 1 thought it rnight have too many 
différent themes, but they were aii puiled together. 

AU clear. Very clearly presented dilemmas and points ofview. 

In terms of character development, was it dear? Wbat wasn't ckar? 

For aying out loud what/when did Greg and Graham do/fd in love? We dont see them 
do anything but have sex. The visual (the beach walk) did it in the movie. 

The compassion and lack of compassion was well portrayeci and you understood what and 
where the characters were coming fiom The oaly thing that 1 found a bit blurry was what 
happened to Father Ellerton at the s*irt. But that just might be me! 

Lisa was well realized but could shake less. 1 have worked with abused teenage girls and 



rrcognized h a  despair but it doesn't have to be extreme really. Jessica did a beautifiil job 
of Li& uiireaI stüiness and her senr of betrayai. A Fabulous speech afler the seipue. "1 
love you" by Graham - too fast. 

Greg and Matthew's developing fiendslip shown very well. Lisa's path in forgiving Greg 
Shown very weU. Greg's acceptance of himselfshown very weli. Excellent in every way. 

The character development was well done. Each character built their path ta their own 
personai climax. T d y  touching. 

Main characters were developed weli. The iives of the people within Father Greg's 
wngregation firom the point of view of Father Matthew would illustrate his understanding 
of the people he's bem senhg for five years. 

Great job Father Matthew. This character is very amicable and translates well to stage. 
Also loved the character Mark. 

1 wish 1 could have seen the relationship between the young girl and the priest developed 
stronger before the end. But everything else was wondefil. 

Good play! (Thought Greg could have handled L i s  better in his priest role.) Good 
development of Greg! Tied together weli at the end. 

1 wanted clarification on the strength and development of the relationship between Greg 
and Graham. Also, the relationship with the chiidren. A h ,  what happened to Phil? How 
was Greg "found out"? 

Father Greg's homosexuality seemed to just appear out of the blue (if that's what you 
wanted that's O.K. too). Lisa was well portrayed as a child suEering immensely inside. 
Bravo. 

Very weli done. It was clear. 

1 did not get a clear understanding of why Elierton had to Ieave the church. 

The relationship between Greg and Graham developed VERY abruptly. The only scenes 
we saw between then were of a semal nature - I felt that there was a scene missing - their 
first meeting perhaps - before the bar scene. 1 loved he image of Graham in fiont of the 
cross and the repetition of Greg's "scapegoat" sermon intermingied with Matthew's 
sermon. 

There needs to be interacbonldialogue between Greg and Graham early on in the play, to 
explain why Graham puts so much emotional cornmitment into the relationship despite 



Greg's denial of him. Perhaps more scenes with Father Matthew- 

Greg's hatred ofhimseifis clear. and his reasoning too. 

Do you have any questions or  comments about the structure of the play? 

Super, tekphone conversations great. Confessional done weli. Go m e r  away fiom the 
movie. Otherwir it's just the movie with blackouts and that's really atllloying. 

Very good. It flowed weli. Kept interesteci- 

The oniy real complaint 1 have is the sornetimes choppiness of the scenes. The quick 
lighting changes made R difiicult to maintain concentration, on occasion, but they weren't 
long enough to relax. It's a heavy play and it's long to go wÏthout redy being able to 
breathe. Mostiy thougb, while it took some getting used to, the structure was wondefil, 
well done and used the space well. 

The nurnber of scenes became awkward with blackouts chosen as scene changes. 

A few awkward transitions. 

With too many themes, no single one is developed properly. Priesi has handled this 
problem weU- Themes ranging tiom scapegoats to the v h e s  of the Catholic Religion are 
al1 explored satisfactorily within the play. 

1 r d y  enjoyed the split scenes involving Father Matthew, Greg and Graham. They were 
very effective in conveying a lot of information and the mixed emotions Greg felt. 

1 loved it done in a round theatre. I felt more involved and that was great. The beginning 
was a H e  slow. 1 thought the main issue was going to be the about the pnest's &air with 
the housekeeper. It threw me for a loop at first, but the parallelism was good. 

5 159 Criminal code - 1 dont think homosexuaiity is iUegal - so didn't know what it was. 

How necessary are the blackouts? This seemed to break the momentum and jomey of the 
play for me. 

1 liked the sparseness and theatricality of the s c ~ s  - no clutter with "stuE" 

Did well to keep the set very simple. Helped focus more on the story. 

What exactly happened to Lisa's fathef? It almost seemed like he got off scott free. 



An excellent adaptation of the movie. 

Too much unresolved cunflict moving too slowly to resolutioa 

1 thoughî the "fits" by Lisa were not pdcularly convincing - how else couid her suite be 
show? 

I felt that the issue of Gre& relationship with ûrahm was overshadowed t w  much by the 
plot of Lisa and her abuse. 

1 like the multiple time scenes, and the scene in which characters said each others lines. 

Enjoyed the round; were times 1 couldnt see. Nightmare scene great. 

What, if mything, confusd you about the script? 

"Why?" That's what wntiises me. Why take this film and put it on stage unless you're 
going to do somethuig that &es out for Iive theatre. 

Nothing that 1 didn't figure out for myself. 

Even as a non-Christian, the ideas, issues, and dilemmas were clear and lefi the audience 
with their own thoughts and questions. 

Unaware that Priest was based on a movie, 1 would say that the script was weii perfomied. 

The blackouts slowed down the Pace of the play a lot, and sometimes the transitions in 
time were contiising; ie- how much tirne passes between Greg's arrest and his meeting with 
the Bishop? 

1 was only conniseci when the pnests were practising their sennon, 1 wasn't sure ifthey 
were practising or actuaiiy dohg it for real. 

The only aspect missing was what the priest was charged with. 

Very strong script. 

Nothing - I'd seen the movie very recently, exceiient. 

Gets more excelient. Good job. Congratulations to the playwright and director. 



"Why does God care what men do with their dicks?" Ifa man rapes a girl, it's ok? What 
about Phil? Was that ok? 

Other comments: 

Great job! 

Be an adaptation, not a poor imitation (or even a good one). 

Amazing, 1 have a totally Werent perspective on my heritage now. Thank you- 

It was an excellent production (but 1 didn't know there'd be a quk) P.S. didn't see the 
movie. 

Excellent acting, directing, and production. Great job! 

1 loved the way the theatre space was used. I thought the scrednightmare scenes were 
very effective. Gripping, original and tear-jerking. Wow! 

Father Greg's drearn sequeme with the transition of lines among characters was well done. 
Perhaps a better breakup of sound allowing the Merent characters "solos" might be tried. 

Good show! 

Absolutely wonderfùi. Out of the three plays 1 have seen this week (Penrecmt, 7 Ssories, 
and llre SchooI for Scanda0 this was by far the best. 

Very good. Excelient casting choices. 

Excellent acting, especiaily Lisa 1 enjoyed it (and agreed with Matthew). Glad no fiil1 
nudity or too graphic of xenes. 

1 expected the chairs to be used more - why are they or aren't they occupied? Could the 
congregation actually sit in the audience? 

1 don't have much to say except that 1 truly enjoyed the pefionnance. Very intense with 
Nce amounts of cornic relief 1 enjoyed it thoroughly- Lots to think about. 

This is the only play that has moved me to tears. Congratulations. 

The blackouts were a problem - for me, they interfered too much with the flow of the 
script and the theatricality of each scene. 1 üked the minimalization in tems of design - 



I think tbis contriiiuted to the play in a positive way. I'd hate to see someone clutter it up 
in the (mistaken) movie of "des@-" 

It mites it eag. when aü is known in the confional  and one doesn't have to operate on 
haif tmths- 

Too many blackouts? 

Lighthg, sound & i s ,  stage movements and adaptations to movie, e.g- scene of two 
dnink priests behg supervïsed by old pnest, exceuent. An excellent production, 
considering x, many of the actodactresses werelare so young (I know some are 
professional actors) . 

Excellent production- Just the right length. Touched on aH emotions. 

Very good 1 enjoyed t very much. 

Amazhg ! ! ! ! Great directhg great acting, WOW! 

The play didn't start to redy impact me uatil the latter part of Lisa's "seizure monologue." 
I was in tears often after this point. 1 think this is a very important play. 

1 really appreciated the development ofMatthew's character and his relationship to Greg. 
A very smooth and believable progression. 

Great adaptation and production. Very emotionally involving. 

Very moving. Very convincing perfomces. 

Didn't like the scredaugh? at the end. Good show. 

lncredibly weIi done. 

One of the best plays I've ever seen. Covers timely pertinent issues. Show it. 




