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OICK PROFERES

Y Scource: FHmM Dam”tmc Fundamenials
Seoreenpiay: APPLE PIE

Is O

Fvery film hegins with 2 screenpiay. idealty 2 good one. Sull, even In very good screen
plavs, the director’s pvesngauion will uncover flaws ag the scresnplay is broken up
1ot it smallsst parts, aven i the direcror Is also the writer A more intense focus,

more powerful jent, must be brought w the tes pow. The essence of svery dramarte
MORENT IAUST DY ciia‘.ovf:rad and related to 2 dramaric whole, If we think of the screen-
may ac & forest and the Gramanc MOMENts 25 Tees, We must be absie to immerse our-

5 e L.

gelves in the forest, ©o $85 EVEry ITee in mInure derail. AT the same Hme we musr be
constantly aware of each tee’s specific macp ins the forest—its job in the firn. The frsc
step in this journey of discovery begins with reading the scresnpial

BEADING YOUR SCREENPLAY

The fim direcror Billy Wilder {The Aparzmerz, 1960), on e e subject: “Ir isn't
what & vically mpos
Oms

necessarily helpful for a direcror to-know how to wrire, bur
wanr is that he kmow how o reac.” The stage directer Harold Churrman, m

Dirscring:

e need not read

'T'nﬁ director reads the soripe. He reads i again and again and again.

¢ in conseeutive daily sesstons, In fact, he would do well, if rims pEINITS, TCOSED T
asice for @ white 33’.1:“‘ cach reading and check ov what he remembers of iz He migh:
even 1y 1o forger it He should ket it woric on him before se works on 1t First impres-
ss0Dsand he must regard the first Two oF three prejminary readings as fest Impres-
sioni——are ofen deceiving, thas is conventional To begln With, £ven CEPEnences
direcrors mav sec httle more in @ seripr than an inveliigent mcarcrg:w would. Like
hir, the direcror will be amused, laugh or cry, saudder or rhriil. These reacnons ave
por withour valug; they may even DroOve ImpOrtas. ’smmszavsh_‘, [Constantin
Stanistavsicy, arnste director of the Moscow A Theatrs, and authar of An Acdor

7"7"87‘)121‘@5& tmmf’nf them very HUpartant. i BL’ thev do pot sufncr as gmaes to the dires
cript’s words into the language of the

rorial probiem, which . .. i ro wansiare
stage [fim] where men and women of ﬁesl; and binod who movez i three dimension:

amony, real objects are 1o replact: GESCHIPTOL.

o enabie e 1o deal with 2r enmre scresnplay of & manageabie length, ! nave
¢, Thz Fiece of Apple Fiz. Read It now as I & wers going

enciosed o SNOTL SCresnplat
0 b2 vOur next diracrng preuM

9]



PART One

e

THE PIECE OF aprpLn PIE

EXT. DINER-ITGHT

An Baward Hopper atmosphere.
MAIN TITLE AND CREDI?NS
INT, DINER-WTGHT

Close on last piece of
Die tin and placed op
Wider as COUNTERMAN S8Us the pie on the counter along
with & napkin and fork, ‘He Looks towards the door
CUSTOMER enters.

M &

apple pie being rvakern from
rving dish. )

CUSTOMER
Good evening.

COUNTERMATY

at the wall cliock: 13:35%

¥ the counver, past th
apple pie, and Site at a table
-

ir the empty
Testavzant, facing Counterman.

COUNTERMAL

CUSTOMEL
{inspecting tabletop)

e,

Customer stsnds and WOves to the
it, fmde iz wsatis facvory,

next table, inspects
rete v and moves o =

Cre
third tablsz. He Tuns his band over the surface.
EE8ME Lo pass muster . He ingpects the fori.
He looks up ar Counterman.

CUETOMEE.
WHat's that on the counters

COUNTERMAR

You're savinge
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1, Detecstive Work on Serimt

i
5
i
i3
i

COURTREEMAN
There’'s & customer comes in asround this time every
night for apple ple-but I've got cherry, blueberry,

-
lemon meringue, key lime—

COUNTERMAN
customer would De very

Put wyou don’t mind disappointing ms.

COURNTERMAN
vou what. I7l1 give vou a pile=ce of any
you want, on the house.

CUBTOMER

COUNTERMA

TrLL omake it a laz mods.

CUSTOMER

w
o
93
3

The Cuntomer is

CUBTOMER
I don't care i1f he’'s the Hing of Siam.

Custaomer
in front

II

G .

‘ COUNTERMAL
Hey, no guns allowed .in here.

COSTOME

I want thic
COUNTERMAN
{looks towards doorn)
= vy § e
- o L . [

CUSTOMEE. /

Don't maks xe shoot!
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OUNTERMAR ,

CUBTOMEER
I'21 count to five . One . | | cwee

COUNTERMEN

CUSTOMEFR
Gotting shot when You don‘t have tp ig
Four!

COUTERMAN
Dkay! Okay: 1+'g VOUrs .

Counterman gets the pie back on the counter. Customer

Luts the gun away and sits oo the SLoOul. He pushes &b
naphin and fork Wy . ’

CUSTOMER:

Coulad have another feork and & fresh naplin,
misene

Countermay placss = new forl and naplln o the counter
CUSTOMEY
Theanlk voo.

COUNTERNAL
Semething to dgeinks

CUSTOMEE

Counterman wallks awey Lrom Customer.
end of the counter, hiz head in hic
of utter gefea:.

After z bear, } : . &L ar
LD ing ¥ tork wig Siy-gome might say
1 ! Lo Countermen upe
™ie

COUNTERMAN
< HeVer ear apple pie, mysels.

Customer Looke UEoat Countermarn,




11 Detective Worll on Script

v
COUNTERMAL

I iike 1%, but I just don't eat

CUSTOMER

COUNTERWAR
. because of that stufl they spray on

CUSTOMER

COUNTERMAN
Something that omuses cancer.

CUSTORER
I know what vou're trying to do. It's not going to
worh,

COUNTERMAN
Mavbe I'm beingy too cautious. Nobodv s gonme get
out ol this worl & kpople pie 185 as
good a wayY Lo goh &8 ANy, perrer Than most.

CUSTOMEER

Would wvou qdust snubt up!

Counterman raises his hands in surrender. Hes begins
busying himself with & wipling rag.

The Cugvomer stares at

i

Iv Goesn’t make any sens

Counterman sSavs nothing.

CUSTOMER
here sating apole pie,

You got this cop coming i
what—tws, bhree times weel?

COUNTERMAL

CUETOMER
So whv didn’t vou tell the cop about this spray?

COURITERMAN
Hur you know cops. They 1l eat anovibing. Surse

|
2 cup of coffez te wash that down”




PART

CUSTOMER

I don’t drink coffes.
COUNTERMAN

O, no, wmy not?
CUSTOMED
heard good for you.

COMTIERMAN

I£ I had serving evervithing th
good for ne out of businsss.

BT Wasn't

You heve s regr .
COUTIERMAN
Hey, I'm not twwigting anvbodyv's arn.
Customer iooks the. piecse of pie, hecitartes,
thien places bhe forit on the counter,
CUSTOMER
What do I ows vou?
COUNTERMAN
Forgst it., it's on me.
Customer lavs twe dollars on the councer and stends .
COUNTERMAN
You sure you dom't want to wry the mey
Cusvomar goes to the door, stoms, and Turn: back <o
Councterman.
CUSTOMER
Borry about the gun.
Mayvbe vou oughi to
CUDTOMEY
I sust hought it codayv. If's not sven loaded
COUNTERMAN
No one wnows that but vou. ‘




1 Detective Work on Soript

COUNTERMAK

Customer -hesitates & beat, then takes out the gun and
o

geep it to Counierman.

TUEZTOMER

P

Before Countermal oan answey, Justomer Turns and exi

Cowntarnan Looks &t the clock: 12:00. He places the gun
of apple pie, replaces
s coffmepot and DpOULE

out of sight, goes to ths piece
turng to the

the napkin and
a cup of zoffes,
whe apple

1o ig

ple, & VEMALE COP
cbhvious “hat she
The Counterman smilies lovingly

picks uwp the fork and smiles lovingly at ths plecs o©

“he Femals Cop. She

apple pie.
i EXT. DINER NIGHT

T f o e
It's guist.

FADE OUY:

1341
11
g

WHOSE FILivi I3 117

WMiost successhul fitms have a protagonist, and the first gueston in owr derecrive work
on: the screenplay is: who is the proragonist m our film?” Another way of asking the
: sarme quesnion, one I believe is more belpful for the director, i whoss fibm is it? Which
5 character do we go through the fim with? Which characrer do we hope or fear foy—

hope that they will get what they wane, fear that they will not?

" in Thy Piece of Apple Pie, the Counterman is the protagomist. X s his fim. He
iz the character in woom we place an emorional mvestinent. He i the one we care
most abous. That is not 1o say that we are not inrerested in Costomer, our anrago:
nist. We hope thar all our characters are Interesnng, even the ones we may nov hke.
; 1 have not inciuded as the primary criterion for a proragonist thar they be the one
who drives the acrion throughouwr the enmre fitm. Not thar that’s 2 bad idea. Quite
the contrary—it 15 one of the key tenews of most dramarargy, However, there are just
toe many successfu! films where thar is not the case: for example, Ingrid Bergman
{Alicia) in Altred Hircheoci's Nororiows {19465, Also, there are many fine fitms whers
thers i3 no. protagomist ar all, such as Roberr Almman's Nasbwilie (1975, Kenji
Mizoguchi's Strect of Skame (Japanese, 1956}, or Weody Aller's Fannab and Her
Siszers {19861, Pt & warning for beginning directors: bewars of kaving s ob-so-

powerfal dramatic device out of your screenplay!

CIRCUMSTANCE

Circumstance is simply the sitnation the characters find themselves in. it can be obec-

fve or sublective—real or imagined, from the character’s perspective. In s tearure
length screenplay, the civcnmstances, especially for principal characeers, are more ofren

F
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than not made explicit in the screenplay. They are not up for grabs. But in shost films
the full circumstance of the character may nort be conmined i the rext.

What are the circumstances for the three characters in Apple Pie? Let’s start with
the seemingly easiest one—~Female Cop. She tikes apple pie, right? Wrong! She loves
apple pig! She adores apple piel I 1s the ighlight of ber day. And sne eatws it on an
exacting schedule ar this particular diner thar she has come o expect will defiver pre-
cisely what she wants. She fbas ver 1o be disgppointed

TJuer chink for o moment what would happer 1o the conflicr n our story i Coug-
rerman feit he had an our from the very beginming—that he could satisty Female Cop
with & prece of key-itme pre. To geperalize this specific: never give your characters an
easy way ous! Difficulry! Difficulry! More difficulry!

Counterman’s circurnstance seems obvious on firsr reading, He b In tove with
Femnale Cop and doss not want to disappoint her And he knows absolutely whar
wonld disappoinr her. No apple pie would disappoint her And then, who knows, she
might never come back. Bur is there anyrhing more than thar to Counterman's
circumstance this nignt® And i there I, where can we find it?

A place where we often find more is in raising the stakes. Whar if Countermar:
had finally decided that ronight he was going o escalate the relationshipe—to
metaphorically leap over the counter thar separates customer from countenmas, and
asl: his love-obiect for a dare? Of course, 1t has raken him weeks—rmaybe monthe—
0 ger his nerve up, s towght e will aliow nothing ro ger in his way! Countermar,
then, is filled with expectatiop—-one of the most powerfu dramatic devices thar we
have in our storvielling arsenal.

MNow, whar abour Customer's circumetance? [ have found over the vears thar the
rendency for most beginning directors Is 1o not push relentiessty roward the mosr dre-
matic sttaariorn, bur instead, ro gravitate to the most obvious: {or example, Customer
commes in 1o ear a piece of apple pie and when he is rold he can’t have 1 he resors o
the threar of violence. Why? Becanse he's = buliw. Or the other alternative is that he
18 simply crazy.

Is thar the best we can imagine: someons who shinks o the diner m e thross
of raging paranoiz? How mieresting can be be if he's thar one-dimensional?

Suppose we jmagine a man who is definitely. nov crazy, certainly not in the cert-
fable sense, bur rather has been pushed around all his lfe~Dy his peers, by his wife,

by his boss, maybe even his kid, Like Rodney Dangerheld, Castomer gets no respect,

and he hag finally gotten sick of n! And mday, with the nudging of his pevchiamist,
he has come tw 2 momentous decision. He is nor going o wale it any more! So be i
acrually in ap expansive mood when he walks inro the diner. Fe nas come our on the
town to celebrare the birtt of 2 new map-~the first day of the rest of his life. And
whiat about the gun? Well, one of the people whe pushed him around recentiy—ili-
erally—wag ¢ mugger He bought the gun just 10 be absolueely sure that notheg will
spoil this evening. And the compulsive cleaniiness? ks m his character {More abour
characrer later.)

O



SCRIPTWRITING / MES 153 Author: Prof. Shari Mekonen

SHORT FILM ANALYSIS WORKSHEET

Name of Short Film:

1. Who is the protagonist?

2. How is this made clear?

3. What is the inciting inctdent/catalyst?
4. What is the protagonist’s goal?

5. What are the obtacles to that goal?

6. What is the setting?

7. What is the genre?

SHORT FILM ANALYSIS WORKSHEET/2

8. What is the tone?

9. Does the protagonist succeed or fail in achieving their goal?

10. What is the resolution?

11. Can you identify a character arc?

10



SCRIPTWRITING / MES 153 Author: Prof. Shari Mekonen

CHARACTER WORKSHEET
(Make multiple copies)

FILL IN THE BLANKS BELOW FOR YOUR PROTAGONIST, ANTAGONIST AND EACH
CHARACTER WHO AFFECTS THEM IN YOUR STORY. BE AS SPECIFIC AND
DETAILED AS POSSIBLE.

1. Name:

2. Age:

3. Outstanding physical characteristics:

4, Personality traits:

5. What is this character’s long-term goal?
6. What is this character’s short-term goal?

7. What is this character’s biggest fear?

11



SCRIPTWRITING / MES 153 Author: Prof. M. George Stevenson

IMPORTANT ELEMENTS OF 3-ACT SCREENPLAY STRUCTURE

A Summary of Theses and Terminology

The Protagonist is in search of a particular goal or objective and drives the actions of the
plot. (Example: Dorothy in The Wizard of Oz, who wants to go someplace outside her
Kansas farmtown to find an environment where she can be valued as a person and to save
her only friend, Toto, from being destroyed.)

The Antagonist is character or obstacle exerting equal and opposite force to obstruct the
Protagonist from obtaining the stated objective. (Example: Miss Gulch/The Wicked
Witch of the West)

The Theme is made up of the reasons why the Protagonist’s objective is important to
both the Protagonist and the audience and how the Protagonist’s search for a way to
obtain his or her objective relates to the audience’s need to resolve similar objectives.
(Example: Dorothy thinks she needs to go over the rainbow to obtain Toto’s safety and to
be appreciated by those around her, but finds that everyone around her actually has the
same goals as she.)

L SET UP
A. Exposition shows the status que, i.e., the world in which the
Protagonist lives and identifies an underlying need felt by the
Protagonist.

(Example: Dorothy leads a hard, unfulfilling life on a Kansas farm where
the only being that seems to appreciate her is her dog, Toto.)

B. Contains inciting incident/catalyst of plot, which focuses the
Protagonist and reveals the theme; passive exposition ends and the
purposeful actions of protagonist begin.

(Example: Miss Gulch presents a legal document forcing Dorothy to turn
over Toto to her, but Toto escapes and runs to Dorothy.)

C. Protagonist declares a goal, sets out to reach objective, leading
directly to the engagement of the conflict.

(Example: Dorothy’s longing for a new life is now not an option but a
necessity; for Toto to survive, Dorothy must run away from the farm .)

I. CONFLICT

12



Escalating action as the stakes are raised for the Protagonist, usually
through opposition by the Antagonist.

(Example: Dorothy runs away, tornado takes her to Oz, receives ruby
slippers, Witch vows revenge, journey to Emerald City, etc.)

A midpoint/point of no return in which the main conflict either
reverses direction or rises to a much higher level.

(Example: Dorothy gets to see the Wizard, but he’s a fraud.)

The conflict is solved when the Protagonist succeeds or fails at
reaching the objective.

(Example: The Wizard is so touched by Dorothy’s perseverance and
longing for home that he proposes to take her back in a balloon.)

. RESOLUTION

A.

Acts as a coda to the main action; fully realizes the Theme by
directing us back to the Protagonist’s underlying need as revealed
in the Set-Up.

(Example: Glinda reveals that the ruby slippers will take Dorothy back to
Kansas; once there, she finds that she was more valued than she realized.)

o
(U8



Scriptwriting / MES 153 Source: http:/literarydevices.net/antagonist

Definition of Antagonist

in literature, an antagonist is a character or a group of characters which stand in
opposition to the protagonist or the main character. The term antagonist comes from
Greek word "antagonists' that means opponent, competitor or rival.

it is common to refer to an antagonist as a villain (the bad guy) against whom a hero
(the good guy) fights in order to relieve himself or others. In some cases, an antagonist
may exist within the Protagonist that causes an inner conflict or a moral conflict inside
his mind. This inner conflict is a major theme of many literary works e.g. Doctor Faustus
by Christopher Marlowe, Hamiet by William Shakespeare, and A Portrait of an Artist as
a Young Man.by James Joyce etc. Generally, an antagonist appears as a foil to the
main character embodying qualities that are in contrast with the qualities of the main
character.

Examples of Antagonists in Literature
Let us examine some examples of antagonist in literature.

1. A classical example of an antagonist is that of King Creon in Sophocles'
tragedy "Antigone". Here, the function of the antagonist is to obstruct the
main character's progress through evil piots and actions. Antigone, the
protagonist, struggles against King Creon, the antagonist, in her effort to
give her brother a respectable burial. Through his evil designs, Creon
tries to hamper her in this attempt by announcing that her brother is a
traitor and decreeing that "he must be left to the elements " This
protagonist-antagonist confiict becomes the theme of this tragedy.

2. Another example of an antagonist is the character of "jago” in
Shakespeare's "Othello". lag® stands as the most notorious villains of ali
time who spends all his time in plotting against Othello, the protagonist,
and his wife Desdemona. Through his evil schemes, he convinces
Othello that his wife has been cheating him and even convinces him to
kill his own wife despite her being faithful to him The thing that separates
lago from other antagonists is that we do not really know why he wants
to destroy Othelic.

3. in his novel 'Dr . Jekyll and Mr. Hyde', Robert Louis Stevenson explores
the theme of doppelgangers, in which 'Hyde' is not only an evii double of
the honorable Dr . Jekyll, but his antagonist. 'Jekyll' creates "Hyde" by a
series of scientific experiments in order to prove his statement "Man is
not truly one, but truly two." He means that human soul is a mixture of
evil and good. In other words. every man's antagonist exists within
himself. Hyde is the manifestation of the evil that existed in the

14



honorable Dr. Jekyll Well-known as a respectable Victorian gentleman,
Jekyll could never have fulfilled his evil desires. Therefore, he separates
his "evil-self' and gave him a separate identity and thus inventing his
own antagonist who as a result brings his downfall.

4. Bob Eweli is a malicious antagonist of Harper Lee's "To Kill a
Mockingbird' Being convinced Mayella may have been guilty of doing the
crime, Ewell is bent evilly on making sure that someone else gets the
punishment Ewell keeps on following Atticus, Judge Taylor , and Helen
Robinson even after the case is finished and goes to the extent that he
almost kills the Finch kids. Heck Tate, defending Boo when he killed Bob
Ewell, said: "To my way of thinki Mr Finch, taking the one man who's
done you and this town a great favour an' draggin' him with his shy ways
into the limelight- to me, that's a sin. It's a sin and I'm not about to have it
on my head. If it was any other man, it'd be different But not this man,
Mr Finch."

Function of Antagonist

Conflict is a basic element of any piot and without it, it is impossible to develop
one Therefore the presence of an antagonist alongside a protagonist is vital for
typical formula of a plot. The antagonist opposes the protagonist in his
endeavors and thus the conflict ensues. The protagonist struggles against the
antagonist who takes the plot to a climax and later the conflict is resoived with
the defeat of the antagonist or, as in tragedies with the downfall of the
protagonist.

15



Thres-act Structure

Syd Field, author of Screenplay and The Screen Writer's
Workbook, has outlined o paradigm ’rho maost screenploys
follow. A paradigm is o conceptual scheme. This paradigm is
Mﬁ sfructure that holds screenplays fogether. According to

Feld, screenplays follow o three-oct structure, meaning the
sfcmcxr Lscreenplay con be divided info three ports: Sefup,
Confroriation, and Resolution,

i

il comprises ‘m& flrst cquarter of the screenpiay. (For
hour movie, Azt would lost approximately 30 mmu’re

HeRNVge)
.

] T iwo guarters of the filmy (For o fwo hour
mo ve, ACTI W@uid lost ommr@\ imately 60 minutes.)

rise Mf—A final quarier of the film. (For o two hour
wvould be thes finol 30 mmiw.}

The "Plof Foint"—According 1o Field, the three acts are separated
by two plof poinis. A plot point, often called o reversal, is an
avent that thrusts the plot in a new direction, leading info ¢ new

ct of the scresnpiay, L«:ﬁer screenplay gurus have bulit on
Feld's theory by stating that Plot Point #1, which leads into Act 1],
is tThe moment when mr:: hero fakes on the problem.

Tie Trres-oct Poradigm:

uorxmzr‘wrm l

Eeqd o somple student paper on thres-act siruciure gnolvsis

Tayuis. Two Ao Trhras
5.
http /iwww . cod.edu/people/faculty/ pruter/film/Ahresact htm RS

16



What Happens in Act I

Actl comprises the first quarter of the screenplay. [For o two
hour movie, Act [ would last approximately 30 minuies.)

i
"

Whaot hoppens in Act | (Setup)?

Expesition--The port of o sfory that intfroduces the

charactars, shows some of thelr interrelationshios, and
olaces therm within ¢ fime and place.

This part of the story infroduces the main

character, the dramatic premise, ano the
dramatic situation.

fhain characier—ihe person in the
story who has a need/objective
o fulfill and whose octions drive
the story

Dromalic premise--what the
story's aout

Dramalic situgfion--the

e

circumstoncess surrounding the
actor

Inclling incideni-an event that seis the plot of the film

in mofion. It occurs appromately halfway througn
the first aot.

Tne "Plot Point"— According 10 Field, the three acts are

separated by two piot points. A plot point, often
called arevarsal s an event that thrusts the plotino
new diraction, leading into o new act of the
screenplay, Later scresnplay gurus have pullf on

Field's thaory by stafing that Plot Point #1, which leads
intc Act ), is the moment when the haro fakes on the
oroblem,

v

&

Tz /e cod.edu/peonte/faculty/pruter/film/act: htm $1/E2008

17
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What Hazppens in Ac

Actll comprises the next two guartars of the filrm. [f
movig, ACT it would last approximaisly 60 minuies }

What happens in Act Il (Confrontation) ?

Obstacies—in the second act, the m oin chaoracter
encounters obstacie ofter obsiacie that prevent him
from achleving his dramatic need

First Culmination—o point jucr before the haifway point
of the film where the main choracier seems close 1o
achieving his o her goal/oblective. Then, evervihing
falls apart, leading fo the midpoini.

Midpoini-o point approximately halfway ”rhrmugf“ the
film where the main character reaches his/her lowes!
polnt and se eems farthest from fulfiling the dramatic
need or obijective.

Tre "Flot Faén‘f"wA:cmd'rw o Feld, the three acts are
separated by two plot Soints. A il H":f):"*“ ofran
colied o reversal, is ar event that fnrusts the plotin ¢
new diraction, ﬂadomm Into o new act of the
screenplay.

nttpy/ reww.ood. edu/people/facultv/pruter/filmiasts him



What Happens in Act III

Aot l comprisss the final guarter of the film. [For o two hour

movie, Act ll would be the final 30 minutes.}
What happens in Act il (Resoiufion):

Climaon: fSef"o-nf::f Cutmingtion]--The point of which the
piot reachss its moxdmum Tension and the forces in
opposifion confront each other ¢t o peak of phvsical
or emotional action,

Denovemeni--The brief period of calm af the end of ¢
fiim where g stafe of equilionum returms,

e gui K’"xa» s ,.p(,,m»w
: s G

nip s iwwrwr cod_eduipenplefacultyviormrer by acts han

10



SCRIPTWRITING / MES 153 Adaptation Exercise
Source: Aesop’s Fables, retold by S. Vernon-Jones (1912)

the Lortoise and the Hare

One of Aesop's Fables
Hlustrated by Arthur Rackham

Once upon a time there was a
hare Who, boastmg how he could
run faster than anyone else, was
forever teasing tortoise for its
slowness. Then one day, the irate
tortoise answered back: "Who do
you think you are? There's no
denying you're swift, but even
you can be beaten!" The hare
squealed with laughter.

"Beaten in a race? By whom?
Not you, surely! I bet there's

nobody in the world that can win
against me, I'm so speedy. Now.

ivassis v

Annoyed by such bragging, the
tortoise accepted the challenge. A course was planned, and the next
day at dawn they stood at th@ starting line. The hare yawned sleepily
as the meek tortoise trudged slowly off. When the hare saw how
painfully slow his rival was, he decided, half asleep on his feet, to
have a quick nap. "Take your time!" he said. "I'll have forty winks
and catch up with you in a minute."

The hare woke with a start from a fitful sleep and gazed round,
looking for the tortoise. But the creature was only a short distance
away, having barely covered a third of the course. Breathing a sigh of
relief, the hare decided he might as well have breakfast too, and off
he went to munch some cabbages he had noticed in a nearby field.
But the heavy meal and the hot sun made his eyelids droop. With a
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carcless glance at the tortoise, now halfway along the course, he
decided to have another snooze before flashing past the winning post.
And smiling at the thought of the look on the tortoise's face when it
saw the hare speed by, he fell fast asleep and was soon snoring
happily. The sun started to sink, below the horizon, and the tortoise,
who had been plodding towards the winning post since morning, was
scarcely a yard from the finish. At that very point, the hare woke with
a jolt. He could see the tortoise a speck in the distance and away he
dashed. He leapt and bounded at a great rate, his tongue lolling, and
gasping for breath. Just a little more and he'd be first at the finish. But
the hare's last leap was just too late, for the tortoise had beaten him to
the winning post. Poor hare! Tired and in disgrace, he slumped down
beside the tortoise who was silently smiling at him.

"Slowly does it every time!" he said.

List by Author | List by Llustrator

http://childhoodreading com/Arthur_Rackham/Tortoise_and_the Hare html ' 2/2/2009
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MES 153/Scriptwriting Prof. M. George Stevenson

Plot vs. Story

One of the things that every writer needs to know is the difference between story and plot. It’s very easy to
confuse the two and many do.

As the British writer E.M. Forster (4 Room With a View, A Passage to India) wrote in his Aspects of the Novel,
a plot is a “narrative of events arranged in their time sequence” and “can have only one merit: that of making
the audience want to know what happens next.” Thus, “the king died and then the queen died,” is a plot.

“A story,” Forster wrote, “is also a narrative of events, the emphasis falling on causality.” By this measure,
“the king died and then the queen died of grief,” becomes a story. “The time sequence is preserved, but the
sense of causality overshadows it.”

Simply put, then, plot is the sequence of events that happen in a story. The story is what the work is all
about. Here are three examples:

Plot: The champ, Apollo Creed, suddenly needs a new opponent when his scheduled opponent is injured.
Trying to capitalize on the promotional opportunities of the U.S. Bicentennial, Creed gives the title shot to a
down on his luck club fighter named Rocky Balboa. Balboa shocks the world by going the distance with Creed
in a surprisingly competitive fight.



Story: Rocky, the underdog, overcomes great odds to find self-worth and love through his struggle to be a
worthy of his title shot.



Plot vs. Story/2

Plot: Michael, the youngest son of Mafia kingpin Don Vito Corleone, returns home from WWII, just as his
father is beginning to prepare the oldest son, Sonny, to take over. When Don Corleone refuses to join the other
five families in expanding into the heroin business, one of his rivals tries to assassinate Don Corleone and
abducts his counsel and surrogate son, Tom Hagen, to try to force the Corleone family to change its mind.

Michael, who has been purposely kept out of the family business in order to help them go legit, volunteers to
kill the man behind the heroin proposal and the corrupt cop aiding him. After Michael does just that, he is sent
to Sicily for protection. Already distraught that his youngest son has been drawn into the mob war, Don
Corleone surrenders on the drug issue after Sonny is gunned down at a toll booth, but insists that Michael be
allowed to return to the family. o o

Michael promises his wife, Kay, that he'll legitimize the family business in five years. But his attempt to enter
the casino business reveals a calculating ruthlessness starkly at odds with his earlier ideals, a coldness that will
Iead him to kill his brother-in-law as a warm up for an operatic revenge on the leaders of the other Four
Families that will leave Michael the first among equals but require him to lie to those closest to him about
pretty much everything.

Story: Michael’s ability to coolly assess business situations and quickly formulate successful strategies served
him well in war and could have done so in the legitimate business world. His loyalty to his family and
“family,” however, leads him to use his talents to lie, cheat, steal, blackmail or murder anyone who threatens
his growing empire; i.e., to turn to the Dark Side.

(more)
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Plot vs. Story/3

Piot: Karl Childers, an apparently simple, bordering on retarded man, is released from psychiatric hospital
where he was sent after murdering his mother and her lover. Returning to the town where he was raised, he
befriends a young boy, Frank, and becomes a father figure to him. After renting a room from front Franks’s
mother Linda, he meets Linda’s abusive boyfriend, Doyle. Realizing that Doyle’s violence and anger will
eventually ruin Frank’s life, Karl kills Doyle, turns himself in, and is returned to the psychiatric hospital where
he lived most of his life.

Story: Because he knows the horror of growing up amid violence, an otherwise peaceable man resorts to
murder to protect a child’s innocence and sense of possibility.

In each of these cases, the plot takes far longer to recount than the story, but it is the story that makes the plot
meaningful. Plot is nothing more than the logical progression of events used to tell the story, which is the
part of the narrative that makes us care. Outside of action movies, very rarely are the two the same.

Love Story and Titanic, The Wrestler and Black Swan, and North by Northwest and Knight and Day have the
same story but radically different plots; the five film versions of Hamlet I have seen all have the same plot but
very different stories (Olivier’s is a tragedy of indecision; Richardson’s a tragedy of conflicted masculinity;
Zeffirelli’s a tragedy of lack of faith; Branagh’s a tragedy of transgression against the order of nature;
Almereyda’s a tragedy of society preferring power over justice).

Use the plot to tell your story, but always let the story drive the plot.

et
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MES 153 - Scriptwriting This work by S. Granville is licensed under a Creative Commons
Attribution-Non- Commercial - No Derivative Works 3.0 United States License

11 December 2007 Review of

The Seven Basic Piots: Why We Tell Stories
by Christopher Booker

This book has been defying my attempts to write a review it for the better part of a month and a half
— but | think I've managed to emerge victorious at last.lt's a longstanding Cliché that there are only

really a handful of basic plots in the entire canon of Western literature. The cliché is so cliché that it's
somehow gone past cliché and come right out the other side in the form of a 700-plus-page analytical
study by former Spectator columnist and Private Eye founder Christopher Booker, Booker suggests
that storytelling serves to pass along moral lessons and models from the older generation to their
children and successors, and as a result the basic lessons have coalesced over time into seven basic
symbolic ‘plots’ that have formed the primary mode! for storyteliing into the present day. These seven
plots are as follows:

(1) Overcoming the Monster — Stories like Beowulf. 'Littie Red Riding Hbod', Jaws, and
many of the James Bond films where a hero must defeat a monster and restore order to a
world that has been threatened by the monster's presence.

(2) Rags to Riches — These stories feature modest, generally virtuous but downtrodden
characters, who achieve a happy ending when their special talents or true beauty is revealed
to the world at large. Includes any number of classics such as 'Cinderella’, David Copperfield,
and the Horatio Alger novels. '

(3) The Quest — A hero, often accompanied by sidekicks, travels in search of a priceless
treasure and fights against evil and overpowering odds, and ends when he gets both the
treasure and the girl. The Odyssey is a classic example of this kind of story.

(4) Voyage and Return — Alice in Wonderland, Robinson Crusoe on his desert island, other
stories of normal protagonists who are suddenly thrust into strange and alien worids and must
make their way back to normal life once more

(8) Comedy — Not always synonymous with humour. instead, the plot of a comedy involves
some kind of confusion that must be resolved before the hero and heroine can be united m
love. Think of Shakespeare's comedies, The Marriage of Figaro, the plays of Oscar Wilde and
Gilbert and Sullivan, and even War and Peace.

(6) Tragedy — As a rule the terrible consequences of human overreaching and egotism The
Picture of Dorian Gray, Julius Caesar, Anna Karenma . this category is usually self-evident.

(7) Rebirth — The stories of Epeneezer Scrooge and Mary Lennox would faH‘ into this paste
plot type, which focuses on a threatening shadow that seems nearly victorious until a
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sequence of fortuitous (or even miraculous) events lead to redemption and rebirth, and the
restoration of a happier world.

Within these basic plots are smaller ‘metaplots’ that outiine the general structure of these stories.

Review of The Seven Basic Plots: Why We Tell Stories /2

Booker further identifies ‘dark’ versions of these basic plots, ones in which the happy ending is never
achieved even though the characters go through all of the stages in the underiying metapiot. There
are also a handful of other, smallier piots that are often incorporated into these larger overarching
plots, such as the ‘Rebeliion’ piot or the ‘Mystery’ piot. Booker looks at both piots and characters,
identifying heroes and heroines and the figures who both help them (e.g., the Wise Old Man, the
Good Mother, the Companion) and hinder them (e.g., the Dark Rival or Alter-Ego, the Temptress, the
Tyrant). If many of these character figures sound like basic story archetypes...well, Booker says,
that's because they are. And he’s dedicated the entire book to determining and explaining how these
combinations of plots and characters come together to create some of most well-known (and dare !
say, archetypical) stories in the literary canon.

I've read quite a few reviews of The Seven Basic Plots, and most of them seem to say some variation
on the same theme: The first 300 pages or so are great, but the book goes rapidly downhill from
there. These negative reviews touch on the primary trouble with the The Seven Basic Plots. When a
particular story does not seem to fit into the established patterns of Booker’s Jungian woridview, his
seven basic plots, he immediately declares that the story is irrevocably flawed, defective, or otherwise
a perversion of how stories ought to be. As a result, a significant portion of the literature written since
about 1800 falis into this flawed or defective category — including stories such as Moby-Dick
(because we don’t know whether the real Monster to be overcome in the story is the white whale or
Captain Ahab) and Stendhal’'s The Red and the Biack (because he regards the main character, Julien
Sorel, as little more than a portrait of egotistical cruelty and selfish ambition for fame and giory). Not
even The Lord of the Rings, one of the stories that Booker points to as the ultimate example of his
basic plot archetypes, is free from imperfections: Frodo remains an incomplete character because he
never finds the feminine half that he needs to become a whole character. In cruder terms, he doesn’t
‘get the girl’, and therefore can never be complete, so he has to sail away as an incomplete and
unresolved main character. Booker also has a disturbing prediliction to blame the author’s
background for the flaws of his (or, on very rare occasions, her) stories — usually, in true Jungian
fashion, by hinting at unresolved mother issues or sexual identity woes. Very rarely does he attempt
to look at the story itself or attempt to understand why the author chose to break away from these
archetypes. Without them, the author is flawed and the story is flawed, and as a result there is littie
room for debate.

It's really a shame that Booker's methodology falls apart through his sheer insistence on clinging to
Jung. It would've been a far more fascinating study to explore why certain stories rebel against or
subvert these archetypes, and how this deliberate rebellion or subversion makes these stories all the
more powerful for the reader as a result. His writing style is an absolute model of clarity and careful
word choice, making The Seven Basic Piots seem far less unwieldy for the general reader than its
physical bulk might suggest. In the end, Booker's magnum opus is certainly worth expioring by those
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who take an interest in the history of storytelling and in the underlying themes that define so many of
our best-loved tales. I'm glad that | read it, in the end.

Souce: http://www.2normal.com/redirect.php?id=tobedwithatroliope.wordpress.com

Scriptwriting / MES 153 Prof. Shari Mekonen

The TEN COMMANDMENTS

of Writing a Screenplay

r'

1. Show, Don't Tell (Write VISUALLY)

2. The Protagonist Drives the Action

3. Love Your Antagonist AS MUCH as Your Protagonist
4. Keep It In ACTION

5.  Nothing is Incidental

,6' The Oak is in the Acorn

7. Action is Character
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8.

Movies are Emotional Rather than Inteliectual

9.  Confiict and Drama Are the Same Thing

10. Movies are Linear

SCRIPTWRITING / MES 153 Source: www.FilmmakerlQ.com

TEN RULES FOR WRITING A SUCCESSFUL SHORT SCRIPT
by Linda Cowgill

1. Know who you're making your film for If it's for yourself, that's who you have to satisfy. If
you're making it as an entry into the industry, your film needs to work dramatically as well
as technically. Competition is stiff.

2. The longer the story, the better the film has to be Length comes down to_ what the story
dictates. But if 2 film is over 15 minutes it really has to be great to keep people watching.

3. Write the script you can produce. Don't write a script with production values you can't
effectively achieve.

4. The best ideas are simple. Focus on one main conflict, develop and explore in surprising
ways.

5. Set your film up in the first 60 seconds If you're writing a ten minute (10 page) movie; you
can't take the first 5 pages to introduce your characters before getting to your conflict
Establish your confiict as soon as possible.

6. Make sure conflict escalates. Know what your character wants (the goal) and what's
preventing him from getfing it (the obstacle); and make sure your audience understands it,
too.

7. Try to develop the confiict in one main incident as the set piece of your project. Many great
short fiims develop the confiict in one incident to great effect, exploring character in ways
feature fiims rarely fin because they rely more heavily on piot.

8. If your film is less than 5 minutes, one type of conflict might be sufficient to satisfy your

audience. But if your film is over 5 minutes, you're poing o need to various obstacles or
compilications for your hero to face.



9. Just because your film is short doesn't mean you can't have an effective midpoint and
reversal. Anything that keeps your audience from guessing your ending is an asset

10.  Make sure your ending is the best thing about your great fiim. Your pay off is what you're
ieaving the audience with and it's how they're going to remember you.

About the Author: Linda Cowgill is a screen and television writer who teaches at Loyola Marymount
University and the Los Angeles Film School Her feature film, "Opposing Force,” was released by Orion
Pictures in 1986 She has written for such snows as 'Quincy" "'The Young Riders' and "Life Goes On for
which she won a Genesis Award Most recently she optioned her script "Honor Student" to World
International Network She received her MFA from UCIL.A where she won a Jim Morrison Award for best
short film. Ms Cowgill is the author of the poputar film school textbook Writing Short Films: and Secrets of
Screenplay Structure.
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Storytelling

By Emma Coats, Storyboard Artist

Although not everyone strives to to tell
Pixar-y tales, the below can be used as a
good bench-mark and/or checklist from
which to gauge and/or influence your very
own stories and storytelling process.

1. You admire a character for trying more than for 5. Simplify. Focus. Combine characters. Hop over
their successes. detours. You’ll feel like you’re losing valuable stuff

.. _ _ but it sets you free.
2. You gotta keep in mind what’s interesting to you

as an audience, not what’s fun to do as a writer. 6. What is your character good at, comfortable with?
They can be very different. Throw the polar opposite at them. Challenge them.
. o How do they deal?
3. Trying for theme is important, but you won’t see
what the story is actually about until you’re at the 7. Come up with your ending before you figure out
end of it. Now rewrite. your middle. Seriously. Endings are hard, get yours
i working up front.

4. Once upon a time there was . Every day,

One day, . Because of that, .
Because of that, . Until finally
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8. Finish your story, let go even if it’s not perfect. In
an ideal world you have both, but move on. Do
better next time.

9. When you’re stuck, make a list of what
WOULDN’T happen next. Lots of times the
material to get you unstuck will show up.

10. Pull apart the stories you like. What you like in
them is a part of you; you’ve got to recognize it
before you can use it.

11. Putting it on paper lets you start fixing it. If it
stays in your head, a perfect idea, you’ll never share
it with anyone.

12. Discount the first thing that comes to mind. And
the second, third, fourth, fifth — get the obvious out
of the way. Surprise yourself.

13. Give your characters opinions.
Passive/malleable might seem likable to you as you
write, but it’s poison to the audience.

14. Why must you tell THIS story? What’s the
belief burning within you that your story feeds off
of? That’s the heart of it.

15. If you were your character, in this situation, how
would you feel? Honesty lends credibility to
unbelievable situations.

16. What are the stakes? Give us reason to root for
the character. What happens if they don’t succeed?
Stack the odds against.

17. No work is ever wasted. If it’s not working, let
go and move on — it’ll come back around to be
useful later.

18. You have to know yourself: the difference
between doing your best and fussing. Story is
testing, not refining.

19. Coincidences to get characters into trouble are
great; coincidences to get them out of it are
cheating.
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20. Exercise: Take the building blocks of a movie
you dislike. How do you rearrange them into what
you DO like?

21. You gotta identify with your situation/char-
acters, you can’t just write “cool.” What would
make YOU act that way?

22. What’s the essence of your story? Most
economical telling of it? If you know that, you can
build out from there.
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What South

SOMEWIILRL BETWEEN sentient feces, Helen Keller musicals,

uble series to one of the major forees in American comedy,
puppet action film (Team Anrerica: World Polive) as well as Broadway (The Book: of Mormon). But one
*dravwen grade-school stars alv vavs |

erude
or gross or politically wmbivalent o, ide

moral, The lessons tend to just emerge as he and Stone write ¢

ang

rarn a valuable lesson
ally, all three. “That alw:

Park's creators have learned in f
s and quiel episode-ending morls. By MARGARET LYONS

$

LEETL,

and the tale of one Serotie MeBoogerballs, South Parl: went from culty

| fts creators, Trey Parker and Mayt Stone, be

atthe end of ¢

he episode, they say.

me masters of the epie 1

thing remains constant: Thestll |
Ty episode, even ifthat lesson is something subversive
ends up being the last thing we putin the show,” says Parker of the
Sure, they've taught us about gnomes who steal

underpants, and the dangers o being an Apple fanboy, but Parker and Stone have learned a few things themselves atong the way:

Aot of times welve
erred on the side of”
overexplaining,
Stone savs, “Mow we
don’t care anymore.”
This has led to an
asingly fiberated
South Parl, the
creators’ greater
comitort with unusual
or strange maoments
within an episnde,
whut Stone calls
anti-messages.” Parker
savs It changed “when
we stopped heing
brooding twenty-
somethings —here he
breaks into garbled
gibberish in a
high-pitched, whining
voice, Fig point? as
they grew ap, they
realized “we dor’t
know what the fuck
we're talking about,”
Which took the
pressure oft being
precise.

Parker explaing;
Fhats when you feel
the best: when you
don't need someons
to stand up on the
soapbox at the end
and say, ‘You see..."
It's alesson that
inspived one of The
Book of Mormon’s
mostjudiciouy euls;
Elder Prive, the Goody
Two-shoes who
experiences nanajor
fall from grace over
the course of the show,
used to have a
monologue explaining
his journey of
enlightenment (and
back). They eut it 1o
two sentences.

The second-season
premiere, “Terrance
and Phillip in Not
Without My Anus.”
elicited an unexpected
baclkiash front fans
because it didn’t
explain the firgt
season’s cliffhanger,
“We thought people
would fove it,”
Parker says, “We
thoughtofitas
almostameta-
television joke. And
people hated it. They
were ke, ‘But who is
Cartman’s dad? And
we were like, “‘Who the
fuck gives a shit? Hes
not real. It whoever
we say 1 is! But it was
abig lesson that the
audience doesn't Iike a
Joke on ther”

Parker describes
himselfas a huge fan
of the Food Network

- (which sort of explains
season fourteen's

*Créme Fraiche”

episode) and of simple,
straightforward
ingredients. He says
their entire approach
changed after a 2001
episnde cailed “Seonl
Tenorman Must Die”
in which Cartman
seeltsvevengs onan
older kid who makes
fun ofhing, eventually
torturing Scott
Tenorman to the point
where Cartman licks
tears off his foe's face,
“We nsed to have an
A~story, a B-story, and
sometimes 2
Crrunnery” Parker says
of carly seasons. Bul
for *lenorman,” he
says, “we just had this
siruple story, and as we
were doing it, we were
like, “This is coolt™

=
faid

Last June]
episode—“You're
Getling Gl ™ tumed
the world of South
Park on its head by
going after cynicism,
with Stan discovering
thathis critical gaze
was allenating him
from everyone he
cared about, it set off
rumors that Parler
and Stone were
signaling they were
done. "We're making
i James
and Adam Sandier ...
sutwe have to include
ourselves in there,
too.” Stone says. “Fow
long can you keep
making those movies?

Mr. Hankey is not
“talking poo just for
the sake of talking
poo,” Parker insists.
“Ithad a point,
It's about Kyle feeling
filee an outcast,
fecling like he can't
relate to Chiristimeas
in the
kids ean,
and it sucks.

long can you keep
doing this?" Their
contract goes for twa
MOTE Seasons.
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What is & Treatment, and why do | need one?
By Micki Grover

Source: hitp/hwww. writarsstore. comiwhal-is-g-ireatment-and-why-do-i-need-one/

If you've ever asked those guestions, you aren't alone. In the world of synopses, ons-pagers beat
sheets, outlines and drafts, treatmants can get lost in the shuffle. Writers ofien forego the treatment
process aliogether — which ts & huge mistake! Treatments are 2 writer’s secret weapon, because fhey

benefit vou in countless ways.

Perhaps the most common reason for skipping the treatment stage is simply that nof everybody has &
clear definition of what they ars. The urforiunaie fact is that many rules regarding treatments arsn’
cut and dry, and faking on & project without strict guidelines can seem dauniing,

However, if's important o embrace rather than be intimidated by the flexible construct of writing the
treatment, All we're falking about is a short document writien in prose form and in the present tense
that emphasizes, with vivid description, the maior slements of & screenplay. Yes, treaiments are

ctually writter in prose! The essence of the story and fhe characters should be evoked through
exhilarating lenguage and imagery.

Treatments have a stvle of their own just as screenplavs do, and they (oo {ake time to master. Wriers
who swear by using treatments find that it's 2 fun outlet to write with 2 voice that screenplavs and
synopses sometimes constrain. The ultimate goal is simply to il your story in an engaging way, as it
you ware passionately teliing your best friend about a new script over coffes.

Bo, why do you need & treatment?

Firgt, writing the treatment is an excellent way fo force yourself to get the intricacies of vour story down
on paper before you even think about writing FADE IN. Let's be honest, most of us are guiliy of having
jumped info a new draft when there were still gaping hotes in the story, and that never ends welll The
more work you put into your treatment, the less time vou'll spend writing and rewriting... and
rewriting... And when it's fime to rewrite, the treatment is right there 1o help guide you. A strong
treatment is prachically guaranteed to make your script better, so why imit vourssil?

Treatments are also one of the most effective marketing tools in the film industry. They are used as
the middie step betwaen the pitch and the full draft; i your pitch goes over wall, you can leave vour
tregtment behind as a next step. The botfom line is, Holiywood execs witl nol read a full araft uniess
they aiready know it's worth their time, and the only way they can be sure of that is {o read & sieliar
freatment. Think of it as reading the back cover of & book before vou invest in buying it. If vou know
how fo nail a perfect treaiment, you've already got one foot i the door.

A treatment s a great first step wnen assembling vour cache of marketing tools. Besause you've
already put the development work into this document, if's relatively easy 1o boil it down to & che-page
lsave-behind, rather than starting with & one-pager that leaves, something to be desired. Not o
mention, if you find vourself at & pitch festival or meeling, you'll be giad you worked out alf the kinks of
your story in your freatment when potentially interested parties siari asking their questions!

Addiiionali‘y i yOL i were asked o adapt sourcs material or rewrite another writer's story, ihe
fiimmakers would likely ask you for & treatment. W's a quick and accessibie way (o summarize the
structural and characier deveiopmem chotces vou'll mak& as ihe hew writer befors moving on 1o the
seriptwriting stage. e & stiuation we'd all like to be in, but not if you're caught unaware of the

intricacies of wiiting & reatment!



Even before you get 1o the marketing phase, freatments are & great way o get feedback from vour
peers. While not everybody has time o read a full drafl of vour lates! script, it's hard to turn down &
few exciling, well-written pages. Feedback is the key to developing vour story, and passing oui &
freatment is generally more readlly accepted than passing out 100+ pages iz, Nof ic mention, friends
who arer’t familiar with screenplay format and style will have no troubie reading the prose of 2
treatment, so you can gst sven more feedback, faster.

Perhaps you woke up with & great idea, but you're not sure you want to commit just yet to weeks or
months of writing the first drafl. Insiead, wriie the treatment — if's & surefire way 1o help you dacide |
the story you have in mind is worth pursuing. Of course, if vou don't fes] like putting wesks’ worth of
writing in to flesh out a full draft just vel, vou still have ons more pitch-able idea in the vault if
necessary, And vou naver know when you might need it

The bottom ing is that treatments exercise vour writing muscles, they make vour story better, and they

are one of the most accepted forms of marketing tools. Whether vou're a budding writer or & working
writer, if you don't vet know how to pen the perfect treatment — it's ime to lsam!

s

ffeet the Author Miski Grover

Micki Grover is & Story Specialist for The Writers Store and has worked as 2 reader and analyst for
Red Hour Films, Truby’s Writers Studio, various writing contests, and of course, deadbeat friends,
Having been trained in every genrs and most mediums, Miclki strives o help passionate writers
achieve thelr dreams with each project because she balieves that camaraderie and & dash of
optimism are essential to survival in Hollywood. Bhe has been published by the 8i. Petersburg Times,
McSweenays, The Devastator, and countless online outlets. She holds a degres in scresnwriting from
Chapman Univarsity,
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What te 2z Treatment?
By Merilyrn Horowliz

Source: http:fiwww . movieoutline.comfarticles/ ow-to-write-a-treatment.ivirnl

There is controversy about the length & treatment can be. Some say up to 60 pages, but the point of
the treatment is o communicate vour story as quickly as possible, so brevity without sacrificing juice is
the key here,

There seem to be three opinions about what 2 treatment is,

One opinion is that it is & one page writien pitch. The second, which | agree with, is that i is & wo to
five page document ihat tells the whole story focusing on the highlights. The third opinion is that
treaiment is & lengthy document that is & scene by scene breakdown of & script, | consider this an
outiing, and a waste of time as & marketing document, though it carn be an important step in the
creation process In my experience, the two 1o five page version works best, and an gxample is
inciuded in this article.

Mow To Write & Treatment

This two 1o five page document should read like & short story and be written in the present tense. it
should present the entire story-including the ending, and use some key scenes and dialogue from the
screenplay it is based on.

What Shoutd Be in the Treatment?
Title page:

¢ A Working title
= The writer's name and coniact information
¢ WGA Registration number

Fraatment

¢ A short loglne

« infroduction to key characiers

«  Who, what, when, why and whare,

¢ Act1in one to three paragraphs. Set the sceng, dramatize the main confiicts.

«  AcL2in two to six paragraphs. Should dramatize how the confiicts introduced in Act 1 isad to &
crisis.

¢ Act31n one 1o three paragraphs. Dramaiize the final confiict and resolution,
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Samplie Movie Treatment:

Liliy

By Marilyn Horowitz

Its 2006. The political climate in China is very unstable. When ANNA, the young
pregnant wife of an outspoken journalist is left widowed after a vicious assassination,
friends whisk her out of the country to sympathetic expatriates in Queens, New York.

in Queens she's given a grim room in the iocal syndicate head quarters. Anna is
lethargic, lost in pain. JON VAN, the charming head of the syndicate comes to see how
she's doing, and expresses romantic interest in her. Anna's lack of enthusiasm angers
him, but he writes it off to her recent experiences.

Lost in shock and grief, Anna, is placed with JUNE, another widow, who has adjusted to
the new life. They share a run-down apartment in a maze of tenement buildings,
serviced by a few small markets in a bad part of town. June runs the local daycare
center for the working mothers in this closed Viethamese community.

Anna, now seven Months pregnant, is speechiess and depressed until early labor forces
a bone chilling howl of pain from her parched lips. The baby is born, Lily, a perfect littie
girl, but Anna is too deeply distressed to bond.

It's June who hoids the tiny girf, and cuddies her.

As the weeks pass; Anna slowly recovers. She starts {0 ask questions about the new
world she's entered. Anna sees the mothers drop off and pick up their children, tension
and fear in their faces.When Anna asks why there is so much stress, June explains that
everyone owes the syndicate, the local arm of the people who helped Anna escape. Jon
Van is the boss.

June reveals her hatred of the syndicate, telling Anna of their expioitation of their own
kind. "That's why | make so little money, Annga, half of it goes back to them. That's why
everyone's afraid, they use threats of deportation or death to keep us in ling,"Anna
denies this, insisting that since the syndicate saved her life and the life of her daughter,
June must be exaggerating.

June helps Anna improve her English, warning her to keep it a secret. Their nightly
practice bonds them together like sisters. But as time passes, June becomes more and
more depressed and decides to run away. Anna feels for June, but warns her that it's
wrong to fiee. Late one night, June tries to escape. She's caught and is beaten to death.
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Horrified at the death of her only friend, Anna's emotional agony returns and she takes
refuge in her relationship with Lily. When Lily wants to know about her father, Anna
make-is up a wiid story. She tells Lily her daddy was a famous patriot, who died to save
her and many others from the oppression in their country. When Lily asks if he's really
dead, Anna hasn't the heart to confirm the truth. She pretends that there's a big secret.
She tells Lily that Daddy really escaped and carne to America, where he is searching for
them everywhere.

This fantasy helps Anna to resolve her trauma over the death of her beloved husband
and she begins to mend. Jon Van visits, and puts her to work. She takes over June's
former duties and runs the local daycare center.

Jon Van lays down the rules: traditional food, dress and language. No Engiish in the
home, no western clothes, no contact with TV. Jon Van makes his usual pass, but Anna
oniy looks at him with scorn.

Five years later,

Anna's daughter, Lily, is ready to go to school. On her first day, she's made fun of and
returns home in tears. She begs her mother to teach her English and buy her regular

American clothes. Lily's daily humiliation at school upsets Anna. She goes to Jon Van
and asks that her daughter be allowed to wear American clothes and learn English.

Jon Van warns her to stop this revolt, reminding her of her illegal status. When
she argues, he reminds her about what happened to June. He then offers to help
Lily if Anna will respond to his advances.

Defeated and repelied, Anna returns home, realizing that June had told her the truth.
The months pass, and Lily continues to attend school. Every day, she comes home
crying. Lily becomes a faint shadow of her former cheerful self.

Anna can only attempt to comfort her. The only cure is a new story abciut Dad. Anna's
helplessness turns to anger and depression, and she neglects her work and this causes
her to lose her day care center,

Jon Van appears with his usual request, but Anna resists. She pleads with him to give
her more time to respond to him, and to give her a job.

Meanwhiie, after a rash of local thefts, the regular collector, another woman, is attacked
and robbed,

Jon Van asks Anna to collect the deposits from the local stores and put them in the
bank. She does this gratefully, and without question.

After a few months of doing this work, its Lily's birthday. Anna steals the daily deposit
and buys Lily American clothes and a gold necklace.
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Meanwhile the thefts continue throughout the neighborhood.

When Jon Van confronts Anna about the missing money, she pretends the thief has
attacked her.

Jon Van believes her, offers her safety in exchange for sexual favors. Again, Anna
rebuffs him. She realizes that Jon Van was hoping this would happen, and it makes her
even more determined not to give in to him.

DANIEL, the thief, burgles one more store, and is caught by the enforcers of the
syndicate. They drag him to an alley and try to beat him to death. Ankie broken,
severely wounded, he manages to escape into the maze of tenements.

Daniel breaks info Anna's apartment and hides. Anna is out collecting, and Lily is in
school. He finds the necklace and pockets it.

Lily returns from school. She finds Daniel, and assumes he's her long lost father, just
returned from a new adventure. Daniel's touched by her innocent acceptance and
cannot hurt her. Anna returns. She's appalled to find Daniel in her house, alone with her
daughter. She's about fo turn him into the syndicate, when Lily joyously announces how
happy she is to have found her father at last.

He's so badly beaten that he's not even a threat, and sc, Anna doesn't have the heart to
destroy Lily's joy. They have a little party, and Daniel and Anna pretend that the
necklace is from her "father."

Anna is overwheimed to see her lithe girl finally happy.

They continue o enact this uncomfortable charade until Lily leaves for school the next
day. Finally alone with him, Anna telis Daniel to get out. He refuses. She threatens to
call the syndicate. He threatens to tell Lily he's not her father. Anna realizes that she will
be accused of harboring a suspect. She asks Daniel what he wants. Daniel telis her that
all he wants is a chance to recover and the get the hell away from there. Anna says she
will let him stay if he wili maintain the lie. Daniel agrees,

That night the charade continues. Daniel teaches Lily some cool English words and how
to fight back. There is as much tenderness between them as though he were her real
father. Anna is upset at the situation, but Lily goes to sleep, happy in the lie.

As the days pass, Lily and Daniel grow closer and closer. Lily changes and becomes
more secure and out going.

After Lily leaves for school, Anna and Daniel talk, As the time passes, the conversation
becomes more personal. Anna realizes they have a lot in common. She softens and
takes care of him.
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Daniel wants to know who beat him so badly. Anna tells him about the syndicate. Anna
goes to the stores to collect the deposits. Friends warn her that the syndicate has found
out that she bought the necklace.

She runs home and asks Daniel for heip. He sees the poverty she lives in and demands
to know where she got the money for Lily's gift. She tells him, commenting that they're
both thieves.

Daniel realizes the danger Anna has placed Lily in, and tells her they must get Lily from
school. They arrive in time to see Lily kidnapped on the way home by the syndicate.
They pursue, but cannot foliow inside the syndicate headquarters.

Daniel takes Anna to stay with his friends. He agrees to help her find Lily. They decide
to turn the tables on the syndicate and break them up. The question is how? He and his
friends are former soldiers, now fallen on hard times. They plan an elaborate scheme to
break in and rescue Lily.

Anna must go in to the head quarters alone and face Jon Van. She pretends to be
ready to give in to his advances in exchange for Lily, and they go to bed.

Daniel breaks in with his team. A firefight ensues.

Daniel rescues Lily, but is shot down. As he dies, he tells Anna he was happy his life
added up to something after all,

Now Anna must save her own daughter, and kill Jon Van.
She meets the challenge, leaving the syndicate shattered behind her.

With new resolve and confidence, Anna takes over the syndicate, but brings prosperity
and a new modern tradition into the community. She never tells Lily that Daniel, the
thief, wasn't her father.

© 2007 Marilyn Horowitz

Marilyn Horowitz is an award-winning New York University professor, author, producer,
and Manhattan-based writing consultant, who works with successfui novelists, produced
screenwriters, and award-winning filmmakers. She has a passion for helping novices
get started. Since 1998 she has taught thousands of aspiring screenwriters to compiete
a feature length screenplay using her method. She is also a judge for the Fulbright
Scholarship Program for film and media students, in 2004 she received the coveted

" New York University Award for Teaching Excellence.
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SCRIPTWRITING / MES 153 Source: Prof. Shari Mekonen

Log lines
Log lines are tools for the development process. A log line
translates 120 pages of action into one simple idea. This is so

that a busy development executive will have a reasonably accurate
reference point for each script.

A log-line is also what helps you determine whether your story is
structurally sound. The great Broadway playwright and producer
David Belasco: "If you can't write your idea on the hack of my
calling card, you don't have a clear idea. "

It's a difficult question because there is never a single,
authoritative log line for a script. Each script will have as many
different log lines as there are readers.

It's not necessary for your log line to mention character names. A
strong character trait will do - with a dramatic teaser about the
story.

All log lines go back to that ancient storyteller's formula, "What
would happen if a character like x ended up in a situation like vy."
Next add a specific catch word that quickly tell the reader what
the story is about. Is it about love, greed, obsession murder,
family turmoil?

Once you're set on one or two words you can push out from there
adding a few more economical adjectives and verbs to make up your
long line.

This is the story about who

Some key words: hero; flaw; lifechanging event; opponent; ally and;
battle.

A high concept log line makes a story out of one of the most
universal -

® human emotions : fear, love, hate, envy, etc
e deadly sins : anger, greed, lust, etc
. plot motivators : betrayal , vengeance, discovery,

rebirth, survival , etc
° virtues ; loyalty, faith, responsibility, etc



And don't forget, Documentaries bave loglines too:

Since the topsy-turvy election of 2000, many Americans
have puzzled over the question : If George W. Bush is as
dumb as he sometimes appears to be, how did he ever
become President?

LOG LINES/2

More Log line EXAMPLES:

AMERICAN BEAUTY: "The arrival of a troubled family in a small New Jersey
suburb collides with their new neighbor's midlife crisis; the result
leads to murder, a frame-up, and two innocents going to prison."

The official DreamWorks SKG log line:

"Stuck in a dull life and a loveless marriage, & man stakes out a
new direction that ends up costing him his life."

E.T.: "A meek and alienated little boy finds a stranded extraterrestrial
and has find the courage to defy authorities to help the alien return to
its home planet."

GONE WITH THE WIND: "Against the backdrop of the great Civil War, a
narcissistic Southern beauty, obsessed with idyllic love, struggles to
reconstruct her life and finds her true love is closer than she thinks."

HERO / FLAW /BATTLE structure:

ROCKY: A boxer (hero) with a loser mentality (flaw) is offered a chance
by the world champ (opponent) to fight for the title (lifechanging
event) but, with the help of his lover (ally) must learn to see himself
as a winner before he can step into the ring (battle).

STEEL MAGNOLIAS: An overprotective (flaw) mother (hero) must overcome
her own fears in order to allow her diabetic daughter (opponent and
ally}) to risk death to give birth (lifechanging event), then must fight
to make sense of her daughter's losing battle against death (battle).

CASABLANCA: A jaded (flaw) WWII casino owner (hero) in Nazi-occupied
Morocco sees his former lover (opponent) arrive (lifechanging event),
accompanied by her husband (ally) whose heroism forces the hero to
choose between his cynicism, his feeling for his ex~lover, and his
once-strong feelings of patriotism (battle).

Themes:
. A woman or family in jeopardy?
CAPE FEAR: A lawyer's family is stalked by a man he once helped
put in jail.
e An ordinary woman in extraordinary circumstances?
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ERIN BROCKOVICH: An unemployed single mother becomes a legal
assistant and almost single-handedly brings down a California
power company accused of polluting a city's water supply.

. Men or women on a mission?

SAVING PRIVATE RYAN: US soldiers try to save their comrade
who's stationed behind enemy lines.

LOG LINES/3

AMERICAN PIE: Four teenage boys make a pact to lose their
virginity by prom night.

e A man or woman against nature?

CASTAWAY: A FedEx executive must transform himself physically and
emotionally to survive after a crash landing on a deserted island.

CLIFFHANGER: A retired mountain climber must conquer an unclimbable
peak to save the survivors of a plane crash from certain death.

o A man or woman against nature? the system?

PEOPLE VS. LARRY FLYNT: A pornography publisher becomes the
unlikely defender of free speech.

CLASS ACTION: A female attorney finds that her nemesis is her own
father, and must choose between her corporate client and justice."

e - A woman escaping from something or someone she loves.

ENOUGH: On the run from an abusive husband, a young mother
begins to train herself to fight back.
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MES 153 - Scriptwriting MEDIA ARTS AND TECHOLOGY

PROJECT ONE:
TREATMENT AND NARRATIVE SCRIPT

PURPOSE: The student will learn the basics of three-act structure; writing a treatment for the
screen; and writing a narrative single column script.

PROCESS: This assignment requires TWO documents:
1) A 1-page log line and treatment that:
« must have a log line at the top
¢ must not be more than one page must be 12 point type, double-spaced
¢ may use the font COURIER or COURIER NEW

+  must tell a fictional story from beginning through middle and end. To help
achieve this, break into Acts 1, 2, & 3 Must have a clear protagonist and an
"arc" Must follow general rules and guidelines of writing a treatment',

2) A 4 (minimum)-to-40 (maximum) page screenplay/teleplay (single column)
format® script based on treatment above, must tell a fictional story from beginning
through middle and end. Must have a clear protagonist, goal, conflict/obstacle(s),
and an “arc.”

Students will schedule their time slots for IN-CLASS workshop/critique

Students will make enough copies of script.only for everyone to read (#of students in
class divided by two — 2 people can share 1 script)

PAYOFF: The student will master the fundamentals of 3-act structure, treatments, and single
column script. Students will also gain insight into their writing by hearing their work read aloud and
receiving feedback from the class.

' See handout/lecture notes: for example, use strong visual language; do not say what a character
thinks, rather, show what they do: SHOW, DON'T TELL; etc.

? See handout/lecture notes: proper scene headers like INT. CLASSROOM - DAY dialogue is
indented from body text and flush left; dialogue headers are capitalized; etc.
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Prof. M. George Stevenson

ACTIVE READING FOR SCRIPTING
What to Look for When Adapting Text into Screenplay/Teleplay Format

When scripting from a text, it’s important to remember the two functions of a script:
1) to tell the story
2) to be a blueprint for production

A good script will satisfy both functions and do so without making one or the other of them too
prominent.

Let’s look at a passage from a “treatment” of Romeo and Juliet by E. Nesbit:

Presently amid the dancers Romeo saw a lady so beautiful and so lovable that from that
moment he never again gave one thought to that Rosaline whom he had thought he loved. And
he looked at this other fair lady, as she moved in the dance in her white satin and pearls, and
all the world seemed vain and worthless to him compared with her. And he was saying this, or
something like it, when Tybalt, Lady Capulet's nephew, hearing his voice, knew him to be
Romeo.

If called upon to adapt the passage, the first questions that need to be asked are basic:
1) Where are we?
2) Who needs to be seen onscreen?
3) What actions do they take?

1) WHERE ARE WE?

This one’s easy: The answer is in the first words of the passage: “Presently amid the dancers...” So
we’re obviously at some kind of dance hall or a mansion big enough to have a big dance floor. We
know it must be big because there are a lot of dancers and we know there are a lot of dancers
because the fair lady Romeo spies is surrounded by enough people to be “amid” them.

So our location, which always introduces a scene in Screenplay/Teleplay format, is the following:
INT. CAPULET BALLROOM - NIGHT

It’s ALL CAPS because it’s blueprint function is to be the “Location Slug,” which will eventually be
broken out and organized into, among other things, a production schedule.

It’san INT. [interior] because even though it could be a courtyard and thus outside (an EXT.

[exterior]) — Old Capulet would probably consider guests dancing in the courtyard of his mansion to
be “under his own roof” — it’s easier to plan a big scene like this without having to take weather into
account, so let’s take Old Capulet at his word for now.
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It’s NIGHT even though it could be a DAY because 1) that’s when most dances take place and 2) it’s
more romantic that way, no? [This is another reason to make itan INT. : It’s easier to pretend it’s
NIGHT while inside than having to block out the sun at a courtyard dance.]

2) WHO NEEDS TO BE SEEN ONSCREEN?

This question is a bit harder to answer specifically as it takes many dancers to fill a baliroom, so
there are clearly a lot of people there. But the passage only contains four names — Romeo, Rosalind,
Lady Capulet, and Tybalt — and two of them, Rosalind and Lady Capulet, aren’t necessarily present.
Two others definitely are there but not named: “a lady so beautiful and so lovable” and whomever
Romeo is “‘was saying this, or something like it” to when Tybalt recognizes his voice.

So let’s make a list of the people who HAVE to be in the script because the actions they take are the
basis of the passage; i.e., in order to fully dramatize the passage, they MUST APPEAR. Who's on
our Must Appear list?

1) DANCERS

2) ROMEO

3) “alady so beautiful...”

4) the “lady so beautiful’s” dance partner
5) Romeo’s conversation partner

6) TYBALT

Is there anyone else who HAS to be there?
No — we’re done.
CAN there be other people there?

Of course — but we’ll let the dynamics of the action dictate that.

3) WHAT ACTIONS DO THEY TAKE?

Now that we have the LOCATTON and are armed with our list of Must Appear Characters, we can
get down to business: What happens? As always, let’s ask ourselves two questions:

1) What is everyone doing?

2) How much of it do we neéd to specify?
The last on our Must Appear list — the DANCERS — are the first to appear and the easiest to deal

with: They’re EXTRAS a/k/a ATMOSPHERE — i.¢., human set decoration — and we don’t need to

concern ourselves with them except to mention their presence in ALL CAPS, so that we’ll remember
to include them in the One-line Breakdown [an organizational tool we’ll work with later in the
semester] for the scene:
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INT. CAPULET BALLROOM - NIGHT

The dance floor of the grandly appointed room is filled with
beautifully dressed DANCERS, who form a variety of patterns
while executing an energetic series of steps.

Do we need to specify more than that? No, that’s enough of a general picture that we can see the
setting. It’s also a perfect ESTABLISHING SHOT, i.c., the opening of a sequence that shows us
the big picture at the location before moving in to the particular events that occur.

Why start with this? Because that’s how such scenes are generally shot: starting with the widest
angle and working toward the narrowest . So for blueprint reasons, it’s not a bad idea to write it
that way. Remember, a screenplay/teleplay is essentially a word-based presentation of the pictures
and sound we’ll be seeing and hearing. Unless we’re going for something disjunctive and/or avant-
garde, following the usual order of presentation is no different than beginning a joke with “Knock-
knock!” rather than “Who’s there?”

23, G

Also note that the passage is the Third Person, Present Tense — “is” not “was”; “executing”

not “executed.” This is because the storytelling aspect of screenwriting means that we need to
present our material as an unbroken stream of “now,” just as it will be experienced by the eventual
viewer.

So what’s our next “now”? ROMEO, of course — but what is he doing? :

Romeo saw a lady so beautiful and so lovable that from that moment he never again gave one thought to that
Rosaline whom he had thought he foved. And he looked at this other fair lady, as she moved in the dance in her
white satin and pearls, and all the world seemed vain and worthiess to him compared with her.
Looking and thinking. Is that something we can see? Not really. So let’s begin with what we CAN
see: the “lady so beautiful...” dancing.

Do we know who she is? Not yet — it’s her first appearance in the text, which brings us to another
way in which screenplay/teleplay writing differs from pure storytelling: Because we’re dealing
entirely with visuals, we can’t finesse the apparent.

The “lady so beautiful...” is JULIET and HAS to be designated as such because she’ll be played by

an actor’ and we can’t get around seeing that particular actor when we shoot the scene. If we know
the story, we’ll suspect who we’re seeing is JULIET, both from the context and the opening

credits, but if we don’t, she’ll appear to the audience as ROMEO sees her: The most striking young
woman on the dance floor.

So we can also see ROMEO looking at JULIET, but the focus of this part of the passage is what he’s
thinking, which we can’t see.

* I’'m not suggesting Elizabethan-era casting of boys as women; in recent years, it’s become
standard to use “actor” to refer to all actors, male or female.
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Or can we? Let’s try something:

INT. CAPULET BALLROOM - NIGHT

The dance floor of the grandly appointed room is filled with
beautifully dressed DANCERS who form a variety of patterns
while executing an energetic series of steps.

ROMEO (20s, handsome, a bit spoiled)‘ appears at the top of
the stairs leading into the Ballroom. He wears Harlequin
garb, with a black and white painted face. Nervously looking
down at the Dancers, he relaxes as he sees no one who might
know him,” when something catches his eye.

ROMEO’ S POV: JULIET AND PARIS ON THE DANCE FLOOR

A vision in white satin and pearls, JULIET (19, convention-al
ly beautiful, sheltered) LAUGHS as her dance partner, PARIS
(late 20s, obvious ladykiller) reverses a move and throws the
whole group out of step.

ROMEO IS STRUCK DUMB [ALL CAPS here indicate a return to the master shot]

He can hardly believe his eyes: Juliet is the most beautiful
girl he has ever seen.

Juliet continues tco LAUGH as she, Parilis and the other Dancers
awkwardly, then gracefully resume their pattern.

BENVOGLIO (20s, rich but tough) arrives next to Romeo; he,
too, has a painted face and wears a Jjester costume. Seeing
Romeo’s rapt expression, he waves a hand in front of Romeo’s
face.
BENVOGLIC
Still on Earth? Or has the sight of
Rosaline transported you?

ROMEO

* Technically, this “ID slug/Cast Breakdown line” would have occurred when ROMEO was first
mtroduced.

° Remember, as a Montague, he’s literally in enemy territory.
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(still rapt)
Who’s Rosaline?
Does that cover all the material so far?
It does: Romeo sees Juliet and falls in love at first sight and we SEE his thoughts.

How? Through the cinematic technique called MONTAGE, which is the juxtaposing of images to

create associations. We see something catch Romeo’s eye, THEN see what it presumably is [Juliet],
then see Romeo’s reaction:

I (beautiful girl) + 1 (mesmerized boy) = 3 (boy mesmerized by beautiful girl})

We then underline that reaction with a third party seeing Romeo’s reaction and commenting on it.
The flow of images tells us the story; the bit of dialogue just makes the meaning unmistakable.

There are other techniques at work helping us create this impression. Because it’s considered
amateurish to “direct on the page,” that is, to tell the eventual director his business by indicating the
desired shot size, good scripters use implication and specificity to get their points across.

The easiest way to imply a new shot is to make a new paragraph, the easiest way to imply shot size
is by noting exactly what is being seen.

Notice how paragraphing and specificity in the script above helps make the images clear:

Paragraph 1) The ballroom and the dancers, by implication an ESTABLISHING
SHOT

Paragraph 2) Romeo at the top of the stairs, by implication a MEDIUM SHOT (MS)

Paragraph 3) Juliet from Romeo’s point of view, by implication a MEDIUM WIDE

SHOT (MWS) ® that shows Juliet and Paris and a Juliet CLOSEUP (CU)
Paragraphs 4-5) Romeo’s reaction, by implication a CLOSEUP (CU)

Paragraph 6) Juliet oblivious to Romeo, by implication a CLOSEUP (CU) and a WIDER
SHOT that shows the Dancers resuming

Paragraph 7) Romeo so smitten he gets teased, by implication a TWO-SHOT (2S) of
Romeo and Benvoglio

Those implications will be helpful when it’s time to create a storyboard from the screenplay. For
now, they’re primarily ways that the script can be almost entirely visual without lapsing into
technical jargon; that is, a way for a non-producer/director/crew member to be able read for story
and not get put off by the blueprint.

¢ The ALL CAPS LOCATION-style CHARACTER’ S POV slug is an accepted convention for
when we’re to see something from a character’s perspective.
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But wait, you ask: Who’s Benvoglio? He wasn’t in the passage.

Nor was Paris. They are, respectively, Must Appear Characters #4) the “lady so beautiful’s” dance
partner, and #5) Romeo’s conversation partner.

Why shoehorn them into this scene?
Logic and convenience.
Paris is Juliet’s main suitor, so why NOT have him be her dance partner?

Benvoglio is the one who told Romeo about the ball and, as importantly, ISN’T Mercutio, who will
meet Romeo affer the ball but doesn’t know Romeo’s ditched the idea of Rosaline.

By including them here, we have not only made logical choices for our heretofore anonymous
characters, we’ve also made two minor characters that much more recognizable AND saved on
adding two more personnel to the payroll.

So what do we have left?

This:

And [Romeo] was saying this, or something like it, when Tybalt, Lady Capulet's nephew, hearing his
voice, knew him to be Romeo.

Let’s see what we can do with it:

INT. CAPULET BALLROOM - NIGHT

The dance floor of the grandly appointed room is filled with
beautifully dressed DANCERS who form a variety of patterns
while executing an energetic series of steps.

ROMEO (20s, handsome, a bit spoiled) arrives at the top of
the stairs leading into the Ballroom, with a black and white
painted face, wearing Harleguin garb. Nervously looking down
at the Dancers, he relaxes as he sees no one who might know
him, when something catches his eye.

ROMEO’ 3 POV: JULIET AND PARIS ON THE DANCE FLOOR

A vision in white satin and pearls, JULIET (19, beautiful,
sheltered) LAUGHS as her dance partner, PARIS (late 20s,
obvious ladykiller) reverses a move and throws the whole

group out of step.

ROMEO IS STRUCK

54



MES 153/Scriptwriting/ ACTIVE READING
Prof. M. George Stevenson

He can hardly believe his eyes: Juliet is the most beautiful
girl he has ever seen.

Juliet continues to LAUGH as she, Paris and the other Dancers
awkwardly, then gracefully resume their pattern.

BENVOGLIO (20s, rich but tough) arrives next to Romeo; he,
too, has a painted face and wears a Jester costume. Seeing
Romeo’s rapt expression, he waves a hand in front of Romeo’s
face.

BENVOGLIO
Still on Earth? Or has the sight of
Rosaline transported you?

ROMEO
(still rapt)
Who'’s Rosaline?

BENVOGLIO
Forget Rosaline - who’s dancing with that fop
Paris?

ROMEO

I don’t know but I'm going to find out.

A few steps below, TYBALT (20s, ex-fat-kid turned jockish
bullyboy), cocks an ear - I know that voice.

ROMEO (CONTINUED)
I've never seen such a goddess.
{(grabs Benvoglio)
You know everyone! Who is she? Who IS she?

Tybalt is now staring at Romeo and Benvoglio with suspicion:
Something about those guys is wrong.

BENVOGLIO
If she’s with Paris, she’s as rich as she is
beautiful. Mavybe a cousin on Lady Capulet’s
side?
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ROMEO
She’s a jewel! A pearl!

Tybalt puts it together - not just crashers, Montagues! - and
sizes them up. He’ll need backup.

BENVOGLIO
Oh my God! She’s the daughter!

ROMEO
Whose daughter? Tell me!

Tybalt, a murderous look on his face, roughly pushes past
them.

TYBALT
Your host’s!

Romeo tries to follow Tybalt to get more information but
Benvoglio stops him, bodily.

ROMEO
What’s her name? I love her!

BENVOGLIO
Idiot! We need to go. Now!

Does that feel conclusive?

It does — everybody except Juliet and Paris, who aren’t paying attention, is not only ready to move
on, they’re on their way or about to be.

But it is also the essential value we, as scripters, have added. The passage ends with:
Tybalt, Lady Capulet's nephew, hearing his voice, knew him to be Romeo.

So, technically, we’ve covered all the bases when he see Tybalt realizes that Romeo and Benvoglio
— who was his opponent in the opening sword fight — are Montagues.

But by going beyond this and engineering valid reasons for all of these characters to want to exit the
location — Tybalt to get backup; Benvoglio and Romeo to get away from Tybalt, despite the draw of
the now-identified Julict — we have provided the sense of an ending, which will serve both us and
the overall script well as we move from scene to scene.

How did we accomplish this?
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First, via active reading, which is to say taking in what’s written, and then thinking through, 1) what
has brought the characters to this location [beginning], 2) what they are dealing with by being there
[middle] and 3) what, if any, actions they will take and what they will mean [end].

Second, we’ve found character-based rationales for the actions specified in the treatment, and used
them to imply or state what will happen next:

I don’t know but I'm going to find out;
Whose daughter?
Tell me'

Third, we’ve written a “button” or exit line’ — We need to go. Now! — that either implies or
states that the action the audience should care about going on in this location is over.

A three-step analysis to find a three-step solution, a process we will repeat for each sequence or
segment in the treatment until we have adapted it entirely. [At that point, another set of analytical
tools will be put into action.]

And it’s not an option. Without clear beginnings, middies, and ends, we won’t have added the value
of clarity, which is the primary reason we’re scripting instead of blueprinting. And if we don’t have
that clarity, it’s hard to pinpoint what is or isn’t having its desired effect. Believe me, it’s a lot
easier to hear a client say that you’ve got to change “I'm the king of the ship!” to “I’m the king of
the world!” than to hear that the script isn’t working because, well,...hmm, um, if just doesn’t work,
okay? — which is what not having clear beginnings, middles and ends tends to get you.

Finally, a last word about last lines, the composition of which can be one of the great joys of
screenwriting. Think of “Fasten your seatbelts, it’s going to be a bumpy night,” from Al About
Eve, “I love the smell of napaim in the morning. It smells like...victory,” from 4dpocalypse Now, and
“I’ll have what she’s having,” from When Harry Met Sally: They’re all quick, evocative, and both
conclusive and promising of more to come.

So while you can’t always go out of a given scene as powerfully as when Don Corleone says, “I'm
gonna make him an offer he can’t refuse” in The Godfather, you can always make it clear that it’s
time to go. Do that consistently and no client in the world can complain about your craft.

1"/

7 Something Shakespeare frequently indicated with a rhyming couplet, such as Romeo’s “I'll go
along, no such sight to be shown,/But to rejoice in splendor of mine own,” which ends the scene
in which he finds out about the Capulet feast.
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[SCREENPLAY FORMAT CHEAT SHEET | 0.5 inch top margin] [page number]> 1
1.5- inch margin > FADE IN:<[Transition, ALL CAPS always] [0.75-inch margin>
one-line space> v [locations are either INT or EXT]  [It’s DAY or NIGHT, v DAWN or DUSK ONLY!]
Location slug> INT. SCREENPLAY/TELEPLAY FORMAT CENTER - DAY <[ONE LINE ONLY!]
one-line space>
Screen directions that say what the location looks like in
brief but telling detail.

one-line space> v [Use a new paragraph to introduce a new character]
SCRIPTA (20s, attractive, dressed like a pirate) stands in the
location, doing something that the screen directions describe.
Scripta suddenly stands at attention: '

one-line space>

indent 2.5 inches> SCRIPTA <[ALL CAPS here, always]
I-inch I/R indent> I love to speak dialogue!
indent 1.5 inches> (feels parenthetical) <[ONE LINE ONLY!]

But only after I’'ve been introduced
in the screen direct-ions by name in
ALL CAPS, fol-lowed by a brief
description in parentheses!
one-line space>
WRITOR (30s, rugged, long-haired in a flight suit) runs into
the room. He stands in front of Scripta and salutes her in the
British military style as a SOUND EFFECT is added and noted in
ALL CAPS because it’s a cue for the sound department.
one-line space>
indent 2.5 inches> WRITOR <[ALL CAPS here, always]
I-inch L/R indent> I also love to speak dialogue and be
introduced in ALL CAPS! But I prefer
being referred to afterwards with an
initial capital!
indent 1.5 inches> (conspiratorially)<[ONE LINE ONLY!]
Not only that, but I love to indent
my parenthetical instruc-tions of no
more than one line!
one-line space>
indent to 2.5 inches> SCRIPTA <[ALL CAPS here, always]
I-inch /R indent> I love that, too! But,like ev-
erything else in the screenplay, it
must be in Courier New 12! And
nothing in bold ever!
one-line space>
Scripta and Writor embrace and kiss passionately. Amid their
feverish making out, they speak.
one-line space>
indent to 2.5 inches> WRITOR <[ALL CAPS here, always]
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l-inch L/R indent> Will we ever be in an exterior or
EXT., my love?
one-line space>
Scripta turns Writor’s head toward the wall.
v [0.75-inch bottom margin]
A[0.5 inch top margin] [page number}> 2
one-line space> v [Use new paragraph to suggest a change in shot size or POV shot]
A CLOCK ON THE WALL<[needs to be seen clearly and so in ALL CAPS] shows it
is noon.
one-line space>
indent 2.5 inches> SCRIPTA <[ALL CAPS here, always]
I-inch L/R indent> Yes, but only in the DAY,NIGHT, DAWN
or DUSK! Our creators may only show
or have someone say a specific time
of day!
one-line space>
indent 2.5 inches> WRITOR <[ALL CAPS here, always]
I-inch L/R indent> Oh, Scripta! This is the first time
the audience knows your name! Until
now they’ve Jjust known you as a woman
dressed like a pirate!
one-line space>
Scripta pulls out a JEWELED SCIMITAR <[which is an unusual prop and so in
ALL CAPS} and holds it to Writor’s throat.
one-line space>
indent 2.5 inches> SCRIPTA <[ALL CAPS here, always]
I-inch L/R indent> Did I TELL you to say my name? If
so, 1t would be in ALL CAPS which is
the only way to empha-size something
in a screenplay!.
one-line space>

indent 2.5 inches> WRITOR <[ALL CAPS here, always]

indent 1.5 inches> (struggling)<[ONE LINE ONLY!]

I-inch L/R indent> Whoa! Why? Did T center some-thing?
one-line space> [Use ALL CAPS for non-verbal character actions] v

Scripta holds the blade closer to Writor’s throat and GROWLS.
one-line space>
DISSOLVE TO:<[Transition, ALL CAPS always]
one-line space> v [locations are either INT or EXT] v [It’s DAY or NIGHT, DAWN or DUSK ONLY'!]
Location slug> EXT. COUNTRY GRAVEYARD - NIGHT <[ALL CAPS here, always]
one-line space>
As the WIND HOWLS, Scripta, wearing a sexy evening gown, dabs
her eyes in the moonlight, looking at something near her feet.

one-line space> v [Use new paragraph to suggest a change in shot size or POV shot]
In front of her is a HEADSTONE that reads “WRITOR MAUVAISE.”
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one-line space>
indent 2.5 inches> SCRIPTA <[ALL CAPS here, always]
I-inch /R indent> Oh, Writor! Why did you center that
dialogue? Why? Why?
one-line space> [Use ALL CAPS for non-verbal character actions] v
Scripta throws herself on the grave and WAILS.
one-line space> ‘
END CREDITS <[Transition, ALL CAPS always]
v [0.75-inch bottom margin]

MES 153/Scriptwriting Prof. M. George Stevenson

THE COMPLEAT SCREENPLAY FORMAT GUIDE

Screenplay formatting isn’t rocket surgery. If you follow some simple rules, which are laid out here.
Final Draft and Celtx do a lot of this automatically, but it should still look like this:

1. Typeface: Use COURIER NEW 12. Why? The 1-page = 1 minute formula is based on this
typeface and margin settings. NO _BOLDING or /TALICS EVER! Use underlining for
emphasis.

2. Margins: Left = 1.5 in. (to make room for hole punches for when it’s bound) Right = 0.75 in.
Top = 0.5 in. with a header of one line and formatted page number in top right; Bottom = 0.75
n.

3. Spacing: Single spacing, ALWAYS. Some elements, such as location slugs, paragraphs (aka s)
etc. are followed by an extra line-space.

b

4. Location slugs: ALL CAPS, full margins, flush left. [For our purposes, we won’t use scene
numbers; don’t worry about them. ]

Example:

{1.5" Margin}EXT. AMBERSON MANSION - DAY
{line-space}
An imposing Victorian mansion with a mansard . roof, surrounded
by well tended grounds.
{line-space}
A carriage drawn by two horses pulls into the porte-cochere
and stops.

5. Screen directions (abbreviated as “S.D.”): Full margins, normal capitalization.
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6. Character name before dialogue: ALL CAPS at Left margin + 2.5 in. (equivalent to 5 default
tabs to right, basically the middle of the margin)~CENTERING IS WRONG AND
HAZARDOUS TO YOUR GRADE!

Example:

{1.5" L Mar}He faces the fireplace and looks into the dying embers.
{line-space}
MAJOR AMBERSON

It must be .. the sun. The sun was

here before everything and we came

after the sun..
{line-space}

George looks at his grandfather from the entrvway [...]
(more)
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7. For Offscreen Dialogue Or Voiceover Cues add (O.S.) or (V.O.)to the name.

Example:

{1.5" L Mar} Major Amberson faces the fireplace and looks deeply into the
dying embers.
{line-space}
NARRATOR (V.O.)
As. he recognized that he was
finally, truly an old man, the fire
went out of the Major's manner.

8. Parenthetical before dialogue [e.g. (sarcastically) or (to Cinderella)]: Lower case except for first
letter of proper nouns at Left margin + 1.5 in. and should not pass Right dialogue margin. If so,
break out as an S.D.

Example 1:

{1.5" L Mar} Major Amberson faces the fireplace and looks deeply into the
dying embers.
{line-space}
MAJOR AMBERSON
(to no one in particular)
It must be .. the sun. The sun was
here before everything and we came
after the sun.

Example 2:

{{1.5" L Mar} Major Amberson faces the fireplace and looks deeply into the
dying embers.
{line-space}
MAJOR AMBERSON
(as if speaking to someone)
£ must be .. the sun. The sun
was here before everything ..
isn’t that so?
{line-space}
He looks to the painting of his father for a reply.
{line-space}
MAJOR AMBERSON (CONTINUED)
And we came after the sun..
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9. Dialogue: Increase margins on both sides by + 1.0 in. (aka a L/R indent) See examples above.

10. CAPITALIZATION: ALL CAPS is used to indicate anything that needs to be called out for the
producer/designer/actor, etc. including:

a. FIRST APPEARANCE BY A CHARACTER (this i1s usually accompanied by a short
description) or of a group of EXTRAS.

Example 1:

{1.5" Margin}EXT. AMBERSON MANSION - DAY’

{line-space}
An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds.

{line-space}
GEORGE AMBERSON MINAFER (a young 21, athletic and handsome),
dressed in the height of 1892 male fashion, paces the entryway
nervously.

Example 2:

{1.5" Margin}EXT. AMBERSON MANSION - DAY

{line~-space}
An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds.

{line-space}
A CREW OF GARDENERS attends to the lawn and hedges as we are
Just able to make out ISOBEL AMBERSON (40s, still-glamorous
heiress) in a dressing down looking out of a second floor
window.

b. SOUND EFX (SFX, i.e., sound cues that will have to be recorded separately from the sync
sound).

Example:

{1.5" Margin}EXT. AMBERSON MANSION - DAY

{line-space}
An imposing Victorian mansicon with a mansard roof, surrounded
by well tended grounds. The SHARP CRACK OF A PISTOL SHOT is
heard, followed by a WOMAN'S SCREAM.

c. UNUSUAL PROPS OR DECOR, i.e., not something that you'll find in any prop shop or
interior design outlet that the production designer will have to fabricate or research.
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Example:

{1.5" Margin}EXT. AMBERSON MANSION - DAY
{line-space}
An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds. Rising from the lower rocf between the
two cupolas is a LARGER THAN USUAL WEATHERVANE IN THE SHAPE OF
A RECLINING NUDE.

d. INSERTS, GRFX (GRAPHIC) OR TITLE CARDS

Example 1:

{1.5" Margin}EXT. AMBERSON MANSION - DAY

{line-space}
An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds. .

{line-space}
INSERT: GOLD SIGNET ON FRONT DOOR:

ONE
AMBERSON AVENUE

{line-space}
A carriage drawn by two horses pulls into the porte~cochere
and stops.

Example 2:

{1.5" Margin}EXT. AMBERSON MANSION - DAY

{line-space}
An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds. . ‘

{line-space}
GRFX: MEDIAN INCOME IN THE UNITED STATES IN 1892, which shows
the Amberson Family in the top 1%.

{line-space}
A carriage drawn by two horses pulls into the porte-cochere
and stops.

Example 3:

{1.5" Margin}EXT. AMBERSON MANSION - DAY
{line-space}
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An imposing Victorian mansion with a mansard roof, surrounded
by well tended grounds. .
{line-space}
TITLE (LOWER THIRD): FROM THE NOVEL BY BOOTH TARKINGTON
{line-space}
A carriage drawn by two horses pulls into the porte-cochere
and stops.

e. Transitions and EFX (EFFECTS): We no longer add lines for “CUT TO:” or place them near the
right margin (though Celtx and Final Draft sometimes do). The various types of DISSOLVE TO:,
SPLIT SCREEN: or other EFX are done in ALL CAPS either as separate lines or as callouts in the
text:

Example 1:

{1.5" Margin}EXT. MONTAGUE VILLA, FLORENCE - DAY
{line-space}
An imposing white stucco mansion with with a terracotta roof,
surrounded by lush palmy grounds.
{line-space}
LONG DISSOLVE TO: {or INTERCUT WITH:, etc.}

{line-space}
EXT. CAPULET PALAZZO, VENICE - DAY

{line-space}
B grand marble palace on the Grand Canal; a GONDOLA is moored by the ornate
entryway.

Example 2:

{1.5" Margin} EXT. MONTAGUE VILLA, FLORENCE - DAY

{line-space} '
An imposing white stucco mansion with with a terracotta roof,
surrounded by lush palmy grounds. A HORSE-DRAWN COACH walts
outside.

{line-space}
SPLIT SCREEN TO INCLUDE:

{line-space}
EXT. CAPULET PALAZZO, VENICE - DAY

{line-space}
A grand marble palace on the Grand Canal; a GONDOLA 1is moored
by the ornate entryway.

{line-space}
At both residences, SERVANTS are loading the conveyances with
wicker hampers and cases [...]
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11. Title Page: There should always be a title page (even one that says “UNTITLED”) and it should
contain the following fields:

a. TITLE in ALL CAPS; [double space], “by” in lowercase;[double space], and Author's Name
inlnitial Caps, all centered and starting about 2.5 in. from the top margin. If the work is an
adaptation, start higher and add “based on a/the [type of work: novel, short story, original
story, video game, etc.];and[double space], “by” in lowercase;[double space], and that
Author's Name in Initial Caps, also all centered.

b. Draft number, date, and registration number (if any), single space, flush left, beginning about
9.5 inches from the top of the page;

c. on the opposite side, the last entry on the same line as the lowest line on the left: CONTACT:
Contact's name, address, phone and e-mail, single space.

To show how this looks, on the following pages, I've formatted a Title Page and Adam Davidson’s |
script from his Academy Award-winning short film, The Lunch Date:
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THE LUNCH DATE
by
Adam Davidson

{the following is not true; just an example of the format}
( Based on an original story

by
Joseph L. Mankiewicz
and

Billy Wilder

CONTACT:

Sellfer Peanuts

Creative Writers Agency

1234 Wilshire Blvd.
Third Draft Los Angeles, CA 90210
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January 19, 1991
310~555-1234
WGA Registration #91-1234567 slipperyl@cwa.com
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FADE IN:

INT. GRAND CENTRAL STATICON - TICKET COUNTER AREA - DAY

A middle-aged WOMAN wearing a fur coat walks across the
station. She looks elegant and self-assured, and carries
several shopping bags, including one from Bloomingdales.

The Woman looks up at the schedule board. She fumbles in her
pocket book and takes out her ticket. She hurries past a

HOMELESS MAN who is panhandling in the station.

She collides with a WELL DRESSED BLACK MAN. The pocketbook
flies open.

Her lipstick, pill bottle, and other stuff roll onto the
station floor.

WOMAN
Oh my Lord!
She kneels down to pick up her stuff.
The Well Dressed Black Man kneels down beside her. He is
affable enough, but his bulk and dark sunglasses make her

recoil slightly.

WELL DRESSED BLACK MAN
I'm sorry. Let me get you that.

He begins picking up some items.

WOMAN
No. NO!

She picks up the remaining items in a hurry.

WOMAN (CONT'D)
No, don't! You're making me miss my train.

The Woman grabs her stuff and runs off toward the platforms.

INT. GRAND CENTRAL TRAIN PLATFORM - DAY
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A train rolls down the tracks as the Woman rushes toward the
tracks.

She's missed i1t! She is breathless, agitated.
She looks into her bag: her wallet is gone!
INT. GRAND CENTRAL STATION ~ MAIN HALL - DAY

The Woman returns to the main hall of the station. She looks
up at:

THE SCHEDULE BOARD as it updates the departures.

The Woman is clearly shaken and has tears in her eyes. She
dries them off with her handkerchief.

She looks ahead of her, a lost look in her eyes.

The HARMONICA MAN, a homeless black man, walks by her playing
a harmonica to an invisible audience. He talks to no one in
particular.

HARMONICA MAN
Lord have mercy! Ha! Ha! He know it, he
know it! How you doing? You know who it is
this morning! I knowyou are.... Hot Dog!
You know who you are! Happy New Year's.
God bless vya!

The Woman looks at him in disbelief and walks away.

INT. GRAND CENTRAL - DINER - DAY

The Woman walks into the station diner. It is a bit old
fashioned, with refrigerated glass cases containing prepared
food, a small kitchen behind a tall counter,and neat rows of
booths with gleaming brass frames.

She takes a salad out of a glass case.

A COOK stands behind the counter. He 1s wearing a white paper
hat, an apron, and a smile.

WOMAN
How much 1is this salad?
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COCK
Two dollars.

She puts the salad on the counter. She rustles through her
pocket book.

WOMAN
Well, I am not sure I have that much.

She puts a dollar and some change on the counter.

WOMAN
One dollar. Here's some.

The Cook counts the money with his finger.
COOK
A dollar fifty... two dollars. Here va go,
lady.

She grabs her salad and her bags.

WOMAN
Napkin.

The Cook hands her a napkin. She walks toward the booths.
INT. DINER — BOOTH AREA - DAY

The Woman walks down the aisle looking for a booth.

She puts down her salad plate on a table and puts her bags on
the seat. She sits down next to her shopping bags, but almost
immediately stands up.

She is still holding her napkin.

INT. GRAND CENTRAL - DINER - DAY

The Woman walks back toward the front of the diner. She grabs
a fork from the cutlery bin.

She looks at her fork critically. She wipes it vigorously with
her napkin.

As she makes her way back to her booth, she stops and stares.
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INT. DINER- BOOTH AREA - DAY

A HOMELESS MAN (40s, black) is sitting there, eating a salad.
He is dressed in a heavy wocl coat. He is wearing a wool hat
with the price tag is still attached and clearly visible.

The Homeless Man looks up at her.

The Woman sits across from him.

WOMAN
That's my salad!

HOMELESS MAN
Get out of here!

WOMAN
That's my salad.

She reaches for the plate.
He vyanks it back.

HOMELESS MAN
Hevy'!

The Homeless Man returns his attention to his salad.

The Woman watches him as he enjoys every bite.

Time passes.

The Woman picks up her fork and tentatively reaches intc the
prlate. She quickly grabs a leaf of lettuce and starts eating
it.

The Homeless Man pays her no attention and keeps eating.

She takes another bite, then another.

He lets her share the salad. He stands up and walks off,
letting her eat the rest of the food.

He returns, carrying two cups of coffee.

He delicately puts the cups on the table and sits.
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He offers her sugar.

WOMAN
No. Thank you.

He offers her a packet of Sweet and Low from his coat.
She takes it.

WOMAN
Thank vyou.

They share a moment together. She seems to notice the man for
the first time.

She checks her watch. She stands up, takes her purse, and
leaves.

He watches her leave, a sad look on his face.
INT. GRAND CENTRAL - MAIN HALL - DAY
The Woman quickly crosses the great hall toward the platforms.

Suddenly she stops: her shopping bags! She left them in the
diner.

She runs back.

INT. DINER -BOOTH AREA - DAY

The Woman arrives at her booth. The empty salad plate and the
two cups and their saucers are still there, but the man is
gone, and so are her bags.

She starts pacing.

Suddenly, in the next booth, she sees her shopping bags, and
the salad she bought, uneaten.

She understands what happened: she ate the man's salad! She
starts CHUCKLING.

She gets up, grabs her bags, and runs out of the diner, still
LAUGHING.

INT. GRAND CENTRAL STATION - MAIN HALL - DAY
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The Woman 1is running through the CROWD. She passes a HOMELESS
MAN ON CRUTCHES.

HOMELESS MAN ON CRUTCHES
Spare some change, Please Ma'am. I'm
starving.
She hurries toward the platform.

INT. GRAND CENTRAL TRAIN PLATFORM ~ DAY

The Woman runs down the platform to the wailting commuter
train.

INT. GRAND CENTRAL TRAIN TUNNEL =~ DAY
The train: starts off into the tunnel.

END CREDITS
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This is about writing prose fiction, but the strategies are just as valuable for screenwriters:

On Characters and First Drafts

(from The Fiction Writer’s Handbook by Shelly Lowenkopf)
Mr. Lowenkopf taught creative writing for over thirty years at the
University of Southern California, and has been a yearly fixture at the
Santa Barbara Writers Conference since the seventies. The Fiction
Writer’s Handbook is a distillation from his teaching, offering the
definitive volume to explain the words and phrases writers use when
they talk about their work.

Characters:

The individuals in dramatic narratives about whom the story revolves; persons who, by their actions
and responses to events, drive the story beyond its point of engagement [aka inciting incident],
toward a resolution [aka denouement].

Front-rank characters are protagonists, who cause things to happen, and
antagonists, whose agendas collide with and oppose the protagonists.

Messenger characters are those who bring information on stage, anything from “The
red coats are coming...” to “Guess who the high school hunk has a crush on?”

Pivotal characters are present as backup and support for the protagonists and
antagonists, possibly switching sides during the course of the story.

Exemplary characters appear to have things happen to them that serve as warnings or
examples to the protagonists and antagonists. In a teen-aged romance, an exemplary
character becomes pregnant and serves as a warning to the protagonist. In a mystery
novel, perhaps an individual from the same organization as a front-rank character is
found murdered—perhaps making the front-rank character fear now for his life.

Characters at all levels come on stage with some degree of expectation, which will affect the agenda,
and vocabulary—words the writer uses in dealing with the character, the way the character speaks
and behaves. Even the lowest-level walk-on has some agenda, even if it is just to get home from
work or from Oz. All characters come on stage fresh from where they were previously, imparting a
history of behavior and, thus, a greater reality to the reader and to the other characters.

Shadow characters are those whom the writer needs merely to open a door, clean a
room, deliver a pizza, or get a signature for a package. The shadow character may be
on stage for a matter of seconds, but may come to visible life with, for example, the
difference in a verb. Did the shadow character walk in the scene, or run into it; the
speed of her entrance can help determine or underpin the pace of a scene.
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All characters have some features, the front-rank characters having the biggest tool kit of all.
Important hint: giving any character toe many details, whether descriptive or motivational,
signals the reader to expect a greater role from that character. Thus the details for each character
should be thought out, then managed with care.

One argument for developing characters of all levels has its origin in television. With so many
dramatic television shows being presented, the emphasis on type becomes more prevalent, thus some
notable clichés — Soccer Mom, Battle Axe Nurse, Dumb Blonde, Catholic School Girl, Hero, Hired
Gun, The Nerd, Fall Guy, The Insensitive Spouse. Characters, even seemingly peripheral ones, who
are on the trail of some tangible goal, are less likely to fall into the slough of archetype or cliché.

Another safeguard for producing characters who emerge from the shadows: hit them with a
combination punch of internal and external conflicts.

Character arcs:

The developmental path a character follows in pursuit of a story-related goal. In long form
narrative, all front-rank characters undergo change, depending on how well or ill their agendas fare.
This developmental arc reaches exemplary texture and subtlety as seen in the quirky resolve of Ava
Bigtree, the thirteen-year-old principal narrator of Karen Russell’s Swamplandia [a singularly bad
example; this is one of the most ham-handed books I have ever read and this character makes no
sense whatsoverj.

In her own way, Samantha Hughes, fifteen-year-old narrator of Bobbie Ann Mason’s first novel, in
Country, takes character arc to yet another plateau. Samantha’s father, whom she scarcely
remembers, died in the Vietnam War. Her attempts to get a better understanding of him through his
letters and diaries puts her on the same thematic path as Huckleberry Finn, who was effectively
tasked with defining the state of race relationships at the time of the Civil War. Sam’s attempt to
understand the U.S. involvement in Vietnam produces a character arc worth study for its thematic
potential.

Tony Webster, the narrator of Julian Barnes’s 2011 Man Booker Prize-winner, The Sense of an
Ending, demonstrates an imaginative way to present character arc from the point of view of a
middle-aged man, forced to examine events of his youth, only to be told, “You still don’t get it.”

Characters in the short story [the closest thing to a short film] are not on stage long enough to
undergo the upward evolution of Frank Money in Toni Morrison’s Home, or the downward plummet
of Dick Diver in F. Scott Fitzgerald’s Tender Is the Night, but their shorter arc can well represent a
change of attitude, as Pam Houston’s characters in Cowboys Are My Weakness do.

See also narrative, naive narrator, and unreliable narrator for additional implications of how
character arc may be bent back on itself or otherwise manipulated to create such effects as
ambiguity, naiveté, and theme [not defined in this handout but in the book available here].

First-draft strategy:

76



MES 153 Source: The Fiction Writer’s Handbook by Shelly Lowenkopf

A working gambit for securing a manuscript of a project that seems at first blush to be complete; the
result of saying what you have to say about a dramatic situation before undertaking revision; a
deliberate experiment in rendering a narrative through the filter of a particular point of view; the
exhaustion of the conceptual energy that brings a story or story concept to mind in the first place.

The primary strategy for the first draft is to realize that other drafts will be necessary, each being
powered by its own energy (which is likely to differ from any previous energy). The systematized
process of revision may well begin with a decision about the point of view, followed with investi-
gation of beginning and ending points. After chronology is decided, the middle point may provide
occasion for choice, followed by a review of the characters, their goals, movements, what they say,
and to whom.

Writers at all stages of development may find themselves at a momentary brick wall, unable to
continue work even though there is available time in the writing schedule. At such a point, if
forty-five minutes elapse with no clue emerging, move on to the next scene, leaving a simple Post-It
note to identify the intent of the unwritten segment: Sex scene goes here; Bill confronts Fred about
missing bank statements; Phyllis confronts Fred about getting a job. Subsequent drafts may reveal
that the missing scene would not appear for the writer because it was not necessary in the first place.

This is the best first draft approach is for Discoverers, writers who set forth to discover the arc of the
story as they work or who have a particular ending in mind toward which they choose to build.

For Qutliners, writer who works from outline, the ideal first-draft strategy is a list of scenes or a set
of index cards with a key phrase for each scene, arranged in what appears to be the most fruitful
order.

There is a middie ground between the Discoverer writer and the Outliner: Move forward as quickly
as possible, without stopping to think. When you hit a brick wall or pause point, think out a new
complication, obstacle, reversal, or news of some off-stage event that will have effect on the story.
Compose until that point before stopping or make sufficient notes to carry you to that point.

Most writers will agree that a writing session ends best when the text has reached a need for a
choice, decision, challenge, or review of options. Ending at such a point will keep the writing part of
the mind working on the next session through and during sleep, daytime job, and personal to-do
lists.

One of the many great myths surrounding writing has it that really gifted writers such as Louise
Erdrich, William Trevor, Annie Proulx, and T.C. Boyle are presented with the fully developed idea
every time they sit down to write, no assembly required. Only one draft necessary. Read their
interviews. Take note of the number of drafts they discuss.

Update: The Fiction Writer’s Handbook by Shelly Lowenkopf was published in November in print
and as an ¢Book. Amazon is selling the print version for 34% off.
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LA, POSTCARD

FLICK CHICKS

A guide to women in the movies.

BY MINDY KALING

A— few years ago, I sat down for a
.. meeting with some executives at a
movie studio that Twill call Thinkscope Vi-
sioncloud. Thinkscope Visioncloud had
put out several of my favorite movies, and
they wanted to sec if I had any feature
ideas. ] was very excited. I have a great job
writing for “The Office,” but, really, all tele-
vision writers do is dream of one day writ-
ing movies. Tl put it this way: At the
Oscars the most famous person in the
 roomis, like, Angelina Jolie. At the Emmiys
the huge exciting celebrity is Bethenny
Frankel. You get what I mean. If's snobby
and grossly aspirational, but it's true.

The junior executives’ office at Think-
scope Visioncloud was nicer than any
room within a fifty-mile radius of the
“Office” studio. After I finished pitching
one of my ideas for a Jow-budget romantic
comedy, ] was met with silence. One of the
execs sheepishly looked at the other execs.
He finally said, “Yeah, but we're really try-
ing to focus on movies about board games.
People really seem to respond to those.”

For the rest of the meeting, we talked
about whether there was any potential in a
movie called “Yahtzee!” I made some po-
lite suggestions and left.

1 am always surprised at what movie
studios think people will want to see. T'm
even more surprised at how often they are
correct. Based on what I've learned from
my time in Hollywood, the foliowing titles
are my best guess s to what may soon be
coming to a theatre near you: -

“Banana s 3D

“Apples to Apples 4D” (The audi-
ence is pummelled with apples at the
end of the movie.)

“Crest Whitesttips”

“Sharks vs. Volcanoes”

“King Tut vs. King Kong”

“Streptococeus vs. Candidiasis” (Strep
Throat vs. Yeast Infection)

“The Do-Over”

“The Switcheroo”

“Street Smart”

“Street Stupid” (“Street Smart” sequel)

aG THE NFY YORKER. OCTOBER 3, 204

“Frat Astronaut” :

“The Untitled Liam Neeson Ven-~
detta Project”

“Human Quilt” (horror movie}

“The Cute Bear from Those Toilet-
Paper Ads Movie”

‘hose movies all sound great to
me, and, incidentally, I am pre-
pared to write any of them, if there is
interest. But what I'd really like to

write is a romantic comedy. This is my
favorite kind of movie. I feel almost em-
barrassed revealing this, because the
genre has been so degraded in the past
twenty years that saying you like roman-
tic cornedies is essentially an admission
of mild stupidity. But that has not
stopped me from enjoying them.

I like watching people fall in love on-
screen so much that I can suspend my
disbelief in the contrived situations that
occur only in the heightened world of
romantic comedies. T have come to enjoy
the moment when the male lead, say,
slips and falls right on top of the expen-
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sive wedding cake. I actually feel robbed
when the female lead's dress doesn’t get
torn open at 2 baseball game while the
JumbeTron camera is on her. T regard
romantic comedies 4s 2 subgenre of sci-
£, in which the world operates according
to different rules than my regular human
world. For me, there is no difference be-
tween Ripley from “Alien” and any
Katherine Heigl character. They are  §
equally implausible. They're all partici-- E
pating in 4 similar level of fakey razzle-
duzzle, and | enjoy every second of it.

Tt makes sense, then, that in the ro-
mantic-comedy world there are many
specimens of women who—like Vul-
cans or Mothra—do not exist in real
life. Here are some examples:

The Klutz

When 2 beautiful actress is cast in a
movie, executives rack their brains to
find some kind of flaw in the character
she plays that will still allow her to be

. palatable. She can't be overweight or not

perfect-looking, because who would pay
to see that? A female who is not one
hundred per cent perfect-looking in
every way? You might as well film 2
dead squid decaying on. a beach some-
where for two hours.

So they make her a Klutz.

The hundred-per-cent-perfect-
looking female is perfect in every way

. except that she constantly bonks her

head on things. She trips and falls and
spills soup on her affable date (Josh
Liucas. Is that his name? I know it's two
first names. Josh George? Brad Mike?
Fred Tom? Yes, it's Fred Tom). The
Klutz clangs into stop signs while riding
her bike and knocks over giant displays
of fine china in department stores. Le-
spite being five feet nine and weighing
a hundred and ten pounds, she is basi-
cally like a drunk buffalo who has never
been a part of human society. But Fred
Tom loves her anyway. '

- The Ethereal Weirdo

The smart and funny writer Nathan
Rabin coined the term Manic Pixie
Diream Girl to describe this archetype §
after seeing Kirsten Dunst in the movie
“Elizabethtown.” This girl car’t be pinned ¥
down and may or may not showup when
you make concrete plans with her. She
wears gauzy blouses and braids. She likes
to dance in the rain and she weeps uncon-




trollably if she sees a sign for a missing

- dog or cat. She might spin a globe, place
her finger on a random spot, and decide.
to move there. The Ethereal Weirdo ap-
pears a lot in. movies, but nowhere else. If
she were from real life, people would

- think she was a homeless womdn and
would cross the street to avoid her. But
she js essential to the male fantasy that
even if a guy is boring he deserves a
womnan who will find him fascinating and
perk up his dreary life by forcing him to
go skinny-dipping in a stranger’s pool.

The Woman VWho I Obsessed with Her
Career and Is No Fun at Aj]

1 regularly work sixteen hours a day.
Yet, like most people I know who are
similarly busy, Fm « pleasant, pretty
normal person. But that’s not how
working women are depicted in movies.
T'm not always barking orders into my
hands-free phone device and yelling, “T
have no time for this!” Often, 2 script
calls for this uptight career woman to
“relearn” how to seduce a man, and she

has to do all sorts of crazy degrading

crap, like eat a hot dog in a sexy way or -

something. And since when does hold-
ing a job necessitate that a wornan pull
her hair back in a severe, tight bun?
De screenwriters think that loose hair
makes it hard to concentrate?

The Forty-two-Year-Old Mother of
the Thirty-Year-Old Male Lead
If you think about the backstory of a
typical mother character in a romantic
comedy, you realize this: when “Mom”
was an adolescent, the very week she
© started to menstruate she was impreg-
nated with a baby who would grow up
to be the movie's likable brown-haired
leading man. I am fascinated by Mom's
sordid early life. I would rather see this
movie than the one 1 bought a ticket for.
I am so brainwashed by the young-
motn phenomenon that when I saw the
poster for “The Proposal” I wondered
for a second if the proposal in the movie
was Ryan Reynolds’ suggesting that he
send his mother, Sandra Bullock, to an
old-age home.

The Sassy Best Friend

You know that really hilarious and
horny best friend who is always asking
about your relationship and has nothing
really going on in her own life? She al-

ways wants to meet you in coffee shops
or wants to go to Bloomingdale’s to
sample perfumes? She runs a chic dildo
store in the West Village? Nope? O.K.,
that’s this person.

The Skinny Woman Who It Beauti-
Jul and Toned but Also Gluttonous and
Disgusting

Again, I am more than willing to sus-
pend my disbelief for good set decora-

tion alone. One pristine kitchen from a-|

Nancy Meyers movie like “Tt's Compli-
cated” compensates for five scenes of
Diane Keaton being caught half naked
in a topiary. But I can’t suspend disbelief
enough, for instance, if the gorgeous and
skinny heroine is also a ravenous pig when
it comes to food. And everyone in the.
movie—her parents, her friends, her boss—
ave all complicit in this buge lic. They con~
stanﬂyteﬂ hex to stop eating. And this ac-
tress, this poor skinny actresswho obvicusly
lost weight to play the likable lead charaL

ter, has to say thingslike “Shut up, you guys!

Tlove cheesecake! If ] want to eat'an entire _

cheesecake, I willl” If you Jook dosely, you
can see this womar's ribs through the dress
she's weating—that’'s how sldnny she is, this
cheesecake-loving cov.

The Woman Who Works in an Are
Gallery

How many freakin’ art galleries are
out there? Are people buying visual art
on a daily basis? This posh/smart/classy
profession is a favorite in movies. Its in
the same realm as kindergarten teacher
or children’s-book illustrator in terms of
accessibility: guys don’t really get it, but
it is likable and nonthreatening.

Art Gallery Worman: “Dust off the
Warhol. You know, that Campbell’s
Soup one in the crazy color! We have an
important buyer coming into town, and
this is a really big deal for my career. I
have no time for this!t”

The Gallery Worker character is the
rare female movie archetype that has a
male counterpart. Whenever you meet
a handsome, charming, successfil man
inn 2 romantic comedy, the heroine’s
friend always says the same thing: “He’s
really successful. He's"—say it with
me—*an architect!”

There are, like, nine people in the
entire wotld who are architects, and one
of them is my dad. None of them Jock
like Patrick Dempsey. ¢
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The Freaks and Geeks Series Bible

Paul Feig’'s 1999 blueprint for the show.

Excerpted from Poking a Dead Frog: -
Conversations With Today’s Top Comedy Writers =~
by Mike Sacks, out June 24 from Penguin Books.

The bible for Freaks and Geeks was for
the executives, of course, but | mostly
wrote it for me. When you're thinking of
something for so long and you have a
million thoughts in your head and you keep
taking notes—and especially when a show
is based on truth, something you actually
went through—a series bibie is almost this
stream of consciousness way to dump all
that stuff out and then organize it.

— Paul Feig, 2014

General Notes About the Series

This show must be real. The teens in this
series will talk like real teens. They will
never be too clever or grown-up sounding.
We don’t want a bunch of feenage Neil
Simons spouting off wittily. These kids
generally engage in teenage put-downs,
they overextend their language (“Oh, yeah? Well, you're a ... uh

Freaks and Geeks cast members: (I-r) top row —~ Jason Segel; 2" row: James Franco,
Seth Rogan, Martin Starr; 3" row: Linda Cardellini, John Francis Daley, Samm Levine

Blue Oyster Cult—freaks

... big idiot, that's what you are”) and never talk in that writers’ Biood, Sweat & Tears—geeks
“Now that I'm in my 30s, | know what I'd say in that high school Eric Clapton—freaks, some geeks
situation, so I'll give this kid a snappy comeback” style of writing. Alice Cooper—freaks and geeks

Cheap Trick—freaks and geeks
Doobie Brothers—freaks and geeks
John Denver—geeks

These kids have to deal with each other with whatever is in the
lexicon of a teenager and nothing more (and despite the fact that

most of us think “if | knew then what | know now, I'd really be Eagles—geeks, some freaks
cool and in control,” the sad truth is that if we knew what we ELO —geeks
know now when we were in high school, we'd probably get Fleetwood Mac—geeks, freal girls
. . , Foghai—freaks
beaten up on a reguiar basis because t§enage bullies don’t Peter Frampton—freaks and geeks
respond well to clever put-downs at their expense). Foreigner—freaks and geeks
Genesis—freaks
What They Listen To Jimi Hendrix—freaks
iron Maiden—freaks
Here are some of the bands that the freaks and geeks would be f:ﬁ;:?h”ﬁ;giizsnd geeks
listening fo in the M@vlvest in 1980 (the great thing is t.hat, even Judas Priest—freaks
though the groups divide pretty cleanly on what they listen to, Kiss—geeks
there’s lots of spillover in what they like, partly because of their John Lennon—freaks and geeks
siblings and parents and partly just because they're kids who Lynyrd Skynyrd—freaks and farmers
are easily persuaded): Marshall Tucker Band—freaks and farmers, some geeks
Meat Loaf—geeks
The Cars—geeks The Steve Milier Band—freaks and geeks
Chicago—geeks Van Morrison——nobody
Asig—geeks, some freaks Moody Biues—geeks
Bee Gees—geeks Tom Petty—geeks, some freaks
Black Sabbath—freaks Prince (early)}—nobody
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Freddie Mercury of Q

loved by both freaks nd geeksf
Roliing Stones-—freaks for early stuff, geeks for Some Girls
Rush—freaks

Roxy Music—nobody who'd admit it

Santana—freaks and geeks

Carly Simon—teachers

Simon & Garfunkel—teachers

Patti Smith—Creem-reading freaks

Bruce Springsteen—not very big in Midwest, some cooler
geeks

The Police—freaks, a few geeks
Supertramp-—geeks, some freaks

Jethro Tull—freaks and geeks

Queen—freaks and geeks

James Taylor—geeks, some freak girls

Jackson Brown-—geeks, freaks who smoke lots of pot
Van Halen—freaks

Paul McCartney and Wings—geeks, some freaks
Yes—freaks, some geeks

ZZ Top—freaks, some geeks

Frank Zappa—only the coolest of freaks

Billy Joel—geeks

Bob Seger—geeks, some freaks

J. Gells Band——freaks for early stuff, geeks for “Centerfold”
era

Led Zeppelin—freaks

April Wine—freaks, some geeks, lots of Canadians
Jeff Beck—cool freaks

Robin Trower—freaks

Three Dog Night—geeks

B-52s—nobody

Devo—very cool geeks

Elvis Costelio—moody geeks, some freaks

Talking Heads—some geeks, some freaks, mostly no one
The Romantics—geeks, a few freaks

Sex Pistois—no one knows about them

The Ramones—them either

What They Wear

Overall note is that all the students will have about four or five
outfits they will wear all the time. Pants can stay the same a lot
of the time, shirts change daily (except for some poorer kids).
Even cool kids and rich kids shouidn’t have a lot of different
changes. Bottom line, all these kids are blue collar or lower-end
white coliar.

The Geeks

In general, the geeks try to dress well but just don't quite pull it
off. Maybe if they were better looking or cooler guys, their
clothes would make them attractive. But on them, no matter
what they wear, it somehow doesn’t work.

Sam

Overall lock; Sam looks
like a kid who cares
about how he looks but
only up to a point. He
dresses more for
comfort and his fashion
sense is limited to
knowing what other kids
are weatring and then
trying to approximate
their look. He thinks he
looks better than he
does in his clothes.
(Everything looks fine e.him from head-on in the mirror, but he
doesn't see that what he can't see doesn't really hang well.)
He’s not so much rumpled as the victim of poorly made clothes.

John Francis Daiey as Sam

Shirts: Pullover velour V-neck shirts with collar (a littie baggy
and ili-fitting), shori-sleeved knit puliover with zipper V-neck and
collar (white stripe on edge of collar and sleeves), terrycioth
pullover with two- or three-button V-neck and collar (shoulder
pieces are darker color than rest of shirt, with a stripe on each
upper arm), not usually tucked in.

Pants: Brown, green, burgundy jeans, never denim blue jeans
(until second season), occasionally polyester slacks.

Shoes: Tan suede earth shoe hybrids with rimpled soles
(remember those things? The soles were shaped like two W's
and the whole shoe looked kinda pumped up like a loaf of
bread-—see Paul Feig for details), dark suede tennis shoes
(occasionally).
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Coat: Parka, faux—Members Only jacket (maybe), windbreaker
with stripe or father’'s sporting goods store logo embossed on
back (cheap, low-end looking).

Accessories: Always a belt, sometimes with a large copper
novelty belt buckle (like a train or Model T car or a tennis
racket).

Bill

Overall igok: Bill's pretty
much a mess. Butnota
sloppy guy. His family isn't
very well off, but his
mother tries to dress him
nice. The result is a lot of
clothes from the irregulars
bin. He looks like a guy
who leaves the house neat
but immediately becomes
unkempt. Bill is so
unaware of his clothes that
you get the feeling he
doesn't care what he
wears.

Martin Starr as Bill

Shirts: Plaid cowboy shirts, sweater vests (Bill tries to take his
fashion cues off of Neal, but it's always off a bit), brightly printed
button-up shirts, pullover shirts that no one else would buy
(different color swatches sewn together, weird patterns
patichworked into solid colors, stuff from the irregular bin).

Pants: Off-brand jeans, rumpled khakis, occasionally vertically
striped pants.

Shoes: Orthopedic black dress shoes (not jokey looking—just
sensibie-looking shoes), suede gym shoes (Tom Wolf
brand—see Paul Feig for explanation).

Coat: A beat-up,
hand-me-down
football/baseball jacket
with the name of the
school on it.

The Freaks

Lindsay

Overall iook: Lindsay is
trying very hard to look
like a freak. She pulis it off
very effectively, but
there’s always something
a littie studied about her

5

Linda Cardellina as Lindsay

look. She dresses down, but her clothes are always pretty clean.
She tries to be sloppy but can't help primping and neatening
herself. A lot of her clothes come from her father's sporting
goods store, so they're rather new looking. You’'d have to look
close to see that she’s not truly a freak, but it shows.,

Shirts: T-shirts (fftower-embroidered, band logo iron-ons),
thermal underwear shirts, solid color sweaters (occasionally
cowl neck}, button-up plaid shirts (tucked in).

Pants: Bell-botiom jeans, old painter’s pants, overalls.

Shoes: Black suede rubber-soled shoes, clogs, old running
shoes.

Coat: Old plaid hunting jacket, army fieid jacket, old worn parka,
long woo! coat.

Accessories: Worn knapsack for books.

Daniel

Overall look: Daniel has the
original grunge look, before it
had a corporate name.

Shirts: Plaid fiannel shirts with
T-shirts underneath (usually
black T-shirts).

Panis: Bell-bottom jeans.

Shoes: Work boots, old
sneakers, snowmobile boots
in the winter.

ames Franco as Daniel

Coat: An old army field jacket, an old sweatshirt under his coat if
it's very cold out.

Accessories: Scarf, snowmobile gloves, never wears a hat (it
would mess up his afro}, a large afro pick is always in his back
pocket (although we never see him use it).

Things in the Background

In all the haliway scenes, there will be things happening in the
background that typify high school. (However, we won't have too
much stuff going on in the hallway—we don’t want it to look like
all those period movies that take place in medieval England
where every street in town is filled with people doing activities
typical of the era-—you know, how every street in Moll Flanders
and Shakespeare in Love looked like a Renaissance Faire was
taking place—do we really think that every street in merry olde
England had jugglers performing and bear-baiting contests? But
| digress).

Here's some of the stuff we'll see in the background:
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—Two guys having a punching contest (punching each
other on the arm seeing who'll get hurt first)

—Band kids selling candy bars

—Drama kids selling suckers

—Drama kids walking around in costume to promote the
play they’re currently putting up ’

—Freak couples making out

—Kids harassing the janitors

—Janitors sweeping the halls with red sawdust

—Kids trying to step on other kids' new shoes to get them
dirty

—Students carrying wooden planters and cutting boards
they made in woodshop

—8tudents trying to navigate the hallway carrying large
sheets of poster board

—Student government kids hanging long painted paper
signs advertising dances and school activities

—Freaks tearing the signs down

—Other freaks writing on the signs

—Students making fun of the pictures of former graduating
classes hanging on the hallway walis

—Band kids carrying tubas and large cumbersome cases
down the hall

—Hearing the school band rehearsing with the door open
—Freaks with large radios (but not boomboxes—just big
cassette players or large transistor radios—all low guality)
—Hall monitors (usually women in their 50s who are
constantly knitting)

—3cience studenis carrying large science fair exhibitions
to and from class

—Kids getting clean-outs from other kids (when you run up
behind somebody and knock their books and papers out
from under their arm and all over the floor)

—Jocks taking up too much of the haliway and Kids frying
to get by, not daring to ask them fo move

—Guys checking out girls

—@irls checking out guys

—Kids getting wedgies (when you grab the waistband of
someone’s underwear and pull it up as hard as you can,
aka “snuggies”}

—Tough freak girls harassing younger kids

—@Girls laughing at anybody and everybody

—Teachers yelling at students in front of their lockers
—Freaks flipping teachers off behind their backs

—Kids tapping their friends on the opposite shoulder
behind their backs to get them to turn around the wrong
way

~Students in band uniforms

—Farmer kids tripping smaller kids

—Guys high-fiving each other

—A/V guys pushing projector carts down the hall

—Yearbook kids taking pictures of other students (the
students pose by doing kick-lines, putting their arms
around each other, standing and smiling stiffly, putting up
finger horns behind their friends’ heads, punching each
other, or simply looking like they really don’t want their
pictures taken)

—Groups of freaks breaking up when a teacher
approaches

—Guys delivering love notes to giris for their friends
—Girls coming up to a group of guys and telling one of the
guys that some girl likes them

—Students imitating teachers after they've passed by
—Students giving other students “flat tires” (when you walk
up behind someone and catch the back of their shoe with
your foot, making their heel pop out of their shoe)

— Geeks carrying huge piles of books ‘
—S8tudents rushing to the nurse’s office with a cut or a
bloody nose

—Students from Commercial Foods class walking around
wearing industrial aprons and paper food service hats
—Auto shop students wearing dirty coveralls
—Greasy-haired, dirty “stinky” guys (usually some form of
geek—although often a farmer or a freak or just some kid
who's a real outsider)

—8cary crazy kids that no one talks to

—CQuiet mousy girls with no friends walking quickly down
the hallway, clutching their books

—Drafting students carrying biueprint rolis down the hall
—Fights, fights, fights!

—Students on payphones

—8tudents who are dressed very nice (disco-style clothes)
—Students who are dressed terrible (ratty T-shirts, knit
watch caps, old worn parkas, dirty jeans)

—Jocks wearing their school jerseys (usually on game
day)

—Girls wearing rabbit-skin jackets (short jackets with a
patchwork of different colored squares of rabbit pelts)
—S8tudents eating junk food (MHostess fruit pies, Nutty
Buddy pre packaged ice cream cones, Twinkies, cans of
soda pop) '

—Other students knocking the food out of the other kids’
hands

—Kids burning other kids with the “If your hand is bigger
than your face, you'il die when you're 30” gag (the other
kid puts his hand up to his face to check and you hit the
back of his hand, causing him to get a bioody
nose—funny!ll)

[Note: Original version contains nearly 21,000 additional words.]



Paul Feig is the creator of Freaks and Geeks and the director of
Bridesmaids and The Heat.

MES 153 / Scriptwriting Source: Huffingtonpost UK

How To Write Good Dialogue: Ten Tips

In the first of our four part 'Teach Yourself To Write' series, Irving Weinman, a published writer and
creative writing tutor, explains how to write great dialogue.

1. Show, Don't Tell

Remember that dialogue is part of the action of fiction, Dialogue doesn't tell the readers
about the characters, it shows who characters are. Four key qualities of good dialogue are
that it: 1) keeps the story or novel going; 2) reveals the characters; 3) is believable; 4)
interests the readers.

2. Listern Te Yourself

The first and best source OT the dialogue you write is your own speech. You've been
practicing dialogue all your lift. You speak in a range of emotions ange:, fear, love, loathing,
joy and revulsion. You speak in a variety of speech levels formal and informai, standard and
slang, curses and expletives you h in en't deleted. Your speech also includes a mix of jargons
reflecting your work and interests - baking, banking, bowling, gardening, garage bands,
plumbing and physics.

3. Listen To Others

Use the dialogue of other people. Become more aware of how other people speak, hou they
emphasize certain words and swallow others, Listen to the sound of their voices. Are they

deep or high and piping? Are they rough or syrup)? Are they questioning even when they're
not asking a question? or do they chuckle though they're not saying anything funny? Listen!

4. Read
Use the dialogue written by others. No, this doesn't mean you copy out their dialogue. It
means take a close look to find out what it h that you particularly love about the dialogue in
favorite books. Try to achieve that with the speech of your own characters. The same goes
for dialogue in plays, films and TV that catches your ear.

5. Read Out Loud
After writing a scene of dialogue, put it away or a while. Then go back and don't just re-read
it, read it out loud! That's right: read it out at the speed and with the emotional tone you
would as if you were the character speaking it. Reading your dialogue out loud helps you to
hear if it works.

o

. Supportive Narrative
How much supporting narrative should you write for your dialogue? Enough. In other words
you can't decide before you actually write it. Supporting narrative is used for identifying the

>
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speaker, indicating speech tone, describing the speaker. or listener's facial or bodily
expression or action, stating unspoken thoughts or expressing the narrator's reflections or
observations. Some dialogue may have no supporting narrative, some may have more
narrative than there is dialogue.

7. Vary Forms
Dialogue can be used in other forms than in scenes and narration to enliven fiction. It can be
used in monologues, that is, a character's very long speech not first-person narration:, in
which part of it can be shorter bits of dialogue. Dialogue can occur in thoughts, as when a
character remembers or imagines conversation. And it can be presented in letter. in diaries,
as telephone conversations, voice messages, even as emails or text (she ski u r a fool bt u dift
fool me).

§ - Indirect Speech
Use indirect speech, for example - She said hat I was a fool - as a good way to shift
smoothly from narrative to dialogue or from dialogue back into narrative.

9 - Foreign Dialogue

When you present a foreigner speaking English, remember that a little bit of accent, or odd
grammar, or lack of idiomatic speech goes a long way. As for presenting foreign dialogue,
cither be direct: She said in Estonian, 'You are a fool, or write it in Estonian and have a
character translate it. You can also use character reaction and comment to give your reader a
good idea of its general meaning.

16 - Beware Of Slang
Remember that nothing dates as fast as slang. So if you're writing a scene in which two
fourteen year olds are talking to each other and there's nobody around of that aze, d a little
research. The slang you used when you were fourteen in the 1980's or 96s is pretty much a
dead language!

Write Great Dialogue is published on 30 November, by Hodder & Stoughton.
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MES 153 / Scriptwriting Source: Finaldraft.com/learn/articles/how-to-write-
great-dialogue

How to Write Great Dialogue

Whenever we think of great fiims, what we remember most is not the scenery nor the
structure, but the dialogue.

Dialogue is the "music" of movies. From "Frankly my dear, | don't give a damn" to "Go
ahead, make my day." From "Fasten your seatbelts. It's going to be a bumpy night" to “At
my signal, unieash hell," great dialogue will make your script sing. And while story structure
is more important to writing a successful screenpiay, juicy dialogue can help attract a star
TO your script. Powerful diatomic will also give your script that extra bit of 'zing" that can
make the sale.

Writing movie dialogue is like dancing: Some people are born with a knack for it, and others
do it as awkwardly as your physics teacher attempting the funky chicken at the high school
dance. But just like dancing, writing dialogue is a skill that can be learned. Here are my 10
best tips for creating memorabile dialogue:

CONTEXT AND CHARACTER ARE EVERYTHING, As you'll notice from the famous
examples given above. the Pest dialogue won't make any sense to anyone who hasn't seen
the movie. Make sure your dialogue fits the character who is speaking it, and that it springs
directly from story context instead of feeling "grafted on." Even is comedies if a line isn't
true to the character and situation, it won't work

NO ONE SHOULD TALK LIKE ANYONE ELSE, As in life, each character in your script
should have his own distinctive speaking style. To test for this in your script, cover up the
character names and see if you can stili guess which character is speaking at any given
moment. if your characters talk too much alike, fix this problem right away.

NO "SMALL" ROLES, Actors like To say. "There are no small roles. Only small actors.
When | read and evaluate a script, | worry when | see characters with generic names like
"Thug #1 ' or "Waitress #2." Toc often, that naming convention results in equally generic
dialogue. Each character to your script should have a name (or at least a persona, such as,
'‘Nervous Bank Telier"), and a distinctive personality—refiected in his dialogue.

ARGUING IS GOOD, Arquing probably isn’t a good approach to life. But conflict is great foi
your story. Make sure that every character in your script gives your hero a hard time. | don't
care if all your hero wants is directions to the nearest gas station. Nobody should cooperate
with him—at least not without a iot of persuasion,

EVIL IS AS EVIL DOES. Amateur writers create heroes whose dialogue drips with The milk
of human kindness, and villains whose every syllable drips venom and evil intentions But
what do the pros do? They write heroes who may talk cynically, but behave in the opposite
way and demonstrate compassion or idealism. Their villains are often elaborately polite. but
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evil in their behavior. This technique adds depth to your script—when dialogue doesn't
always directly reflect a character's true inner being.

Always remember your character's actions—not necessarily what ne says —determine
whether he is good or evil. (For reference, see the quintessential cynical hero. Humphrey
Bogart's Rick in Casablanca; and for a classic, polite villain. see Calvera, played by the
great Eli Wallach, in The Magnificent Seven.)

DON'T TELL US THINGS WE ALREADY KNOW. in some of the scripts | analyze for
writers, we get story information in one scene, and then in the very next scene one
character tells another the same "news." Never tell us things we (me, the film audience)
already know. How to avoid this mistake? Stage the next scene later, after the ' news" has
already been transmitted—or cut it off earlier. For example, if a character dies in one scene
and the hero must transmit the sad news to the deceased's next of kin, all we need to sea
in the follow-up scene is what happens right before the relative is told— or what happens
right, after, In fact. that 'aftermath’ scene probably won't need any dialogue at all. AU the
hero needs to do is walk in the actor and make eye contact with the person he must tell.
Cutl Aiso, never write e line of dialogue that begins with: "As you already know ,.
information is being transmitted solely for the audience's benefit, it doesn't belong in your
script.

AVOID "ON THE NOSE" DIALOGUE. When | was in film school, they warned us never to
write dialogue that was too "on the nose.' By this they meant that characters should never
simply state exactly what's on their minds, without nuance or subtext, nor appear to be
giving "exposition." That's tantamount to being boring, a cardinal sin. In real life, peopie
rarely say directly what's on their minds, in movies they shouldn't either.

LESS IS MORE. If you can "say' the same thing with a visual image, action, behavior, or
sound effect instead of through dralogue, omit the dialogue.

AVOID "VOICE-OVER VERBATIMS" Voice-over narration should never merely repeat
what we're seeing in action unfolding on the screen. It should act as a counterpoint to the
action rather than echoing it.

GIVE ACTORS SOMETHING TGO ACT. When writing a star (and even if you are writing a
spec script, you should have a star in mind), your dialogue should give him something to
sink his teeth into to "chew the scenery! If, to quote Gordon Gekko, "Greed is good," for
movie dialogue, "Over-the-top is good.' The star of your movie should have at ieast one
"big speech.” Give him all the best iines, And make sure that your protagonist is Introduced
very early in your script—preferably on page one,

BONUS TIP: Write characters that are quirky and unpredictable in what they say and do.
Whatever someone would normally say in the situation at hand, have your character say
something totality unexpected instead. Become a better writer of dialogue. Go ahead. Make
my day.

BIO Staton Rabin is a screenplay marketing consultant, script analyst. and "pitch coach” for
screenwriters at all levels of experience. She is also a Senior Writer and story analyst for
Script, has been a reader for Warner Bros. Pictures and New Line Cinema, and is &
frequent guest lecturer at NYU. Staton's novel Betsy and the Emperor is in development as
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LITERARY HuB

THE DOS AND DON'TS
OF WRITING ABOUT THE DISABLED

NICOLA GRIFFITH ON THE NEED TO GO BEYOND EMPATHY

August 23,2016 By Nicola Griffith

Recently I bave read several articles about disabled people
by non-disabled writers. The authors have clearly projected
their own fears and prejudices onto the subject of their piece,
and spoken for them from that place. If I could say one thing
to those authors it would be this: Do not assume that
empathy equals experience. Y ou might think you know what
it’s like, but you don’t.

For example, if you think that using a wheelchair would
make you feel trapped, isolated, broken, and shunned, you
might assume a wheelchair user regards themselves as
trapped, isolated, broken, and shunned. But they might not.
For some of us, a wheelchair represents freedom, the ability
to get out and about autonomously; it is a device that makes
more possible a life full of friends and work and
opportunity — on our own terms.,

In other words, one’s empathy can be unreliable. T offer
these guidelines to help you find your way beyond it. They
are general guidelines for non-disabled writers who may
have occasion to write about a disabled person or peaple.
They are (mostly) formutated to apply to all genres and
categories of writer, for example, journalists, novelists,
bloggers, critics, poets, essayists, academics, and dramatists,
No one can speak for a group unless they have been

explicitly elected to do so. T do not pretend 1o speak for all
disabled writers; do not assume all disabled people feel and
think the same on this subject. I've discussed this with others
of course[ 1], but in the end these guidelines represent one
writer’s opinion—and just a beginning, at that. They are far
from complete. Please add suggestions and comments below
Pve divided the guidelines into two parts, proscriptions and
prescriptions. To some degree they mirror each other but you
may find it easier to hear one set than another. Read them
both. And then go read the Storify of the first #CripLit
Twitter chat.

Never (First, Do No Harm){ 2]
Never equate physical, psychological, or intellectual
impairment with loss of personhood. People are people.
Period.
Never speak for a disabled person unless you have explicit
permission to do so—and then only use direct quotes.
Never assume you know what a disabled person thinks, feels
or wanis. Empathy is not experience. There is no substitute
for listening.
Never project your experience — your fear, discomfort, or
unhappiness—onto us. Your experience is not ours. We

b
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Never present your assumptions, projections, or guesses as
fact.

Never use disability as “narrative prosthesis.” That is, don’t
use & Crip as a prop, or an impairment as a signifier of or
metaphor for anything (especially evil, degeneracy, or
corruption). Do not magically eliminate or fix the disabled
person for narrative convenience. (For more on this

see Disability Art, Scholarship, and Activism.)

Never assume that one disabled person acts, feels, thinks, or
wants the same as another disabled person. We are as
various as non-disabled people.

Never express astonishment when a disabled person
performs what would for a non-disabled person be

an ordinary, everyday act. It's not polite to be too surprised.

Always (Nothing About Us Without Us)[3]
Always, before you publish, ask the opinion of readers with
the disability you portray. Listen to what they say; believe
their experience.

Always, if you are writing fiction (or lyric, or drama), be
clear in your bio that you are not disabled; that you are
writing from a center you imagine, not one vou experience.
Always, if you are writing non-fiction, write from the
perspective of a non-disabled person. Make sure you are
clear that the piece is about you and vour
feelings/experience/opinion as a non-disabled person. A
serious profile of, say, a disabled artist might be better being-
written by a disabled writer.[4]

Always, if you draw an analogy between some aspect of
your experience as'a non-disabled person and the experience
of a disabled person, make it clear you are guessing. Bear in
mind you could be mistaken.

Always, if you are told by a disabled person that what
vou've written is wrong—even if you don’t understand what
the problem is, exactly; even if you meant well and feel hurt
by the response —be prepared (o accept their criticism. Be
prepared to apologize. Learn from your mistake.

Always remember that disabled people are human beings
with full lives; we are people, not medical or clinical
conditions.

Always remember that words matter (see my post, “Lame is
so gav.”) Be very careful with the words you choose and
how you use them.{5]
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i 1] Many thanks to Alice Wong, Kate Macdonald, and Sean
Mahoney. After I'd written this piece I read an article co-
authored by Wong, “The Tnspiration Porn Resolution,”
which I recommend.

{2] There are those that argue that Primum non nocere is
nonsense. (See, for example, the Harvard Health Blog.) 1
think it’s a reasonable way in to thinking about things —and
it’s easy to remember,

[3] There are two books with that title, both written in

1998, Wikipedia will give you an overview.

{41 I'm aware that this is a provocative statement. But these
guidelines are designed to help writers to think first and then
proceed with care.

[5] This is particularly true of the word disabled itself. 1
prefer to call myself a crip; others loathe that term. T don’t
much care for “people first” language —1 prefer disabled
person o person with a disability. 1 actively

dislike handicapped. In ten years I might feel and think
differently about all of the above. If in doubt, ask. Just don’t
expect the same answer from different people.

Micola Griffith

Nicola Griffith is the award-winning author of six novels—
Ammonite (1993), Slow River (1995), The Blue Place (1998}, Stay
(2002), Abways (2007) and Hild (2013)—and is the co-editor of the
BENDING THE LANDSCAPE series of original short fiction. Her
multi-media memoir, And Now We Are Going to Have a Party:
Liner Notes to a Writer’s Early Life, is a limited collector’s edition.
Her essays and short fiction have appeared in an assortment of
academic texts and a variety of journals, including Nature, New
Scientist, Los Angeles Keview of Books and Out.



a movie with Al Pacino attached to star. Staton Rabin is available for reading/analysis and
consultations and can be reached at statonrabin.com

MES 153 - Scriptwriting Prof. M. George Stevenson
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DOCUMENTARY SCRIPT

PURPOSE: The student will learn how to: Apply three-act structure to a documentary or news
magazine narrative; learn how to create a two-column script; and learn the principles of documentary
from concept and research to treatment, script and the screen.

PROCESS: For this project, students should first find a NON-FICTION (i.e. reported and based on
verifiable facts/testimony) article from a well known newspaper, magazine, Web site, etc.® The next
step is to research this subject in greater detail and find the central storyline. Build it into a proposed
half-hour program for TV or film.

This project requires THREE documents:
1) A 1-PAGE TREATMENT that MUST:

* begins with a logline (1 sentence ) and a short synopsis of the program (1
paragraph)

* includes a treatment that tells a non-fiction story with a beginning, middle and
end, giving a blow-by-blow account of what we see and hear

* have a clear “arc”
* reflect significant research into the subject (mostly done by article’s author)
* identify (in synopsis or treatment): objective, theme, style, POV, audience
2) A TWO-COLUMN SCRIPT based on the treatment above (1-page minimum). It MUST:
* use proper two-column format (video - left/audio - right)’
* be typed or printed and use 12 point Times Roman or Courier New type

+ tell a story from the beginning, through the middle, to the end

* Great sources include the The New Yorker, New York, New York Times, Harpers, Rolling
Stone, Sports Illustrated, Slate, etc. Mainstream publications that tell non-fiction stories in
depth.

’ See A/V script formats in handouts and Handout Book

&8
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¢ Useimagmation! What kinds of b-roll can you support interviews with?

3) The ORIGINAL ARTICLE on which your project is based

PAYOFF: The student will learn the principles of documentary and news magazine forms.

891



Erom: Directing the Documentacy
by Bhichae! Rabiger
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» Film language and the andience’s experlence of it compared with literature

e cL;cum entary

« The raw mngredients
¢ Modalities and categories 07 GOCUMENTAry

o Tipcurnenrary as 4 genre that has work o do in the world

ON THE LANGUAGE OF FILNM

All are, including lm arg, exists so wo can vicariously experience reaiines other
than our own and connect emotonally with Hves, situations, and issues other
wise inaccessible. Reactng wirhin a new COMtext, we open up to other people
and their conditions, and experience other ways Of seeing what once seemsc
ramiliar

Because the fim arsived so recently compared with the other arts, the poren-
tial of irs language and effect is not complerely understood, the more so because
ivis still in vivid evoluton. At a cellular level, two film qhoxs placed together form
ive juxraposition thar changes when tetr order le reversed, so we can
sure that relegviry and comparison are the heart and sow! of film langnage,
To complicate matrers, the factual conrent of a few documentary shotws cut
together commumcates a lot more than what the marerial “is.” Reacung o the

HASA

order ana juscta rmcmom Chou“f» by the fiim’s mal*srvq we make further agsocia-

vons and ey Drct’m(\m which are affected nor orw hx our mﬂwmuui INTeLEsts

unq experience but also m‘ the cultural pﬁrsuc,c:m Ve O our maCL and time. This

5 the crucial difference D"m’m" what 2 fim passage denotes {151 and what it
' 0Qanent o vl

connoies 1SUgEests by
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AESTHETICS AND AUTHORSHIP |

Filw language funcrions differemtly from the language we know best, that of
speech and Hterature. Film is a medium of immediacy, while literature is one of
distance and conrernplation. Reading is pensive and lets the reader move ar his
or her own pace while creating the story i his or her head. Literatuye easily
places the reader in the past or in the farure, bur flm holds the spectator in s
constantly advancing present tense. Even a flashback quickly rurns into another
ongoing present

We ca therefore, that warching film is 2 dynamic experience inn which
the spectator infers cause and effect even as the events appear to happen. Like

: mugie, film's nearest relative according to Ingmar Bergman, the screen arasps -
the spectator’s heart and mind with existential insistency. Usually the audience
never stops, slows, or repears any part of the show and thus s wnlikels 1o

grasp the excent of its emotional subjugation or question the legitimacy of
the means by which 1t was persuaded. Watching film is more like living or dream-
ing than is the medirative experience of reading. Many aspects of the viewing
experience never rise into the viewer's consciousness ar all unless he or
she happens to be analveical and takes tme 1o ponder what he or she saw
afterward.

Fibow's abilicy to pur an audience into something like 2 drearn state is artrac-
sve, put it holds responsibilivies for s makers, particularly in documentary.
Though the fiction film is always and evidently a show, the realism of documen-
i wary fulls the audience into passively warching “events” as though real and
uomediated by amny authorship. Critical analysis, partcularty of older documen-
taries, shows how much the genre contains of ite makers and how little of the
objectivity that people associate wich the genve. No less than the fction films they

- resemble, documeriaries ave authored constructs.

Today, with the movement voward films having & more obvicus aurhorial
“voice,” films can directly consider the ambiguities and contradicrions Insepara-
ble from any full accouns of human life. Digital equipment helps this evolution
hecause filmmsakers can easily filter, freeze, siow motion, superimpose, Or inter-
leave rexts av will. By impasing & more subjective and impressionistic trearment
or: ive action footage, these rechniques nnshackle the sereen from the tyranny of
real time and irs byproduct, realism, They help the flmmaker comment, nor
merely reproduce.

| Voicuoner,

Your job as & filmmaker is to refresh film language by journeying inward, ©
recognizing your own emotional and psvchic experience and finding its : i
equivalency 1o use on the screen. Only in this way will vou deeply impress us : G
; ith other realities—those of your subjects, and those of yourself and vour ; . .
; i l()thez litie ¢ your subjects, % y and your Narrasian.
: assocates,

SIZING UP THE INGREDIENTS

Though embracing definitions of documentary are in short supply, there are a

. . o ; i o - . Swrchr e
namber of generaliues we can look at, beginning with technicues and construc- . o
ton methods central to & documentary’s acsthetic contours. Consider firse how : S

few are the ingredients from which all documentaries are made. Music




3. BELEMENTS OF THE DOCUMENTARY

PICTURE

Action footage
« People or creatares doing things, carrving on their everyday activiries,
such as work, play, and sc on
= Shots of landscapes and inanimare things
People talking
¢ To each orher with camera presence unobtrusive, perhaps even hidden

« To each other, consciously conrributing to the camera’s poreeair of
themselves

 In Interviews-—one or more people answering formal, structured ques-

tons {interviewer may be off camera and guoestions adited our!
Re-enacrments, factually accurate, of situations

= Already past

« That cannot be filmed for valid reasons “

» That are suppositional or hypothetical and are indicated as such
Library footage—can be uncut archive material or marerial recycled from
other films
Graphics, such as

# Suill photos, often shot by a camera thar moves toward, away from,

or across the stll photo to enliven

s Documents, titles, headlines

o Line art, cartoons, or other graphics
Blank screen——causes us to reflect on what we have already seen or gives
heighrened arrenyion 1o existing sound

SOUND

Yoice-over, which can be

# Audio-only interview

¢ Constructed from the track of a picrure-and-sound interview with
occasional segments of syne picture at salient points

Narration, which can

* A narrator

« The voice of the author, for example, Michael Moore in Bowfing jor
Colbummbine (20023

® The voice of one of the participanss

Synchronous sound, that is, diegetic accompanying sound shot whil

)
1
ot
g
5

4

Sound effects—can be spot {svne) sound effec

5 OT Armospheres
Music




AESTHETICS AND AUTHORSHE

All documentaries are permutations of these ingredients, and it is the associa-
tions and traditions they call on, their structure, and the point of view imposed

Silence—the temporary absence of sound can create 2 powerful change of

mood or canse us to look with o heightened awareness at the picrure

ot them that summon shape and purpose,

DOCUMENTARY MODALITIES

Michael Renov in Theorizing Documentary (New York

T

&2 London: Routledge,

19934 divides rhe documentary into four fundamental modalities. They are ro:

1

Ln

:.L’

As he points ow, these categories aré not exclusive; any film sequence can use
more than one. A film in its entirery can use the full range while favoring perhaps
tweo such modalities, Let’s try assigning the commonest to 2 lst of nonfiction

Record, reveal, or preserve
Persuade or promote
Analyze or interrogate

Express

genres that it by no means exhavstive.

Nowfiction filn genres

Records, Persuades,

Analyzes,  Fxpresses

reveals,  promores  imlerrogates
preserves
1 Anaiytcal (essay) v °
2 Anthropological ¢
3 Art (filme on} [ . «
4 Biographical ® «
S Cinéma vérité {(documentary v ©
catalyzed by malers;
& Ciry symphony B «
7 Combart {(war) @
§  Conunitted {political or socia! 3 [
acTivist;
9 Compilation {interpres archive o «
matenal}
10 Cress-section {socioiogical € v
Survey;
11 Cuarrent affairs @ «
1% Diary « «
13 Direcr cinema {observational, C
non-irterventional
documentary}
14 Docudramsa & 6
15 Educatiohal ¢
16 Ethnographic . v

9%




3 ELEMENTS OF THE‘ DOCUMENTARY

88

Nonficrion il genres Records,  Persuaddes, Analyzes,  Expresses
reveals, bromotes  imerrogutes
preserves

17 Experimensal tavane parde) ® *

18 Historicdl s ] =

19 Incentive ®

20 Minosity voice (Feminise, gay 2 ¢ »
or leshian documenrary)

I Mockumentary (fake ; M a
ducumem;:ung}

12 Nawge & a -

23 Persunsive lexposé or thesis) > ‘

24 Polivical (agitprop} ° s w

25 Process ® 4

26 Provaganda ¥

27 Romanuie cadition ' [ v

8 Science o

29 Soslological L.

30 Training ¢ *

31 Travet and exploration #

32 War (effeers of) - s a

Whether or not you are familiar with all these genres, it vlain thar trying to
wpily and categorize them is highly arguable, You could, for instance, make a
case for ail Aims belonging in the second colpmn because alt nonetion fims seek
1o persnade. And merely by their selecting something for vur artention, you could
say-thar all films seel o express {foureh column}. To Further confuse matters,
most genres make use of multiple modalities aceording to how rhey fulfill their
selfimposed task. With such pezmeable boundaries the usefulness of
of decanstruction is limited, but in production and betey
whar modality you ase currently using so you ¢
suaceessially,

Bill Nichols in his valuable Dntrodusrion 10 Docwmentary (Bloomingron, IN:
Indiana University Press, 2001) divides docurnentary inro six categories. For sach
Ihave chosen fust a single well-knows example. His list evolves chronotogically
from (a3 be asserts} documentary’s roots in Hollywood fiction, and for sach car-
egory he lists 2 cormmonly percaived deficiency:

any merhod
re it it helps wo know
an deploy it more comsclausly and

* Poetic documerizary (1 92053, Posticaily assembles fragments of the world hue

tacks specificity and i$ w0 abstract, Example: Joris Ivens’ Rain {Netherlands,
1926}, which evokes all the aspects of @ passing shower b1 Amsterdam {Figure
34

Expository documentary {1920s), Directly addresses issues in the historical
world (that is, the world we all share ; expenience as “real”). Quce sound
became egrablished, it adopred the classic “voice of God? commentary, Fxpos-
itory documentary suffers from being too didactic. Example: Frank ¢

Sapra and
Anatole Livveak’s Why We Fight serizs made for the 1.8, War Deparument (US4,
1942-1945)

s

N
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ABRIEF AND FUNCTIONAL HISTORY OF THE DOCUMENTARY

28

DIRECT CINEMA AND CINEMA VERITE

Cu either side of the Adantic this mobility evoked opposite philosophies about
the relationship between the camera and 15 subjecs. In North America, the
Mayzles brothers, Fred Wiseman, Allan Kling, and others favored what they called
durect cinema, an observarionai approach that kept their intrusion on parricipants
down to a minimam, This, they felt, allowed them o capture the spontaneiry
and uninhibited flow of live events. They shot under available light and without
evident preparations, like ethnographers waiting for significant events to take
shape. ' ' )
They claimed a cereain purity for the method, bur unless the camera js actu-
ally hidden—an ethically dubious practice—participants are usually aware of its
-presence and cannor help bur modify their behavior, The megrity of observa-
cional cinema is thus more illusory than actual, because its onscreen appearance
1s sustained by eliminating any material where the illusion is broken, such as
when participants glance at, or adapt to, the camera. Certainly it leaves rhe spec-
rator feeling like a privileged observer, bur seldom are we seeing life unmediared
as such films lead s to suppose. The face is thar observational cinema (as direct
cinema is now called) is at its most truthfal when events claim most of the par-
ticipants” attention. Authenticiry declines as the camerz becomes more prominent
than those being filmed and they become conscious actors in their own srory.
Thaugh this sirvation has a rruth of irs owr, it is no longer life caught unaware.
The other approach, called cingmg vérité, takes account of the cenrral
problem by actively involving participants ia the process. It originared in France
with the ethnographer Jean Rouch. Documenting ways of life in Africa taught
him that making any record always provekes an important relationship with pat-
ticipants. Like Flaherty with Nanook, Rauch thought that authorship could use-
fully and legitimately be something shared. Permiring and even encouraging
interaction berween the subject and director, his cindma vérité (“cinema truth,”
a tanslation of Vertov's kino-pravda) legitimized the camera’s presence and ler
the crew become catalysts for whar rook place on the screen. Muost impaortantly,
cinéma vérité authorized the director o initiate characterisric events and to probe
for what Rouch called privileged smoments rather than passively awair them.
Eric Barnouw, in his excellent Docwmentary: A Hisiory of the Nor-Fiction
Fitm (London: Oxford University Press, 1974}, sums up the differcnces as
follows:

The direct cinema: documenzarist rook his camera W a situation of tension and
waited hopefully for a crisis; the Rouch version of cindma vérité tried o precip-
itate one, The direct cinema artige aspired to invisibility; the Rouch cindma vErié
armist was often an avowed participant, The direcr cinema artst played the role
of vrunvolved bystander; the cindma vérits artiss espoused that of provocateur.

Notice that Barnouw thinks documentarians are artises, not social scientists, This
acknowledges thar subjective judgments are involved whenever the screen reveszls
documentary truths. Direct cinema found irs truth m events abservable by the
camera, while cindma vérité (now more often called participarory cinema) was
committed to a paradox: thar it may take arrifice o expose rtruth. Flaherey
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INTRODUCTION, HISTORY, AND FUTUIR

acknowledged this when he said that “one often has to distort a thing ro catch
its true spirit.”

Both approaches capitalized on the spontaneous, and their most striking
moments were often completely unpredictable, Since neither could be scripred,
documentary was freed from the tyranny of the script. Editors, faced with the
prospect of reducing great masses of footage, ser about inventing film language
that, using freer and more intuitive forms, counterpointed voice and effects
tracks, and fexuous, impressionistic cutting to abridge tme and space. The
fiction feature film was guick to adopt these poedc advances, as you cau see in
MNicholas Roeg’s thriller Don’t Lock Now (1973).

Participarory cinema acts willingly on what is being filmed, and observational
cinema doss so unwillingly. Both have much in common. Their competing claims
of fdelity to the actual are equally guestionabie because editing routinely abndges
what was originally separated by time and space. D"&Spﬂ‘& any appearance of
objectivity and verisimilitude, the documentary, like the fiction film, i always
being channeled through human points of view——of those in front of the camera
as well as those behind it

In the end, all documentaries must invoke, as best they can, the spirit rather
than the letrer of truth-—and they are exciting because of this. A documentary’s
authenticity vitimartely lies in its organizing vision rather than any mechanical

. fdelity o life.

When should one use participatory cinemas, when observationsl? Most films
allow each sequence’s subject matter to determine the approach. Some kinds of
actuality-refated truth reveal themselves unaided, while others are best elicited
by inguiry or reconstruction. This seems so natural on the screen because this is
how we proceed through the world: sometimes we are an interested observer,
and sometimes we actively probe for the truths we need to discover. To help you
i your work, this book will propose that documentary is really 2 screen version
of human consciousness doing its living work.

TRUTH CLAIMS

How can we assess 2 documentary’s wmplicit claim to fairness and truth? Always
supposing the film is authentic to fact, you can only determmine the truth of 2
film’s more esoteric claims by comparing them with your knowledge of life, You
reach subjective decisions throogh your emotional and experiental judgment,
and there is no other, independent arbicer.

Art exists to encourage us to do this work, to spur us into becoming men-
tally and emotionally active. Working at its highest levels, documentary art
probes the roots of human life and human values, and reats its audience as equal
partners in the quest.

BAPROVISATION
In the United $Seates of the late 1930s, the actor Jo

partable equipment 1o shoot his ﬁfy 2 fiction pxecs}%capxtahzed
wer of Method dramatic fﬁm on. Q.fmdowsi/w } Is griveily shot

of

assaveres used t je/ﬂew '

el
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VIDENGE AND POINT OF VIEW (N THE DOCUMENTARY 83

thev cmpathize, and whase version of evenes squares mosy wighutfier own expe-
ience of lifer

The summing up stage places all that has happengd celation o these gues-
tiong in context for the jory 1o umsir er, Fli“’!“‘ dibfer from this last, adversarial
ge of a wial hecause they are dramaric epeflies vather than decision-making
nes. An edied flm nsually has the sexpe? of many voices and muliple POVs,
with the mosr sshracing being that ubfhe storyrelling itself, which is the under
Wving “volce™ of the diecrar and gréw.

Anorher goud Alm where pu can see xhif& analogy ar wark, one also having
a murder toial 5w heart 8 EBrother s Keeper (19921 by Joo !Pmn*m and Broce
Sinofsky. In it Delbery®ard, who is one of four aged and semi-lirerate farming
brothers, 1s accusedAit mmdmmg, or mercy killing, his sick brother William. But
thies rown, alienatad by big-ciry ym}h e tacrics, ralies to the defense of the formerly
ouraast farpdt The Wards are shown in all ther reclusive squalor, but gzacmz?s
'm that Ber Imgu and Sinofsky are on theilr side, but to get there the film
#us hrough multiple other viewpoints,
Shortly we shall lonk more in depth ar the notion of POV in flmmalkang, but
first we must look at the options the filmmaler exercises when using the camera
1o colecr evidence,

ey

DOCUMENTARY PRACTICE

COLLECTING EVIDENCE: OBSERVATIONAL OR
PARTICIPATORY APPROACH

Every camera setup involves collecting evidence, and how you do it will convey
different kinds of meaning to your audicoce, or jury. You must first umvw
herween two major approaches outlined in the Jast ¢b apren One we said iy sericrly
phservarional; the otber i participatory and allows the crew 1o intercede. To
quietly nhacrvc: the aggression between children plaving in a school yard is more
telling than (wrerrupting their cmnmm* ous activities 1o ask them o play 3 com-
pesitive wame and hoping they do ir dggressivelv '

Whether vou shout observationally or you catabwze the acnon onscreen s
thus something vou decide both philosophically and pragmatica st Fred
Fhsemarn, a former lawver, uses no lightng. no diveczing, apd no guestioning.
and onlv over uses the camera observationslly, He shoots a massive amownt of
and makes s distmguished flms from che results, If vou bave s sumlas
conviotion abour the werth of observanional docomenrary or you ave an f:z}nm»
grapher, vou will want o caprure only events that are unconpromised by vou
and vour camera, Moweven if vou flm an intervies. iy means t merely by
asking questions and feading the conversation, vou partisipare w making : the
record-—even if all the QG"‘“’»U(}?“&.\ are edived oun '

Using the camera ro eliclt documenrare vruth arose, as wy discussed eanlien
i Russin with Dziga Vertov's i Fr

randa, or Scinoma wouth.” o France the
revival of this approach by Jean Rouch in the 1960s was given the equivalent
narae i1 French, eiméma verite, Howevsr, because English speakers cormpred e

“

ot
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ABESTHETICS AND AUTHORS Mg

FIGURE 41

Diagram represeting direct or observational cinema, in wimh the camers records Life and
inversedes as livtde as possible.

TEIn 10 COTIIOUE spontansous sn(}m‘mgg we now sy thar a document an' uging

these intercessional methods is participatory.

Whether to use intercessional or non-nrercessional thoomz&, is often a com-
monsense decision dicrated not by dogma but by the situation in hand. Where
15 fire engines are hard at WQ}Z’& putting out & firs, you won't need o exert dny
pressures h;g taterceding. But if a naked man has chained bimself wo the Minisuy
of Agriculoure’s mimg,, you may waat to gueston him if the Slming is 10 go
hf"«'ﬁf}(f single enigmatic image.

Flgure 41 represents symbolically how i observational cinema the camera
and crew do their wmmost oy vermain outside onloikers, minimizing thelr own

effect on the procesdings. Figure 42 represents participatory cinema, in which

carnera and crew are avowedly presens and inguiring, ready ro cawlyze, if
necessary, an interacusn bovween pagticipants of berwsen pdrticipants and
themselves.

POINT OF VIEW

Although a POV shot will be a literal, physical viewpoinz, the phe

srfarts e oy fre mvorn teoadle darmsse tlho Spmivencoeing more gate poadiem s el Piv ot

&
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g froimt of

U



RN EV@§NCE AND POINT OF VIEW IN THE DOCUMENTARY

85

D~
%””’ ﬁ

Diagram representing cindma vérité or participarory cineta, in which the camers and
crew may alrernarely be discreer onlookers oy catalyze responses and situstians,

FIGURE 4~z

ing w fzim, of the emotional and psychalogical point of view thr 'ma:fb which the
story is baing experienced, Somertimes, do;p&mc Ing on context, it WLH refer o
somerhing like a Marxist or Freudian outdook being used as 1 tool of social o
psvumzcmm | analysis.

A documentary is o story whose “voice” and impact emerge, a8 in literature,
from gwt, 0g us 10 ex ;mneme other pmp] realities and other POV, Hew this
works almost defies explanation, and pimw of filmma kn%‘b«, if they understand it
ar all, do so more viscerally than conceptually, What is inescapable is thar you
will need to convey POV other rhan your own i yowr flms. It is hard o ever
feel you are conrrolli ing them while vou shoot, and it is hard to locate them in &
finished film except in an ;m‘m{aw way. Luckily, POVs seem to emerge on thelr
own whenever the malk «

¢ Has a clear purpose for telling the tale
¢ Relares emotionally ro the story and each of its charserers, and knows why
¢ Knows at every point how he or she wants to rmove dhe a nclience

POV, your own as well a5 those of your parucipants, cvolve and clarife during
the marvelous vovage of discovery called the arrstic process. Frorm ideation (gen-
eraving and de \‘cviop,m the cemral ides) ro crearion fre vchmg, WL, Sharot
ing, and e uum;,n the Blin's POVs will &C‘J{’",Q} and strengrhen as vour senss of
the film’s identity and purpose devel lops. This i especially so during ¢ sclizing.
Let me repear, the clearer YOUL ammriem to your subyect and 1o the reason

i

for making the flm, the berrer. This s why this hook insist on 3(«:{? sexploraton
as the foundation of creative ide niiry and creative ide entiry as the springboard to

effective filmmaking, Following ate catepories of POV with imm 5% mzplm

10]
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! have provided an explanatory diagram for cach wype of POV, but you will
quickly realize from viewing any of the flm examples that such s diagram 15 2
simplified view of 3 subtle and complex range of realities. In pracrice most ROV

incorporate other minor POVs, and the uiquensss and force of the maior visw-

point depend on the contrast with minor ones.

The camera cutline in the diagrams symbolizes a recording eve and ear, but
ta this you must add the human bearts and intelligences guiding thelr attention.
The lines connecring the camers, direcror, and participants represent their aware-
aess of, and refationship to, each other.

Single Point of View (Character in the Film)  As you can see from Figure 43,
the film is being channeled through, or perhaps even narrated by, a main char-
acter, This person may be a bystander or major protagonist, and he or she may
be ohserving, recounting, or enacring evenrs, This kind of film may be a biogra-
phy oy, if talling in the first person, an aurobiography, '
The seminal work is Robeit Flaherty's Nanook of the North (1922}, which

takes as its central figure an Eskimo huntér struggling to survive in the altimate

of hostile environments. Though shot silent and nsually seen only with a musical
accompaniment, it nevertheless creates a strong sense of intimacy with the hunrer-
gatherer Eskimo and his family. Many scenes were re-enacred for the samera, so
we raight classify the film as re-enacted observarional cinema, if that isn’t too

Cohar

BPen
ol A

FIGURE 43

Diagram represenving & single point of view {seeing through 8 characrer in the Alm),
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surely collaborated la this, It was an equality of aathorship that detlined in
Flaherty's later work, '

The focus on a central characrer produces 2 bern, or sometimes an antihero,
Too much emphasis on imdividualism can imply thar desciny can be challenged
and thwarred individual] % and its corollary is thae soCiety victimizes the dizsens
ing individual, Flaherty's romantic wealizarions, uncomforably visible in Man
of Armrr (1934), come under sympathetic examination in George Stoney and Jim
Brown’s How the Myth Was Made 1197 8). This documentary is ineluded with a
DVD version of Man of Avan,

A partisan viewpoint mainly routed through & central characrer doss nor have
to lead to the distortions of idealizing. Just be careful to include broader insights,
These will make for 5 seronger Alny.

]

Multiple Characters Within the Filo.  The viewpoine represenved in Figure 4-8
i& of mulriple characters, in which none tends to predominate, The combinarion
of camera and editing may look @z the other characters or throwgh one person
afrer another's consciowsness of the others. Through what the seer sess, we
empathically construcr what he or ghe js feeling.

When each character represents a different constitvency within the social
tapestry, you build a texture of differant, often counterbalancing, viewpoints Jike
a Buckminster Fuller dome. This approach to POV is excelient for demonstrat-
g a social process, its actors, and its outcome, This POV can be observational

Character

Charactey
A

ik represanring the raltiple poinr of vigw, T miay "see” anyone by vy of anyone
rspective.

1 oéi
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Omuiscient.  The lmitations of diagramming (Figure 4-7) suggest thar omnpje
science is mostly free camera movernent, Certainly the camera is no fanges Jimired
by what ong character can sée or know, and the eye of the mnisciens sy does
indeed move freely in dme and space. But amniscience carvies with it an unfet-
tered, all-knowing consciousness on the part of the storytsller, like the eye of
God, whe is said {reliably so far as | kunow) 1o see and know all. Here the all.
koowing intelligence is that of the storytetler, who rakes us 1o any place and time
in pursait of the story. This POV is by no means an impersonal twirron for at ins
best it has an cutlook and meral putpose for telling the rale.

Character
<

Uharacter
P

FIGURE 4.7

Diageam represenving the omniscient point of view, in which the caaera can move freely
in tire and space. The poine of view isu’t vested ig auy particular characeey and fsn't fere
tered by any charscter’s Vrmitations or insight.
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unforgertable vision of a land plandered through ignorance and political oppor
tandsr This is propaganda av its best, though my late friend and mensor Robert
Edeaonds, author of Anthropology on Film | Prayron, OF: Pllaum, 1974}, would
contend that all documentaries are propaganda becanse all seek to persuade. He
liked to be provocatve: all documentaries ser forth an argument, but one thar
simplifies the evidence to make its conclusions unavoidable is seeking ro persuade
by conditioning, not argument. This is undoubredly propaganda.

Few documentaries are set in the furure, but Perer Watking The War Came
[1966) appropriates a news program style o posit the nuclear bombing of
London, The omniscient POV is sometimes used by an author who does not want
to stand berween the viewer and the flm’s subject. With grimg npartalivy, The
War Game uses the facts of firebombing in World War II (ermany to construce
an infernal, incontestable vision of nuclear war and holds vs mesmerized by s
aly of veracity. Passionately it seeks w0 persuade, but shunning heroics it avoids
the personalizing found so often in screen treatments of disaster and forces us o
include ourselves and our loved ones among the doormed. As a new parent when
I fies saw it, I found it nearly unbearable.

Omniscience can seem natural when a subject is complex and far reaching,
such as war or race relations, where injecting an individualized srorveelling POV
would seem parcchial or egocentric. Omniscient flms put the viewer on guard
whenever the film hides frs credentials. This was not the case with The War Game,
which cited all the sources for all irs tecrifying projecrions. The omniscient, all-
knowing narrator who guides us through bistory is more worrisome, especially
during those television history series that race aver vast thematic and factual
territory. ’

Powered from the resources of large corporations and asing an army of pro-
ducrion workers, the history series gravitates roward omniscience as naturally as
royalty to saying “we.” Thames Television’s The World ar War in the 1570s,
WOBH's Viemam: A Television History in the 19805, and evern Ken Burng'
The Civil War {1990), which counterpoints contemparary accounts and photo-
graphs, all echo the textbook emphasis on facts racher than guestions and
tssues. The ambitiousness, awthorial impersonality, and apparent finality of such
ventures make them suspect, Who is speaking to whom, for whors, and réprésenting
whom? Why do they suffocate historical curiosity wheg they should awaken it?

Not all ambitious screen history fails, Eyes on tha Prize {19907, a PBS sevies
from Blackside, Inc., chronicled the development of civil rights in America and
managed 1o tread a fine line berween omniscience and personal stories that spoke
of passionate commitment. An openly critical film like Perer Davis' Hearts and
Minds {1374} argues that the American obsession with spores lay behind the rrag-
ically muistalcen 11§, involvement in Southeast Asia. Fere the viewer is on a clearer
footing and can engage with the film's propositions ravhet than go numbd under
a deluge of suspiciously uninflected information.

Personal. Here the POV is unashamedly and subjsctively that of the directot,
who may also narrawe the film. A director’s surrogate may still be i from of
the catmera as 2 “reporter” ar catalyst, or the film may present its views in the
form of a first-person or third-person eesuy. JLhere aremo Lenns v che personal
POV bevond. whar the authow/storyelier can demonsteably see and know, In

10§
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FIGURE 4-8

Diagram pepresenting the personal poinr of view, i which the anthorisoryeller js the
point of view character

Figare 4-5 the direcror is behind the camera; but he or she can step forward into
the visible world of the Slm.

Like bis Roger and Me (1989), Michael Moore's Bowling for Columbine
(2002) is a personal essay in which he again plays the rumpled, naive Bveryman
just trying to get a few answers. In Colwnbine he sews onr to comprehend
Aumerican gun culture, His questions take him to gun stores, a hank rhar offers
a rifle as an jncentive for srarting an account, and Charlton Heston (the presi-
dent of the National Rifle Association). Along che way he compares shooting
deaths in the United States 1o the far lower number in Cansda, which has the
same ratio of guns per capita, and ponders what cultural differences could pos-
sibly explain why Americans kill each other more ofeen. By asking deceptively
stmple, provocative questions, Moore sparks 2 series of surreal, oftest hilarious
encounters that leave you thinking afrerward abour all the paradoxes.

Barbara Soanchorn’s Regrer to Inform (1998} is & personal journey ww the
place in Vietnam where hee fiest hushand was killed when they were voung.
Undertaken as an exorcism, the 10-vear journey to make the film puther in touch
with both American and Viemamese war widows, and the result is a searing
examination of what war does 1o those left behind.

Reflexive. Reflesive documentaries are chose acknowledging and even investi-
pating the effect of the documenrary process on its produer. The anthropologist
Juy Ruby, who uses anthropological insights to assess photographs, film, and tale-
Vigion, says thar

To be reflexive is 10 struenure a praductin such & way thar the andience assamss
that the produces vhe process of making, arid the producy are 3 coberent whole,
Mot only is the audience made sware of these relationships, bue it i made o
realize the necessity of that knowledge. ™" By sabotaging the radiconal lusion

P ar Ruby, “The e Mivored: Reflexivay and the Documentary Fim.” in New Challenges far

Diocwmentary, ed, Alan Rosenthal, 63 [t ey, UAc Untversiey of Californie Press, 19881,

10!f
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FIGURE 4~10

Dingram representing the reflexive point of view, one able to share salient aspects of the
filrmmaking L process with the sudiencs.

that we are watehing unmediated life; reflexiviry signaly that Blros are “ereated,
structired mzwimun of the filmmaker and nov aathentic, rruthful, ub;mxw
racords. ™

e

The first radical investigation of documentary language ts credited w Duziga
Vertov, a poet and film editor in Russiz of the 1820z By sesking w show “life
as it 187 in The Man with the Movie Carnera (19291, his Kino- -Eve method laid
the ground for cinéma vérizd in France 40 years iat»%:f The Mar with the Movie
Casmera portrays Moscow as a teeming spectacle of dialecrical opposites, The
exuberant camera, seemingly moopcuc’m%‘ of human agency, alternarely embraces
the constants ;md conradicrions of human life. Sometimes we see the came
and cameraman, sometimes we see them lizerally 10 2 mirror, as in Mp“mw 4«%
Vertow t}ﬁougz%n thitthe dypamics of camera and montage wanscended humran
:Le;mcy, and though we often see shots of the mmeﬁmm 0 oar work, he seemig-
like the dancer in The Red Shoes—nore the camers s pupper than ity master. Ft:rr
ideclogical reasons, Vertov denjed personal ;mthrmh: p by claiming that Slm truch
was vested in the appararus itself—an ebullient mystification that he doesn’t quite
pxz} off. This s sull & puwwfn belisf in mg;mamg film students, who assume
that professional filin equipment will make a professional-love! i,

Figure 4~10 shows that the filming process xmind&s the complex refadion-
ships between our friencs, A, B, Gy and Dy and also ters directing, shooting, and
editing acknowledge ind ‘idents in ’:ht* filunaking process frself, Zh is 1 imw §¥Ir-
%alxred rot too confusingly, I hope, by a mwirron
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When a lm sxposes or analyzes the paradoxes of ius ownt exploration, it
draws the sudience o the facr tha major questions usually hang over svery
z::h:zu.umm‘ary. For instance, how often BEC W seelng ot spontananus
rured by the camera by something instigated by or far Blmmaking

- The ethnographer Jean Rouck
made witly Edgar Morin, first locked into this aspect of flmmaking when he
posed the people of Paris with a fundamenia] question, “Are you happyi” By
showing pardcipants cheir own footage, he iniviared o moving self-examination
it his participants and s desire to go deeper. The resul show Rouch’s radical
curiosiry, his sympathy with the ordinary person's need 1o find meaning in life,
and bis willingness not anly to question the medinm bur his own authotlty o
use t.

Reflexivity allows the filmmaker te open doors and wihdows on filmmaking
and ro share thoughts about whatever ethical or other ambiguities have enterad
the process, Ethnogeaphic filmmaking, in which the calture under srudy is St
posed 0 be uncoutaminared by the flmmaker’s own cultural assumprions, is
a prime candidate for such scrutiny. Explaining one cubture for the benefit
of another iy inherently hazardous (if not ultimarely impossible) and is fraught
weith lessons for all documentary makers about one person’s right 1o represent
another. :

Aside from distortions, subjectivity, or misinformation there are other fasci-
naving issuey concerning the medivm’s boundariss, How, when, and why deo we
as an audience suspend disheliefs What deceptions does the medinm practice on
its rnakers? Whae may ar may ot be ethical? And so on Plainly documentary

15 more of an emerging and imperfectly understood mediom rather rthan 4 fin-

ished vehicle of information or advocacy for g “subject,®

Self-Reflexive. The ultimate in reflexivicy fs self-reflexiviey, in which flm can
hecome 4 snake eating its own vail. Self-reflexive Glme reflect not only on their
own process but incotporate their authors’ thoughts, perceptions, and self-
examination as well (Figure 411 J- For the flmmaker sceking self-adminisrered
therdpy, this form can do whar the pool did for Narcissus, It is 2 mreacherons and
difficult genre 1o pull off, but wonderfully rich when suocessful,

Michael Rubho’s Sad Song of Yellow Skin (1970} is an Awstralian/Canadian
flmmaker's search to define Viernarm amid the fux of that country’s paradoxes,

By confining his grtention mostly 1o eiry streer kids and the young American dis-

sidents working with them, Rubbo exposes us to the seamy side of 2 peasant civ-
Hization torm aparr by 2 wealthy and rechnocratic vecnpving savion Rubbo's
ironic view of himself and the world saves his fims from seotimentaliry,

Alan Berliner in Nobody's Business | 1986) uses documentary o explore
famify history and dynamics {Figure 4171, Approaching his crabby father ro get
a berrey understanding of his life, he is roundly repulsed--henee the flm's e,
Berliner senior insicrs adamandy that he is ag ardinary man with nothing o say,
Such visceral resistance drives his son to examine tamily fif, photographs. and
lewers in seareh of the father he hardly knows, The &lm claboraces the sreategies
he uses to uneaveal his father’s srory ag the son of an immigrant Jew, Along the
way, the topics broaden out o nclude ethniciey, ethnic idenrivy, and Armerics as

1@%

i his seminal Chronicle of a Supmar (1961,
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Candor in Comedy; Shattering the Glass Curtsin
Written by Natalis Abruzzo

Synopsis: The imdbalance of male vs. female in the comedy
circles ig staggering, In 2009, males are still dominating the
comedy culture., Aside from the fact that there are indsed
female legends of comedy, both past and present, there gtill
awisty & floating concept that women are not asg funny as men, or
are not funny at all. This documentary will explore the male
dominance of the comedy cliroult while expounding on the many
talented women who have broken through the proverbial glags
curtalir to rise as stars in their fields. The perception that
women are not funny seems o elude the female superstars of
comiedy.  These women have forged ahead carving a place in
history for themselves and paving the way for newer generations
of women to grab their plece of the comedy ple. Comedienne’s
from wrilters, to stand ups, to sketch comedy actresses will
examine. their own struggles to break-down barriers, discuss how
the stereotypes of female comics are morphing, and tell the
aundience why they continue to play the game. Thig documentary
is a celebration of women and comedy. : »

Trastment: Candor {n Comedy: Shattering the Glass Curtain openg
by leading the audience te the west coast ad treated bo s car
ride down during dusk down the Pon throvgh Santa Monica, and
Goross Sunset Boulevard where we see video images of the ocasn,
palm trees, The Béverly Hotel, RCa Records building, The
Hollywood Sign, Billboards, and comedy institutiong - The
Groundlings Theatre, The Laugh Factory, The Comedy Store,
Hollywood Improv, The LA images arve seen through a car window-
as the car moves past the institutions ale Taxi Driver the
movie. The audic has now morphed into I Love LA performed by
Randy Newman. The audio track is low and there are graphics on
the screen as The Second City flashes by and the audience is
given the name of the institution and the vear it was
establighed, The audic track of I Love LA g brought down and
the next series of elips are of The Tonight show starring Jotmny
Carson. The clips come up. as we see him introducing Joan
Rivers, Ellen ReGeneres, Phyllis Diller, then Bita Rudner,
Rosearnne Barr, Lily Tomlin, Rosie O'Donnell, Paula Poundgtone,
tlaine Boosler. The audic of the applauding live studio
audience is captured and expanded ag the Tonight Shéow starrving
Johimy Carson fades.

We are then whisked away to another great cicy for comedy greats
=~ Chicaygo and we are exposed to video images of the Chicago
skyline and the comedy institution that is The Second City. The
Second City image is seen through a car window as the Car movesg
past the institution ala Taxi Driver the movie. The audie hag
now morphed inte My XKind of Town (Chicago Is) performed by Frank
Sinatra. The audio track fs low and there are graphics on the
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Borean as The Second City flashes by and the sudience ig given
the nams of the idmwiﬁuﬁiﬂn aund the vesar it was =2 ishe

The £ilm hag mada it all the way to the @ast corgt and takes the
audience through the bugtlin g streets of the cgmedy capital, New
York Clty. Wm mﬂar the sounds of the c¢ity - honkd ing vehicle
horng, vehicles whizzing by - and video images of taxis’, busy

streets, tourists, traffic iightve, pedestrian o crogsing slgns -we
are then directed to vmaqeb of signage cutside of some of the
great comedy institutions of New York City -~ Satur
Live, Late Night with David Letterman, Upright ”itu.
Brigade, Caroline’s on Broadway, Stand-Up New York, Gotham, The
Laugh Pactory - The video images are ag seen through & caxr
window as the car moves past each institution ala Tawi Driver
the movie, The video inages of the institutions are g ,
audio track of New Vork, New York performed by Prank Sinatrs.
The audio track is low and there are graphics on the soreen as
each institution flashes by and the audiercs ig given the name
of the institution and the year it was established.

A5 the audio is brought down we are taken into the world of
saturday Night Live and there ig & nontage of ] 1pa f Tine Fey

portravinsg Saral Palin., More clips from SNL of the Weekend Newe -

Update starring Tina Fay and Amy P@ebler. Imsges continue o
showcaps f1¢m Scenes of Mean Girls, and Balyy Mama ~ both £ilms
starring Tina Fey and Amy Poshlar, As the clip lmages are
brought down, the audience finds themselveg sitting with Tina
Fey and dmy Poehler on the set Saturday Night Live. The two Are
commenting on their performances and their longtime friendship
and comedy aallaﬁorat&ons. The topics of dismcussion with Tina
Fey and Amy Poehler at rhig time range from their comedy
infiuences, when ¢ they knew they werse funny, what barriers have
they come up aqa nst in their careers, and when they kanew they
nad made it. . '

The s&rious topic of shattering the glass
Ting is raminded that she has conguared
The clips of rhe big Emmy Awards wing for

x x
Rock team are interspersed throughout this
audiencs & sense 0f Tina's accomplis) t
reflects on this success. As Tina and Anmy

e X
riging with the ranks we gee clips of their
comedienne influences. Tina and A are askead what made t a8Es
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icular women oo influenti & ¥
these women made the Job of comedy look so BEEY .
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We move from Tina and Amy to delve into the world's of thege
c@wwdy ~‘ant& thli kil,m Joan Rivers, and Carod Burpet:

il . their peers, and the struggles with
che QL?SS curta;& The lovely ladles of laughter bring the
audisnce into the many facetns of comedy - discussing writing,
stand-up, wvariety shows, gkatch comedy, t@l@visicm.szt~¢oms, the
casting couchq'th@ shift in ;t@f&otvﬁ@% of female comedians, and
whether they could have mede a cess of their acts in todav s

comedsy cirﬁles.v

The audlo is brought up and an Wmvvlghw msic video-esgue oli
is run and the &MdeS are of the nsw qCﬁe?ation of comedieanne
hese young, “ot ball-busting, chicks as we sse video clips
eir stage presence and performances. The audio rrack is
laring - Baotygwaﬁoig by Destiny’'s Child -~ The likes of Sandra
Bernhard, Lhﬁ;S“& Handler, Sarah $ilverman, Leslie Mann, Maye
Rudeolph, and Er isten Wile have arrived and they’'re not vour
mon's comedienne of 20 years ago. These ladies are toned,
tanned, and tougled. They are ready for anything. We sit with
each of them and they chat about thelr expariences, influsnces,
reason for getting in the game of comedy, and how the game has
changed from their @ZspeCL¢V”

Cf‘ft ﬁ

Maya Rudolph and Eristen Wi;?j both Saturday Night Live cast
members speak briefly about Tlna Fey and Amy Poehler’s successses
and what they hope to learn om all o“ the great women thak
have graced the 5SNL stags, is is & lead-in to clipg of the
telavigion shows 30 Rock, and Parke ard Rﬂcreationq Clips are
shown end we are given 8 briefing of how the te) avigion shows
came to ba and how they are fe ezling about their caresrs,
families, and futures.
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A& Candor in Qomedy“ shaﬁtermng the Giaas Curaamn winds down, we
lose out the images with Carcl Burnett’s famous tug on her ear

and then Gracie Allen takes us out with a Mw¢iy “Good night,

Gracle.” The clip fades out, fhe audio fades-up and it iz New

- York, Wew York performed Iy Prank Sinatra once sgain. The SO

is at the end and the lvric is ¢ mon, coms through, New York,

New York. We fade to black. The Bnd
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| window Gotham Comedy Club
!

| Lower Third: Husic: Frank Sinatys

New York, N«ew York

TINA FEY am Sarah sPalin

Cut to Saturday Night Live TINA FEY and AMY POEHLER

clip ~ Tina Pey and By : 'anchc:»ring Weakend Update

Poehler Weekend Update

Pt tf} Mean Girls the movie - | TINA FEY and AMY PORHLER

clip of Tine Fey and Aney Mean Girls the movie

[ Poehler ]

!! .

| Cut to Baby Mama the movie - TINA FEY and AMY POEHLER ;

| |

jclip of Tina Fey and Aoy { Baby Mama the movie i‘

{ !

! 1

H i

P Poehler ; !

§ |

I Cut to Tina Fey and Amy TINZ FEY and AMY POEHLER: (

| Poehler . , ‘answer questions and commant |

' lon their performances, long-
time friendship, and comady
cellaborarions”

.

{Tina Fey and amy TINA FEY and AMY POEHLER:

{

Poshler i comedy influences, when they '

new they wers funny,

(2]




| ]
| when they knew they made it+ |
| i
é . ‘%
Tina Fey and Anmy Poshlier P TINA PEY and AWY PORHLER: ;
[ “how they have §
| shattered the glass curtain” :
|
Cut to Euwmy Awards Show 30 Rock Bmmy Award Show Bmmy §
. | |
clips for 20 rRock teem wins lwing acceptance T shlights §
Phighlights ; i
!
[Cut to Tina Fey (JTINA FEY: “comfort level with |
| .
; nar success”
b ‘ . —
Ping F ay and hmy Poehler TINE FEY and AMY PORELER: !
| z
i | “answering qumsbscws &bout
i thelr Fellow Female
i , :
! comediennes like what makes
[ them so incredible and ahead |
] . ’ i
fcr thelr time’ !
i : | |
: - i A v o H
Cut ko Montage of | Music; Helen Reddy ~ I am !
% 1’
} H
Paxfanmam <er hy Phavilis ! Womein :
i : H
; !
Dillerx, TOtle'Pi€QCE, Gracie | PEVLLIS DILLER, TOTIE FIELDS, |

Tomlin, Joan River cs, Elaine
Boosler éita Rudner, Pauls
cundstone, Whoopi Goldberg,
Rossanne Barr, Janeane
Garofalo, ¢ Rogle O'Donnel

F
w
o]
{©
n

RACLE ALLEN, CARQL BURNETT,

[LILY TOMLIN, JOAN RIVERS

j

§5:mma BOOSLER, KITA RUDNER,

{ PAULAE POUNDSTONE, WHOOPTE

. GOLDBERG, ROSEANNE BARR,.
CJANEANE GAROFALC, ROSIE j
| O'DONNELL montage of i
|
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- VAT 151 Project #2 ; , Documeﬁtary Treatment — Blue Water Hunters
Prof S. Rothfarb Robert Barrington

BLUE WATER HUNTERS TREATMENT

Safari. We open with a fade up conto the grasslands and savannahé of
the Serengetl and experience a soul-stirring feeliﬁg of space. A
jeep tears across the countryside chasing game, the hunters are
standing and urging the drivers to push the - vehicle to its limits.
The jeep cuts through a stream, water splashes over the camera and
‘a 30-foot fishing boat picks up where it left off, bounding over
waves. The hunters stand at the bow urging the ship% captain to
push the vehicle past its limit. A boat named the “Tﬁrill Savvy”

is pulling away from shore, the coastline shrinks g/disappears. The

boat far from land is alone on the water. op
MONTAGE - A group of men begin suiting up for a dive. We see
wetsulits,. SCUBA tanks and their weapons 67in spear~guné being
loaded and footnlong diving knives being slid into ankle sheaths.
Each diver is given four second'Picture_Credit introduction and we
meet Chad Mayweather, Francisco Ferreras, Manny Puig, Jeff Wyatt,

“Jewfish” Joe Felicione, Al Schneppershoff, Tom Hanson, and Terry

Maas.

During this segment we learn about the basics, the origins of%and
‘ _ Py

the attraction to the sport from the divers:  In near unison the

W . . w\j\U .
Tnterview with Chad Mayweathegjls a diver

divers enter the water.
/ . . . .

seated on the boats portside rail. Francisco Ferreras‘ﬁ/Manny Fulg

take deep breat¥”’s and dive. Montage of Manny Puig in action while

a picture in picture interview plays.

v ‘ .
From the boats aft, the dive shop and the pier, we learn about the

risks of Blue Water Hunting. A series of quick clips showing spear
L - , ot Fotloael by ‘ ’ ' ~
hits and mlsses)XAssorted video clips and photos of injuries. Jef

h

Wyatt shows off his battle scar.
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VAT 151 Project #2
Prof S. Rothfarb

Documentary Script — Blue Water Hunters
Robert Barnngror

[ VIDEO

! AUDIO

Establishing shot and Title card of
California’s Catalina island.

A boat pulling away from shore, the coastline
shrinks & disappears. The boat far from land
is alone on the water. '

| The boat engine drones on as water rhythmically
splashes under its bow.

MONTAGE - A group of men begin suiting
up for a dive. We see wetsuits, SCUBA tanks
&. ‘

JK: My wife is going to kill me, I promised her we’d
go to Europe.
Laughter.

Their weapons 67in spearguns being loaded
and foot-long diving knives being slid into
ankle sheaths.

Natural sound the weapons clinking & clanking and the
ocean sounds grow louder.
NG

In near unison the divers enter the water.

NARRATQ_F:JF rom the instant you leave the safety of
the boat & slip beneath the waves. ..

Chad Mayweather is a diver seated on the
boats portside rail.
Berwit e o leworathied wrfh g name 7

NARRATOR: Why risk life & limb just to catch a
fish?
CM: If you have to ask, you've never tried it.

| forth.

Game fish of varying types are going back &

NARRATOR: Even more extreme is Free diving.
Diving sans tanks, with only as much air as you can
suck 1n. ,

Francisco Ferreras & Manny Puig take deep
breath’s and dive.

NARRATOR: Skilled divers can hold their breath up to
90 secs. FF and MP have been under for 4 plus
minutes.

Montage of Manny Puig.

NARBATOR: Called “Tarzan of the Sea” Puig
wrestles his big fish. Perched on a boats aft, he will
jump on the back of a passing shark or alligator,

A series of quick clips showing spear hits and
misses.

NARRATOR: Aim is.even more Critical.

Assorted video clips and photos of injuries.

NARRATOR: Instant kill or “Stone shots” are rare.
Bad shots can leave big fish with enough “go juice” to
swim for hours. Large tuna have cooked themselves as
result of this exertion. hooty

Jeff Wyatt shows off his battle scar.

NARRATOR. Spearguns fire shafts that pierce a car
door.

'TW: My spear missed by 2ft, the marlin whipped its
head, severed my line and carved a huge chunk from
my leg

A closer look at the Snorkels.

NARRATOR: Snorkels have double tubes, purge
valves and collection areas.

A closer look at Masks.

NARRATOR: Low-volume masks greatly reduce the
amount of air lost to mask-pressure equalization.

A closer look at Wet suits.

NARRATOR: The padded chest looks ridiculous, but it
lets reload the speargun without cracking a rib..

A closer look at Fins. '

NARRATOR: Carbon fiber & lightweight materials
help divers gain “down time”. The boost helps when
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" Diners: America’s Roadside Attractions

December 20, 2001 - Produced & written by Fred Lacey

Video
FADE UP EXT DINER (Maggie;s diner)

INT DINER CU PIES under glass counter -
tilt up to MS Waitress delivering milkshake

CU CUSTOMER #1 in Booth eatmg
dinner - looks up -

TWO SHOT FRIENDS in booth chatting
with Customer #1

MS DOLLY DOWN AISLE (camera
passes customers in booths)

TRACKING SHOT MS WAITRESS with
tray

CAMERA FOLLOWS TRAY as she sets it
down in front of a customer.

MS WAITRESS scooping ice cream

CU MILKSHAKE MACHINE

CU CHUCK. HAINES

FADE to BLACK

FADE UP MS SMILING WOMAN in
passenger seat (B&W 1940s Ford
commercial)

MS MAN DRIVING (from same
commercial)

TRACKING SHOT CAR with couple

Audio
MUSIC UP (Buddy Holly “Peggy Sue”)

MUSIC PLAYS along with NAT SOUND

MUSIC & NAT SOUND UNDER
NARRATOR VO: Maggie’s diner, just off
the New York turnpike has been serving up
burgers and shakes since 1930

Maggie’s Diner hasn’t changed much in
the 70 years it’s been in open. Customers
can still get friendly service,

good food, and an atmosphere that takes us
back to a time of innocence and youth.

CHUCK HAINES VO: “I remember when
I ' was 8 years old, having my first
milkshake.

I was sitting right over at that counter. I

took one taste and I thought I'd died and
gone to heaven.”

MUSIC UP (1940s “Two Lovebirds”)

NARRATOR VO: Early in the 20%
century, America began a love affair that
still burns today.

America fell in love with the automobile.




The 10 Rules Of Copyright for Screenwriters

By Elliot Grove From his book: WRITE AND SELL THE HOT SCRIPT

construed as legal advice and is presented for educa-

Iam not a lawyer. Nothing in this chapter should be
tional purposes only. Please see a lawyer.

Copyright law around the world is based on a simple
premise — surrounding the planet earth there is a cloud of
spirituality, of ideas. Any two people at the same time can
pull down the same idea. And ideas are free.

What is copyrightable is the
expression of the idea, be it as a
poem, sculpture, libretto, novel
or script. Sometimes, the
difference between what is an
expression of an idea and what
is an idea can become
complicated. Lawyers love the
billings they make for cases
such as this.

Basically, two screenwriters

. can come up with the same
storyline for a movie. They write two very different
screenplays, but the storyline idea (which cannot be
copyright protected) cannot be disputed.

_ I'have taught enough screenwriters in enough countries to
know that if you are reading this, you are getting pretty
paranoid by now. Please force yourself to finish reading
this chapter, so you can develop a positive mental attitude
towards copyright.

Many writers and artists labour under the misconception
that they must fill out an official form, and write the letter
*©’ in order to assert their claim for ownership of the
copyright. In fact, all countries recognize that the artist
owns copyright from the moment it is created.

The difficulty arises in proving that ownership is a court of
law.

Protecting Your Screenplay
1. Protecting the idea
You cannot protect an idea. This is the whole point of

copyright law. Your first task after coming up with a great
idea for a movie is to write as detailed an account of your

idea as possible. Generally, a page or two is not sufficient,
A judge may be unable to distinguish your ideas from your
competitors. Three pages are better, but [ recommend ten.
After all, you have an idea for a movie that will end up
being 90 to 120 pages long. Surely you can outline the key
points in ten pages.

2. Ownership

You own the copyright of your script or treatment the
moment it is created. Suppose you are in your ivory tower,
typing your 100-page screenplay, You are on a complete
roll, when suddenly, near the bottom of page 99 you hear
the two most dreaded words a screenwriter will ever hear
bouncing up the walls of your ivory tower — ‘Honey!
Dinner!” You race down for dinner, storm through your
food, and race back to your typewriter only to discover
that an erstwhile copyright thief has taken the 99- page
manuscript from you, and typed a new page hundred and
is now claiming ownership of the script. The question of
ownership would be defeated in court in this example.
You created the screenplay (minus page 100) and you own
the copyright. The only way that you lose the copyright is
by assigning the title of the screenplay to someone else,
presumably for a wad of cash. The difficulty is in proving
that you own the copyright.

3. Creating the birth certificate

Screenwriters can apply to have their script registered
upon completion, in a similar way that parents apply for a
birth certificate for their newborns. It is called Certificate
of Registration, and is available from the Writers Guild of
America at www,wga.org

At the time of writing, the fee is a modest $20.00. Send a
copy of the final version of the screenplay. For you
money, you will receive a letter with the date your seript
was received long with a serial number (to assist in file
retrieval). Keep this number confidential.

Other writers register their scripts with the United States
Copyright Office. You can check the current fees from
www.loc.gov/copyright or call (202) 707 3000.
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Other art organizations in the UK, the trade union BECTU
and Raindance (bttp://www.raindance.co.uk/) provide the
service free to its members.

Now you can promote and market you script to you hearts
content knowing that you are able to prove the date of
creation,

4. Proving ownership

However, there is an additional piece of administrative
detail, which you must attend to in order to back up the
birth certificate. Should you ever go to court in a copyright
dispute with another writer, or with a producer who you
suspect of using your seript with permission, you need to
prove that you are the one who registered the screenplay.
In property transaction, this is called “chain of title,”
where your solicitor will looks at the deeds of the house
you are buying and trace all the previous owners back in
time to make sure that the title has no unpaid mortgages,
liens for city taxes and so on, Screenplays are classed as
intellectual property, and the laws governing the trading of
intellectual property are similar to those governing real
estate transaction. '

Screenwriters also need to prove chain of title, although it
is less formal than in property dealing. You have to keep a
formal record of everyone you speak to about your
screenplay.

For more details on how to manage and maintain chain of
title, see Appendix I.

5. Ten thousand monkeys

American scientists proved the theory of “Isn’t it amazing
about the common currency of ideas in circulation’ with
an experiment in the South Pacific. There they found six
islands, on which lived a unique species of monkey,
totaling about 10,000. One fifth of the island grew sweet
potatoes; a very good food for monkeys — but none of the
motkeys ate sweet potatoes. Approximately six hundred
monkeys lived on the sixth island — the one without sweet
potatoes. The scientists introduced sweet potatoes, trained
few monkeys to dig up the potatoes, take them to the
ocean and wash them, and then eat them. A very strange
thing happened when approximately a hundred of the six
hundred monkeys were digging up the sweet potatoes,
taking them to the ocean and washing then and eating
them. Suddenly, the monkeys on the other islands started
to dig up sweet potatoes, take them to the ocean to wash
them and eat them.

Isn’t it amazing about the common currency of ideas in
circulation?

When I moved to London from Toronto in 1986, [ was
used to being a Lone Ranger, In Toronto, if I had an idea
for literally anything, I would be isolated by all my
acquaintances (I didn’t really have ‘friends’) because they
thought me, with my crazy ideas, quite weird. But when I
moved to London, not fully appreciating the difference in
size, and the broad depth of this cosmopolitan and multi-
cultural city, I suddenly felt at one with a huge number of
unseen friends. And whenever I have an idea I would read
about it in the newspaper the very next day — pretty scary
for a writer.

Remember that whatever you idea for a movie is, I can
guarantee you that at least a dozen other people in the
world right now have exactly the same idea. The only
difference is that you are reading this book and attempting
to better way to get it out onto paper. Remember that all
ideas are basically sound. What makes an ordinary idea
exciting is the way you bend, reshape and state the idea.
The expression of the idea is yours, and yours alone. The
bolder and fresher you can be, the more valuable your idea
will be in the market place.

6. Misfortune

What if you have a great idea for a movie, register it for
copyright, and voila — someone else is making the movie?
What would you do? Suc? Commit suicide? Give up
writing?

Misfortune is a weird and dangerous thing, Consider this
true story of a writing friend of mine in London. She came
up with a concept for a television show based on the
true-life experiences of people living alone, but sharing
accommodation. In order to secure stories, she placed ads
in London’s famous Time Out magazine advertising for
people to write in with their stories. She prepared a
questionnaire for potential participants, which she returned
to each person who responded to the ad. This process took
place over an extensive period of time. Just as she was
approaching her goal of getting the right mix of people for
her series of shows, she was summoned to New York on
an urgent family matter, While there she picked up a
Village Voice, where to her amazement saw an ad that was
worded identically to hers. She responded and received a
questionnaire exactly like the one she had prepared in
London, some eighteen months earlier, Back in London,
she conferred with an entertainment attorney, another
good friend of mine. He told her that she had a cases for
copyright infringement, which he was willing to pursue for
nothing, as a favour, Hard costs would be $5,000 to
$10,000, As she didn’t happen to have that much cash
lying around for a speculative enterprise as this, he
advised her to pass. Even if she won her case she would
still have to prove that she had suffered financial damages.
As it was difficult to see how a classified ad in New York
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could possibly infringe on a television show destined for
the United Kingdom, she decided to let go. A few months
later, the trades announced the production start of a movie
I cannot name for legal reasons, but roughly the story of
single Caucasian females.

My friend had a great attitude to this misfortune. She
shrugged her shoulders and simply said that it proved that
her ideas were commercially viable, and she moved on,

7. Waiver letters and submission release

Sometimes when you submit a script to a production
company, they will send your script back with a letter that
they want you to sign. The letter basically states that they
want you to cast aside you legal right to sue then for
copyright infringement if they ever make a film
resembling in any way your screenplay.

My advice is simple. If you don’t feel comfortable with
the letter don’t sign it. The film company will not read
your script. Go find someone else, Of course, | believe
that astute writers understand that these waivers are
designed by film companies, not to make it easier to
plunder screenplays, but to defend them from dishonest
screenwriters. Either way you look at it, don’t do anything
until you feel comfortable.

For how to draft a submission release, see Appendix IL
8. Non-disclosure agreements

Pitching ideas blind to a film company can be considered a
form of an open invitation to thieve your ideas, A
non-disclosure agreement is a binding contract where each
party agrees not to discuss their ideas with anyone else
unless certain pre-agreed conditions are met.

To get tooled up on non-disclosure agreements, see
Appendix III.

9. Acquiring right to a true life story

Writers will often become aware if a true-life story based
on a newspaper account or television news piece. In order
to acquire the screenplay rights to a person’s true-life
story, you need to approach the individual directly and
secure their written permission to base a screenplay on
their life.

Probably the easiest way to contact this person is through
the journalist who originally created the story. Through
this contact, approach the individual directly, and see if
you can persuade them to allow you to write the story of
their life.

There are certain laws governing the stories of criminals.
Most countries will not allow a criminal to profit from any

story about their crime, through the American ‘Son of
Sam’ laws or similar, If you are contacting a criminal,
make sure you engage the service of an entertainment
attorney who can offer expert advice.

Here is a sample letter you can use when contacting
someone:

Letter:

Person
Company
dd/mm/yy

Re: [Title of your project(s) of sceenplay(s)]

Dear Sir or Madam;

I'write to inquire whether the theatrical and film rights
to your story are available.

I was able to get your contact details from {name of
reporter of journalist].

Your powerful and unique story touched me greatly
and feels deeply that your story should be shared with
others.

I would appreciate it if you could contact me at your
earliest convenience at [telephone number]. Please
feel free to reverse the charges,

Yours sincerely,
[Your name]

10: Urban Myths

Putting your script into a self-addressed registered mail
envelop to yourself simply doesn't cut it. You need to give
your script to a registered third party.

Fade Out

Take your time to understand the structure of copyright.

Never tell anyone an idea until you have written it down
as completely as possible and registered it.

Be professional. Keep track, by letter, of everyone you
have discussed your screenplay with,

Make absolutely certain that you have necessary
permission before you start writing,



About Eliiot Grove

Elliot Grove founded Raindance Film
Festival in 1993, the British Independent
Film Awards in 1998, and Raindance. TV
in 2007,

He has produced over 150 short films, and
5 feature films. He has written eight
scripts, one of which is currently in pre-production. His
first feature film, TABLE 5 was shot on 35mm and
completed for a total of £278.38. He teaches writers and
producers in the UK, Europe. Japan and America.

He has written three books which have become industry
standards: RAINDANCE WRITERS LAB 2nd Edition -
(Focal Press 2008), RAINDANCE PRODUCERS LAB
(Focal Press 2004) and 130 PROJECTS TO GET YOU
INTO FILMMAKING (Barrons 2009). His first novel
THE BANDIT QUEEN is scheduled for publication next
year,

Appendix I — Chain of Title

Each time you meet someone and discuss your screenplay,
make sure you obtain their business card or contact details
and send them the following letter:

Letter:

To: Elliot Grove
Raindance

81 Berwick Street
London W1F 8TW

Dd/mm/yy
Dear Elliot,

It was a pleasure meeting you at the cinema last night,
and I enjoyed discussing with you my forthcoming
screenplay ‘Top Title.”

I look forward to working with you.
Yours sincerely,
[Your name]

Mail a copy to the person you met. That person will
probably toss your letter into the bin whilst muttering
‘Nutbar...I never agreed to work with that writer!”

But what you have established is the start of written
contact with that person. By their silence, they have given
tacit approval to your letter, and the start of a written
contact is born. Later, if you discover that this person is
making a movie without you, then you can get you
attorney or solicitor to write them a letter stating in effect:

Letter:
To: Elliot Grove
Raindance
81 Berwick Street
London WI1F 8TW
Dd/mm/yy
Dear Elliot,
After my client spoke to you on dd/mm/yy. I am
surprised to hear that you are making a film based on
their idea without them.

I look forward to hearing from you.

Yours sincerely,

!



[Your attorney’s name)

A producer or director faced with a letter like this will
have to immediately deal with you claim to ownership or
risk losing their investors with the threat of expensive
litigation, '

Sometimes, in situations like this, you will get a response
like ‘Isn’t it amazing about the common currency of ideas
in circulation? Our idea is similar, but not identical to
yours. Please go away.” Or ‘Pass!’

Now you are going totally paranoid. I know it! Persons
know you have somehow stolen your idea and are ripping
you off before they have seen your sereenplay.

Writers must be prepared for this, and it is not as
outlandish as it seems. The film executive who tells you
this has probably heard a thousand pitches. Even if he or
she can’t quite remember whether they have heard your
pitch before, they will pass even if they think it sounds
like another idea they have heard. They do this because
they are very concerted about litigious writers pressing a
claim for ownership. Life is too short to contemplate
litigation,

As I mentioned above, the entire world’s copyright laws
are based on the concept that ideas are free and can be
accessed by anyone. Indeed, copyright law contemplates
the likelihood that more than one person can have the
same idea at the same time.,

Remember, it is the expression of the idea that is
copyrightable,

Appendix II — Submission Release

A submission release looks like this:
Letter:
Person
Company
Town
Code
Re: [ Title of material submitted], Number of pages

Dear Sir or Madam

Enclosed I am submitting to you literacy
works/screenplay [insert title] for your consideration

under the following express understanding and
conditions,

1. Thereby confirm that [ am submitting the
enclosed material voluntarily. I hereby agree that
you are under no obligation to me regarding this
material unless you and I have signed a written
agreement that will then become the only contact
between us. ‘

2. Thereby confirm that any discussions, whether
oral or written, between us regarding the enclosed
material shall not be construed to form an
agreement regarding the purchase of said
material,

3. Thereby confirm that should the enclosed
material not be new or original, or if you have
already received material similar to [insert title]
from others, or from you employees, then I agree
that you will in no way be liable to me for use of
this material and I do not expect to be paid for
such.

4. Ihereby confirm that if you product or distribute
a television show(s) or movie(s) based on the
same general themes, ideas, situations,
geographical setting, period of history or
characters as those presented to you today then I
agree that you will in no way be lable to me for
use of this material and I do not expect to be paid
for such.

I hereby confirm that but for my agreement to the
above terms and conditions, you would not agree to
accept and consider the material [insert title]
submitted to you today.

Yours faithfully,
[ insert name and signature of writer, date, address
and contact telephone]

Appendix III — Nondisclosure Agreements

When you go to a pitch meeting with a film company, you
may be asked to pitch ideas to them. Of course, ideas are
free and cannot be copyrighted. Some writers know this
beforehand, and only reveal ideas they have already
written down and have registered. Other writers fee
constrained by this, and like to ‘pitch from the hip’ — firing
offidea that pops into their head. In order to protect
yourself, it is wise to ask the executives to read and sign a
simple letter acknowledging that A. you were present at
their office on a specific date; B. that you pitched them
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several ideas; C. if ihey use any of the ideas you expect to
be paid; and D, all parties agree to enter into a formal
agreement t a mutually agreed time in the near future.

This letter, when signed, affords the writer some
protection against a shrewd, but a sly film producer, trying
to wheedle an idea for the next Blair Witch Project out of
you for nothing, unless you have a really hot script. Then,
every producer you speak to will sign your agreement.

Letter:
Re: [ Title of your project(s) of screenplay(s)]
Dear Sir or Madam:

This letter confirms that { am presenting to you ideas
today, and delivering to you certain manuscripts,
storyboards and documents for your consideration
under the following terms and conditions:

1. Authorized use: The Prospective Purchaser may
review the enclosed documents and the project to
determine the suitability and desirably of entering into
an agreement with [you name] and [company name].
Before Prospective Purchaser, an employee or any
representative of the Prospective Purchaser shall view
the Documents the Prospective Purchaser shall require
each individual who will review the documents to
read this agreement and sign an agreement identical to
this,

2. The Prospective Purchaser agrees that no one shall
receive copies of the documents, or shall be verbally
told of the documents unless that person too signs this
agreement,

- 3. Time limits: If the Prospective Purchaser decides
not to enter into an agreement by [insert date], then
the Prospective Purchaser agrees to return the
enclosed documents and all copies made by registered
express delivery to: [ insert your name and address]
within 24 hours,

4. Damages: Since the concepts, characters and
documents relating to the project are valuable to
[insert you name and company] if the Prospective
Purchaser discloses breaches this agreement then the
Prospective Purchaser shall pay to [insert you name
and company] the amount of [insert the value of your
project].

5. Should the Prospective Purchaser agree to proceed
with a deal based on the Documents, and then both
parties agree to sign a long form contact at a time

. mutually convenient.

[Signature/Date/Witnessed by/Date}
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Film/ TV Careers
Five Tlps to Help You Sell Your Film or TV Pitch

Pon't Let Your Pitch Kill Your B roject!
From Fhil Bremary, for About.com

Five Tips to Help You Sell Your Film or TV Pitch
t

Don Let Your Piteh Kill Your Project!

Film and television writers sell their idess to the studios through tha procesa of “pitching.” A& pitch is roughiy a
tan to twenty minute pariod in wiich a writer will express the concem or world of thelr ides, the characters that
inhablt it, and the basic storyline of the movie or pilot episode,

It's » nervewracking procass because you simply don't know what type of reaction you're going to get unt
you've lald your idea (as well as your heart and soul} on the tabie for sl to sesa.

That sajd, coming up with an idea that will make an executive jump out of their chairs s hard enough. The fast
thing you wantto do is ki a great ides because vou blew the pitching procass

Having been both a writer ang & devmiopment executive, *'vw been lucky enodgh to have seen both sides of the
table. There are 3 number of common mistakes that will kil vour project, or 2t least hurt its chances for success.
50, hare are five tips that will help vou Uramamrn f Improve your naxt pitch meeting:

Be ‘r‘»mpamd

It amazes me the number of writers who come in to & pleh meeting who are total Y unprepared to pltch their
own idea. They try to "wing it by making stuff up in the meeting rather then having their ides fully fleshed put
befors entering the room,

Taice the time to Fully understand your concept. Know the world vou intend to rreate as well ag the characters
vou plan to have inhabit that world, Be clesr on why you chose these particar peopie. What make& them
interesting? Why would an audience want to wateh them? These are questions vou should already Know the
answers to well befare going 1,

Additionally, no one wili judge vou if you need to have a set of notes at YOUT side when vou're pitching. They can
come in guite handy to make sure you're hitting all of vour key points as well 2% not leaving out anvihing
pertinent.

Know Your Audience

Whers you're pitching is just ags important as what you'rs prrehing. Know the past projects of the places you're
pitching tw. If the company you're meet g with is mamily knawn for its norror movies, chances are they're not
going to be all that receptive to your ides for @ romantic comedy.

If vou're pitching to 8 networlk {broadcast or cable), know what eige thay have on air, You should femiia
yourself with their line up so vou can nave & better ides of the "tong” of their shows ez well as the de
they are targeting,

fiz
yographic

Dron't Oversell
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rve lips o belp You Sell Your Filrs or TV Pitch hrepiitfilmrvcareers, aboui.comod/gettingthejob/a/PitchingMistake .

Depending on your idea, your piteh should be reasonably short and sweat. Kaep it under fifteen minutes i

possible savmq the rest of the time o go over & few other details about your concapt as well as to answer any
glestions that the potentia! buvers might have,

Hit your target points: concept, characters, story. That's
your idez and boring your audiencs,

L Anvything more than that and you're likely overselling

Realize a5 well that more {5 not aiways better, If the executives ke your idea, they'll make the deal no matter
how much swag vou leave them,.

Be Respectiyl

Faw things annoy executives more than w;tte who are disrespectful {and obviously, vice versa -- but that's for
another article), This can include anything from showing up {ate, being arrogant about the CONCEPT you're

pitehing, or fgnoring, or worse, rmocking projects they have davelopad in the past., Keep your opinions to vourselft
== or af least untll you're in the parking lot. ‘

Practice Your Piteh

This technically falls under Be Prepared, but it deserves its own heading bfa\.a se there are so few writers who
talee the advice, Practice vour pitch. Yes, this means create your piteh and then run it by & few friends,
co-workers, reiatives, the family pet, whornever. It's essential that vou have & structured speech that will aliow
you to get out everything about vour ides that you need to in a reasonable amount of time.

By practicing, vou'll also be sbie to.identify those areas where your pitch drags, gets confusing, or simply fails to
sufficiently sell your ”oncem Find & group of friends that might be willing to give you some constructive
criticism. Realize that f they can't follow your piteh, it's highiy unfileely an executive will gither,

selling your ideas in Hollywood is no easy task. But If vou follow the tins outiined above, your chances for
succass wiit greatly improve

This About.com page haz been optimized for print, To view this page in s originat form, please visit:
plp fimtveareers, about, com/pasaetiingthieiohs /Pt chinaMistake. frm
©2008 About.com, Inc., & part of The Nevs York Times Comoany. All nights reserved,
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Bitching Tips

PITCHING TIPS

by Asron

{The foliowing articie is about pltching fiim ideas,

Mendaeisohn

bur the ,mmuu/es

involved can be applies fo 2IChing fiction and non-fictien

f1

THE QUICK PITCH

You get that eiusive agent on the pnone, or vou fingd yourself in an

alevator: thh Steven $ Splelbery,

and you have exactiy

f :tﬂi\/ seconds o

convinge them tw read your sorigt, WIR vou be reagy?

Keys to & succasgiul
Mention the genre. I

Quick Pitek
it & drams? Action fitm

¢ Screwball romantic comed

L up your main chiaracter{s), his or har world, goat ang flaw, & d'm;‘c

tmc\(xr reated New York cop arrives in ios &
turned into &

estranged wife, who's

Hers.Comiwwe/ i 46 phy

"Tough but
ngetes thinking ne's c;o:m o recongile with s
* yupne working for g powerfyl LA NEilsssm

Hit therm with the hook of Yyour moevie, ang igave them wanting more. To finish the example

1

been taken

~When the cop arrives at the office building where
taken over by & rutiiess bunch of it high-tech thieves,

single-handandly take out the bag guys ano rescue the woman he loves,®

movie? )

Az an exciama

t's criticat that you're abte t0 summiarize vour fitm in a couple of
you might have Bn pver-compitcated acript

scrmt)

THE FIVE MINUTE

oe?

}magc‘rze you're teliing s friend about &

PITCH

You're at o Pitch~Your-Serips seminar, or you
to hear your three best idsas. Your poal s o
more room to oreathe, but vou don't want o

r's Gladiator set on Mars,
our movie s Alamo maets Sattlefield Fareh

ingtingt

Just

getl & meeting with & producer,
get them (o read your seript. You have z itttie
bore them with too many detaiis. What do vou

Pitch. 1Us like you're pitehing the wraiier ro your script,

Keys to 8 successiul Five Mingte Piten

Mention the genre.

Take some Time to SBL N vour main
accidantally brought back to the Nor
GO Inth more cerail. Mantion some of the supportng

chgracter(s), his or ner WOorld,
1 Pole oy Sante Claug,

§ﬂaraft

"’Dc\ '3
where he's rglsed

Fiav:

fis wife works, he findg thar its peen
and his wife and her co-workers Have
hostage. IH's up to the here to use his aritty New York cop £s o

flan you guess the

tion point, It dossn't hurt to do the off "t's something-meet wso*remm trick.
t's the Sixth Sense meets American Beauty, Or it
reference movies that were flops. Savying v
propably wor't get vou too many nive

Hon'

sentences. If you can't,
G your nands {which is different from o compiex

and be wans

cally great movie vou saw. That's the Five Mmute

[IEN

Bopaby i

fhy pives, "
and mavbe s subplot

Leliver the nook. “The man, who eniy Knows how to be an e elf, deciges 1o jesve the North

Fote and go to New York City to seek pur hls resl father and hiz cestiny,

(29
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Touch Upon some of the key plot noints and set pigces. Don't oo inte ton much derall, If It's
8 comedy, highlight the funay stuff (and try to get them tw laugh). If it's an action movig,
mention some of the action seauences.

Be vague about the ending or leave them hanging. Make it 5o they have to read your script
w find out what happens.

Prectice beforehand.

THE BIG PITCH _

A producer lived the wiiting i one of your socripts and wants to meet with you to hear othes
i0eas. You have & kilier idea for the next Ammrlcan Pie. If he fikes vour piter, he'li take you
mnto the studio, and mavbe vou'll set! the damn thing ant pel paid o write the seript. it
happens svery gav in Hollywood. It can happen o vou.

A typical Big Piteh rurs fiftesn to twenty minutes. Here vou really have toom to spread vou
wings, but eisc to put the guy asieep. An effertive Big g Pitch nas just the right armoung of
detaiis and i deliverad in & smooth, anieriaming way

Keys o & successful Big Bitch
Chit chat for & few minutes before you start. Let the nerson YOL're mesting with get to know

You, Ask questions and engage them. Whan vou feel sufficiently re&cxw, start the pitch,

Mention the genrg,
Spend a falr amount of time setting up vour main f"hara*terfo,, his or ner wortd, gesl and
fltaw. Go mte more demil. Feel free to discuss supporting charag and set up subplots, hot

don't overcomplicate the pitech

Dieliver the hook.

Go through the major plot points and sey piaces of the second &cl. Who 5 the antagonisty

What are the challenges vour peotagonist faces? is there & love story? You ¢an po into more

detall, but don't get pogged down. Don* worry about mentioning every beat of the story, 1f

you sense their eyes are glazing over, pick up the pace (without sounding like vou're
rushing).

Mention emotional ang physical stakes as you go. What s your hero lsarning? How is the
story escalating?

1t's hard to jump back and forth batween your main pioct and subplots. If you feel you need
to pitch & sUbplot, consider taki NG & moment to pitch i straight through from beginning (o
end. Get it out of the way, and get Daci o pitzhing the main piot,

Bulid to the climay and defiver your ending. Make it dynsmic without getting too getaiieg,

Practice your pitch sng rehesrse i in front of 5 friend or representative. Write the pitch
¥ you have to {1 often do).

Bring 2 beat sheet to the meeting, or sven the writtan-ouf piteh. Just make sure vou don't

bury your face in your pages, Deliver the pitch in an animated, Gynamuc taghion, without
going (00 fegt. Ang don't rmumbis.

Rejgx and have fun
Good lugk!

ABGUT HARON MENDELBOMN -
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Raron Mendelsohn s the writer of A Bud, whith to date has sire

wrote the Lifetime movie Change of Heart and r

d four sepusls. He also
I
from his owr gg

ecantly directer the omedy Chapter Zaro
ot Currently he has the comedy Action Abramowics with Tim Allen

[rvat
stlached to star and the romantic comedy Twice in & Lifetime with James Cameron
progucing.

Aaron has writhen scraenplays ang teiaplays for Disne
Wi

ramax/Dimenston and Showtime, and for produg
Charles Gordon, and Crale i Zeten & Ne

s, Fox, Paramount,

Amotd Kopeison, Wandy Finsrman,
al Merorn,

raroro devoras much of hig f

> Hime to teaching, He has TaLent riass
the Sante Fe Screenwriving Conferencs, the Las s Vegas
University of Miami, the ¥,
Entertainment Night at UCLs

565 and workshop
Screenwriting Conference, the
Lauderdale Flirn Festival, the Marco [siang Fitm Fegtival,

A, and the Actors Network.
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