ADVANCED DIALOGUE

The ADVANCED DIALOGUE class begins later today! And I promise you,

this will be an exciting class that will make a significant difference in your dialogue.

As with anything important, the ADVANCED DIALOGUE class has rules

and guidelines that are designed to increase your success.

IMPORTANT MESSAGE BEFORE WE BEGIN:

This program is designed to cause breakthroughs in your screenwriting. It does that in a variety of ways that are listed below. If you want to get the most out of the program, follow the instructions on it as closely as possible.

KEY INSTRUCTIONS TO CAUSE YOUR SUCCESS:

1. Everyday, read the day's lesson at least once. Twice or more is better. Why? Because there are levels of depth here that you may miss on the first read.

2. Do the assignments every session. I can't stress this enough. You want to go through the entire learning process. Don't allow information to be enough. Information without action is just trivia! By doing the

assignment, you'll have to transfer that information into your own

screenwriting. You'll have to struggle with how to apply it and once

you've completed the scene, you'll have 10 times the depth of understanding.

So MAKE THE COMMITMENT right now to do the assignments everyday. Did you make it? Congratulations. You'll be glad you did.

Great, then start right now by sending in an introduction.

INTRODUCTION

Each session, we have new people that haven't taken programs with me and we have writers who have been through many programs. It is always good to get to know each other at the beginning. Please introduce yourself, telling us these items:

A. Name.

B. Writing experience.

C. What you're here to get out of this program.

D. Something interesting about you.

3. Give yourself permission to turn in poor writing!

What? Am I crazy? No. You'll understand in a minute why this is so

important. So relax. My only purpose here is to have you be successful.

This is unbelievably important. We want the focus to be on using the

skills and gaining a deeper understanding of them. Since no one is going to critique your material, this is an opportunity to experiment and try these skills on for size. You have total permission to turn in absolute crap...as long as you use the skill of the day. Remember, what matters is what you learn.

Imagine these two scenarios: A) a person turns in only perfect scenes, but doesn't learn much and never makes it. Or B) a person turns in crap scenes but learns from it and goes on to be a great screenwriter. Which would you rather be?

By giving yourself permission to turn in poor writing, you will take the stress out of the situation. Thereby freeing you up to be more creative and to learn more. This is not school. It's a learning environment that is designed to dramatically increase your learning over a period of time.

The only thing that matters here is that you do the assignments and learn as much as you can. As long as you learn these skills, you'll be able to apply them in your screenplays for the rest of your life. So for this program, I'd like you to turn in the assignments, no matter how bad they are and in exchange, you'll be a better screenwriter from now on. Okay?

4. No critiquing for the first 9 lessons. No posting about another's work.

We have four internal outcomes that will increase your learning and assist you to build better emotional states for writing. They are:

a. Increase confidence/reduce fear

b. Free up creativity

c. Increase motivation to write.

d. Foster the love of writing.

If you take a look at each of those outcomes, you'll instantly see that

being critiqued or the fear of being critiqued can reduce or completely

shut down one or more outcomes.

My training company has a proprietary list of 33 ways people learn. You

can see evidence of them in the "key areas of learning" list below. When I design any program, I look to use methods that increase learning and then delete methods that will decrease learning. For this program, I believe that using critiques will cost us more than it will provide in value.

Critique is 1 of 33 ways people learn. But it has a history of shutting

people down if delivered or accepted as negative. What we want here is to provide total freedom for people to create and focus on the skill of each day.

We need to set the right brain free. We can always critique and edit our writing later. But when we edit ideas before they're able to form

completely, we lose out on some of our best work. So for this program, we won't critique each other's work until the conclusion.

LEARNING IN THIS PROGRAM

Again, the key areas of learning in this program are:

1. 
Information about the skill.

2. 
Having to think through how you'll use the skill in your scene.

3. 
Writing the scene with the skill in place.

4. 
Reconsidering how you could use the skill in a better way.

5. 
Rewriting the scene to incorporate new ideas and learning.

6. 
Using the skills from previous assignments in your scene.

7. 
Learning that occurs after you post your scene. "I should've

   
done__"

8. 
Reading the other writer's scenes.

9. 
Breakthroughs that occur throughout the process.

10. 
Increase in freedom because you're not worried about being

    
critiqued.

11. 
Training the unconscious to generate ideas daily.

12. 
Training the unconscious to generate ideas after you believe you

    
can't come up with any more ideas.

13. 
Gaining a healthy perspective on performance anxiety.

14. 
Additional learning and breakthroughs that occur when you apply

the skills to your scripts.

So you'll be learning through information, through doing, and through

seeing how others write their scenes. Keep in mind that the information

you receive is a small part of the learning process. It's purpose is to

highlight that skill so you can improve your abilities in that area.

Remember, this is about increasing your ability and that comes from

translating information/skill into writing.

At the conclusion of the program, we'll spend five days where the group

will critique each other's work. Then, I'll select two specific submissions and give a critique just to reinforce the skills taught.

5. Everything here is copyrighted.

There are two copyrights in place here. First, I hold the copyright to all my materials delivered to you as part of this program. Second, each of us holds the copyright to our plots, characters, and scenes. When you post your scene, according to the US copyright laws, you own it.

IMPORTANT: By implication, each person here agrees to maintain

confidentiality about the other member's scenes and movie ideas. You also agree not to publish, circulate, or provide the information from this program to anyone for any reason without Hal Croasmun's written permission.

By following those instructions, you'll have much more success in this

program. And by the end, your writing will have improved dramatically. So take a deep breath, relax and let's get to the fun part.

6. Formatting your scenes.

It is not required that you format your scenes, but it does make it easier to read them. If possible, I'd like you to send your scenes in with the formatting intact. That means it will look like this:

INT. COUNTY JAIL CELL -- DAY

THIRTY MEN in an overcrowded 20-man-cell. Some with bunks,

some on the floor. Sounds like a shopping mall. Chatter,

taunts, laughter. In the back corner, NED HURT (30) plays

chess with a YOUNG MAN on his bunk.

IN THE HALLWAY

A GUARD steps to the door with two PRISONERS.

Open seventeen.

The door automatically opens.

In most email programs, that will look just like a script. But in Yahoo,it may look a little strange.

BELOW are the solutions that Michael Hockney send in (during the April

class) on how to keep your formatting if you are using Movie Magic or Final Draft. My guess is that this applies to other software too. If you aren't using a software program, then try to create some type of formatting by spacing the name and dialogue over a bit.

Once you've gone through the process below once or twice, you'll find it to be simple and it will make your scripts so much easier to read.

END OF RULES

Finally, every day of this program is an opportunity for you to have some kind of breakthrough. It may not happen on some days, but as long as you do the assignments, I promise you will have a serious improvement in your screenwriting by the end of the program.

That's what I'm committed to.

I'd like you to make the commitment to do whatever it takes to dramatically improve your writing during this program. Now that you've made the commitment, the learning process has already begun for you. Send in your introduction and join the group for the program.

Day 1: What Makes Great Dialogue Great?

In the next 18 days, we'll discover many keys to writing dialogue that will gain respect in the industry. Our objective is to dramatically improve the quality of our dialogue, hopefully, to the point where it exceeds any expectations you may have previously had for your dialogue.

Is that really possible?

I think it is and you'll see that for yourself by the end of this

program. We'll be dealing with deeper levels of character, colorful

language, contrast, twists, dialogue structures, suspense, and

subtext. On each of these subjects, we'll look for deep for insights that will improve your writing.

If you've been through the Great Screenwriting Series and the Revealing

Subtext program, some of this will be familiar ground...and that is

good. It will give you a chance to enhance what you learned in those

classes. Remember, no matter how much you already know, you can always

learn more. No matter how good your dialogue already is, you can always

improve it.

Ready for the most important part of this program: It is your commitment to learn. Make a commitment right now to learn everything you can from this program.

Now that you've done that, let's get on with the show.

WHAT MAKES GREAT DIALOGUE GREAT?

Let's start with the basics. Much of this is explained in great detail in the Great Screenwriting Series. While dialogue can do a lot of things, and we'll discuss some of them, it is not there to do all things. Here are a few important points about dialogue:

1. What dialogue is not:

Dialogue doesn't "tell" the story. It is not a substitute for story. If

you have characters telling each other what they're doing, your scene and dialogue will come across as dull exposition.

That is the primary mistake that new writers make -- having their

characters tell each other the story. Don't make that mistake.

2. What dialogue is:

Think of it this way: Dialogue is a screenwriting tool just like visuals, music, character, etc. The two main activities of dialogue are:

- An constant expression of character

- Consistent attack/counterattack

This is why it is absolutely possible for the Jules and Vincent (in Pulp Fiction) to spend their time, on the way to murder four people, talking about Big Macs, foot massages, and their bosses wife, and we enjoy it...because it expresses character and has consistent attack/counterattack.

"Dialogue IS a TOOL of attack and counter attack. Watch again the

movies you love, but this time turn off the picture, and just

listen. Good dialogue advances plot and conflict. In fine films,

characters don't just chat, or complain or whine, they parry and

thrust with a few well chosen words."Eric Edson, Executive Director, The Hollywood Symposium

This is why a show like SEINFELD could work. As you may know, they often referred to their show as "a show about nothing." Besides the comedy, what made the dialogue work there was their attention to character and their consistent attack/counterattack...about the smallest, least important issues you can imagine.

3. Great dialogue sounds natural, but isn't. It accomplishes a purpose.

Many writers justify bad dialogue by saying "That's what they would say in real life." But the reality is that great dialogue just sounds natural.

Dialogue is either setting something up, paying it off, providing other

meanings, highlighting something that needs to be in the foreground,

foreshadowing something coming up or a number of other things. So it is

essential that dialogue accomplishes a purpose. Otherwise, it doesn't

belong in a script.

Consider this very short scene from the beginning of TERMINATOR. A Police Officer has been chasing Reese through the downtown.

EXT. ALLEYWAY -- NIGHT

Without slowing, Reese leaps toward him, twisting in mid-air

like a cat. The cop FIRES. Misses. Goes down under Reese's

tackle and they slide together on the polished floor.

Before they even come to rest Reese snatches the cop's gun,

aiming it at the other's face two-handed.

What day is it? The date...

Thursday...uh...May twelfth.

(viciously)

What year?

You could say that this is just a conversation about the date, but notice that in only three lines, we get a lot of understanding. After being chased by the cop and caught, Reese takes away his gun and asks only one question. That in itself highlights the importance of this question.

So why is it so important? Because it tells us that Reese doesn't know

what year he is in. It also says that Reese came from a different year,

most likely the future. And most important, it says that it is essential for Reese to know the date. Later, it becomes clear that he had to arrive on or before the moment that the real Terminator arrived.

All of that from three very innocent looking lines. Notice that it sounds natural, but accomplishes a valuable purpose.

4. Great dialogue delivers on multiple levels.

As you saw in the scene above, that simple dialogue does deliver on

multiple levels. That can occur through metaphor, indirection, subtext,

or even silence. Over the next 18 days, we'll work with many ways to have

your dialogue deliver on multiple levels.

WHAT DOES IT TAKE TO MASTER DIALOGUE?

Good question. From many years of designing training programs for major

corporations, these are the four keys that I see to your success in

mastering dialogue.

1. An understanding of the patterns, structures, techniques, and rules.

2. The ability to recognize and create opportunities for great dialogue.

3. Practice so your mind is prepared to take full advantage of those

opportunities.

4. A total commitment to learning and mastery.

Take any one of those out of the picture and your dialogue will never reach its full potential. In each day of this class, you'll be improving your level of performance in each of these three areas.

If a day goes by that you haven't learned something valuable in this

program, then take responsibility to learn and improve in some

way. Usually, when things like that happen, it means that the person

assumed that they were already highly skilled in that specific area and

weren't looking for improvement there. Please don't assume anything like that. There is something valuable for you to learn in every single day of this program. Even if it is from the other screenwriters here. Somewhere, somehow, your dialogue can improve every single day of this program.

FINALLY...

Don't underestimate today's assignment. I'll be asking you to find a

scene you think does a great job of demonstrating the skill I'm teaching and analyze it. This is always my starting assignment for any

program. Why? Because it accomplishes many purposes.

It focuses your mind on what makes great dialogue. It allows you to

discover something new about the scene you choose. It starts the process of you being selective about what is and isn't great dialogue. But more important than all of those, it causes you to begin the learning process that ultimately will result in you writing high quality dialogue.

So my recommendation is that you do this assignment with the full intention of having a great learning experience. If you do that, I promise you, you'll have many breakthroughs during this program that will result in you writing the best dialogue of your life.

ASSIGNMENT

----------

Our job on this first day is to discover some great dialogue in a produced movie. To do this, follow these steps:

1. Pick a 1 - 5 page scene of a script you love that you

believe has great dialogue. If you don't have any, go to

 HYPERLINK "http://www.script-o-rama.com" 

http://www.script-o-rama.com

 and download five or ten.

2. Paste the scene into an email and make a note every time

you see an example of high quality dialogue. You're invited

to point out anything you believe causes that line to be

exceptional in some way.

3. Answer the question "What I learned from this assignment is...?"

Deadline: 48 hours

-------------------

As you do this assignment, look for how character is delivered in the

dialogue. Notice examples of attack/counterattack, how the dialogue has

purpose, and how it delivers on multiple levels. And, of course, point out anything else you believe makes the dialogue stand out as exceptional.

As you see, you have two days to complete this assignment. That will be

the case on all of the upcoming assignments. You may want to spend a few hours today skimming scripts and selecting your scene. Read it and start thinking about what makes the dialogue work so well. Then analyze it tomorrow and turn it into the group.

I hope you're already enjoying this. I believe we're about to have some

amazing learning experiences and I can't wait to see the dialogue that

comes from them.

Day 2: Expressing Character

I really enjoyed reading your scenes and interpretations of what made that dialogue so good. It is amazing how many times simple-sounding dialogue can truly captivate a reader or viewer. Now that you've analyzed a scene with high level dialogue, it is time to start writing.

SPECIAL NOTE to those who haven't taken the Great Screenwriting Series

and/or the Revealing Subtext program: There are about 15 sets of dialogue techniques in those two programs and much of this program is an expansion of those. If you start to feel a loss because you haven't gone through those programs, I'd like you to apply this strategy: Just work with what is here, assuming that you know enough to use these techniques and you'll be fine. Somewhere in your unconscious, you have enough experience from reading and writing scripts to be able to jump to this level. Then, later, you are invited to take the other classes in order to fill in any gaps.

Today is about Character Traits!

"What?" you ask. "We've already been through character traits!"

Don't panic. The key to success is not about whether you use character

traits, but about TO WHAT DEGREE you use character traits. If you want

your characters to be unique, interesting, and attractive to A-list actors, you'll want their character traits to stand out in their dialogue.

Today is about TURNING UP THE VOLUME on your Character Traits.

In the scene below, you can clearly see a difference in each of the main character's dialogue. It is from the movie TOMBSTONE. The Earp brothers,(Morgan, Wyatt, and Virgil), are relaxing on a porch after being in a shootout that resulted in the death of two Cowboys. The Cowboys are the gang that rules the town. Ringo is the toughest of the Cowboys.

 ALLEN STREET/ORIENTAL 

 NIGHT

Just then Morgan sees Breakenridge passing by in silence.

MORGAN

Hello, Billy. I say hello, Deputy.

BREAKENRIDGE

(turns to them)

I don't want to talk to you. Those

men you killed were my friends.

I'm just a nothing, but if I wasn't

I’d fight you, I’d fight you right now.

So I don't wanna talk to you.

NOTE: In one quick exchange, Breakenridge gives us two of his character

traits -- Loyal and Weak. Throughout the movie, you'll see him presenting these traits but here, all three sentences he says demonstrate one or more of those traits.

He hurries away, eyes tearing up. The Earps look on in

amazement.

All they ever did was make fun of

NOTE: I'd say that one of Wyatt's traits is Compassion. Here, he shows

compassion for Breakenridge. You'll see it many times in his

dialogue. He's constantly trying to understand the other side in this

weird city of Tombstone.

O.S. VOICE

Sister Boy should’ve stuck around.

They turn. A liquored-up RINGO stands behind them on the

sidewalk like an apparition, murder in his eyes, hands thrust

into the pockets of a long black buffalo coat, ivory gunbutts

peeking out.

VIRGIL

What d

you want, Ringo?

I want your blood and I want you

Souls and I want them both right

Don’t want any more trouble, Ringo.

NOTE: There it is: Another of Wyatt's traits. I'm going to call it

"Reluctant." Throughout most of the movie, Wyatt is holding himself back from fights, from love, and from becoming the law in town. It shows up in his dialogue (as above) and in his actions.

And Ringo: Three traits are clear in this one line of dialogue: Killer,

Poetic, and Demonic.

BTW, these are my labels for these character traits and you may have

different ones. They also may not be exactly what the writer

thought. But let me justify one of these -- Demonic. At different

places in the script, Ringo is referred to by others as a "devil," as

someone who came from Hell, and even above, as an "apparition." Notice in his line, he says "...and I want your souls...".

This is one way to make a character really stand out. Give him or her ONE character trait that goes to an extreme for that character. My bet is thatRingo was a part that lured an actor.

(steps up to Wyatt)

Well you got trouble and it starts

with you.

I’m not gonna fight you, there’s No

money in it. Sober up. Come On, boys.

NOTE: Once again, Wyatt is Reluctant. And here, we have a hint of another trait -- Money-motivated. But, in this case, Wyatt is using that as a justification, which we'll discuss more in the next lesson.

Wyatt turns into the Oriental. His brothers follow. Ringo

howls:

Wretched slugs, don't any of you

Have the guts to play for blood?

NOTE: Ringo even does name-calling through Poetic language. "Wretched slugs."

QUESTION: If we blocked out the names and just showed the dialogue, could you tell which is Ringo and which is Wyatt?

My guess is that you just answered "YES." That is what you want with your dialogue. You want your character traits well PRONOUNCED!

THREE KEYS TO WELL PRONOUNCED CHARACTER TRAITS

1. They represent the CORE of that character.

I've seen too many scripts where a character expressed twenty different

character traits throughout a script. For the writer, I'm sure they felt like they had more freedom and were creating a more interesting

character. But when you ask an actor to be that character, they

can't. Why? Because they don't know who the character is. Twenty traits

= no traits. Unless the primary trait of the character is Identity

Confusion.

You want to select 3 or 4 traits that are the absolute CORE of that

character. Those traits fit the character to a tee. Those traits show

up in their dialogue and actions constantly. Those are the traits that

your character makes decisions out of.

Once you know those traits, you should be able to predict a lot of things about that character's actions and decisions.

2. They are precise.

This is really important. Too many writers have been taught screenwriting by novel writers. "Write a ten page background on each of your characters," was the first assignment I received in my first screenwriting class. That makes so much sense because it gives you a chance to learn who your characters are and what they've been through. It especially makes sense for a novel where character is King and you can explore their inner thoughts.

But for a screenwriter who is going to write high-level dialogue, you need something else.

I was working with a writer who had written over 20 pages on each of her five lead characters. She sent them to me when I questioned some of her dialogue. The file contained 100 pages of character background for a 94 page script.

So I read one of them. As I did, I kept searching for the traits. At the end of 20 pages, I had four words written down. I called her and said "Michael is Rebellious, Strange, Driven and considers himself to be Superior to others." She had a cathartic experience, "Oh my God, you know my Michael! That's why I wrote those twenty pages."

Notice this: I didn't tell her all about Michael's background or the main events of his backstory or the inner pains that Michael experiences every day. What I did was to get precise. I looked for what was at the Core of Michael's decisions and actions. The reason she reacted so positively was because she'd never heard anyone present the Core of Michael before...not even her.

I then asked her to do the same process with each of the other characters, coming back with 4 precise words that represent the Core of each character, just like I'd done.

Here's the reason for precision.

Being precise about your characters means you really know them and it will show up throughout the script. Just remind yourself this: If you don't know the Core of your character, how will you write it...and how will anyone else know it? They probably won't.

Almost every line of a screenplay should SHOUT character in some way. If you're precise, actors will love your dialogue. If you're not, it will just be another script that goes in the trash.

3. One or more traits is demonstrated well in each line of dialogue.

If one or more of those traits shows up in Michael's dialogue throughout the script, he'll be a unique character, just like Ringo and Wyatt.

I can now go back to Michael's dialogue and look at every line. Does it

express Rebellious, Strange, Driven, or Superiority? Could it express one or more of those traits to a higher degree? If so, rewrite the line so it brings more of Michael's character to it.

That is your challenge today. You'll write a scene expressing character in every line. And remember, if you struggle in order to complete this

assignment, that means you are stretching your dialogue. You're learning something new. You're stepping into a whole new world that may cause the sale of your next script.

IT IS WORTH THE EFFORT!

Before we do that, let's look at the problems that usually keep a writer from fully expressing character in their dialogue.

But before we go any farther I'm going to discuss the two problems that

keep writers from using character traits in an effective way.

FIRST PROBLEM: Screenwriters want to be subtle and aren't bold enough

about expressing the character traits in their dialogue. It's like they

don't want anyone to be able to identify the character traits through their dialogue.

My recommendation: Go opposite that. Make it so obvious that people can't miss the character traits. Then, once you've written that draft, do a quick rewrite smoothing out and cutting back where necessary. Go to an extreme, then back it off, rather than starting subtle and then trying to expand the character.

Why? Because once your mind "knows a character," it is hard to change that character. Once you've written a "subtle character" it is ten times harder to make him or her more outrageous. But by writing outrageous characters from the beginning, you're closer to what the market wants and it is easier to tone them down to fit the rest of the script.

By doing this, you'll stretch your writing and have much stronger

characters. Just as important, every character will be unique.

SECOND PROBLEM: Character traits expressed in action aren't expressed in dialogue or traits expressed in dialogue aren't expressed in action.

I don't mean that you can't have a "shy killer." That could be a great

character. I mean that the character traits are not expressed congruently in both action and dialogue. If those traits are truly the core parts of your character, they will come out in most everything they do in some way.

RECOMMENDATION: Look at your character's traits and search for ways they can be communicated through both actions and dialogue.

EXAMPLE:

In this scene from TRAINING DAY, you'll see a phone call where a rookie cop is talking with his new boss for the first time. It's a very simple topic -- Where they're going to meet. But notice how character traits are expressed on both sides.

First, a look at the characters and their traits:

Alanzo -- Head Detective

Betraying - Sets people up and then destroys them.

Street Player

Expert/intelligent

Controlling

Jake -- Rookie

Ambitious

Innocent

Stubborn

Family man

Notice that only once did I use more than two words to explain their

traits. Normally, I'd search for a term that expresses "Sets people up and then destroys them" better. But for this example, I just want it to be clear to you that "Betraying" means "Sets people up and then destroys them."

Now, the scene.

INT. JAKE'S KITCHEN -- MORNING

The PHONE RINGS. Jake stops. Lisa answers.

Hello?

(beat, laughs)

How nice, thank you.

(beat, giggles)

I will, don't worry.

Jake looks at her, wondering who the hell is making his wife

giggle so much.

He's right here.

(to Jake)

Jake. It's Alonzo.

Jake reacts, steels himself and takes the phone.

Hello?

ALONZO (V.O.)

Yessir?

ALONZO (V.O.)

On your way to roll call?

Yessir. I'm out the door right now.

ALONZO (V.O.)

Yessir?

ALONZO (V.O.)

Patrol fairies go to roll call. We

don't go to roll call.

Yessir.

NOTE: Did you see that? Jake has four "Yessir's" in five lines and very

little else. But those words give a pretty good indication of who he is in this situation -- Innocent. You could disagree and say he was just

following what he was taught by the Police Academy, but as you'll see in the rest of the movie, staying with what the Academy taught Jake is part of his innocence and is in direct conflict with what he's learning on his first "training day" with Alonzo.

On the other hand, we just saw Alonzo demonstrate his primary character

trait -- Betraying. In very few words, he set Jake up and then betrayed

him. I know this is a very light version, but it is the exact pattern

Alonzo uses later to kill his previous boss and to set Jake up to be

murdered by gang members. When you read this script, you'll see Alonzo

betray people often and here, it showed up in a very small way in his first lines of dialogue.

ALONZO (V.O.)

There's a coffee shop at 7th and

Witmer. See you there at ten. Be in

civvies. Comfortable shoes. Got a

back-up gun? Something pocket-sized?

Nossir. Just my department issue

service pistol.

ALONZO (V.O.)

Bring it. Cuffs, too. We're gonna be

in the office all day, but who knows,

maybe we'll do some business. We're

an aggressive unit.

NOTE: Here again, Alonzo is setting Jake up. Later, we'll discover that

they're going to be in the field all day and that Jake is going to have the most difficult day of his life. But Jake is indicating that it is going to be an easy day. Why? Because that is what he does. He sets people up and then betrays them. Also, notice above the controlling trait -- telling him where to go, what to wear, what gun to bring, etc.

I know. That's why I signed up.

I want to thank you for giving me

the oppor --

-- CLICK! Alonzo hangs up. Jake too. He stands there, grabs

his nervous stomach.

NOTE: Jake jumps right into his ambitious and innocent traits and thanks Alonzo for the opportunity. What does Alonzo do? He takes action based on his character traits. He hangs up. Does that say "controlling?"

What's wrong?

Feel like it's football tryouts.

Wish it was tomorrow so I'd know

already if I made his squad or not.

NOTE: Naturally, Jake's reaction comes right from his character traits --Innocent and ambitious.

Okay, notice that in this brief phone conversation, we witnessed two traits for each character. Their other traits will show up in many of other scenes of the movie.

ASSIGNMENT:

---------------------

Create two characters and a scene where they express their character

traits. To do so, follow these instructions:

1. Create two NEW characters with 4 character traits each.

2. List the characters and their traits at the top of the page in

this manner.

Jake -- Rookie Cop

Ambitious

Innocent

Stubborn

Family man

Provide 4 one or two-word traits for each character. Just

like I did

with Jake here.

3. Tell us any setup that is necessary for us to understand the scene

in one or two short paragraphs. No extra character

description there.

4. Write your first draft of the scene, doing your best to express

character traits through the dialogue of both characters.

5. Go back through and look at every line of dialogue, comparing

it to traits you created earlier for that character. Wherever possible,

put more character into the dialogue.

6. Answer the question "What I learned doing this assignment

is..." and send the assignment into the group.

Deadline: 48 hours.

-----------------------------

Three quick points before you do the assignment.

A. Relax and know that is okay to send in "poor writing." What is

most important is that you go through the experience of focusing on

character traits in dialogue.

B. If you're used to the 20 page character background, give this a

shot. Don't declare failure just because you haven't done this before. It may feel uncomfortable at the beginning, but when you do the rewrite, looking at each line of dialogue and asking if it can express one or more of these traits to a higher degree, you'll probably have

breakthroughs. Personally, I can't imagine rewriting dialogue having to

remember 20 pages. It is so much easier when you're precise about the

character traits.

C. Don't write more than 4 traits. Maximum two words each. If

you have to do more, you don't know your characters well enough.

D. Try to take every line to an extreme in some way. Doing that

is good practice to stretch your dialogue and characters. Then, back it

off to fit the scene.

In almost every field I've designed training for, we found that the

exceptional performers were able to be precise about what they do, where the average performers were usually drowning in complexity and

confusion. I promise you, the more precise you become about your

characters, the better your script will be.

You have two days. If you can, I'd write that first draft today and then revisit it tomorrow with your list of character traits.

Day 3: More Character in My Dialogue, Please

The most important thing you can do with dialogue is to be

SELECTIVE. The truth is that a character can say hundreds of things

in any scene, but very few of them will have impact. You want to

select words that have the most impact.

So every day of this program will give you other strategies for

powerful dialogue. Once you have all of them and the ones from the

Great Screenwriting Series, you should be able to turn any line into

the most effective line it could be and a few lines into the most

memorable lines of the year.

While searching for ways to create even more unique and character-

oriented dialogue, I researched a psychology about Life Metaphors

and I was astounded the degree that it applied to characters and

their dialogue. Let me translate what I learned into screenwriting

language.

WORLD VIEW

Every character has a World View that influences their dialogue.

Their World View includes life metaphors, rules and strategies, and

justifications.

I had a friend when I was in High School whose World View was "Women

love outlaws." (Pardon the overtly sexist viewpoint. It came from

a High School boy.) He must have gotten it from some Western

because he constantly did imitations of the bad guy in cowboy

movies. The metaphor he operated out of was "I'm an outlaw." I

heard him say that at least 100 times. He also told the rules and

strategies for an outlaw -- Things like "An outlaw does exactly what

he wants." and "At the right moment, all I got to do is give her

the outlaw eyes and she's mine."

And if you asked him, he had twenty justifications for why "being an

outlaw" caused his success with the girls he went out with. But I

never saw him commit a crime or pull a gun. It was just a metaphor

he used to boost his confidence and give him some personality.

As I said, there is a whole psychology based on Life Metaphors.

According to it, everyone has metaphors they operate out of. Some

people live their entire lives based on certain sports. Others have

life metaphors like "knight in shining armor" or "Princess" or "life

of the party" or "victim who needs to be rescued" or "tough guy"

or "secret agent."

There are thousands of different metaphors people can operate out of

and it doesn't have to make sense to someone outside their world.

When you find out that the CEO of your company always wanted to be

an Astronaut and that's why he models the R & D division after NASA,

you may start to understand one of his life metaphors.

But what's this got to do with Characters and Dialogue?

THE MODEL:

The Life Metaphor model contains four parts:

World View: Their overview for this story. A simple

statement.

Metaphors: Life metaphors they operate out of.

Rules and strategies: What works and doesn't work in their

world.

Justifications: Their "legitimate reasons" and excuses for

what they do.

Why is it important to know these things? Because they often show

up in dialogue. At the oddest times, you'll hear characters

justify their metaphors, rules, strategies, and world view. In

fact, sometimes it makes the best dialogue.

When Robert Duval's character says "I love the smell of napalm in

the morning. It smells like victory.", he's justifying one of his

War strategies. Later we'll look at other reasons that is a great

Now, this brings up an important point. Three characters

experiencing the exact same thing can be operating out of very

different metaphors and world views. One may go in with a "Hero"

metaphor, a second with a "just doing my time" metaphor and the

third with a "victim of the system" metaphor. Just knowing that,

can you see how each would have different dialogue and actions?

Now, let's see this in operation in a scene from BULL DURHAM:

First, a look at Annie's Character traits. They are:

- Cosmic

- Sensual

- Mentor

- Poetic

I'll point them out in the scene below as I point out her World

View, life metaphors, rules and strategies, and justifications.

From the opening of BULL DURHAM:

A WALL COVERED WITH BASEBALL PICTURES behind a small

table covered with objects and lit candles. A baseball, an

old baseball card, a broken bat, a rosin bag, a jar of

pine tar-- also a peacock feather, a silk shawl, a picture of

Isadora Duncan. Clearly, the arrangement is-- A SHRINE -- And it glows with the candles like some religious altar.

We hear a woman's voice in a North Carolina accent.

ANNIE (V.O.)

I believe in the Church of Baseball.

(beat)

NOTE: First, notice how the very first line of dialogue does three

things. It intrigues us. It gives us a hint into Annie's character

by giving us the first of her character traits -- cosmic -- and

showing us Annie's obsession -- baseball.

BTW, there is no "Church of Baseball." But in Annie's world,

Baseball is a religion...and that is her WORLD VIEW.

ANNIE (V.O.)

I've tried all the major religions

and most of the minor ones--I've

worshipped Buddha, Allah, Brahma,

Vishnu, Siva, trees, mushrooms, and

Isadora Duncan...

NOTE: Then, Annie backs up that statement with evidence -- a list

of things she's worshiped -- including Isadora Duncan. This is all

JUSTIFICATION for her World view.

PAN AWAY FROM THE SHRINE across the room. Late

afternoon light spills into the room, across fine old

furniture, to a small dressing table. A WOMAN applies make up.

ANNIE SAVOY, mid 30's, touches up her face. Very

pretty, knowing, outwardly confident. Words flow from her

Southern lips with ease, but her view of the world crosses

Southern, National and International borders. She's cosmic.

NOTE: If we hadn't noticed her "Cosmic" trait, the writer just gave

it to us in Annie's opening description. Often, you want to provide

the most important trait there. It helps sell the character to an

actor and gives everyone a feel for who the character is.

ANNIE (V.O. CONT'D)

I know things. For instance--

(beat)

There are 108 beads in a Catholic

rosary. And--

(beat)

There are 108 stitches in a baseball.

(beat)

When I learned that, I gave Jesus a

chance.

(beat)

But it just didn't work out between

us The Lord laid too much guilt on

me. I prefer metaphysics to theology.

(beat)

NOTE: There's Annie's "Cosmic" trait again. She prefers

metaphysics to theology. Also, notice the justification of the Lord

laying too much guilt on her. One more thing: we've now firmly

established the first of three LIFE METAPHORS that Annie lives out

of -- Metaphysics.

You see, there's no guilt in

baseball...and it's never boring.

NOTE: Another justification for her World View. Also, Baseball is

the second of the life metaphors that Annie operates out of. Much

of her dialogue in this movie comes from her speaking through this

metaphor.

ANNIE OPENS A CLOSET DOOR -- Dozens of shoes hang

from the door. She chooses a pair of RED HIGH HEELS, with

thin straps.

She sits on a bench and

Which makes It like sex.

NOTE: Next trait: Sensual. Or you may prefer "sexual," but I

think that in Annie's world, she sees herself as sensual.

(beat)

There's never been a ballplayer slept

with me who didn't have the best

year of his career.

NOTE: Now, we see Annie's third metaphor. Annie's metaphors are

Baseball, Metaphysics, and Sex. She lives her life through those

three metaphors. So it would be natural for her to mix them in her

dialogue.

Also, this hints about her third character trait: Mentor. She

mentors baseball players.

(beat)

Making love is like hitting a baseball--

you just got to relax and concentrate.

NOTE: Now, we're getting into some of Annie's STRATEGIES.

ANNIE SLIPS ON THE RED HIGH HEELS -- Smoothing her

hands up her calves as she does.

Besides, I'd never sleep with a player

hitting under .250 unless he had a

lot of R.B.I.'s or was a great glove

man up the middle.

(BEAT)

A woman's got to have standards.

NOTE: See the RULE. She never sleeps with a player hitting

under .250.

SHE HOLDS OUR HER LEGS DISPLAYING THE HEELS, side by

side. Like a little girl showing off her new shoes.

The young players start off full of

enthusiasm and energy but they don't

realize that come July and August

when the weather is hot it's hard to

perform at your peak level.

(beat)

The veterans pace themselves better.

They finish stronger. They're great in

September.

NOTE: These lines shed some light on her strategies and they

justify her desire to have a "veteran."

(BEAT)

While I don't believe a woman needs

a man to be fulfilled, I do confess

an interest in finding the ultimate

guy--he'd have that youthful

exuberance but the veteran's sense

of timing...

NOTE: All justification for two of her life metaphors -- Baseball

and Sex.

ANNIE STARTS PACKING A HUGE HANDBAG -- With fruit, an

official

scorebook, binoculars, a radar gun, and lipstick.

Y'see there's a certain amount of

"life-wisdom" I give these boys.

(beat)

NOTE: Here's the Mentor trait again.

I can expand their minds. Sometimes

when I've got a ballplayer alone

I'll just read Emily Dickinson or

Walt Whitman to him. The guys are

so sweet-- they always stay and

listen.

NOTE: The final character trait -- Poetic. Although, it has

already shown up throughout all of her voice-over here in her style

of talking. Also, notice that she just expressed another strategy.

(beat)

Of course a guy will listen to

anything if he thinks it's foreplay.

NOTE: Back to the Sensual trait and a strategy.

ANNIE TOUCHES PERFUME BEHIND HER EARS and, ever so

slightly, in her cleavage.

I make then feel confident. They

make me feel safe. And pretty.

NOTE: Here's another Justification, although a good one. But it is

also part of why I say her second character trait is Sensual,

instead of Sexual.

ANNIE POSES IN FRONT OF THE MIRROR -- She smoothes

her dress along her hips. And puts on a flashy pair of

sunglasses. Stylish and slightly mad.

What I give them lasts a life-

time. What they give me lasts 142

games. Sometimes it seems like a

bad trade

(quickly rebounding)

but bad trades are part of baseball--

who can forget Frank Robinson or

Milt Pappas, for Godsakes!

(beat)

It's a long season and you got to

trust it.

ANNIE STARTS FOR THE DOOR and grabs her baseball

glove.

NOTE: In this last portion of dialogue, we have the Mentor and the

Cosmic trait expressed through a baseball metaphor. Can you see

why the writer/director choose this voice-over to begin this movie?

By page three, we are willing to follow this character anywhere as

she takes us through this story.

Once you start thinking about your characters this way, you'll see

this is an easy thing to do. You can start at any point you already

know. Maybe you have a character who has justified dropping out of

college by saying that he didn't have time to do it and business at

the same time. Just by knowing one piece of the puzzle, you can

fill out the others.

Here's what five minutes work did for this one justification:

World View: Money is all that matters.

Metaphor: The next Bill Gates

Rules and Strategies: Beat them before they beat you. Seize

every opportunity. Innovate or die.

Justifications: "Just made sense to quit college." "Okay to

take parents money because they want him to succeed." "Don't have

to listen to others because they don't know shit."

Now, it is your turn.

ASSIGNMENT

---------------------

Write a scene where a character displays their World View.

1. List the World View, a Life Metaphor, one or more Rules

and Strategies and one or more Justifications like I did

above.

2. Write a scene where that character OVERTLY displays

their World View and each of its components.

3. Answer the question "What I learned doing this assignment

is...?"

Deadline: 48 hours.

----------------------------

You can use a monologue like above or have one character introduce

their world to another. Or you can create a more complex scene.

Whatever you do is fine. Just present one character with a full

World View.

Don't worry about whether the scene fits your movie right now or

not, just do it to get a new view of your character and how they

speak. What this will do is provide a new level of depth to your

characters and their dialogue.

One last thing: If you have any worries about whether you can do

this, just take the first steps. Because you'll find that this is

easier than it looks. Pick a character and find one of those four

things that stands out -- either a justification, rule, strategy,

life metaphor or World View. Whichever comes up first, work with it

to develop the others. Once you start, you'll see. It will flow

for you.

An important reminder:

Give yourself permission to turn in poor work.

I can't emphasize how important this is. That is why I covered it in the Pre-training email. Remember, we're doing "first-draft" work here. So don't think you have to turn in brilliant stuff.

I want you to have the freedom to learn without worrying about criticism.

This is especially important now that we're writing scenes using the

skills. It is 10 times better to write a poor scene with poor dialogue

using these techniques than it is to stress yourself out thinking you need to be the best and not complete the assignment.

Know what I mean?

I've seen too many people slow to a crawl because they're trying to turn A+ work, when the ones who have freed their own internal criticism are writing, learning and growing every day as they complete all of their assignments on time.

Just remind yourself that we're in a learning process where you benefit

most by completing the assignments and giving it your best try. And

WHATEVER YOU DO IS FINE.

Day 4: Contrasting Dialogue

Yesterday was complex and threw some people for a loop, so today, I'd like us to work with a technique that is easy, has a variety of applications, and can elevate dialogue in many scenes.

It is called CONTRASTING DIALOGUE.

The simplest form of the technique is this:

Dialogue gives one message, Action/environment gives another.

Often, this is used for comedy, but it can also illuminate character, as well as provide some profound messages. Here's a famous scene from the movie NETWORK where contrast is what made it famous.

This is 2/3rds the way through the movie. Diane is an early 30's

up-and-coming news producer who is having an affair with Max, who is just retiring from the business and is in his 60's. He's obsessed with her and she's obsessed with...well, you'll see.

From NETWORK

EXT. MOTOR COURT - NIGHT

DIANA and MAX getting out of their car and heading for one

of the ground-level rooms, MAX unlocking the door --

(chirping merrily

along)

-- Walter thinks we can knock out

the misprision of felony charge --

They go into

INT. MOTOR COURT - THEIR ROOM

MAX flicks the light on, kicks the door shut, and they are

instantly into each other's arms in a passionate embrace.

-- but he says absolutely nix

on going to series. They'll hit us

with inducement and conspiracy

to commit a crime --

She busily removes her shoes and unbuttons her blouse and

whisks out of her slacks; and, down to her bikini panties,

she is now scouring the walls for a thermostat.

Christ, it's cold in here --

(she turns up the

You see we're paying these nuts from

the Ecumenical Liberation Army ten

thousand bucks a week to bring in

authentic film footage on their

revolutionary activities, and that

constitutes inducement to commit a

crime; and Walter says we'll all

wind up in federal prison --

Nubile and nearly naked, she entwines herself around MAX,

who, by now, has stripped down to his trousers; and the two

hungering bodies slide down onto the bed where they commence

an affable moment of amative foreplay --

(efficiently unbuckling

and unzippering MAX's

trousers)

-- I said: "Walter, let the government

sue us! We'll take them to the

Supreme Court! We'll be front page

for months! The Washington Post and

the New York Times will be doing two

editorials a week about us! We'll

have more press than Watergate!"

Groping, grasping, gasping and fondling, they contrive to

denude each other, and, in a fever of sexual hunger, DIANA

mounts MAX, and the SCREEN is filled with the voluptuous

writhings of love, DIANA crying out with increasing

exultancy --

(in the throes of

passion)

-- All I need -- is six weeks

of federal litigation -- and the Mao

Tse Tung Hour -- can start carrying

its own time slot!

She screams in consummation, sighs a long, deliciously

shuddering sigh, and sinks softly down into MAX's embrace.

For a moment, she rests her head on MAX's chest, eyes closed

in feline contentment.

(after a moment, she

purrs)

What's really bugging me now is my

daytime programming. NBC's got a

lock on daytime with their lousy

game shows, and I'd like to bust

them. I'm thinking of doing a

homosexual soap opera -- The Dykes

the heart-rending saga of a

woman helplessly in love with her

husband's mistress. What do you

think?

What do you think? They could have done a business lunch where all they

talked about was business and then done a love scene where all they talked about is love/sex and it would have bored us to tears. But contrast the two and we've got an extremely compelling scene that tells us so much about the characters and their relationship.

So many times, people think dialogue has to "say" something to be

powerful. Many times, the power comes from a message that is delivered

that is completely different than the dialogue. Let me ask you a question.

When does talking about Big Macs make a scene interesting?

Read this scene from PULP FICTION and you'll see how this "irrelevant"

conversation sets a tone for who these two characters are and how routine killing is for them.

INT. '74 CHEVY (MOVING) - MORNING

An old gas guzzling, dirty, white 1974 Chevy Nova BARRELS

down a homeless-ridden street in Hollywood. In the front

seat are two young fellas -- one white, one black -- both

wearing cheap black suits with thin black ties under long

green dusters. Their names are VINCENT VEGA (white) and

JULES WINNFIELD (black). Jules is behind the wheel.

NOTE: I cut out some of their conversation about Vincent going to Europe just to get to the exciting Big Mac part quicker.

VINCENT

But you know what the funniest thing

about Europe is?

VINCENT

It's the little differences. A

lotta the same shit we got here,

they got there, but there they're a

little different.

Examples?

VINCENT

Well, in Amsterdam, you can buy

beer in a movie theatre. And I

don't mean in a paper cup either.

They give you a glass of beer, like

in a bar. In Paris, you can buy

beer at MacDonald's. Also, you

know what they call a Quarter

Pounder with Cheese in Paris?

They don't call it a Quarter

Pounder with Cheese?

VINCENT

No, they got the metric system

there, they wouldn't know what the

fuck a Quarter Pounder is.

What'd they call it?

VINCENT

Royale with Cheese.

(repeating)

Royale with Cheese. What'd they

call a Big Mac?

VINCENT

Big Mac's a Big Mac, but they call

it Le Big Mac.

What do they call a Whopper?

VINCENT

I dunno, I didn't go into a Burger

King. But you know what they put

on french fries in Holland instead

of ketchup?

VINCENT

Mayonnaise.

Goddamn!

VINCENT

I seen 'em do it. And I don't mean

a little bit on the side of the

plate, they fuckin' drown 'em in

Uuccch!

NOTE: If that was all this scene was about, we'd be so disappointed with it, but now, the contrast shows up in the next scene and a whole new understanding of these characters and their part in this story

emerges. BTW, did you notice how engaged they were in their Big Mac

conversation?

INT. CHEVY (TRUNK) - MORNING

The trunk of the Chevy OPENS UP, Jules and Vincent reach

inside, taking out two .45 Automatics, loading and cocking

We should have shotguns for this

kind of deal.

VINCENT

How many up there?

Three or four.

VINCENT

Counting our guy?

I'm not sure.

VINCENT

So there could be five guys up

there?

It's possible.

VINCENT

We should have fuckin' shotguns.

They CLOSE the trunk.

NOTE: Now is is clear that Vincent and Jules were on their way to a

hired-murder the whole time. Without ever saying it, the Big Mac

conversation showed just how routine it was for them to kill people. Theywere so relaxed that they could get completely grossed out by mayonnaise onFrench fries. That says a lot about the characters.

But it goes much farther than that. In the scene sequence I'm sending with this email, you'll see that they have a complete conversation with the men they're going to kill. About what? Big Macs, mayonnaise, and Bible verses.

HOW'S IT WORK?

In the first scene from NETWORK, the characters are both engaged in what they're obsessed about and they've just MIXED them. It was fresh because no one had ever seen that combination before.

In the second scene from PULP FICTION, the writer simply looked for some interesting trivia that they could engage in to show their state of mind -- on a routine hit.

Both of those are high-quality examples, but the strategy is simple:

A. Put two things together that contrast each other.

B. Simply oppose words and actions in some way.

The show COLOMBO based its main plot device on this -- have the bad guy

help to solve the crime.

I turned to Cheryl and asked her thoughts on this. She said:

"The Mother changes a really stinky diaper while her husband

talks with her about going out for some great tasting barbecue.

Does that sound like Contrasting Dialogue?"

I guess we won't be going out for BBQ tonight. But her example fits quite

ASSIGNMENT

--------------------

Let's put this into action.

1. Write a scene where there is a contrast between the

dialogue and the action/environment in some way.

2. Answer the question "What I learned doing this assignment

is...?"

Deadline: 48 hours

-----------------------------

Usually, the easiest way to do this is to pick an extreme action or extreme environment and then brainstorm dialogue that could be in contrast with that action/environment.

Why extreme? Because that is easier to contrast. Usually, if you can get the action, it is easy to come up with the contrasting

dialogue. Example: What would contrast "changing stinky diaper?"

But you can do anything you'd like as long as there is a clear contrast

between the dialogue and action/environment.

Let your imaginations fly on this one.

Day 5: Dialogue Structures

Today, we'll work with three structures for dialogue that will give your scenes more realism. These structures you'll see every day if you listen closely to people's dialogue. And they are easy ways to improve the feel of your dialogue without having to change it much. They are:

1. Circular dialogue.

2. Metaphoric dialogue.

3. Two different conversations at the same time.

At first look, these seem superficial, but they can make profound changes to the experience of the reader/audience. So look closely.

1. CIRCULAR DIALOGUE

This is one of the easiest of all dialogue techniques. Essentially, one or more characters begin a subject, are interrupted, and circles back to their original subject. This simple scene shows the structure:

INT. KITCHEN -- DAY

Mike tries to sneak past the breakfast table and out the

door. Sarah walks in just in time.

Oh, good, you're still here.

Yeah, just leaving.

If you don't have any emergencies,

can you help me clean up a bit?

Hey, I was going to ask you, what do

you think about the extra charge

that the Homeowner's association has

applied to our payments?

Sarah starts running the water on the dishes.

I don't like it one bit.

Thirty-three percent increase over

the last year.

Where's all that money going?

New administrator, I think.

Well I, for one, am going to speak

up at the next meeting.

Sarah hands him a dishtowel.

If you'll dry, I'll wash.

(looks toward the

Alright.

Sarah started by making a request of Mike. Mike distracted, then Sarah

returned to her original request. Ever had that happen to you? When two

people have different things that are important to them, their

conversations will often include circular dialogue.

2. METAPHORIC DIALOGUE

There are two varieties of metaphoric dialogue:

A. When someone speaks through metaphors. Like a business person who

consistently talks through sports metaphors. "The client was walking us

out. It was the ninth inning and just before we left, Jack hit a home run."

Other metaphors: Nature, war, business, religion, movies, etc.

This, again, is an expression of "Life Metaphors" and I include it to emphasize that a Life Metaphor needs to be a metaphor, not just a saying or belief.

B. When two characters are doing and talking about something that actually represents something more important to them.

This happens in a lot of love scenes where the stroking of a horse or the tending of flowers is played out as foreplay to making love.

In the scene below (from the book "Writing Dialogue for Scripts" by Rib

Davis), you'll see two characters talking. Alice gives an opinion and

instead of attacking Alice's POV, Cath attacks Alice's breadmaking.

INT. ALICE'S KITCHEN -- DAY

Alice is kneading the dough to make bread. Cath watches.

I'm just going to have to leave.

Find another job.

Well he's mad--

Pass the flour, could you?

She does as she talks.

--completely obsessed with

punctuality. It's driving me round

the bend.

Have you told him?

I mean, if I'm just a minute late--

(overlapping)

But have you told him that he's being--

(overlapping)

I think he's trying to establish his

authority or something. No, of course

I haven't told him -- He's my boss.

I'd tell Barbara.

Yeah, well he's not Barbara, is he?

Why do you bother to make bread,

Alice? It's just as good from the

supermarket.

Thanks very much.

And it's probably cheaper. It's

certainly less messy.

Alice kneads the bread in silence. After a moment--

I mean Brian was always so kind -

flowers and whatever.

Maybe this new fella'll calm down.

Or maybe he won't. Even time off in

lieu - he makes me fell as if I'm

not really entitled to it.

Alice stops kneading for a moment.

Well you do...

A look from Cath, but Alice carries on speaking and resumes

kneading.

You did use to take quite a lot of

time--

No more than I was entitled to!

You're meant to be able to take time

off - it's in lieu - you know?

Yeah, yeah.

Lengthy pause.

So...will that really rise?

Should do, yeah.

3. TWO DIFFERENT CONVERSATIONS AT THE SAME TIME

Person A talks about one thing. Person B talks about another. You'd think they're in two different rooms. They're not communicating, that's for sure. But somehow, it comes around in a way that reveals character and makes sense to the audience.

You can see this in the brilliant scene from THE AMERICAN PRESIDENT.

President Shepard returns to the White House after going back on a deal he made with Sydney, who is his girlfriend and who also works for an

environmental lobby firm.

Here, she's talking about a sweater that she borrowed from her sister.

He's trying to figure out why she's leaving. Two different

conversations...until they explode into the real problem. You'll also note that the writer uses a metaphor (the sweater) and circular dialogue.

INT. SHEPHERD'S BEDROOM - LATE AFTERNOON

SYDNEY is going through the closet in search of something.

The door opens, and SHEPHERD steps in, perhaps a little

tentatively. He doesn't see SYDNEY at first.

SHEPHERD

(calling out)

SYDNEY comes out.

SYDNEY

Have you seen a gray cableknit

sweater?

SHEPHERD

A grey...sweater? No. I called you

at the office, but...

SYDNEY

It's Beth's. I wore it here one time,

and I didn't want to leave it.

SHEPHERD

Where were you going?

SYDNEY continues her search.

SYDNEY

I'm going home, and then I'm going

to Hartford.

SHEPHERD

Connecticut?

SYDNEY

Yes. Do you know if it was sent with

your dry cleaning by any--

SHEPHERD

What's in Connecticut?

SYDNEY

Richard Reynolds' campaign. He may

be able to get me a job.

SHEPHERD

When did you decide to get a new

SYDNEY

Not long after Leo Solomon fired me

from my old one. Beth's gonna kill

me. She loves that--

SHEPHERD

Why did he fire you?

SYDNEY

Total failure to achieve any of the

objectives for which I was hired. I

told him he was being unreasonable.

After all, I did get to dance with

the President and ride in Air Force

One a couple of times. But you know

those prickly environmentalists.

It's always gonna be something with

them. If it's not clean air, then

it's clean water. Like it isn't good

enough that I'm on the cover of People

Magazine.

SHEPHERD

I'll call him.

SYDNEY

You'll call him? You mean you'll

call him yourself? Personally?

It'll come from the President?

That's a great idea. I think you

should call Leo and make a deal. He

hires me back for, say, 72 days. I

go around scaring the hell out of

Congress, making them think that the

President's about to drive through a

very damaging and costly bill.

They'll believe me, right, 'cause

I'm the President's Friday Night

Girl. Now I don't know if you can

dip into this well twice, especially

since I've lost all credibility in

politics, but you never know, I might

just be able to pull it off again. I

might be able to give you just the

leverage you need to pass some ground-

breaking piece of crime legislation --

like a mandatory three-day waiting

period before a five-year-old can

buy an Uzi.

She slams the drawer.

SYDNEY

Fuck the sweater -- she'll have to

learn to live with disappointment.

She starts to exit.

SHEPHERD

What do you think went on here today?

She stops.

SYDNEY

I know exactly what went on here

today. I got screwed. You saw the

poll, you needed the crime bill, you

couldn't get it on your own, so I

got screwed.

SHEPHERD

The environment got screwed. Nothing

happened to you today, Sydney.

Governing is choosing. Governing is

prioritizing. I've made no secret of

the fact that the crime bill was my

top priority.

SYDNEY

Well then, congratulations. It's

only taken you three years to put

together crime prevention legislation

that has no hope of preventing crime.

SYDNEY heads out the door--

SHEPHERD

(stopping)

Sydney. Please. I don't want to lose

you over this.

SYDNEY

Mr. President, you got bigger problems

than losing me. You just lost my

And SYDNEY is out the door...

...we HOLD on SHEPHERD, looking like a man who's taken a lot

of punches to the head...

Did you see all three? The sweater is a metaphor for Sydney's anger and

disappointment. Shepherd and Sydney are having two different conversations. And Sydney begins with the "sweater" and then circles back to it.

All simple structures that can dramatically raise the entertainment value of a scene.

BTW, I'm including an article I wrote showing some of the other techniques that are used in this same scene. It is worth a second read if you saw it in the newsletter.

So now you have three different dialogue structures and if there's any

confusion, please read the examples again. Now that you know what they

are, you'll begin to see these structures in conversations everywhere.

ASSIGNMENT

----------

Write a scene using one or more of the dialogue structures listed here:

1. Circular dialogue.

2. Metaphoric dialogue.

3. Two different conversations at the same time.

Deadline: 48 hours

----------------------------

Each of the above techniques, while simple, can give your dialogue the feel of real life and keep readers involved in the scene. In many cases, you could take a scene that just works okay and by changing the format, improve the impact it has on the reader/audience.

I can't wait to see what you do with it.

"The American President" Dialogue Article

I've included this article that I published in Issue 21 of the

Scriptforsale newsletter. It is worth reading again just to see some (not all) of the dialogue techniques that were used.

=================================================

3. ARTICLE: What makes Great Dialogue great?

=================================================

When dialogue is flat or bland, the whole script feels bad. On the

other hand, great dialogue can elevate a mediocre script and cause

people to see the writer as "someone with serious potential," even

if there are other glaring errors in the script.

Among other things, great dialogue produces these results:

- Delivers on multiple levels

- Projects character

- Engages us in the story

- Sounds natural, but accomplishes a purpose.

It is well worth taking the time and effort to master the skill of writing great dialogue. To start that process, let's look at some dialogue from THE AMERICAN PRESIDENT that Aaron Sorkin wrote which

does a pretty good job of bringing a scene to life.

In this scene, President Shepherd has just returned to the White

House after reversing his position on a political deal he made with

Sydney, who is his girlfriend and who also works for an

environmental lobby firm. He finds Sydney searching for a sweater.

INT. SHEPHERD'S BEDROOM - LATE AFTERNOON

SYDNEY is going through the closet in search of something.

The door opens, and SHEPHERD steps in, perhaps a little

tentatively. He doesn't see SYDNEY at first.

SHEPHERD

(calling out)

SYDNEY comes out.

SYDNEY

Have you seen a gray cableknit

sweater?

SHEPHERD

A grey...sweater? No. I called you

at the office, but...

SYDNEY

It's Beth's. I wore it here one time,

and I didn't want to leave it.

NOTE: This seems like a useless topic for a lead character to be

discussing with the President of the U.S.. Normally, this kind of

thing wouldn't move the story forward, but in this case, you'll see

that the sweater is a brilliant METAPHOR for how Sydney feels.

Also, notice how it leads to Shepherd's question, which then leads

to the big issue. This is Sydney's first HOOK: "I didn't want to

leave it."

SHEPHERD

Where were you going?

SYDNEY continues her search.

SYDNEY

I'm going home, and then I'm going

to Hartford.

NOTE: Another hook.

SHEPHERD

Connecticut?

SYDNEY

Yes. Do you know if it was sent with

your dry cleaning by any--

SHEPHERD

What's in Connecticut?

NOTE: Notice how Shepherd has to drag this information out of

her. The subtext is that he knows there is a problem under the

surface, but hasn't gotten to it yet.

SYDNEY

Richard Reynolds' campaign. He may

be able to get me a job.

NOTE: A third hook. By the time we get to Sydney's next line,

we're in a heavy state of anticipation.

SHEPHERD

When did you decide to get a new

SYDNEY

Not long after Leo Solomon fired me

from my old one. Beth's gonna kill

me. She loves that--

NOTE: Again, notice how Sydney is only giving the minimum

amount of information she can. She is forcing him to dig deeper.

Also, notice that there are two different conversations going on here

-- the "sweater" conversation and the "firing/new job" conversation.

SHEPHERD

Why did he fire you?

SYDNEY

Total failure to achieve any of the

objectives for which I was hired. I

told him he was being unreasonable.

After all, I did get to dance with

the President and ride in Air Force

One a couple of times. But you know

those prickly environmentalists.

It's always gonna be something with

them. If it's not clean air, then

it's clean water. Like it isn't good

enough that I'm on the cover of People

Magazine.

NOTE: Note the subtext technique -- sarcasm. It is a great

technique for her to express her anger with Shepherd and to have

us understand her concerns without directly stating them.

SHEPHERD

I'll call him.

SYDNEY

You'll call him? You mean you'll

call him yourself? Personally?

It'll come from the President?

That's a great idea. I think you

should call Leo and make a deal. He

hires me back for, say, 72 days. I

go around scaring the hell out of

Congress, making them think that the

President's about to drive through a

very damaging and costly bill.

They'll believe me, right, 'cause

I'm the President's Friday Night

Girl. Now I don't know if you can

dip into this well twice, especially

since I've lost all credibility in

politics, but you never know, I might

just be able to pull it off again. I

might be able to give you just the

leverage you need to pass some ground-

breaking piece of crime legislation --

like a mandatory three-day waiting

period before a five-year-old can

buy an Uzi.

NOTE: Again, sarcasm as subtext. She's not saying "Wow, this is

a great idea." She's saying "You've killed my reputation and taken

me out of politics."

Also, notice the exaggeration in the end: "three-day waiting period

before a five-year-old can buy an Uzi." Another excellent technique

for creating colorful dialogue.

She slams the drawer.

SYDNEY

Fuck the sweater -- she'll have to

learn to live with disappointment.

NOTE: Here is my favorite line. She's not talking about her sister,

she's talking about herself. At this point, the sweater metaphor has

paid off. It is interesting how the writer used this metaphor to deliver the emotional impact of Shepherd's betrayal.

She starts to exit.

SHEPHERD

What do you think went on here today?

She stops.

SYDNEY

I know exactly what went on here

today. I got screwed. You saw the

poll, you needed the crime bill, you

couldn't get it on your own, so I

got screwed.

NOTE: Finally, Sydney has told him exactly what she is upset

about. If this had been her third set of lines in the beginning of this

scene, it would have been considered on-the-nose and bad dialogue.

But because of the amazing buildup, we now honor her direct

statement.

SHEPHERD

The environment got screwed. Nothing

happened to you today, Sydney.

Governing is choosing. Governing is

prioritizing. I've made no secret of

the fact that the crime bill was my

top priority.

NOTE: Here is Shepherd's JUSTIFICATION. Again, if he had said

this early in the scene, it would have been totally flat, but because

it was well set up, with all the upset, it has an interesting impact:

It shows Shepherd's standard line as nothing more than a weak

justification.

SYDNEY

Well then, congratulations. It's

only taken you three years to put

together crime prevention legislation

that has no hope of preventing crime.

NOTE: Sydney just stated the IRONY of Shepherd's justification.

That makes it interesting dialogue.

SYDNEY heads out the door--

SHEPHERD

(stopping)

Sydney. Please. I don't want to lose

you over this.

SYDNEY

Mr. President, you got bigger problems

than losing me. You just lost my

And SYDNEY is out the door...

NOTE: I like this METAPHOR because it provides many meanings.

It says she lost faith in him. It also says that he is a bad President

and she expects him to lose other voters -- "you've got bigger

problems than losing me."

When dialogue is written well, it often looks deceptively simple. I've

always liked this scene, but it wasn't until I analyzed it that I noticed all the work the writer put into it. Hopefully, just reading this gives you some ideas on how to improve your dialogue.

It takes some work to write dialogue like this, but it is well worth it.

Day 6: Anticipatory Dialogue

Today, I'm presenting the simplest method of creating curiosity --

Anticipatory Dialogue.  This will give you easy formats to have your

dialogue demand that people read farther.

Anticipatory dialogue uses statements or questions that create

expectation in the reader's mind.  It causes the reader to

wonder/worry about some future event in the script.

There are two very important reasons to be proficient at

anticipatory dialogue.

 1.  The better you are at causing your reader to wonder/worry

 about the future of your screenplay, the more likely

 they'll read the entire script.

 2.  Some readers and executives only read the dialogue.  And

 in many cases, they skim it.  That means that some of your

 dialogue needs to cause anticipation in a way that stands

BTW, if you look at any thriller, you'll see almost every scene filled with anticipatory dialogue.

Keep one more thing in mind:  Follow the rules of dialogue from the first section.  You'll see in the examples below that most are written

off-the-nose and are written in character.  If you do the same thing, you can use every single one of these techniques over and over in your script without concern of people seeing it as formulaic.

I've listed eleven forms of anticipatory dialogue below.  Read the

examples, then you'll have a chance to use them in a scene for your script.

NOTE:  Unless they're indented, each line of dialogue is it's own.

Indented dialogue goes together.

1.  Direct prediction.

You simply predict something that could happen in the future of

the story.  Ultimately, it doesn't matter whether it actually

happens or not.  What is important is that it causes us to worry

and causes a character to either fight for or against the event

predicted.

In the movie THE CONTENDER, both sides predict the fate of the

other side.

In the White House:

 PRESIDENT (to Lane Hansen)

 We all have to understand.  We're going to

 obliterate a life.  But we'll get you the Vice

 Presidency.

In the Senator's office:

 SENATOR (to his team)

 In this war, there will be casualties.  So help

 me God, not among us.  What we will prove is

 that Lane Hansen is a cancer.

It is clear from these two opposing statements that a major

conflict is brewing.  In just two lines of dialogue, we've got

wonder/worry happening.

2.  Indirect prediction.

A character says something that has you infer that something will happen in

the future of the script.

 HARKER (On phone in Spy Game)

 Yeah, this is Harker.  I need confirmation on

 all calls in and out of Nathan Murer's office.

This implies that Harker is suspicious of Nathan and that he expects to

gain something from monitoring the calls Nathan makes.  Below, Nathan is asked if he wants someone else to eliminate one of his team who is being interrogated by the Chinese government.

 NATHAN

 (To the investigators in Spy Games)

 When I was young, the vet offered to put our

 mare down.  It came up lame.  You know what my

 Uncle said?  He said "Why would I ask somebody

 else to kill a horse that belonged to me?"

Indirectly, he's saying that he will do his own killing.  It causes us to worry about whether Nathan is on his guy's side or actually going out to kill him.

3.  Countdown.

 DUNKIN  (Spy Game)

 I'll give you 25 minutes before I transmit.  If

 you want to see the cable before they do, you

 better hustle.

 BUREAUCRAT   (Spy Game)

 Bishop's been arrested and is held in Shanghai.

 NATHAN

 How long does the president have to claim him?

 BUREAUCRAT

 Twenty-four hours, as of now.  He's been

 classified as a common criminal.   He'll be

 executed at 8 AM tomorrow morning.

4.  Imply consequences.

Each of the lines below imply a threat or imply future consequences.  They come from different places in the movie SPY GAME.

In separate conversations:

 BUREAUCRAT

 We want to see your files.

 SECRETARY

 Harper says I'm supposed to collect your files

 on Tom Bishop.

 SECRETARY

 Feeling a little paranoid, are you sir?

 BUREAUCRAT

 Nathan, you should leave here knowing that

 we're looking into every possible scenario.

 NATHAN

 I know who it is.  I know who he's after.

5.  Imply hopelessness.

 BUREAUCRAT  (Spy Game)

 He's been classified as a common criminal.  He'll

 be executed at 8 AM tomorrow morning.

In this scene, Bishop is trying to help a spy escape and has been given

word that the KGB is on to him.

 BISHOP

 Get out of the car.

 SCHMIDT

 Please, my wife, my children.

 BISHOP

 They know!  Get out of the car.

With just a few words, you get the hopelessness of the situation.  It

dramatically increases our fear for the characters.

6.  Shield from consequences in advance.

Dialogue that protects automatically implies danger.

 BISHOP

 (Spy Games being chased by Nazi's)

 There's some vodka in the glove box.  Spill it

 on your coat.  If they stop us, don't say a

 word.

 Remember, you're drunk.

 (Voice over in Rounders)

 Listen, here's the thing.  If you can't spot

 the sucker in your first thirty minutes at a

 table, then you are the sucker."

7.  Warnings.

Of course, warnings increase the tension and make us worry that something terrible will happen.

 NATHAN

 (On roof with Bishop in Spy Games)

 Listen to this, 'cause this is important.  If

 you'd pulled some stunt over there and gotten

 nabbed, I wouldn't come after you.  If you go

 off the reservation, I will not come after you.

 ALANZO

 (After Jake turns down dope in Training Day)

 If I was a dealer, you'd be dead.  Turn shit down

 on the street and the Chief hands your wife a

 crisply-folded flag.

8.  Create a reputation that causes interest.

Given the right reputation, we'll watch to find out what the

person is going to do next.  In the first example from ROUNDERS,

Mike creates a reputation for "no limit poker."  The key on

creating a reputation is to make it ominous enough, without

being so on-the-nose that the audience turns off.

ROUNDERS

 MIKE  (Matt Damon)

 No limit.  There's no other game in which

 fortunes can change so much from hand to hand.

 Some people, even pros, won't play No-limit.

 They can't handle the swings.

In just three sentences, the background of ROUNDERS has a

reputation that will cause us to be concerned about anyone who

jumps into the game.

Now, let's look at a subtle version from SPY GAME.  Here,

Harker is investigating Nathan and confronts a CIA operative

who has worked with Nathan for 20 years.

 HARKER

 How long have you known Nathan?

 OPERATIVE

 No one knows Nathan, really.

 HARKER

 You trust him?

 OPERATIVE

 He's a man who got the job done.

Subtle, but the subtext here creates a reputation.  When a man

who has known someone for 20 years says "No one knows Nathan,

really," you know the character is unpredictable.

9. Confront someone hiding from a future consequence.

A character who is in denial or who is unaware of a future consequence can easily make a terrible mistake.  Having someone confront them about it is an opportunity to create a future of fear.

 NATHAN

 (On roof with Bishop in Spy Games)

 What we do is unfortunately very very necessary.

 If you're not willing to sacrifice scum like

 Schmidt, then you better take a long hard look

 at your chosen profession, because it doesn't

 get any easier.

10. A challenge or threat.

A challenge could be to a contest or duel that occurs at the end of the

movie or it could a challenge to a person's skill/ability to perform.

 ALONZO (Training Game)

 I'm supervising five officers.  You, Officer Hoyt,

 if you got the guts to succeed, will be number six.

 Gonna show you reality.  Think you can handle it?

 NATHAN

 (On roof with Bishop in Spy Games)

 This is a whole other game and it's serious and

 it's dangerous and it's not one you want to lose.

11. Silence at a strange time.

 HACKER  (Spy Game)

 I want to know what you know about Operation

 Rodeo.

 NATHAN

 Rodeo.

 He gets up and walks to the window without saying anything.

Later, with a room full of investigators, Nathan asks a question.

 NATHAN

 Why you trying to burn Bishop?

 Each man avoids his gaze in their own way.

For anyone who is wondering why you haven't seen the term "Anticipatory

Dialogue" in any other screenwriting books, it's because I came up with it. After looking at many scripts, I noticed that certain lines instantly caused me to anticipate a future in the script and began researching to discover a pattern.

ADVANCED DIALOGUE ASSIGNMENT

-----------------------------------------

Create a scene that sets up a future problem.  In it, use as many forms of Anticipatory dialogue as you can.  Here's a list that will help you.

 1.  Direct prediction.

 2.  Indirect prediction.

 3.  Countdown.

 4.  Imply consequences.

 5.  Imply hopelessness.

 6.  Shield from consequences in advance.

 7.  Warnings.

 8.  Create reputation for the villain.

 9. Confront someone hiding from a future consequence.

 10. A challenge issued.

 11. Silence at a strange time.

Then answer the question "What I learned doing this assignment is...?"

Deadline:  48 hours.

--------------------

As always, don't worry about getting it perfect.  Just get it done.  Find a way to cram these techniques into the scene.  What's most important is that you get the experience of designing a scene with Anticipatory Dialogue. Once you've done that, it will be easier to use the skill with eloquence.

If this seems difficult, keep reminding yourself that by struggling with it, you are learning and that means that you'll be better at it the next time.  And soon, it will be second nature.  But to reach that level of fluency, you've got to take the first difficult steps.

So keep your commitment to yourself.  You'll be glad you did.

When I first wrote this, I thought anticipatory dialogue was

just a small part of most screenplays.  But the more scripts

I read, the more I see it.

To illustrate this point, I'll be examining the anticipatory

dialogue from ACE VENTURA.  It is a comedy, so you wouldn't expect to see much "thriller-type" dialogue, but what it shows is just how important anticipatory dialogue is to the success of a script.

Even if you did this lesson/assignment in the GSS, I'd like you

to do everything you can to improve your quality.  When you

see the amount of anticipatory dialogue buried in ACE VENTURA,

you'll understand why this is such an important skill.

And for those of you who haven't seen this before, you're in for

a real treat.

Below are dialogue snippets from the first 20 pages of ACE VENTURA.  You'll see 22 notes where I point out Anticipatory Dialogue.

The reason I'm giving you this is so you can really get a feel for just how important it is to a story to create constant anticipation.  And some very simple lines of dialogue can make that happen.  So please, don't underestimate this technique.

Also, there were many examples that I left out in these 20 pages because they were just duplicates of what I'd just pointed out.  In all, I estimate that there were over 40 uses of Anticipatory Dialogue in these 20 pages -- That's two per page.  Can you see how the writers wanted to make sure we were completely engaged in the script?

BTW, you'll notice that I snipped out parts that didn't apply to this 

lesson.  So don't get confused about the story.  Just pay attention to the dialogue and my notes.

Enjoy,

 ACE VENTURA: PET DETECTIVE

INT. 3RD FLOOR - DAY

ELEVATOR DOORS OPEN. The UPS Man throws the package out onto

the floor and starts kicking it down the hall like a soccer

player. With one last big kick the parcel lands in front of

APARTMENT 3B. He picks it up and knocks on the door.

 We hear a small dog barking.

 GRUFF MAN (O.S.)

 Shut the hell up, you stupid mutt!

NOTE:  Implied Consequences.   This set of lines is here to say "Don't mess with this guy or you'll get your ass kicked."

A half page later...

INT. APARTMENT 3B - CONT'D

We see the back of the Shiatsu staring at the crack in the

front door. He has not moved an inch. The Gruff Man looks

 GRUFF MAN

 Hey, stupid! Get away from the door!

The dog doesn't budge and this really pisses him off. He gets up and            heads for the dog.

NOTE:  Strangely enough, this is "Silence at a strange time."  Because the dog is silent, we know something is wrong.  That increases the tension and it implies the chance that Ace is going to get caught.

 GRUFF MAN

 What's the matter with you, I said

 GIT!!!

He roughly picks the dog up by the scruff of the neck, but

as he turns it around we see that it is a stuffed dog. Around

it's neck is a business card that reads, "You have been had

by Ace Ventura - Pet Detective." He breathes fire.

 GRUFF MAN

 Son of a bitch!

NOTE:  The business card "dialogue" is a challenge.  The Gruff Man's 

response here implies consequences.

 He smashes the dog to the ground.

 EXT. ALLEY - CONT'D

 As the UPS Man/Ace rounds the corner, his shirt opens up at

his pot belly and the Shiatsu's head sticks out. Ace is

gloating.

 (announcer's voice)

 That was a close one, ladies and

 gentlemen. Unfortunately, in every

 contest, there must be...A LOOSER!

NOTE:  Implied consequences:  Ace is talking about the past, but this also implies possible consequences for him because we know that the Gruff Guy is on his way.

Skip to...

ACE'S POV

We see the creep wailing on the car in Ace's side view mirror.

 Warning! Assholes are closer than

 they appear!

NOTE:  We could call this a warning, but it is more of a direct prediction that this guy is about to get him.

Skip to next scene...

INT. HOUSE - DAY

A very sexy woman is hugging and kissing the Shiatsu.

NOTE:  Ace has returned the dog to its rightful owner and he asks for a 

monetary reward.

 She cuts Ace off with a devastating kiss.

 WOMAN

 Would you like me to take you pants

 off instead?

 Ummmm

 Sure.

NOTE:  Here, we have an Indirect Prediction of what is about to happen.

 She pulls him toward the bedroom.

 WOMAN

 It takes a big man to stand up to my

 husband. He's already put two of my

 lovers in the hospital.

NOTE:  Implied consequences.

 How did he find out? Does he have

 you followed.

 WOMAN

 No… I tell him.

NOTE:  Now, it is a Direct Prediction that Ace will have more problems with the Gruff Guy.  But Ace has to follow his animal instincts.

She plants a kiss on Ace's neck and pulls him down out of

frame onto the bed.

Skip to...

EXT. SECOND FLOOR - DAY

Ace is just putting the key in the door when the landlord

steps up behind him. Ace is startled by the dreaded

Shickadance Rasp' (not unlike Linda Blair in THE EXORCIST).

 LANDLORD

 Venturaaaaa?

 Ace straightens up, but doesn't turn around.

 Yes, Satan?

NOTE:  Create a reputation for the Villain.

 Now Ace turns around in mock surprise.

 Oh, I'm sorry, sir. You sounded like

 someone else.

 LANDLORD

 Never mind the wise cracks Venturaaa.

 You owe me rent!

NOTE:  Implied Consequences:  Pay the rent or you're out.  Why is this 

important?  Because it establishes one of Ace's motivations for taking the upcoming job.

INT. MIAMI DOLPHIN HEADQUARTERS - LATER THAT DAY

 The very imposing office of BOBBY RIDDLE, owner of the Miami

Dolphins. Riddle, 70, is a take charge, doesn't take crap

from anyone type of guy. He is yelling at ROGER PODACTER, an

ex-linebacker in his early sixties, and MELISSA ROBINSON,

Podacter's attractive assistant.

<Snip>

 RIDDLE

 All I care about is winning this

 Super Bowl!  I want the players'

 head in the right place. Shit, Roger,

 you've been in this game long enough,

 you know how superstitious players

 are. Our quarterback's been putting

 his socks on backwards since high

 school. And I got a lineman who hasn't

 washed his jock in two years because

 he thinks flies are lucky!  I want

 that god damn fish on the field Super

 Bowl Sunday!  FIND THE FISH, OR FIND

 NEW JOBS!

NOTE:   There are three things going on in this set of lines.

Implied Consequences:  The Superbowl is at stake.

Implied Consequences:  The player's heads won't be in the right place                        

                         without the fish.

Warning:  Find the fish or find new jobs.

 INT. HALLWAY - CONTINUOUS ACTION

 An upset Podacter and Melissa walk through the hallway.

 PODACTER

 Why did it have to happen now? I got

 three stinking years left till

 retirement.

NOTE:  An Indirect Prediction:  He won't succeed.  Implied 

Consequences:  He won't make retirement.  Even more important, Implied 

Hopelessness.

Skip to...

They stop outside Melissa's office by her secretary's desk.

 MELISSA

 The police are checking into the

 animal rights people.

 (to secretary)

 Martha, have the police called back

 about the dolphin yet?

 MARTHA

 No, but I wanted to tell you, when I

 lost my Cuddles, I hired a pet

 detective.

NOTE:  Small as this looks, Martha just made an Indirect Prediction:  Hire a pet detective, find the fish.

Skip to...

EXT. PLAYING FIELD - A SHORT TIME LATER

The Dolphin players practice. A crowd of reporters interview Marino.

 MARINO

 We just choked in 82. We had a chance

 to win it and we didn't.  Nobody's

 gonna choke this time, and if they

 do, I'll kill 'em.

NOTE:  Obvious Warning.  But there is also the Implied Consequence of 

someone choking.  Again, this line adds to the stakes by presenting the 

possibility of the team losing.

Skip to...

 PODACTER

 Well if it looks like I'm walking

 funny it's because I have a bunch on

 reporters up my ass. They've been

 asking me about Snowflake all day.

 Who's this?

NOTE:  Another Implied Consequence:  If the media finds out Snowflake is gone, the team will find out and that may cause them mental and emotional problems, which could cause them to lose.

Skip to...

INT. DOLPHIN TANK - MOMENTS LATER

While eating sunflower seeds, Ace meticulously examines the

tank, including the scratches where the hand banged up against

the wall when Snowflake was stolen. All the while, he is

singing a bastardized version of the theme from, "Flipper."

 …Wonderful Flipper… glorious Flipper…

 magnificent Flipper… The flippiest

 Flipper…

Podacter and Melissa, watching from the rim, look at each

other like, "What have we gotten ourselves into?" Podacter

spots something.

 PODACTER

 Oh, great.

 A hoard or reporters are headed their way.

 PODACTER

 I'll try to head them off.

NOTE:  Here, we have a Countdown.  Podacter is trying to head the reporters off while Melissa tries to get Ace out of the tank.

 MELISSA

 (to Ace)

 Get out of the tank.

 (still singing)

 …Can't hear you Flipper, Flipper…

 Lookin' for Flipper, gotta find

 Flipper…

 MELISSA

 I said, get out of the tank! Now!

NOTE:  Twice, Melissa demands that Ace get out of the tank.  They're both issued as a Warning.

 The reporters draw closer. Podacter heads them off.

 REPORTER

 So where's Snowflake?

 PODACTER

 Ah… Snowflake is just, ah, not

 available right now.

 REPORTER

 Come on, I'm supposed to get a shot

 of his new trick for the evening

 news.

 REPORTER #2

 What? Is he sick?

 Other reporters chime in.

 VARIOUS REPORTERS

 Did something happen to Snowflake?!

 What're you hiding..?!

NOTE:  All four of these reporter lines are Confronting Someone Hiding from Something.  They raise the tension and cause us to worry that Ace, Melissa, and Podacter will be exposed.

Skip to...

EXT. METRO POLICE DEPARTMENT - LATER THAT DAY

Ace walks to the desk of EMILIO ECHAVEZ, a young energetic

member of the homicide division.

 Ace has a silly impish look on his face.

 (playfully)

 I miss you.

 EMILIO

 It's not a good time, Ace. If Einhorn

 sees me talking to you I'm gonna be

 history.

NOTE:  Direct Prediction.  Because of this line, we're worried for the 

entire scene that Ace is going to get Emilio in trouble.

 Okay. Just tell me what you got on

 Snowflake. That's all I need.

 EMILIO

 …I can't say anything. My hands are

 tied.

 (effeminate)

 Sounds like my kind of a party.

                 A cop comes to Emilio's desk.

 Look alive, Einhorn's on her way

 down.

NOTE:  The Countdown.  Even though we don't have numbers or a clock to look at, we know that Einhorn is on her way.   We're counting down until Emilio and Ace's demise.

 EMILIO

 Ace, please?!

NOTE:  Implied Hopelessness.  Anytime someone is begging, they've lost hope of negotiating some other way.  Emilio continues to beg until Einhorn shows up.

I'll stop right here.  Until I actually analyzed this, I would have never guessed that Anticipatory Dialogue was used this much in this movie.   But it is now obvious that just adding one or two lines of Anticipatory Dialogue to each page will keep people engaged.

Day 7: Subtext Dialogue Cover-ups

Now, we get to the part of dialogue that everyone loves -- Subtext.

Well written subtext dialogue will get you noticed as a professional

and it creates a pleasurable read.

Before we jump into it, a few important points about subtext.

There are three key parts to subtext:

1. The actual text/action.

2. The deeper meaning.

3. The point the deeper meaning is revealed to the audience.

The text/action is what is written in the script. The other two parts can best be illustrated through a scene from AS GOOD AS IT GETS. This

scene falls in the first two pages of the script. Melvin is after his next door neighbor's dog. My notes will show the subtext structure.

INT. APARTMENT BUILDING (NEW YORK), HALLWAY - NIGHT

<snip>

The dog takes a snap at Melvin, but the man is much

meaner and quicker than the dog -- he holds his snout

shut with his hand and reaches for the door of the

garbage chute.

MELVIN

I'll bet you wish you were some

sort of real dog now, huh? Don't

worry... this is New York. If you

can make it here, you can make it

anywhere, you know? You ugly,

smelly fuck.

And with that, he stuffs him in the garbage chute and

lets go.

NOTE: Here, we see the 3rd part of subtext -- the meaning revealed. This can be done before, during or after the actual subtext dialogue.

In this case, the audience is in on the deeper meaning before Melvin starts lying about it. You'll see that below.

We hear a FADING SERIES of PLEADING "ANOOOOS"

from the DOG fade to nothingness... as another apartment

door opens emitting the loud sounds of a PARTY and SIMON

NYE, early 30s. Simon has been born and raised with

Gothic horror and it's strange that what that stew of

trauma has produced is a gifted, decent man.

INT. APARTMENT BUILDING (NEW YORK), HALLWAY - NIGHT

Frantic... he bolts into the hall... Melvin is just about

to enter his apartment.

Verdell!?!! Here, good doggie...

He notices Melvin at the far end of the hall.

Mr. Udall... excuse me. Hey

there!

(as Melvin turns)

Have you seen Verdell?

MELVIN

What's he look like?

NOTE: Melvin just used a cover-up technique that we're working with

today. It is a question. A simple question, but it delivers the subtext

quite well. This is the TEXT.

Because we already know that Melvin stuffed the dog down

the garbage chute, we know he is lying. This is important. Melvin's

dialogue (the text) says "What's he look like?" and we interpret "Melvin is playing innocent, but he's the one who did it" (the deeper meaning).

Imagine the same situation, but we don't see Melvin stuffing the dog

down the chute. Instead, it starts with Simon looking for his dog.

Melvin asks the above question and we interpret that he is just being

helpful. But later, it is revealed that Melvin really did it. At that point, we reflect back and realize that Melvin wasn't being helpful, he was lying. Either way, the subtext works. It is just the point where it is revealed is different. So you can reveal the subtext before, during,

or after the text. See that?

Melvin starts to walk back to his apartment door which is

directly opposite Simon's.

My dog... you know... I mean my

little dog with the adorable

face... Don't you know what my dog

looks like?

MELVIN

I got it. You're talking about

your dog. I thought that was the

name of the colored man I've been

seeing in the hall.

NOTE: Once again, because we know that Melvin did it, we are

experiencing every line he says as subtext. We get the deeper meaning

and in this case, it does a great job of demonstrating who Melvin is. So we get Melvin's character more by what he doesn't say, than what he does.

Do you see how Subtext dialogue can provide a deeper experience for

the audience?

Dialogue Subtext comes in two types:

1. The cover up

2. Subtext pointers

What we saw above were cover-ups. Melvin was covering the real

meaning, but we as an audience perceived it. A Subtext Pointer

actually directs our mind toward a specific interpretation and we'll

work with those tomorrow.

Sometimes a cover-up is more powerful because it causes an

audience to engage, interpret and enjoy the deeper meaning. Sometimes,

a Subtext Pointer is more powerful because it causes the audience

to experience a specific subtext.

But get this before we move on -- Subtext is not about trying to trick the audience. It is about delivering a deeper experience. If you trick the audience and make them feel stupid, your script will never become more than a paperweight.

In fact, most good subtext has the audience immediately get the deeper

meaning. Sometimes, we hide things from the audience if it will give a

more profound experience later.

Today, we'll work with the Dialogue Cover-up, which is simply a method

of covering the real meaning, while allowing the audience to perceive it.

Again, if you've been through the Subtext class, you can consider this

a review or you can take it as a chance to improve the quality of your

subtext dialogue. Either way, you'll benefit from going through this

powerful set of techniques another time.

METHODS OF COVER-UP:

- Silence: Person doesn't answer when they should.

- Action incongruent with words.

- Change subject.

- Question them.

- Attack back.

- Complement them.

- Threaten them.

- Confirm something they already believe whether it's true or not.

- Misdirection: Do or say something that sends their mind in a

different direction.

- Inappropriate reaction to an emotional event.

- Distraction.

- Make a joke of it.

- Continue the conversation as if nothing happened.

Let's see how each of these work in the short scene below. The setup for this scene is simple. Rod has been going out with Darla until last week. At that point, she had a change-of-heart and hasn't spoken with Rod since. Rod still wants the relationship, but has no idea how to repair it.

Rod and John have been best friends.

INT. SCHOOL HALLWAY -- DAY

After school: John and Rod lean against the lockers.

Listen, we've been buds since third

grade. I wouldn't do anything to

mess up our--

Then don't.

But she asked me out. I gotta answer

Darla appears at the other end of the hallway and waves to

John. She starts skipping his way.

Last chance.

Okay, there are many things Rod could say. For now, let's run this

through the different Dialogue Cover-ups and see what kind of responses

show up. Remember, we know Rod still wants Darla, but he doesn't

have to say that directly, in fact, he may decide to use a completely

different strategy. For now, we just need to cover his true words and

feelings.

- Silence:

He could just watch the whole thing without saying a word.

- Action incongruent with words.

He steps in between them and says "Darla, I'd like to

introduce you to my friend, John." Then he punches John.

- Change subject.

"You coming to football practice tonight?"

- Question them.

"How would you want to be treated?"

- Attack back.

"Guess that means you've broken up with Monique. I think

I'll check her out."

- Complement them.

"You two will make a beautiful couple."

- Threaten them

"I'll see you just outside those doors. Bring her with you."

- Confirm something they already believe whether it's true or not.

"Guess she's single again."

- Misdirection:

"What will Monique think?"

- Inappropriate reaction to an emotional event.

He starts humming the song to "The Dating Game" and acts

like the moderator "What do we have for the lovely couple.

A trip to Hell. That's right, an all expenses paid trip to one of

Hades most popular resorts -- Cheaters row."

- Distraction.

"Hey, can I get a quick ride home?"

- Make a joke of it.

"Share my girlfriend? Shit yeah. I've got a used condom

here, too."

- Continue the conversation as if nothing happened.

"Yeah, that does leave you in a quandry, doesn't it. What

do you do when there is a choice between your best friend

and a chance to do his girlfriend. Let's ask Darla and see

what she thinks."

As with any dialogue or action, you want to pick the best line that is in

character, is appropriate to the situation, and causes the audience to

experience the meaning the way you want them to.

ASSIGNMENT:

-----------

Do what I did above with the Rod/John scene.

1. Write a quick scene and end it with the need for a response from one

character.

2. Then give an example of how they might use each of the cover-up methods.

METHODS OF COVER-UP:

- Silence: Person doesn't answer when they should.

- Action incongruent with words.

- Change subject.

- Question them.

- Attack back.

- Complement them.

- Threaten them

- Confirm something they already believe whether it's true or not.

- Misdirection: Do or say something that sends their mind in a

  different direction.

- Inappropriate reaction to an emotional event.

- Distraction.

- Make a joke of it.

- Continue the conversation as if nothing happened.

3. Pick the best response.

4. Copy and paste the scene at the end, with the response you choose.

5. Answer the question "What I learned doing this assignment is...?"

Title: Cover-up

Deadline: 48 hours

-------------------

Once you've done this, I think you'll see many applications for it in your screenplays. Surprisingly, some of the best lines in movies are cover-up lines. Why? Because they usually cover a lot of emotion and often create a deeper experience for the audience.

Recently, I worked on a script that was finished and we must have changed over 40 lines that were on-the-nose to cover-ups that allowed the audience to experience the underlying subtext. It made the script a much stronger read. Well written cover-ups are one of the signs of a professional.

Day 8: Subtext Pointers

If you want great subtext in your dialogue, you need to master two skills -- yesterday's cover-ups and today's technique, which I call "Directional figures-of-speech" or "subtext pointers."

Many times, the right subtext pointer is 10 times as powerful as a direct statement by a character.  These language patterns point our minds to the all-important deeper meaning.  They naturally cause us to focus on certain parts of the subtext.  They "directionalize" the mind.

Here's a list of six figures-of-speech that work well for subtext:

 Metaphor

 Implication

 Insinuation

 Sarcasm

 Allusion

We'll look at their use in a scene and then I'll give the actual

definitions.  But they are simple to use, once you understand how they

Example:  You may want us to see a character as a slob.  Of course,

the environment will show this, but instead of having a character say

the obvious, you could just have them say "Without a doubt, you're the

Martha Steward of cleanliness."

That example uses Metaphor and Sarcasm and it causes us to focus

on the mess in the environment.

SPECIAL NOTE:  Even if you've been through the Subtext Program,

it is well worth going over this ground again.  You'll notice that I've

added some distinctions to the Subtext Pointer definitions and there

is a different assignment that should make it easy for you to practice

and improve your subtext dialogue.

Below, I analyzed this BASIC INSTINCT scene and we are looking at it

strictly for dialogue that has subtext.

In it, Nick and his partner are taking Catherine to the police station to be interrogated.

INT. THE CAR - DAY

They sit in the front; she is in the back.  The car goes

over the winding, two-lane Mt. Tamalpais road.

The fog is heavy.  It's starting to rain.  We see the beach

far below.

 CATHERINE

 Do you have a cigarette?

 I don't smoke.

 CATHERINE

 Yes you do.

Insinuation:  I know the truth about you.

 I quit.

She smiles, looks at him.  A beat, and he turns away.

Another beat, and she lights a cigarette up.

 (continuing)

 I thought you were out of

 cigarettes.

 CATHERINE

 I found some in my purse; would you

 like one?

Implication:  You aren't over it.

He turns back to her.

 I told you -- I quit.

 CATHERINE

 It won't last.

Metaphor:  With this line, it becomes clear that the whole cigarette

conversation is a metaphor for Catherine to point out that Nick has a

addictive personality or something very similar.

A beat, as she looks at him, and then he turns away.

 You workin' on another book?

 CATHERINE

 Yes I am.

 It must really be somethin' --

 makin' stuff up all the time.

Allusion:  Gus casually brings up the possibility that she'll lie.

He watches her in the rearview mirror.

 CATHERINE

 It teaches you to lie.

 How's that?

 CATHERINE

 You make it up, but it has to be

 believable.  They call it

 suspension of disbelief.

Implication:  I can lie without you knowing it.

 I like that.  "Suspension of

 Disbelief."

He smiles at her in the mirror.

 What's your new book about?

 CATHERINE

 A detective.  He falls for the

 wrong woman.

Metaphor:  The book is about their relationship.

He turns back to her.

 What happens to him?

 She looks right into his eye.

 CATHERINE

 She kills him.

Implication:  Catherine will kill Nick.

A beat, as they look at each other, and then he turns away

from her.  Gus watcher her in the rearview mirror.

Okay, do you see how these language patterns work.  They direct the

audience's mind toward the deeper meaning, instead of just covering it up.

DEFINITIONS:

-----------

These are the definitions that come directly from the dictionary.  While most people don't spend much time considering how different language patterns work, it is nice for a writer to understand them.

 Metaphor   

 - The application of a word or phrase to an object

or concept which it does not literally denote.

Essentially "A is B."

 Implication  - Something indicated or suggested as naturally to

be inferred.  You are implying a conclusion.

 Insinuation  - An indirect or covert suggestion or hint.  This

usually comes as an indirect accusation.

 Hint         - A clue, a slight covert suggestion.  You are

                       Clueing the reader or character in to a small

                       part without giving them the entire puzzle.

 Sarcasm  

 - A sneering or cutting remark toward an object

of ridicule.

 Allusion   

 - To reference casually or indirectly.  

          (See expanded explanation below.)

When you look at them, it is obvious that they are perfect for writing subtext.  Each of these figures-of-speech point your mind toward something underneath the surface.  They're aren't just cover-ups.  They engage the mind and cause us to wonder, jump to conclusions, and rethink our assumptions about the characters and story.

If you breezed right by that last paragraph, pay close attention to this part:

 Each of these figures-of-speech point your mind toward something underneath the surface.  They're aren't just cover-ups.  They engage the mind and cause us to wonder, jump to conclusions, and rethink our assumptions about the characters and story.

I had to repeat it because it is so important.  Subtext dialogue comes in two types -- cover-ups and directional figures-of-speech.  If you master those two, people will be astounded at your dialogue.

Let's look at one more example of these techniques in use.  Again, from BASIC INSTINCT, which is full of subtext because the plot, characters, and scenes are designed for subtext.

This scene takes place right after the interrogation where she completely confounded the police.  She passed the polygraph test, then asked Nick for a ride home.  This is the ride.  Notice the figures-of-speech.

 --------------------------------------------------

INT. HIS CAR - NIGHT

It is an old, mint-condition silver Porsche.

It is pouring rain; the wind is blowing:  a San Francisco

winter storm.

Nothing is said. A long beat as he drives.  She yawns.

Stretches.  He looks at her.

 CATHERINE

 (smiles)

 I'm tired.

 It's got to be tiring to beat that

 machine.

Insinuation:  He's suggesting that she lied about everything.

She looks at him and looks away.  A beat.

 CATHERINE

 If I were guilty, and if I wanted

 to beat that machine, it wouldn't

 be tiring.  It wouldn't be tiring

 at all.

Implication:  She's saying she is not guilty.

 Why not?

 CATHERINE

 Because I'm a professional liar.  I

 spend most of my waking hours

 dwelling on my lies.

 (a beat)

 For my writing.

He looks at her.

 CATHERINE

 (continuing; smiles)

 I love the rain, don't you?

Cover-up:  Change subject.

He says nothing, doesn't look at her.

 CATHERINE

 (continuing)

 You took a polygraph after you shot

 those two people, didn't you?

Hint:  He might have beat the test, too.

He looks at her now.

 I passed.

Implication:  You may be guilty, but I'm not.

 CATHERINE

 You see?  We're both innocent, Nick.

Sarcasm:  You're no different than me.

He pulls up in front of her house on Divisadero, stops.  He

sees the white Ferrari in the driveway.

 How do you know all this stuff

 about me?

 CATHERINE

 You know all about me.

Hint:  Same way you know about me.  She investigates.

 I don't know anything that isn't

 police business.

 CATHERINE

 (after a beat)

 You know I don't like to wear any

 underwear, don't you, Nick?

Sarcasm:  She is saying that she knows that he watched her undress.

They look at each other a beat.

 CATHERINE

 (continuing; smiles)

 Thanks for the ride.

And she's out of the car.  He watches her as she hurries in

the rain -- his eyes on her until the moment she opens the

door and is inside.

One simple technique that some people have difficulties with is

Allusion.  Remember that this is not an English class.  We are not held to the strict definitions that we were in high school and college.  Instead, what we're creating is high quality subtext.  So we are using definitions and figures of speech in ways that create subtext.

Here's the definition of allusion that I selected.  It did come out of the dictionary:

 Allusion   

 - To reference casually or indirectly.

Now watch it as I play part of the BASIC INSTINCT scene again.

 You workin' on another book?

 CATHERINE

 Yes I am.

 It must really be somethin' --

 makin' stuff up all the time.

Allusion:  Gus casually brings up the possibility that she'll lie.

 He watches her in the rearview mirror.

 CATHERINE

 It teaches you to lie.

Notice that the allusion points to the subtext and if we didn't fully get it, Catherine's next line reveals the actual subtext.

Also notice that Gus is directly talking about writing books, but casually references that Catherine makes things up.   He could have then followed it up with an insinuation "I wonder if a writer could get in the habit of making things up and not even realize it."   But Catherine caught his allusion and instantly took it to the next level.

Allusion simply means that the character is casually bringing up a subject and may just skim right over it.

POWERFUL LINES

Many times, a subtext pointer is perfect for important moments of

the movie.  Jim Shea sent me an excellent example of that from the movie AIR FORCE ONE.

 "At the end of the story, the support team is waiting around the radio to hear if the President has been rescued.  If the radioman calls in "We've saved the President, or He's on board, or anything like that, it would be On-The-Nose.  Instead they say,'We're changing our call letters to Air Force One!'

 Everyone cheers.  It's a great cinema moment.  The audience, without being told, knows that only a plane carrying the President can have such a distinction.  This metaphor flatters the intelligence of the audience. That's always a good thing."

 Jim Shea

At this point, you have the definitions and two scenes where these figures-of-speech are used as subtext pointers.  This is deep stuff, but it is some of the most important dialogue information you'll ever receive.  If you master these skills, your dialogue will be amazing.

ABOUT TODAY'S ASSIGNMENT

Today, your assignment will be to write a scene like we did yesterday. At the conclusion of the scene, you'll take one person's line through all of these Subtext pointers.

Here's a quick example:

 EXT.  HOUSE -- NIGHT

 Jack and Clara step to the front door.

 What do you bet she didn't do

 a thing?  Hundred bucks?

 CLARA

 Oh, Jack, give her a break.  It's her

 first time with three children.  You

 expect maid service from a--

 Yeah, yeah.  I got it.  But it really

 irks me how these babysitters can

 charge $15 an hour and not do a

 damn thing besides sit on their ass.

 Clara puts her key in the door.

INT.  HOUSE -- SAME TIME

 To their shock, Clara and Jack step into a spotless

 house.  Their THREE CHILDREN are lined up in a

 row, watching TV.   Joan, the babysitter, sits in the

 recliner, reading a book.

 Clara shoots Jack a look and says...

METAPHOR:  
You have a future as a headhunter for babysitters.

IMPLICATION:  Can't wait for your next prediction.

INSINUATION:  You used these same skills of deduction when you 

              trashed my mother.

HINT:  You always tip a good waitress, don't you?

SARCASM:  Can you spell the word "bastard?"

ALLUSION:   You know, Fredericks is having a sale.

Most important here, notice how each of my lines above point toward a specific area of subtext.  For example, the last line points toward the $100 bet that Jack just lost.

ASSIGNMENT:

-----------

Do what I did above with the Jack/Clara scene.

1.  Write a quick scene and end it with the need for a response from one character.

2.  Then give an example of how they might use each of the

subtext pointer methods.

SUBTEXT POINTER METHODS:

 - Metaphor

 - Implication

 - Insinuation

 - Hint

 - Sarcasm

 - Allusion

3.  Pick the best response.

4.  Copy and paste the scene at the end, with the response you choose.

5.  Answer the question "What I learned doing this assignment is...?"

Deadline:  48 hours

Okay, this may look difficult, but it can be easier than it looks.  Follow these steps to make it easier:

 1.  Give your characters something to hide or something

 they're trying to uncover.

 2.  Then do the Figures-of-speech that work best for 

             you.

 3.  Continually refer to my definitions above so you 

             are clear on what you're writing.

 4.  If all else fails, just write something.  Try 

             to have it point toward some underlying meaning.

Sometimes, these figures-of-speech blend together and seem very

similar.  That is okay.  Ultimately, what matters is that you can

write great lines.  Do your best to keep them distinct in your mind, but don't worry if the lines that come from them seem the same. It's totally okay.

As always, just do your best in the next 48 hours and whatever you turn in will be fine.  Remember, by going through this process, you are going to gain the experience of using these techniques, which will make them easier to use in the future.

If you have any questions, please email me privately and I'll provide answers.

Enjoy your subtext.

Day 9: Creating Colorful Dialogue

When it comes to writing great dialogue, I believe the more

options you have, the better.  One of the toughest things to do

is stare at a screen hoping that something brilliant will just pop out of your mind and somehow fit the script you're writing.

Instead, I'd rather have many options.  As we've gone through

this class, you've worked with a lot of different techniques that

can be applied to any line of dialogue.  Today, we're going to

see the value of one that isn't quite as profound as subtext or

anticipation, but this technique can lure an A-list actor just as quickly.

It's called COLORFUL DIALOGUE.

First, let me give you an example, then I'll explain it in more detail.

From the movie TOMBSTONE, the scene where Doc Holliday and

Johnny Ringo first meet.  Pay close attention to the dialogue of

Doc, Fabian, Ike, and Ringo.  Each of them express character and

move the scene forward through colorful dialogue.

In my notes, I'll put the techniques used in quotes.

 ORIENTAL 

 NIGHT

Mr Fabian enters, dramatically gotten-up like Lord Byron.

The whole bar bursts into applause. He bows.

Breakenridge jumps up from his table, excited:

 BREAKENRIDGE

 Here, Mr Fabian, have this table.

He seats Fabian near the faro game, gets him some champagne.

 FABIAN

 Oh, thank you. You’re very kind.

 BREAKENRIDGE

 Mr. Fabian, I've got to tell you,

 That’s the most wonderful thing I

 ever saw. What was that?

 FABIAN

 Henry

s all right but he’s no match

 for the Melancholy Dane.

 (sees his confusion)

 Hamlet, dear friend, the supreme

 role of any actor worth his salt.

NOTE:  First note a few of Fabian's traits:  Haughty and theatrical. And his dialogue is often "Poetic."

 (leans in, points to

 Wyatt)

 Here’s a man you should meet, Mr.

 Fabian. Excellent character study for

                          you, the real-life actual Melancholy 

                          Dane.

†††††††††††††慄敮ମ下

NOTE:  Now, we see one of Doc's traits -- Educated.  In 2004,

I wouldn't use a trait like this, but in the world of Tombstone, an educated man was rare, and therefore stood out.

 FABIAN

 Indeed, sir? How so?

 Well he hems, he haws, he talks out

 of both sides of his mouth

but all

 on a very high plane, just like

 Hamlet.

 WYATT

 Getting drunk, Doc.

Doc chuckles. Suddenly Curly Bill looms over the faro table

with Ringo and a drunken Ike Clanton.

 CURLY BILL

 Wyatt Earp, huh? I heard of you.

 Listen, Mr. Kansas Law-dog. Law don't

 go around here. Savvy?

NOTE:  There's a beautiful line.  In just two sentences, we know Ike. He's the opposite of Doc.  Uneducated, threatening, and willing to fight without sizing up the situation around him.

Look at that line:  He starts with "Unique Naming" -- Mr. Kansas Law-dog. Then some grammar that fits his education.  But what makes it interesting is the "Emotion" that comes through.

 WYATT

 I'm retired.

 CURLY BILL

 Good. That’s real good.

 Yeah, that’s good, Mr. Law-dog, ‘cause

 law don't go around here.

NOTE:  Once again, this is beautiful because it so fits this character. He is single-minded and repeats himself because that is all he can do.

 WYATT

 I heard you the first time.

 CURLY BILL

 Shut up, Ike.

 RINGO

 (steps up to Doc)

 And you must be Doc Holliday.

 That’s the rumor.

NOTE:  Sarcastic response.

 RINGO

 You retired, too?

 Not me. I'm in my prime.

NOTE:  Here's another of Doc's traits:  Fearless.  While Wyatt

Erp spends most of the movie trying to stay out of a gunfight,

Doc is willing to engage in one at the drop of a hat.

Also, in the actual movie, Doc is sweating because he is dying.

So Ringo's next line is a Subtext Pointer indicating Doc's

physical state.

 RINGO

 Yeah, you look it.

 And you must be Ringo. Look, Darling,

 Johnny Ringo. The deadliest pistoleer

 since Wild Bill, they say. What do

 you think, darling? Should I hate

 You don't even know him.

NOTE:  Doc instantly identifies Ringo as the "deadliest pistoleer" and then talks about hating him. Doc is taunting Ringo without fear and without acting crazy.   Every line from this point on increases the tension and sets up the personal conflict between the two men.

 Yes, but there’s just something about

 him. Something around the eyes, I

 don't know, reminds me of… me. No.

 I'm sure of it, I hate him.

NOTE:  Doc is doing a few things here.  First, in the last two sets of lines, he has "Contradictory Statements."  He states how deadly Ringo is, then asks if he should hate him.  Then, he says that Ringo reminds him of himself and follows that up with "I'm sure of it, I hate him."

Second, his final line is a "Strange Conclusion."  He is standing

right in front of Ringo, talking about him like he isn't there and clearly stating Ringo's reputation, then coming to the conclusion that he should hate him.

And third, he just compared Ringo to himself.  Essentially, he is

establishing a relationship between the two of them and at the

same time, he's saying that Ringo is in his league.

Finally, in both of these, he has "Taken this to an Extreme."

 WYATT

 (to Ringo)

 He’s drunk.

 In vino veritas.

 RINGO

 Age quod agis.

 Credat Judaeus Apella.

 RINGO

 (pats gun)

 Ecentus stultorum magister.

 (Cheshire cat smile)

 In pace requiescat.

NOTE:   They spar in Latin.  Notice how use of a different language here says something powerful about these characters.  It says they are both educated and it says they are very similar.

I would call that exchange "Jargon" that comes from having similar educations.

 WHITE

 (enters, appeasing)

 Come on now. We don't want any trouble

 in here. Not in any language.

 Evidently Mr. Ringo's an educated

 Man. Now I really hate him.

NOTE:  And if we didn't get who Doc is in this situation, he confirms it with these last lines.

Ringo looks at Doc, holding his gaze while suddenly whipping

out his .45. Everyone but Doc flinches.

Ringo does a dazzling series of twirls and tricks, his nickel-

plated pistol flashing like a blaze of silver fire, finally

slapping it back into his holster with a flourish. Cheers

and hoots. Doc rolls his eyes, hooks a finger through the

handle of his silver cup, then launches into an exact

duplication of Ringo's routine using a cup instead of a gun.

The room bursts into laughter. Doc shrugs. Ringo lets a

strange little hint of a smile cross his face then exits

with the others.

While the writer used many techniques to make this scene work,

he also used our Seven Colorful Dialogue techniques that are listed

below.

FORMATS FOR COLORFUL DIALOGUE

Below are the definitions for seven Colorful Dialogue techniques.  Most important, these techniques need to be used in conjunction with the Character Traits.

TAKE TO AN EXTREME:  Most remote in any direction; outermost or

farthest: Of the greatest severity; drastic.

POETIC:  the use of language chosen for its sound and suggestive

power and by the use of literary techniques such as 

         meter, metaphor, and rhyme.

UNIQUE NAMING:  A word or group of words used to describe or

evaluate, often disparagingly.

JARGON:  The specialized or technical language of a trade,

profession, or similar group.

WRITE EMOTIONALLY:  Arousing or intended to arouse the emotions.

Readily affected with or stirred by emotion.

CONTRADICTORY STATEMENTS:  Two statements that assert or

express the opposite of each other.

STRANGE CONCLUSIONS:  A judgment or decision reached that

appears to be abnormal, bizarre, offbeat,

or uncommon.

There you have seven Colorful Dialogue techniques.   Each one, when used correctly can turn average dialogue into more interesting dialogue.

ASSIGNMENT:

---------------------

Write a scene and make two character's lines as colorful as possible.

Use this structure:

 1.  Write a scene where two characters oppose each other.

 2.  Go back through and look to see how you can use each

 of these Colorful Dialogue Formats in the dialogue.

 - Take to extreme

 - Poetic

 - Unique Naming

 - Jargon

 - Write emotionally

 - Contradictory statements

 - Strange conclusions

 3.  Answer the question "What I learned doing this assignment is...?"

Deadline:  48 hours

----------------------------

As you've probably experienced in previous assignments, this looks difficult, but once you start writing and using the techniques, the process is easier than it looks.

Start with any scene where two characters oppose each other.  Then you can rewrite the dialogue one of two ways.  Either...

 A.  With each line of dialogue, think of how you could rewrite it using each of the 7 formats.

 B.  Take one format at a time and run every line of dialogue through it.

At first, just see what jumps out at you.  Many times, just looking at a line and asking something like "How could that line become a strange conclusion?" will cause your mind to generate a great idea.

Again, if this seems confusing, just take it one step at a time.  And of course, whatever you do is fine.  This is "first draft" work, but going through the process will make it easier for you to use these techniques when you are rewriting. And that could cause you to write some of those brilliant lines that make it

into trailers and become a part of everyday language.

Ready to become colorful?   Go for it!

Day 10. Applying Advanced Dialogue to Your Screenplays

In this section, we worked with Character traits, World View, Contrasting dialogue, Dialogue Structures, Anticipatory Dialogue, Subtext and Colorful Language.  Any of these can assist you to write and rewrite more compelling dialogue.

We're now going to bring many these skills together for one scene and ultimately for your entire script.  So there's not going to be much explanation.  Just three assignments.

ASSIGNMENT 1

------------

Using the ADVANCED DIALOGUE SKILL SHEET that will arrive

after this email, write a scene incorporating most of the skills

we've worked with so far by performing these actions.

1.  Give us the following information:

 A.  Name and Character Traits for the two main 

      characters.

 B.  Set up for the situation.

2.  Select a Dialogue Structure and write the scene.

3.  Do a pass over the dialogue, focusing on one set of dialogue 

    skills at a time.

4.  Answer the question "What I learned doing this assignment 

    is...?"

Deadline:  72 hours

---------------------

IMPORTANT:  Don't stress out over this.  Just take the steps one at a time.  Remember, this isn't for a grade.  It is to give you a chance to see how doing quick rewrites of dialogue can change the quality of any scene.

So relax and take the steps while not worrying about the next steps.  First, create a couple of characters with strong character traits.  Once you have that done, congratulate yourself.   Then put them in a situation that has interesting conflict.  Congratulate yourself.  Then, write a first draft.  Etc.

Do that one step at a time and you'll have an enjoyable time as you get to explore just how brilliant you can be.

ADVANCED DIALOGUE SKILL SHEET

47 Ways to Write Better Dialogue

By Hal Croasmun

WHAT MAKES GREAT DIALOGUE GREAT?

1.  What dialogue is not:

Dialogue doesn't "tell" the story.  It is not a substitute for story.  If you have characters telling each other what they're doing, your scene and dialogue will come across as dull exposition.

2.  What dialogue is:

Dialogue is a screenwriting tool like visuals, music, character, etc that has these two main activities occurring:

 -  An constant _expression of character

 -  Consistent attack/counterattack

3.  Great dialogue sounds natural, but isn't.  It accomplishes a purpose.

Dialogue is either setting something up, paying it off, providing other meanings, highlighting something that needs to be in the foreground,foreshadowing something coming up or a number of other things.

4.  Great dialogue delivers on multiple levels.

That can occur through metaphor, indirection, subtext, or even silence.

---------------------------------------------

THREE KEYS TO WELL PRONOUNCED CHARACTER TRAITS

1.  They represent the CORE of that character.

2.  They are precise.

3.  One or more traits is demonstrated well in each line of dialogue.

RECOMMENDATION:  Look at your character's traits and search for

ways they can be communicated through both actions and dialogue.

---------------------------------------------

The WORLD VIEW MODEL contains four parts:

World View:  Their overview for this story.  A simple statement.

Metaphors:  Life metaphors they operate and take action out of.

Rules and strategies:   What works and doesn't work in their 

                        world.
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Justifications:  Their "legitimate reasons" and excuses for what

                 they do.

---------------------------------------------

CONTRASTING DIALOGUE.

The simplest form of the technique is this:

 Dialogue gives one message, Action/environment gives another.

The strategy is simple:

 A.  Put two things together that contrast each other.

 B.  Simply oppose dialogue and actions in some way.

---------------------------------------------

DIALOGUE STRUCTURES

1.  Circular dialogue.

 One or more characters begin a subject, are interrupted, and then circle back to their original subject.

2.  Metaphoric dialogue.

There are two varieties of metaphoric dialogue:

 A.  When someone speaks through metaphors.

 B.  When two characters are doing and talking about

            something that actually represents something more 

            important to them.

3.  Two different conversations at the same time.

 Person A talks about one thing.  Person B talks about another. You'd think they're in two different rooms.

---------------------------------------------

ANTICIPATORY DIALOGUE FORMATS

 1.  Direct prediction.

 2.  Indirect prediction.

 3.  Countdown.

 4.  Imply consequences.

 5.  Imply hopelessness.

 6.  Shield from consequences in advance.

 7.  Warnings.

 8.  Create reputation for the villain.

 9.  Confront someone hiding from a future consequence.

 10. A challenge issued.

 11. Silence at a strange time.

---------------------------------------------

DIALOGUE SUBTEXT -- COVER UPS

Dialogue Subtext comes in two types:

 1.  The cover up

 2.  Subtext pointers

METHODS OF COVER-UP:

 - Silence:  Person doesn't answer when they should.

 - Action incongruent with words.

 - Change subject.

 - Question them.

 - Attack back.

 - Complement them.

 - Threaten them

 - Confirm something they already believe whether it's

          true or not.

 - Misdirection:  Do or say something that sends their 

          mind in a

 different direction.

 - Inappropriate reaction to an emotional event.

 - Distraction.

 - Make a joke of it.

 - Continue the conversation as if nothing happened.

---------------------------------------------

DIALOGUE SUBTEXT -- SUBTEXT POINTERS

Metaphor  

 - The application of a word or phrase to an object

or concept which it does not literally denote.

Essentially "A is B."

Implication  - Something indicated or suggested as naturally to

 be inferred.  You are implying a conclusion.

Insinuation  - An indirect or covert suggestion or hint.  This

usually comes as an indirect accusation.

Hint         - A clue, a slight covert suggestion.  You are 

               clueing the reader or character in to a small part

                     without giving them the entire puzzle.

Sarcasm 

 - A sneering or cutting remark toward an object

of ridicule.

Allusion  

 - To reference casually or indirectly.  
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---------------------------------------------

FORMATS FOR COLORFUL DIALOGUE

 - Take to extreme

 - Poetic

 - Unique Naming

 - Jargon

 - Write emotionally

 - Contradictory statements

 - Strange conclusions

---------------------------------------------
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Assignments

Dialogue scene from American Beauty

INT. BURNHAM HOUSE - DINING ROOM - LATER THAT NIGHT

We HEAR EASY-LISTENING MUSIC.

Lester, Carolyn and Jane are eating dinner by CANDLELIGHT. RED ROSES are bunched in a vase at the center of the table. Nobody makes eye contact, or even seems aware of anybody else's presence, until...

Mom, do we always have to listen to

this elevator music?

CAROLYN

(considers)

No. No, we don't. As soon as you've

prepared a nutritious yet savory

meal that I'm about to eat, you can

listen to whatever you like.

Subtext: I'm the one who provides for the family.  If you can achieve half of this, I'll let you do what you want.

A long beat. Lester suddenly turns to Jane.

LESTER

So Janie, how was school?

(suspicious)

It was okay.

LESTER

Just okay?

No, Dad. It was spec-tac-ular.

Subtext: Since you dislike my answer, I'll give you a better one.

Satisfied?

A beat.

LESTER

Well, you want to know how things went at my job today?

Now she looks at him as if he's lost his mind.

LESTER (cont'd)

They've hired this efficiency

expert, this really friendly guy

named Brad, how perfect is that?

And he's basically there to make it

seem like they're justified in

firing somebody, because they

couldn't just come right out and

say that, could they? No, no, that

would be too... honest. And so they've

asked us-- 

(off her look)

--you couldn't possibly care any

less, could you?

Subtext: Why are you looking at me like this?

Carolyn is watching this closely.

(uncomfortable)

Well, what do you expect? You can't

all of a sudden be my best friend,

just because you had a bad day.

Subtext: What are you taking me for?

She gets up and heads toward the kitchen.

JANE (cont'd)

I mean, hello. You've barely even

spoken to me for months.

She's gone. Lester notices Carolyn looking at him critically.

LESTER

Oh, what, you're mother-of-the-

year? You treat her like an employee.

Subtext: Why can't you love her like a mother instead of expecting something

from her?

CAROLYN

(taken aback)

What?!

Subtext: Say that again.

Lester is quiet, staring at his plate.

CAROLYN (cont'd)

(more authority)

Subtext: Say that again, if you dare.

Lester gets up and starts after Jane, taking his plate with him.

LESTER

I'm going to get some ice cream.

Subtext: I'd better leave before anything happens.

Carolyn watches him go, irritated.

INT. BURNHAM HOUSE - CONTINUOUS

Jane stands at the sink, rinsing off her plate. Lester enters.

LESTER

Honey, I'm sorry. I...

Jane turns and stares at him, waiting for him to finish.

LESTER (cont'd)

I'm sorry I haven't been more

available, I just... I'm...

Subtext: I didn't mean to be cold to you all this while.  I'm sorry.

He's looking to her for a little help here, but she's too uncomfortable with

this sudden intimacy to give him any.

LESTER (cont'd)

(finally)

You know, you don't always have to

wait for me to come to you...

Subtext: I'm always here for you if you need me.

Oh, great. So now it's my fault?

LESTER

I didn't say that. It's nobody's

fault. Janie, what happened? You

and I used to be pals.

Subtext: Why are you treating me this way?

Dialogue Scene from The Family Man

INT. ELEVATOR - MORNING

               Jack, wearing an elegant camel's hair overcoat and carrying a leather briefcase, a "Master of the Universe" smile on his 

face, now HUMMING the Bach piece from memory...

               The doors open at 6. Jack self-consciously stops singing as ELIZABETH PETERSON, 60s, wearing a mink coat, gets on the elevator carrying a yappy little dog.

                                     JACK

                              (a charming smile)

                         Mrs. Peterson.

                                     MRS. PETERSON

                         Hello Jack. You don't have to stop 

                         singing on my account...

                                     JACK

                         It's because I'm shy, Betty. So, 

                         when are you going to leave that old 

                         corpse Mr. Peterson and run away 

                         with me?

                                     MRS. PETERSON

                         You know you could never satisfy me 

                         the way he does...

COMMENTS:  This friendly attack/counterattack establishes their relationship and also his character. He is charming and personable and it directs the audience to like him. The exchange is also entertaining)

The doors open to the lobby. Mrs. Peterson walks out ahead.

               INT. JACK'S BUILDING, LOBBY - MORNING

               TONY THE DOORMAN holds the door open for Jack and Mrs. 

               Peterson...

                                     TONY THE DOORMAN

                         Merry Christmas, Mr. Campbell.

                                     JACK

                         How'd you do this year, Tony?

                                     TONY THE DOORMAN

                         About four grand. And a bottle of 

                         twenty five year old scotch from 

                         Mrs. Johnson in 9D. I'm putting it 

                         all in commercial paper like you 

                         said.

                                     JACK

                         Just until the Deutsche Mark turns...

(COMMENTS: Here, we see him being friendly to the doorman. By giving Tony investment tips, he is not just friendly but genuinely interested in the man's financial future. The exchanges with Mrs. Peterson and Tony are also set-ups. Later, Jack the High-Powered Executive wakes up as Jack the Smalltown Family Man and neither Mrs. Peterson and Tony remembers who he is.)

               Jack exits the building...

               EXT. CENTRAL PARK - MORNING

               Jack's Ferrari racing through the park...

               EXT. LASSITER BUILDING - MORNING

A modern Wall Street building. The sign above the glass doors reads, "P.K. Lassiter and Associates, Investment House."

The Ferrari SCREECHES to a halt. Jack gets out, heads into the building...

               INT. LASSITER BUILDING - CONTINUOUS

...Jack throws his keys to a nearby SECURITY GUARD with a smile on his way to the elevators...

               CHAPTER THREE - JACK THE BUSINESSMAN

                                                           DISSOLVE TO:

               INT. LASSITER BUILDING, CONFERENCE ROOM - DAY

The Manhattan skyline shines through the windows of this beautiful conference room.

SIX EXECUTIVES are seated at a huge oak table littered with coffee cups and lunch waste. At the end of the table, ALAN MINTZ, 30s, balding, sits with a faraway look in his eyes, three empty Diet Coke cans in front of him.

Mintz is poking at a shiny gold cherub dangling from a small, plastic Christmas tree, sitting in the middle of the table.

Jack is addressing the group from the front of the room, standing in front of a computer with a huge flat screen monitor, covered with stock charts and tables...

                                     JACK

                         ...if MedTech's shares sink any lower 

                         than...

                              (casually executing a 

                              keystroke)

                         ...forty three, we're in trouble 

                         with the stock valuation. So for 

                         god's sake watch what you say to 

                         your institutional customers...

(COMMENTS: In the conference room, we see a different Jack - a smart, driven investment banker... 

               Jack notices Alan Mintz playing with the cherub.

                                     JACK (CONT'D)

                         ...we still have almost a full day 

                         of trading before zero hour and I 

                         don't want any trouble...

                              (distracted by Mintz)

                         ...penny for your thoughts, Alan...

               (...who is a demanding boss) 

               Alan looks up.

                                     ALAN

                         Sorry, Jack. I told Dee and the kids 

                         I'd be home by dinner. You know, it 

                         being Christmas Eve and all.

                                     JACK

                         Is that tonight?

(Jack's response indicates his work takes priority over Christmas and he expects his staff to feel the same. This is a major set-up for the transformation of his character arc).

               A LAUGH from the group. Jack approaches Alan.

                                     JACK (CONT'D)

                         You think I like being here on 

                         Christmas Eve, Alan?

                                     ALAN

                         I don't know. Maybe...

Another LAUGH. Even Jack lets out a good-natured chuckle.

(Jack's teasing words diffuse the tension. The laughter from the group shows camaraderie rather than animosity. Here is a boss who is respected even if he is inconsiderate.)

                                     JACK

                         Okay, maybe I do have a touch of 

                         tunnel vision this holiday season. 

                         But in two days we're going to 

                         announce one of the largest mergers 

                         in U.S.  corporate history. Thirty 

                         billion dollars...

                              (basking in the glory)

                         When this kind of deal turns up you 

                         get on and you ride it 'till it's 

                         over. You don't ask it for a 

                         vacation...

(And he is not asking them to work for no good reason. Here we learn the stakes...) 

               A chuckle from the group...the esprit de corps seems to 

               energize Jack.

                                     JACK (CONT'D)

                              (to the group)

                         December 26th. After that there'll 

                         be so much money floating around 

                         here it'll be like Christmas every 

                         day...

                              (smiling)

                         December 26th, people. If you'd like 

                         to celebrate that day, you all have 

                         my blessing...

               (...the promise...) 

Enthusiastic nods and words of agreement from the suits around the table...

                                     ALAN

                         You're right, Jack. Sorry...

               Jack approaches Alan.

                                     JACK

                         I don't want you to be sorry, Alan, 

                         I want you to be excited. I want my 

                         gift to be the first one you open 

                         this year. You know why?

                                     ALAN

                         Why Jack?

                                     JACK

                         Because my gift comes with ten zeroes 

                         at the end...

               (...and the rewards.) 

A MURMUR of excitement in the room, even Alan cracks a smile. Jack puts a hand on Alan's shoulder.

                                     JACK (CONT'D)

                         Good man...

(Alan's tempered resentment draws out the rationale from Jack. At the beginning, Jack comes across as a task-master but by the end, we understand where he's coming from and even condones it somewhat because of the reward promised. His final remark shows his appreciation.)

Chasing Amy, Kevin Smith

INT STUDIO - NIGHT

 Holden enters.  Banky’s still playing Sega.  Holden sits

 next to him.

 HOLDEN

 (off screen)

 How bad do you suck!

 BANKY

 How was your pseudo-date?

 HOLDEN

 Leave it alone.

Builds tension, looming conflict

 BANKY

 That chick bugs me.

 HOLDEN

 (rubs his head; in baby-talk)

 Aww.  Everyone bugs you.

 BANKY

 Get off.

 (off game)

 Fucking faggot!  Did you see that?!

 Your dyke courting ass just got me

 scored on!

 HOLDEN

 (beat)

 You know, you should watch that.  If

 you’re going to get all bent out of

 shape while playing the game, so much

 so that you need to curse the t.v.,

 try not to gay-bash it, alright.

 You’re nor that kind of guy.

 (gets up)

 And don’t call her a dyke, alright?

 She’s a lesbian.

Says were friends, but I your small minded, you haven't seen the big picture.

 Holden goes to his drawing table and takes off his coat.

 Banky sits there, shocked.  He puts the controller down

 and crosses to the drawing table.

 BANKY

 What the fuck is going on here?

 HOLDEN

 (pulling out pencil)

 I’m starting a new page.

 BANKY

 (smacking pencil away)

 Not with this shit!  With you.  What

 the fuck is going on with you and that

 girl?

Intro to conflict, were we see point and counter point of each character

 HOLDEN

 We’re friends.

 BANKY

 She’s programming you.

 HOLDEN

 I beg your pardon?  Programming?

 BANKY

 Yeah.

 And apparently, you don’t even

 realize it.  What does it matter if I

 refer to her as a dyke, or if I call

 the Whalers a bunch of faggots in the

 privacy of my own office, far from the

 sensitive ears of the rest of the

 world?

 HOLDEN

 It’s passive/aggressive gay-bashing;

 and I know you’re not really

 prejudiced at heart.  You should just

 find some other way to express your

 anger, is all I’m saying.

 Holden starts drawing.  Banky stares at him.  Then he

 grabs the pencil out of Holden’s hand and shoves him to

 the side.  He starts drawing something.

Banky makes the statement of the MOVIE, People don't change!

 HOLDEN

 What the fuck are you doing!

 BANKY

 Bear with me here.  I just want to put

 you through this little exercise.

 (drawing feverishly)

 Okay, now see this?  This is a four

 way road, okay?

 Banky draws a four-way stop.  He illustrates according to

 his voice-over.

 BANKY V.O.

 And dead in the center, is a crisp,

 new, hundred dollar bill.  Now at the

 end of each of the streets, are four

 people, okay?  You following?  Up

 here, we got a male-affectionate, easy-

 to-get-along-with, no political agenda

 lesbian.  Okay?  Now down here, we

 have a man-hating, angry-as-fuck,

 agenda-of-rage, bitter dyke.  To this

 side, we got Santa Claus, right?  And

 over to this side - the Easter Bunny.

 Banky finishes drawing.  Holden’s shaking his head

 BANKY

 Which one’s going to get to the

 hundred dollar bill first?

 HOLDEN

 What is this supposed to prove?

 BANKY

 I’m serious.  This is a serious

 exercise.  It’s like an S.A.T.

 question.  Which one’s going to get to

 the hundred dollar bill first - the

 male-friendly lesbian, the man-hating

 dyke, Santa Claus, or the Easter

 Bunny?

 HOLDEN

 (beat; then pissed)

 The man-hating dyke.

 BANKY

 Good.

 Why?

 HOLDEN

 I don

t know.

 BANKY

 (wildly crossing out the

 other three)

 BECAUSE THESE OTHER THREE ARE FIGMENTS

 OF YOUR FUCKING IMAGINATION!

 Holden storms away.  Banky follows.

 

That is checkmate!

Here's a scene I like from the classic film, SUNSET BOULEVARD 

 

Setup:  Gillis a B-movie script writer who dreams of Hollywood success desperately needs quick money to keep his new convertible away from the repo men.  

    

 

A-11  

 SHELDRAKE'S OFFICE

 It is in the style of a Paramount executive's office --

 mahogany, leather, and a little chintz.  On the

 walls are some large framed photographs of Paramount

 stars, with dedications to Mr. Sheldrake.  Also a

 couple of framed critics' awards certificates, and an

 Oscar on a bookshelf.  A shooting schedule chart is

 thumb-tacked into a large bulletin board.  There are

 piles or scripts, a few pipes and, somewhere in the

 background, some set models.

 Start on Sheldrake.  He is about 45.  Behind his wor-

 ried face there hides a coated tongue.  He is en-

 gaged in changing the stained filter cigarette in

 his Zeus holder.

Good character intro.

 SHELDRAKE

 All right, Gillis.  You've got

 five minutes.  What's your story

 about?

 GILLIS

 It's about a ball player, a rookie

 shortstop that's batting 347.  The

 poor kid was once mixed up in a hold-

 up.  But he's trying to go straight --

 except there's a bunch of gamblers

 who won't let him.

 SHELDRAKE

 So they tell the kid to throw the

 World Series, or else, huh?

 GILLIS

 More or less.  Only for the end

 I've got a gimmick that's real good.

 

This shows Gillis as someone who knows the ropes and can pitch an exec.  Sheldrake by anticipating the story shows he's been around the block too.  All pretty much the expected.

 A secretary enters, carrying a glass or milk.

 She opens a drawer and takes out a bottle of pills for

 Sheldrake.

 

Sheldrake is under pressure.  

 SHELDRAKE

 Got a title?

 GILLIS

 Bases Loaded.  There's a 4O-page

 outline.

 SHELDRAKE

 (To the secretary)

 Get the Readers' Department and

 see what they have on Bases Loaded.

 

Sheldrake isn't fooling around.  He's calling Gillis bluff.  Bringing in a third party.   

 The secretary exits.  Sheldrake takes a pill and

 washes it down with some milk.

 GILLIS

 They're pretty hot about it

 over at Twentieth, but I

 think Zanuck's all wet.  Can

 you see Ty Power as a

 GILLIS (cont'd)

 shortstop?  You've got the best

 man for it right here on this lot.

 Alan Ladd.  Good change of pace for

 Alan Ladd.  There's another thing:

 it's pretty simple to shoot.  Lot

 of outdoor stuff.  Bet you could

 make the whole thing for under a

 million.  And there's a great little

 part for Bill Demarest.  One of the

 trainers, an oldtime player who

 got beaned and goes out of his head

 sometimes.

 

Gillis tries a bluff, maybe in desperation to what the story department reader might say.  The details of his story are worked out otherwise the dialogue would seem phony.  Not the actors:  Ty Power, Alan Ladd, even William Demarest who Gillis calls Bill. 

 The door opens and Betty Schaefer enters -- a clean-

 cut, nice looking girl of 21, with a bright, alert

 manner.  Dressed in tweed skirt, Brooks sweater and

 pearls, and carrying a folder of papers.  She puts

 them on Sheldrake's desk, not noticing Gillis, who

 stands near the door.

Note noticing Gillis.  This is good misdirection as we'll see.  

 BETTY

 Hello, Mr. Sheldrake.  On that Bases

 Loaded.  I covered it with a 2-page

 synopsis.

 (She holds it out)

 But I wouldn't bother.

Here's the twist.  A good looking young female as the reader and she says, not knowing the writer is in the room, But I wouldn't bother.  Priceless!

 SHELDRAKE

 What's wrong with it?

 BETTY

 It's from hunger.

Again, priceless.  She doesn't mince words.

 SHELDRAKE

 Nothing for Ladd?

 BETTY

 Just a rehash of something that

 wasn't very good to begin with.

 SHELDRAKE

 I'm sure you'll be glad to meet

 Mr. Gillis.  He wrote it.

 Betty turns towards Gillis, embarrassed.

 

Sheldrake has set her up.  That and not seeing Gillis.  But Sheldrake knows his office layout.

 SHELDRAKE

 This is Miss Kramer.

 BETTY

 Schaefer.  Betty Schaefer.  And

 right now I wish I could crawl

 into a hole and pull it in after

 me.

He got her name wrong.  A good touch.  A reversal.  Seeing Gillis, she wishes she hadn't been so blunt.

 GILLIS

 If I could be of any help...

 BETTY

 I'm sorry, Mr. Gillis, but I

 just don't think it's any good.

 I found it flat and banal.

 GILLIS

 Exactly what kind of material do

 you recommend?  James Joyce?

 Dostoosvsky?

Note the back and forth.  Idealist versus practicality.  Joyce and the mispronounced Russian writer.  (In the film I think he pronounces it correctly.)

 SHELDRAKE

 Name dropper.

Sheldrake is trying to diffuse any arguments.

 BETTY

 I just think pictures should say

 a little something.

 GILLIS

 Oh, you're one of the message

 kids.

 Just a story won't do.

 You'd have turned down Gone With the

 Wind.

 SHELDRAKE

 No, that was me.  I said, Who

 wants to see a Civil War picture?

 

Again Sheldrake is trying to diffuse what has turned into an argument between Gillis and Betty.

 BETTY

 Perhaps the reason I hated Bases

 Loaded is that I knew your name.

 I'd always heard you had some

 talent.

 GILLIS

 That was last year.  This year

 I'm trying to earn a living.

 BETTY

 So you take Plot 27-A, make it

 glossy, make it slick --

 SHELDRAKE

 Carefull Those are dirty words!

 You sound like a bunch of New

 York critics.  Thank you, Miss

 Schaefer.

Using Sheldrake as the referee between a good reader and a writer who may show promise.

 BETTY

 Goodbye, Mr. Gillis.

 GILLIS

 Goodbye.  Next time I'll write

 The Naked and the Dead.

 Betty leaves.

 SHELDRAKE

 Well, seems like Zanuck's got

 himself a baseball picture.

 GILLIS

 Mr. Sheldrake, I don't want you

 to think I thought this was going

 to win any Academy Award.

 SHELDRAKE

 (His mind free-wheeling)

 Of course, we're always looking

 for a Betty Hutton.  Do you see

 it as a Betty Hutton?

 GILLIS

 Frankly, no.

 SHELDRAKE

 (Amusing himself)

 Now wait a minute.  If we made

 it a girls' softball team, put

 in a few numbers.  Might make a

 cute musical: It Happened in

 the Bull Pen -- the story of a

 Woman.

 GILLIS

 You trying to be funny?  -- because

 I'm all out of laughs.  I'm over a

 barrel and I need a job.

 

Gillis can't think long term.  He's back to his goal of quick money.  This is a good touch.  If Gillis wasn’t so desperate he might think more about the Hutton idea.  

 SHELDRAKE

 Sure, Gillis.  If something should

 come along -

 GILLIS

 Along is no good.  I need it now.

 

Desperation.  

 SHELDRAKE

 Haven't got a thing.

 GILLIS

 Any kind of assignment.  Additional

 Dialogue.

 SHELDRAKE

 There's nothing, Gillis.  Not

 even if you were a relative.

Gillis is back to his goal.  Get money to fend off the finance company.  Even though he's talking to a Holllywood exec as if.... 

 GILLIS

 (Hating it)

 Look, Mr. Sheldrake, could you

 let me have three hundred bucks

 yourself, as a personal loan?

He were a loan shark!

 SHELDRAKE

 Could I?  Gillis, last year some-

 body talked me into buying a ranch

 in the valley.  So I borrowed money

 from the bank so I could pay for

 the ranch.  This year I had to

 mortgage the ranch so I could keep

 up my life insurance so I could

 borrow on the insurance so I could

 pay my income tax.  Now if Dewey

 had been elected -

 GILLIS

 Goodbye, Mr. Sheldrake.

 

No more time for schmooze.   The scene is over when he knows there's no chance of getting the money from this guy. 

 

Analysis: The writer has taken a scene with one purpose -- for Gillis to get quick money -- and introduced a reader with a heart, Betty.  There is a setup, Betty, a reversal when Betty realizes Gillis is in the office and even a back and forth debate about screen stories.  Betty in turn twists the knife with her curt rejection of Gillis's story idea and makes him all the more desperate.    

 

 

What I learned:

 

What started out as a desperate pitch, shows the workings of a producer as well as a script reader with ideals.  Gillis will ditch the repo men when he ends up in the garage of Miss Norma Desmond who will hire him to rewrite her dreadful screenplay SALOME.  And then to escape her clutches he'll meet Betty again, later, and work with her on bringing a story to life....  Indeed, if Betty hadn't been in the Sheldrake's office scene, introducing her later, at the party, would have seemed forced.  I have new respect for this scene.  No wonder I liked it when I saw it in the film. 

Get Shorty

BLACK 

MAN'S VOICE: Looks fuckin' cold out there. (We’re not dealing with the elite, here.) 

EXT. VESUVIO'S RESTAURANT -- MIAMI DAY 

It is cold. People walk by hugging themselves, pulling up their collars, etc. 

INT. VESUVIO'S RESTAURANT -- SAME TIME 

CHILI PALMER, late thirties, sits in a booth with TOMMY CARLO, a low level mob type. Chili smokes a cigarette, stares out the window at the people on the street. 

TOMMY: Guy on the radio said it's gonna get down to thirty-four. 

Chili watches a woman on the sidewalk pause to tighten the scarf around her neck . . . She looks in the window, sees Chili looking out. 

TOMMY: Thirty-four -- that's freezing, for Christ sake. (then) Yo, Chili, you're spacin'. 

Chili turns and studies Tommy a moment, then . . . 

CHILI: They're closing the Granview. You know, theater down on Biscayne? (With the first words out of Chili’s mouth we see the main thing he is interested in—movies. This sets up not only Chili’s character, but where the movie is going.)

TOMMY: Yeah, the guy owes Momo a few G's. (Tommy is in the real world of the Miami gangster, whereas Chili’s mind is in the world of movies—in addition to the wiseguy world.)

CHILI: What I'm thinkin' is maybe Momo could buy it. 

Tommy looks at him. (Although Chili and Tommy are friends, they are very different. Tommy is a complete realist, Chili operating on both the realistic level and the creative level. This causes a sparring between the two.)

CHILI: Momo could buy it, I could run it for him. Show some Cagney films. 

TOMMY: What's Momo gonna want with an old place, shows old movies people don't care about no more. Outside of maybe turnin' it into a porno house, I don't think he's gonna give much of a fuck. And you already got a job. (Again, Tommy the realist.) 

Chili looks back out the window again. 

CHILI: Yeah. 

We hear LAUGHTER O. S. and then FOCUS on the window so that Chili can now see a GROUP OF MEN reflected there, sitting at a table nearby. We hear MORE LAUGHTER and now Chili turns and looks over at . . . 

RAY "BONES" BARBONI 

Mob guy: tall, loud suit with lots of jewelry. As he gets up from the table, the other men around the table follow his lead as he finishes up some jokes . . . 

MOB GUY: . . . so the guy says, I'm not the tailor, I'm the undertaker. 

The men laugh again, more out of respect than appreciation. Ray Bones turns, sees . . . 

CHILI and Tommy sitting in their booth. Tommy, sucking on a toothpick, waves. 

TOMMY: Ray. How you doing? 

RAY BONES: Okay, Tommy. You? 

TOMMY: Okay. 

Bones focuses on Chili, waits for acknowledgement. But Chili turns back to the window. Always the peacemaker, Tommy smiles at Bones again . . . 

TOMMY: You believe this weather, Ray? Miami Beach, for Christ's sake. 

RAY BONES: (ignoring him) Chili Palmer. (smiles) Chilly outside. Chili inside. It's a regular fuckin' chili-fest. Hey, waiter -- give Mr. Chili Pepper a big fuckin' bowl of chili! 

Again the men all laugh respectfully at Ray Bone's stupid joke. Chili smiles the best he can at the idiot . . . (Ray Bones has power in this group around him.)

CHILI: Good to see you, Ray. 

He turns back to the window, watches Ray Bones in the reflection, still cracking up as he and his men head for the front of the restaurant. Tommy looks at Chili for a moment, then stands up . . . 

TOMMY: You done starin' out the window, I'll see you back at the office. 

Chili nods, but still doesn't turn from the window. He merely watches in the glass as Tommy turns up his collar and steps out into the cold Miami day. 

TOMMY: Jesus. It's freezin'! 

Chili then puts out the cigarette, nods to the waiter who comes over with the check. 

INT. RESTAURANT COATROOM -- A FEW MINUTES LATER 

From inside the tiny room. A couple of ratty rain coats and an old flight jacket hang to one side in immediate f.g. as Chili steps into the doorway and freezes. He looks o.s. and whistles . . . 

CHILI: Hey. 

A moment later the MANAGER, an old Italian guy in a black suit, joins him in the doorway. 

CHILI: What happened to my coat? 

The Manager peers into the room . . . 

MANAGER: It's not one of these? 

CHILI: You see a black leather jacket, fingertip length, like the one Pacino wore in Serpico? You don't, you owe me three seventy-nine. (Again, Chili’s obsession with the movies is emphasized.)

MANAGER: Maybe you don't see my sign? 

The manager points to a sign on the wall: 'WE CANNOT BE RESPONSIBLE FOR LOST ARTICLES.' 

CHILI: Look, I didn't come down to sunny Florida to freeze my ass. You follow me? You get the coat back or you give me the three seventy-nine my ex-wife paid for it at Alexander's. (Shows the world Chili comes from, points out that he’s divorced. And he’s a man of principle--he’s not going to let this go.)

The Manager looks o.s., and begins speaking in Italian. Chili reacts as we hear the name RAY BARBONI mentioned a couple of times. 

MANAGER: Explain to him how Mr. Barboni borrow the coat. (The people in the restaurant know Barboni’s character and are afraid of him. The word “borrow” to make the situation look better than it is.)

A WAITER joins Chili and the Manager in the doorway. 

CHILI: Ray Bones took my coat? Just now? 

WAITER: He didn't take it. He borrow it. See, someone took his coat, you know . . . (indicates flight jacket) . . . leave this old one. So Mr. Barboni, he put on this other coat that fit him pretty good. 

CHILI: You mean my coat. 

WAITER: He was wearing it, you know, to go home. He wasn't gonna keep it. 

CHILI: My car keys were in that coat. 

MANAGER: We call you a taxi. 

CHILI: Lemme get this straight. You aren't responsible for any lost articles like an expensive coat of mine, but you're gonna find Ray Bones' coat or get him a new one? Is that what you're telling me? 

MANAGER: Mr. Barboni a good customer. (making sure to add) Works for Jimmy Capp. (Everyone here knows the mobster character of Barboni and his violence—they’re much more afraid of him than of Chili.

CHILI: I know who he works for. Where's your phone. 

INT. TOMMY CARLO'S CAR -- DAY 

Tommy drives. Chili stares straight ahead, rubs his hands together, tries to stay warm . . . 

TOMMY: You sure it was Ray Bones took the coat? (Tommy doesn’t want this trouble.) 

CHILI: That's what the guy said. 

TOMMY: (nervous now) Tomorrow, I see on the TV weather, it's gonna be nice and warm. You won't need the coat. (We have attack and counterattack again between Tommy and Chili.)

Chili points out the window. 

CHILI: This is it. 

EXT. VICTOR HOTEL -- DAY 

As Tommy pulls up out front. 

INT. CAR -- SAME TIME 

Tommy looks up at the hotel as Chili takes a pair of leather gloves from top of the dash, opens the door. Tommy looks over at him. 

TOMMY: Hey, Chili. (Chili pauses) Get your coat, but don't piss the guy off, okay? It could get complicated and we'd have to call Momo to straighten it out. Then Momo gets pissed for wasting his time and we don't need that. (The realist again.)

CHILI: Don't worry about it. I won't say any more than I have to, if that. 

EXT. STAIRS -- DAY 

Chili pulls on the gloves as he goes up the stairs to the third floor. 

EXT. DOOR -- DAY 

As Chili knocks on the door three times. He waits, pulls the right-hand glove on tight, so that when RAY BONES opens the door, Chili nails him. One punch. No need to throw the left. 

RAY BONES: Jesus . . . Oh, God . . . 

Chili then steps over him into the room and grabs his coat from a chair. He looks over at Ray Bones bent over, blood running from his nose and mouth, blood all over his hands, his shirt. 

RAY BONES: Fuck, man . . . 

Chili walks out. Doesn't say one word to Ray Bones. 

What I learned from this assignment is:

The dialogue in Get Shorty accomplishes so much. It immediately illustrates Chili’s obsession with the movies, setting up the entire rest of the movie once he gets to Los Angeles—what happens is almost inevitable. We find out he is not one to back down in any situation. WE know that Ray Barboni is a person to be reckoned with in Chili’s world, but Chili doesn’t hesitate to take him on. He is a man who is often more in his mind than in the real world—he could care less if it’s cold out. Again, very much unlike Tommy.

Chili’s relationship with Tommy is a close working one, but there is constant “attack/counterattack” as Tommy is a realistic and knows that it’s necessary to be diplomatic with people like Ray Barboni. Tommy tells us that there is a definite hierarchy in this world and one action affects the whole. If Chili causes trouble with Barboni, then this is going to affect their relationship with Momo. But Chili, unrealistic, doesn’t care about this. He’s not going to back down. Tommy would like to avoid trouble if at all possible.

The language in these scenes shows us we are in the world of the mobster—this is not the language of executives at General Electric or Tiffany’s.

DIALOGUE SCENE FROM MISERY

Paul, a writer, has crashed his car in the midst of a winter storm 

and Annie (his number one fan in the world) has rescued him.  

She is nursing him back to health in her home where he is isolated, 

immobile, bedridden, and totally dependent upon her.  She believes 

that he is perfect and that his series of (8) books about Misery 

Chastain are perfect.  Paul has given her his next (soon to be 

published) manuscript to read.  She obsessively declares "the 

only two divine things ever in this world are the Sistine Chapel 

and Misery's Child."  She lives and breathes with the existence 

of Misery and has just finished the manuscript.

 

CUT TO

 

THE WINDOW. MOONLIGHT.

 

CUT TO

 

PAUL. He's been dozing but now his eyes flutter awake as we

 

CUT TO

 

THE DOOR. It opens and ANNIE enters, comes to his bedside.

 

CUT TO

 

PAUL. Hard to see. He squints up as we

 

CUT TO

 

ANNIE. CLOSE UP: her face is ashen pale.

 

   

    ANNIE

You...you dirty bird. She can't be 

dead. Misery Chastain cannot be dead!

How could you?

Annie attacks.  Her use of "dirty bird" off the top of her head 

as name-calling demonstrates that she is opposed to using 

foul language.

 

   

    PAUL

Annie, in 1871, women often died in

childbirth, but her spirit is the

important thing, and Misery's spirit

is still alive --

Paul didn't want Misery to survive (he wants to quit the series) 

and he's justifying his choice, trying to thwart the attack.

 

   

  ANNIE

(screaming)

I DON'T WANT HER SPIRIT! I want HER!

And you MURDERED her!

Annie counters with rage - it's personal.

 

   

 PAUL

I DIDN'T...

Then who did?

      

 PAUL

No one -- she just died -- she slipped

away, that's all.

Paul tries to ease out of the corner with calmness and reasoning.

 

   

ANNIE

(screaming)

She slipped away? She slipped away? She

didn't just slip away. You did it. You

did it. You did it. You did it. You

murdered my Misery.

Annie goes into a flurry with "you did it" several times.  

Childlike, uncontrollable rage boiling within a strong, adult.

 

And now she has lifted a chair -- it's heavy but she's very strong -- 

and she raises it and turns on Paul, and it's high above her head, and 

PAUL realizes that this might be it, she might shatter him with it, 

crunch his skull -- and that's just what she seems she's about to do -- 

and then she swings it, not against him but against the wall, and 

it shatters and she's panting from the effort as she turns on him 

again, her voice surprisingly soft.

 

     

ANNIE

I thought you were good, Paul, but

you're not good, you're just another

lying old dirty birdie and I don't

think I better be around you for

awhile.

Annie lets him know that she's a threat, she's in a dangerous state.

She also lets him know her respect and opinion is changing.

 

     

(she crosses to the

 door, then stops)

And don't even think about anybody

coming for you, not the doctors, not

your agent, not your family -- because

I never called them. Nobody knows

you're here.

Annie strips away his hope of rescue - reveals deception.

 

  And you better hope nothing happens 

 to me because if I die, you die.

Annie links his survival to her survival, and her survival is linked 

to Misery Chastain, which leads us to her next demand and a

change in his thinking about how he should deal with this woman.

 

What I learned:  Constant conflict, attack and counter-attack, 

produces an emotional roller coaster ride and shows characterization.  

This scene made me feel (several elements) instability, desperation, 

imminent harm, manipulation and deception, and it also provided a 

set up for the future based on these elements.  I like how they were 

heaped into the dialogue, making me worry.  The dialogue matches

the structure.

 

Paul has big worries - he needs to make a change so that Misery won't 

choke the life out of him and he needs to escape from Annie.  Annie 

is just as worried, after all, her lifeline is Misery - the lifeline Paul

wants to cut and she needs to keep him around to save her.  Two sides 

of the coin feel the same elements from their own POV at the same time 

with the same intensity. 

 GLENGARRY GLEN ROSS

 David Mamet

SCENE ONE

A booth at a Chinese restaurant, Williamson and Levene are

seated at the booth.

 LEVENE

 John...John...John.  Okay.  John.

 John.

 Look:

 (pause)

 The Glengarry Highland's leads,

 you're sending Roma out.  Fine.

 He's a good man.  We know what he

 is.  He's fine.  All I'm saying,

 you look at the board, he's

 throwing...wait, wait, wait, he's

 throwing them away, he's throwing

 the leads away.  All that I'm

 saying, that you're wasting leads.

 I don't want to tell you your job.

 All that I'm saying, things get

 set, I know they do, you get a

 certain mindset... A guy gets a

 reputation.  We know how this...all

 I'm saying, put a closer on the job.

 There's more than one man for the...

 Put a...wait a second, put a proven

 man out...and you watch, now wait a

 second--and you watch your dollar

 volumes...You start closing them

 for fifty 'stead of twenty-

 five...you put a closer on the...

[Levene is nervous as hell. Great character intro.]

 WILLIAMSON

 Shelly, you blew the last...

 LEVENE

 No.  John.  No.  Let's wait, let's

 back up here, I did...will you

 please?  Wait a second.  Please.  I

 didn't "blow" them.  No.  I didn't

 "blow" them.  No.  One kicked out,

 one I closed...

[Levene looks like a man at the end of his rope.]

 WILLIAMSON

 ...you didn't close...

[We see Levene’s situation in a nutshell.]

 LEVENE

 ...I, if you'd listen to me.

 Please.  I closed the cocksucker.

 His ex, John, his ex, I didn't know

 he was married...he, the judge

 invalidated the...

 WILLIAMSON

 Shelly...

 LEVENE

 ...and what is that, John?  What?

 Bad luck.  That's all it is.  I

 pray in your life you will never

 find it runs in streaks.  That's

 what it does, that's all it's doing.

 Streaks.  I pray it misses you.

 That's all I want to say.

 WILLIAMSON

 (pause)

 What about the other two?

 LEVENE

 What two?

[Great give and take. Williamson has him on the ropes.]

 WILLIAMSON

 Four.

 You had four leads.  One

 kicked out, one the judge, you say...

 LEVENE

 ...you want to see the court

 records?  John?  Eh?  You want to

 go down...

 WILLIAMSON

 ...no...

 LEVENE

 ...do you want to go downtown...?

 WILLIAMSON

 ...no...

 LEVENE

 ...then...

 WILLIAMSON

 ...I only...

 LEVENE

 ...then what is this "you say"

 shit, what is that?

 (pause)

 What is that...?

 WILLIAMSON

 All that I'm saying...

 LEVENE

 What is this "you say"?  A deal

 kicks out...I got to eat.  Shit,

 Williamson, shit.  You...Moss...

 Roma...look at the sheets...look at

 the sheets.  Nineteen eighty,

 eighty-one...eighty-two...six

 months of eighty-two...who's there?

 Who's up there?

 WILLIAMSON

 Roma.

 LEVENE

 Under him?

 WILLIAMSON

 Moss.

 LEVENE

 Bullshit.  John.  Bullshit.  April,

 September 1981.  It's me.  It isn't

 fucking Moss.  Due respect, he's an

 order taker, John.  He talks, he

 talks a good game, look at the

 board, and it's me, John, it's me...

[The pressure for Levene is getting to be unbearable.]

 WILLIAMSON

 Not lately it isn't.

 LEVENE

 Lately kiss my ass lately.  That

 isn't how you build an org...talk,

 talk to Murray.  Talk to Mitch.

 When we were on Peterson, who paid

 for his fucking car?  You talk to

 him.  The Seville...?  He came in,

 "You bought that for me Shelly."

 Out of what?  Cold calling.  Nothing.

 Sixty-five, when we were there,

 with Glen Ross Farms?  You call 'em

 downtown.  What was that?  Luck?

 That was "luck"?  Bullshit, John.

 You're burning my ass, I can't get

 a fucking lead...you think that was

 luck.

 My stats for those years?

 Bullshit...over that period of

 time...?  Bullshit.  It wasn't luck.

 It was skill.  You want to throw

 that away, John...?  You want to

 throw that away?

 WILLIAMSON

 It isn't me...

 LEVENE

 ...it isn't you...?  Who is it?

 Who is this I'm talking to?  I need

 the leads...

 WILLIAMSON

 ...after the thirtieth...

 LEVENE

 Bullshit the thirtieth, I don't get

 on the board the thirtieth, they're

 going to can my ass.  I need the

 leads.  I need them now.  Or I'm

 gone, and you're going to miss me,

 John, I swear to you.

[We see what the stakes really are for Levene.]

 WILLIAMSON

 Murray...

 LEVENE

 ...you talk to Murray...

 WILLIAMSON

 I have.  And my job is to marshal

 those leads...

 LEVENE

 Marshal the leads...marshal the

 leads?  What the fuck, what bus did

 you get off of, we're here to

 fucking sell.  Fuck marshaling the

 leads.  What the fuck talk is that?

 What the fuck talk is that?  Where

 did you learn that?  In school?

 (pause)

 That's "talk," my friend, that's

 "talk." Our job is to sell.  I'm

 the man to sell.  I'm getting

 garbage.

 (pause)

 You're giving it to me, and what

 I'm saying is it's fucked.

 WILLIAMSON

 You're saying that I'm fucked.

 LEVENE

 (pause)

 I am.

 I'm sorry to antagonize you.

[Levene is so desperate, he’s grabbing at straws.]

Dialogue scene from "AMERICAN BEAUTY"

 

INT. HOTEL BALLROOM - NIGHT 

We HEAR MUSIC under a room full of people all talking at once, as Lester and Carolyn enter a hotel ballroom. We FOLLOW THEM as they pass a SIGN that reads: 

GREATER ROCKWELL REALTOR RESOURCES GROUP 

CAROLYN 

--everyone here is with their spouse or their significant other. How would it look if I showed up with no one? 

(attack: They are already in the process of arguing and it is instantly clear that Lester doesn't want to be there and that Carolyn is concerned with her image.)

LESTER 

Well, you always end up ignoring me and going off-- 

(We instantly get that in the past Carolyn isn't very caring or even polite toward Lester in these environments)

Inside the ballroom, well-dressed real estate professionals stand in clumps, chatting. Catering waiters serve hors d'eouvres. 

CAROLYN 

Now listen to me. This is an important business function. As you know, my business is selling an image. And part of my job is to live that image-- 

(she's so clearly materialistic)

LESTER 

Just say whatever you want to say and spare me the propaganda.

(counter attack: Lester doesn't care what her reasons are.  He is there as a hostage and wants her to know it he resents it, not good for her evening agenda) 

CAROLYN 

(spots someone) 

Hi, Shirley! 

(to Lester) 

Listen, just do me a favor. Act happy tonight? 

(attack: Carolyn shoots through the bullshit and basically says "I know you're a miserable person, but please pretend you're not.")

LESTER 

(grins stupidly) 

I am happy, honey. 

(counter attack: Lester tells her what she wants to here but not in the way she wants to hear it, litterally throwing it back in her face and letting her know that he is not going to play the game she desperately hopes he will.  The tension deepens.)

Carolyn's jaw tightens, then: 

CAROLYN 

(spots someone) 

Oh! Buddy! 

She drags Lester toward a silver-haired MAN and his much younger WIFE. We recognize the Man as BUDDY KANE, The Real Estate King. 

(Now the tension is even higher because this is a really important connection for Carolyn)

CAROLYN (cont'd) 

(shakes Buddy's hand) 

Buddy! Buddy. Hi! Good to see you again. 

BUDDY 

It's so good to see you too, Catherine. 

CAROLYN 

Carolyn. 

BUDDY 

Carolyn! Of course. How are you? 

CAROLYN 

Very well, thank you. 

(to his wife) 

Hello, Christy. 

CHRISTY 

Hello. 

CAROLYN 

My husband, Lester-- 

BUDDY 

(shakes Lester's hand) 

It's a pleasure. 

LESTER 

Oh, we've met before, actually. This thing last year. Or the Christmas thing at the Sheraton. 

(attack: Lester is attacking Carolyn with how he treats the situation, playing the man on a leash)

BUDDY 

Oh, yes. 

LESTER 

It's okay. I wouldn't remember me either. 

(attack: Lester takes it even further by embaressing himself so he can embaress Carolyn)

He LAUGHS. A little too loudly. Carolyn quickly joins in. 

(Carolyn tries to draw attention away from Lester by trying to make light of it) 

CAROLYN 

(forced gaiety) 

Honey. Don't be weird. 

(counter attack: Barely able to contain her disgust, Carolyn tries to play it off as just part of his goofy personality and trying to get him to get back in line with her)

She smiles her most winning smile at him. He knows this persona well, only it's never pissed him off as much as it does right now. 

LESTER 

All right, honey. I won't be weird. 

(his face close to hers) 

I'll be whatever you want me to be. 

And he kisses her--a soft, warm kiss that speaks unmistakably of sex--then turns to the others and grins. 

LESTER (cont'd) 

We have a very healthy relationship. 

(attack: the whole section above is an extended attack of words and action to further make the situation awkward and create exactly what Carolyn doesn't want)

BUDDY 

I see. 

Carolyn's smile is frozen on her face. 

LESTER 

Well. I don't know about you, but I need a drink. 

He crosses off. Carolyn, Buddy and Christy watch him go. 

This whole scene is just ripe with tension because of the back and forth of agendas and intentions.  Amazing how in just a line or two we can understand an entire history of someone's experience like how we understand Lester's experience in the past dealing with Carolyn at these events and how we understand how Carolyn doesn't want Lester there at all but she must maintain her image. All very simple and economic. Good stuff! 

Dialogue scene from Thelma and Louise

INT.  RESTAURANT - MORNING (PRESENT DAY)

LOUISE is a waitress in a coffee shop.  She is in her

early-thirties, but too old to be doing this.  She is very

pretty and meticulously groomed, even at the end of her

shift.  She is slamming dirty coffee cups from the counter

into a bus tray underneath the counter.  It is making a

lot of RACKET, which she is oblivious to.  There is

COUNTRY MUZAK in the b.g., which she hums along with.

INT.  THELMA'S KITCHEN - MORNING

THELMA is a housewife.  It's morning and she is slamming

coffee cups from the breakfast table into the kitchen

sink, which is full of dirty breakfast dishes and some

stuff left from last night's dinner which had to "soak".

She is still in her nightgown.  The TV is ON in the b.g.

From the kitchen, we can see an incomplete wallpapering

project going on in the dining room, an obvious "do-it-

yourself" attempt by Thelma.

INT.  RESTAURANT - MORNING

Louise goes to the pay phone and dials a number.

INT.  THELMA'S KITCHEN - MORNING

Phone RINGS.  Thelma goes over to answer it.

                         THELMA

                  (hollering)

          I got it!   Hello.

INT.  RESTAURANT - MORNING

                         LOUISE

                  (at pay phone)

          I hope you're packed, little

          housewife, 'cause we are outta here

          tonight.

GREAT SET UP AND WAY TO REVEAL CHARACTER

INT.  THELMA'S KITCHEN - MORNING

                         THELMA

          Well, wait now.  I still have to ask

          Darryl if I can go.

                         LOUISE (V.O.)

          You mean you haven't asked him yet?

          For Christ sake, Thelma, is he your

          husband or your father?  It's just

          two days.  For God's sake, Thelma.

          Don't be a child.  Just tell him

          you're goin' with me, for cryin' out

          loud.  Tell him I'm havin' a nervous

          breakdown.

ATTACK/COUNTERATTACK - SETS UP TENSION BETWEEN THELMA'S WANTING 

LOUISE'S "APPROVAL" AND GETTING HER HUSBAND PISSED - SETS UP THELMA'S POOR RELATIONSHIP WITH HER HUSBAND

Thelma has the phone tucked under her chin, as she cuts

out coupons from the newspaper and pins them on a bulletin

board already covered with them.  We see various recipes

torn out from women's magazines along the lines of "101

Ways to Cook Pork."

                         THELMA

          He already thinks you're out of your

          mind, Louise, that don't carry much

          weight with Darryl.  Are you at

          work?

CREATES TENSION THAT LOUISE AND DARRYL DON'T LIKE EACH OTHER

                         LOUISE (V.O.)

          No, I'm callin' from the Playboy

          Mansion.

LOUISE USES SARCASM - CHARACTER EXPRESSION

                         THELMA

          I'll call you right back.

Thelma goes through the living room to the bottom of the

stairs and leans on the bannister.

                         THELMA

          Darryl!  Honey, you'd better hurry

          up.

DARRYL comes trotting down the stairs.  Polyester was made

for this man, and he's dripping in "men's" jewelry.  He

manages a Carpeteria.

                         DARRYL

          Damnit, Thelma, don't holler like

          that!  Haven't I told you I can't

          stand it when you holler in the

          morning.

ATTACK/COUNTERATTACK - REVEAL DARRYL AS A BULLY WHO PICKS ON HER AND 

DOESN'T LISTEN TO HER

                         THELMA

          I'm sorry, Doll, I just didn't want

          you to be late.

ATTACK/COUNTERATTACK - REVEALS THELMA TO BE AFRAID TO COMMUNICATE WITH 

HIM AND STAND UP FOR HERSELF

Darryl is checking himself out in the hall mirror, and

it's obvious he likes what he sees.  He exudes over-

confidence for reasons that never become apparent.  He

likes to think of himself as a real lady killer.

He is making imperceptible adjustments to his over-moussed

hair.  Thelma watches approvingly.

                         THELMA

          Hon.

                         DARRYL

          What.

                         THELMA

                  (she decides not to

                   tell him)

          Have a good day at work today.

                         DARRYL

          Uh-huh.

                         THELMA

          Hon?

                         DARRYL

          What?!

                         THELMA

          You want anything special for

          dinner?

                         DARRYL

          No, Thelma, I don't give a shit what

          we have for dinner.  I may not even

          make it home for dinner.  You know

          how Fridays are.

                         THELMA

          Funny how so many people wanna buy

          carpet on a Friday night.  You'd

          almost think they'd want to forget

          about it for the weekend.

SHOWS THELMA TO BE EITHER NAIVE OR IN MAJOR DENIAL

                         DARRYL

          Well then, it's a good thing you're

          not regional manager and I am.

He's finally ready.  He walks to the door and gives Thelma

the most perfunctory kiss on the cheek.

                         THELMA

          'Bye, honey.  I won't wait up.

SHOWS HOW DARRYL PUTS HER DOWN AND SHE ACCEPTS IT, SHE WON'T "ROCK THE 

BOAT"

                         DARRYL

          See ya.

Darryl leaves.  We see his Corvette parked out front.  As

he closes the front door, Thelma leans against it.

                         THELMA

          He's gonna shit.

Thelma laughs to herself.  She goes back into the kitchen

and picks up the phone and dials it.

ANTICIPATORY DIALOG, SETS UP TENSION AND THAT SHE'S READY TO MAKE SOME 

SORT OF CHANGE

WHAT I LEARNED FROM THIS ASSIGNMENT: This scene is filled with 

Character expression and attack/counterattack, each character behaving very specifically from their point of view of the world.  How they treat each other is an expression of character and makes for great dialogue.

Dialogue Scene - Die Hard

167     EXT. CENTURY CITY - NIGHT    

 Sirens wail as the first few police cars arrive.  Powell sees

 them, waves them back, points to the third floor.

168     INT. HOSTAGE WING - ON ELLIS - SAME    

 He leans back and closes his eyes, luxuriating in the sound

 of WAILING POLICE SIRENS.  He looks at Holly.

 ELLIS

 I never through I'd love to hear

 that sound.

169     HANS' OFFICE    

 Hans, Karl, Fritz and Franco confer.

 (in mid-speech)

 -- all of you, stay at your posts!

 We knew that police action was

 inevitable...

 (an odd smile)

 ...In fact, it's necessary.  So let

 them start their feeble efforts;

 until them, stay calm.  We have

 the hostages, remember.  We are

 still in charge.

Subtext:  I know what I'm doing and I'm smarter than them.  They think they can outwit me, but I'll show them.  They're acting exactly as I expected.

 Suddenly Hans' CB crackles to life.

 (picking it up)

 I told all of you...I want radio

 silence until further --

 INTERCUT:

169-A   MCCLANE - 34th FLOOR - BOARD ROOM    

 169-A

 He's got a CB on the table and ON, and his cop's notebook is

 out again.  He's already upgraded the NUMBER OF TERRORISTS?

 to "12 (?) minus 3 = 9" and added other information.  As he

 speaks he takes ammo clips the dead men dropped, their

 sidearms, etc.

 MCCLANE

 Gee, I'm sorry, Hans, nobody gave

 me the message.  You shoulda put

 it on the bulletin board.  Anyway,

 I thought you and Franco and Karl

 and the other boys might be lonely,

 now that I waxed Tony and Marco and

 their buddy.  So I invited some of

 the guys from my card game.

 In the office, the terrorists REACT, startled, as McClane

 name-drops.

Caustic sarcasm.  McClane lets them know he's smarter than they give him credit for.  He knows things he shouldn't and he's put them at a disadvantage.  Clearly, he's not afraid and let's them know he intends to win this game.

 FRANCO 

 How...how does he know so much

 about --

 (waving for silence)

 Ah, how nice of you to call.  I

 assume you are our mysterious party

 crasher.  You are most troublesome

 for a...security guard?

Hans feigns diplomacy to get the information he needs.  He underestimates McClane.

170     INT. 34th FLOOR - ON MCCLANE - INTERCUT    

 Moving down the corridor.  Now armed with Marco's machine

 gun and carrying Heinrich's kit bag, he seems more lethal.    *

 MCCLANE

 (into CB)

 BZZZ!

 Sorry, Hans, wrong guess.

 Would you like to go for

 Double Jeopardy, where the stakes

 are double and the scores really

 change?

McClane lets Hans know he thinks he's an idiot.  McClane will play the game-and win.

 He rolls Heinrich over and is delighted to find a pack of

 Gauloise's in the man's pocket.  He takes them, pats the    

 *

 dead man's face.

 MCCLANE

 (sotto, to the body)

 Bad for your health anyway.

Comedic sarcasm.  McClane was bad for the guy's health.

 Who are you, then?

 MCCLANE

 Just the fly in the ointment, Hans.

 The monkey in the wrench, the pain

 in the ass -

Sarcasm again.  McClane underplays the fact that he's a much bigger problem than Hans bargained for.

 McClane STOPS in mid-speech.  He's just opened the kit bag

 Heinrich had over his shoulder when he died.  Now McClane

 takes out the contents...dozens and dozens of EXPLOSIVE

 DETONATORS marked "DANGER" and a CHUNK of cello-wrapped

 PLASTIQUE the size of an electric razor.  He WHISTLES in

 surprise to himself.

 In the office, Hans turns off his mike for a moment, turns

 to Karl.   

 Check on all the others...don't

 use the radio.  See if he's lying

 about Marco  and find out if anyone    

 else is missing. 

Hans begins to panic.  McClane could ruin all their plans.    

 He moves.   Hans goes back onto the CB.  Meanwhile, McClane   *

 SMILES at the tell-tale STATIC as Hans goes off and on.  He

 knows what's happening.  Now, he starts to walk down

 a corridor, eyes PANNING FROM elevator to the stairwell

 doors.

 Mr. Mystery Guest.  Are you still

 there?

 MCCLANE

 I wouldn't think of leaving, Hans.

 Unless you want to open the front

 door...?

McClane is up for the challenge and he's not afraid.  He's not going anywhere without the hostages and he throws it in Hans' face.

 I'm afraid not.  But you have me

 at a loss -- you know my name, but

 who are you?

 (scornfully)

 Just another American who saw too

 many movies as a child.  Another

 orphan of a bankrupt culture who

 thinks he's John Wayne...Rambo...

 Marshal Dillion.

Hans is getting pissed off at his disadvantage and cannot disguise it.  He tries to goad McClane into revealing his identity.

 MCCLANE

 Actually, I was always partial to

 Roy Rogers.  I really dug those

 sequined shirts.

McClane won't play the game and takes pleasure in irritating Hans further.

 (harsh)

 Do you really think you have a chance

 against us, Mr. Cowboy?

Hans tries to intimidate McClane.

 A LIGHT blinks on the elevator.

 MCCLANE

 (long pause)

 Yipee-yi-yea...mother-fucker.

McClane is not threatened and rubs Hans' nose in the fact that he cannnot be intimidated.

 McClane goes quietly through the stairwell door and is gone

 by the time the search party steps onto this floor.

 Hans sits quietly...thinking.

From MATEWAN, by John Sales.

INT.  BOARDING HOUSE – NIGHT

Elma, Danny and Mrs. Knights sit eating with Hickey and Griggs. Lots of 

tension at the table--

Union guys Hickey and Griggs, just arrived in town and pushed their way into getting a room at the boarding house while they try to fight the organization of a union. Elma runs the boarding house with the help of her son, Danny (14). Mrs. Knights is an elderly resident.   

Pass them peas,  boy.--

Begins asserting his authority immediately. 

Danny glares at him --

Pass the peas, Danny.

Elma tries to keep the peace. (no pun intended.)

Danny ignores her, continues eating--

GRIGGS

The boy deaf or dumb or what? 

ST:  Don

t defy us...we’re the authority, now.

MRS. KNIGHTES

(proudly) Daniel ain’t dumb. Daniel’s  a preacher.

ST: There is a higher authority than you union boys.

HICKEY  

(teasing) That right boy? You a preacher? 

Danny reddens, doesn’t answer--

GRIGGS

Who you preach to,  boy, the squirrels?

ST: You have no power, kid, pass  the peas!

MRS. KNIGHTES

Daniel preached at the meetin last night. Was a good number of souls there.

Mrs. Knightes represents values of the place, the time.  She uses Danny’s formal name (Daniel and the Lion’s den comes to mind.)  She underscores that he does have a role in town, unlike Griggs and Hickey, and Daniel’s role is a noble one. 

HICKEY

You a soul saver boy?  You want to have a go at me and Griggsy here. We ought to be a challenge.

GRIGGS

He’s a squirrel preacher is what. Stands up on a stump in the woods and testifies to the Holy Rodent--

Again Hickey and Griggs push it to the max. Indeed, Danny is testing to a squirrel (Hickey) and a rodent, (Griggs).

Danny jumps up with a  table knife  in hand--.

Danny is warning them with a pretty ineffective weapon. The sword of truth? The butter knife of knowledge? 

Metaphor: Danny will have to become sharper to fend off these two...he has the skills and the knowledge, but neither are sharp enough. 

This also foreshadows the future murder of Danny’s young friend, Hilliard, whose throat is cut by Griggs and Hickey. 

 ELMA 

Danny!

Griggs has his gun up from under the table, leveled at Danny. They stare at each other a long, tense moment --

Griggs is ready with his weapon, no sword of truth, but a quick way to kill.

GRIGGS  

You in a hurry to meet your maker, boy? 

More foreshadowing...

MRS KNIGHTES

Ain’t no guns allowed at table!

The oldest, most feeble voice, is the voice of traditional values of the mining town.

(scared) You sit down, Danny.

ST: She knows the situation is dangerous and will get more so.

HICKEY

Do what your pretty mama says, Preacher.

Makes fun of both of them.

Danny sits--

ST: He relents, for now, for his mama’s sake.

MRS. KNIGHTES 

Guns at table!  My daddy would have horsewhipped you!

Again the voice of traditional values. They should be ashamed. 

And...the world has changed with the arrival of these two...were in a different “era” now.

You put that away now, Mister.

She asserts her place as head of the boarding house.

HICKEY

Pack it away, Griggsy. Look we’re gonna be a here for awhile, little lady.  It can be the easy way, or the hard way. 

(to Danny) Now how about them peas?

He attempts the good cop, routine, he’s more rational than Griggs, but still in command and asserts control over Danny again.

Danny jumps to his feet and we HOLD on the table as he slams out of the house--

Danny won’t be coerced, there will be a show down. 

WHAT I LEARNED:  There is much more than there seems on first reading. Not only is the dialog true to character, it is used sparingly and is ripe with metaphor and foreshadowing.  Still, I think I could have written many paragraphs on this one scene and all it tells, and foretells. 

From THE GREEN MILE.  

 

The scene is current day.  Paul & Elaine are both in a nursing home and have gone for a walk.  

 

EXT. WOODS - DAY

 Paul brings Elaine along the wooded path into view of the

 storage shacks. They're both wearing ponchos.

 

The storage shacks are setup in beginning, but we never see why

 they are significant, making this scene a payoff.  

 There. It's in there.

 ELAINE

 Paul? This thing you want to show

 me. Is it scary?

Anticipatory dialog.  

 Scary? No. Not really.

 He gives her a smile, offers his hand. She takes it.

 INT. SHACK - DAY

 We see Paul approach through the grimy window as before, this

 time bringing Elaine. ANGLE SHIFTS to the door as they

 arrive, creaking open on rusty hinges to reveal them.

 They enter. Elaine looks around at the musty nooks and

 crannies, wondering what they're doing here. Paul touches

 arm, directs her attention:

 There.

 Elaine moves closer, sees it on the dusty floorboards:

 An old cigar box.

 For a moment, she doesn't know what to make of it.

 Hey. Wake up, old boy. Wake up.

 

We still don't know, but have an idea from the cigar box.

 Elaine's breath catches in her throat...

...as a pair of bright oilspot eyes peer over the edge of thecigar box. It's a mouse. His fur, once brown, is now all gray.

 ELAINE

 Paul? It isn't...it can't be...

 Paul gets down on the floor, holds out his hand.

 Come over here, boy. Come on over

 her and see this lady.

 The mouse tries several times to get over the side of the

 cigar box before he finally makes it. He comes to them,

 hobbling and crippled with arthritis. Paul pulls a slice

              of toast from his pocket, breaks off a small piece for   

              the mouse.

 

The mouse, used as a symbol of hope throughout the play, now doubles as

paradox of the aged Paul and further becomes a metaphor, explained later.

 ELAINE

 That can't be Mr. Jingles.

 Paul says nothing, just pulls a spool from his pocket.

              Mr. Jingles might be old, but he's as obsessed as ever. 

              He gets ready to fetch, eyes riveted to the spool. 

Softly:

 Messieurs et mesdames. Beinvenue

 au cirque du mousie.

 Paul tosses the spool. The mouse limps painfully after

              it. He reaches it, goes around...and has to lay down to

              catch his breath. Elaine starts forward, but Paul holds

              her back. After a moment, Mr. Jingles finds his feet

              again. He rises and starts nosing the spool back to Paul.

 ELAINE

 Oh, Paul. Don't make him do it

 again. I can't bear to watch.

 

ST - this mouse is too old for games.

 (softly)

 But he loves it so much.

 

ST - loves overcomes all odds.

 He glances around at the shack with a sad smile.

 This isn't exactly the Mouseville

 we had in mind...but we make do,

 don't we, old fella?

 

ST - Paul would prefer not to have to hide the mouse.

 BRAD (O.S.)

 As I live and breathe!

 

Brad has already established himself as an asshole.  

ST - Caught you in the act.

 They gasp and spin. Brad Dolan stands in the doorway.

 Fooled you, didn't I Got yourself

 a little love nest here, I see...

 

ST - I'm breaking this up.  

 He pauses, seeing Mr. Jingles.

 ...what the fuck? Is that a mouse?

 

Beginning of external conflict, followed by a lot of 

attack/counterattack.

 Don't hurt him, okay? Okay?

 

Some implication of hopelessness.  Exact copy of previous 

dialog from inmate (DEL) trying to protect the mouse.  

ST - please, I beg you.  

 It's a goddamn mouse, y'old fool,

 they carry all kind'a disease...

 

A form of misdirection, but also serves as a trigger because 

the disease bit was used earlier by Percy, who wanted to kill him.

 Brad grabs an old garden hoe--the blade's rusted, but

              still sharp enough to cut a mouse in two.

 ...now step aside.

 

Challenge.

 Paul rushes in front of Brad, fists clenched, yelling:

 You leave him alone, Percy! You

 leave him alone, or by God I'll--

 

Counter-challenge to external struggle.  Paul also deals with

internal struggle of Percy trying to kill the mouse long ago. 

 Brad gives Paul a hard shove, pins him against the wall.

 Who you calling Percy? Name's

 Brad, you senile fucker. And I'm

 gonna nail that mouse, you can

 take that to the everfucking bank.

 

Strong direct prediction. 

 Elaine is suddenly at Brad's elbow, seething with fury:

 ELAINE

 How dare you? Get out!

 

Warning.

 Piss off, you wrinkeldy old bitch.

 Me and Paulie are talking.

 

ST - you can't hurt me.

 ELAINE

 His name is Mr. Edgecomb. If you

 ever call him Paulie again, your

 days of employment at Georgia

 Pines will end.

 

Imply consequences.

 Who the hell you think you are?

 ELAINE

 I am the grandmother of the man

 who is currently Speaker of the

 Georgia House of Representatives.

 A man who loves his relatives, Mr.

 Dolan. All it would take is a

 phone call.

 

ST - I may not can whoop your ass, but I can put it down.

 Brad's smile falters. Elaine steps closer.

 ELAINE

 At first I thought I'd let you be.

 I'm old, and that seemed easiest.

 But when my friends are threatened

 and abused, I do not let it be.

 (icy beat)

 Now get out, or you won't work

 another day here. Not another

 hour. I swear it.

 

ST - Don't fuck with my friend.  Ends with a direct prediction.  

The pattern was warning, implied consequences, prediction, 

each one getting stronger. 

 Brad eases his grip on Paul...and backs off.

 Don't know what you're getting so

 het up about. Just a damn mouse.

 

Enforces Brad's lack of compassion for people.  

 ELAINE

 Get out, you ignorant man. What

 little mind you have is ugly and

 misdirected.

 

ST - I know what you are. 

 Brad flushes red, heads for the door. He pauses.

 Don't bother coming back here

 tomorrow...Mr. Edgecomb Gonna be

 a new lock on this door. This is

 off-limits to residents, no matter

 what Mrs. My Shit Don't Stink has

 to say about it.

 

ST - I'm going to ultimately win. 

 And off he goes. Paul tries to control the shaking in his

 hands, looks to Elaine.

 ELAINE

 Little trick I learned from Percy

 Wetmore.

 Is your grandson really Speaker of

 the House?

 ELAINE

 He is.

 Paul bends down, picks Mr. Jingles up.

 You gonna thank the lady? She just

 saved your old mousie hide.

 

ST - Paul's way of saying "thank you"

 The mouse stretches his neck forward, nose twitching,

 smelling Paul's breath. Paul looks to Elaine. Softly:

 I think Mr. Jingles happened by

 accident. I think when we

 electrocuted Del, and it all went

 so badly...well, John could feel

 it, you know...and I think a tiny

 part of whatever was inside of him

 just leapt out...

 (beat)

 Me, I was no accident. John had to

 give me a little part of

 himself...a gift, like...so I

 could see for myself what Wild

 Bill had done. When John did that,

 a part of whatever power worked

 through him spilled into me.

 

Explanation of metaphor.  The mouse represents the transfer of 

power from Del to John to Paul.   The explanation continues. 

 ELAINE

 He...what? Infected you with life?

 Paul looks at the mouse, strokes him gently between the ears.

 That's as good a word as any. He

 infected us both, didn't he, Mr.

 Jingles. With life.

 (beat)

 I'm a hundred and five years old,

 Elaine. I was forty the year John

 Coffey walked the Green Mile.

 ELAINE

 ...oh my God...

 CAMERA PUSHES SLOWLY IN on Paul as:

 I haven't even had a cold since

 1935. I've had to watch my friends

 and loved ones die off through the

 years...Hal and Melinda...Brutus

 Howell...my wife...my son...

 (beat)

 ...and you, Elaine. You'd die,

 too, and my curse is knowing I'll

 be there to see it...

 

A direct prediction - that comes true immediately.

 DISSOLVE TO:

 INT. FUNERAL HOME - DAY

 Paul, dressed in a dark suit, comes up the aisle. ANGLE

 SHIFTS to reveal Elaine Connelly lying in the open casket.

 PAUL (V.O.)

 ...that's my punishment, you see?

 My punishment for letting John

 Coffey ride the lightning...for

 killing a miracle of God...

 Paul lays a rose atop the casket.

 PAUL (V.O.)

 ...you'll be gone, like all the

 others, and I'll have to stay...

 EXT. CEMETERY - DAY

 Paul stands at the graveside as the casket is lowered.

 PAUL (V.O.)

 I'll die eventually, I imagine. I

 have no illusions of immortality.

 But I will have wished for death

 long before death finds me.

 

This scene reveals Paul's internal conflict because he knew John was

innocent of the crime he was executed for. 

 He turns and walks away.

 PAUL (V.O.)

 In truth, I wish for it already.

 INT. E BLOCK - NIGHT(1935)

 Empty and silent. Young Paul walks the Mile alone,

              listening to the quiet. He pauses, seeing something. A

              whisper:

 Mr. Jingles?

 It is Mr. Jingles. The little mouse is peering from under

              the restraint room door. He's come home, looking raggled.

              Paul bends down, gently picks him up.

 Where you been, boy? I've been

 worried about you. You hungry?

 Paul turns and head back up the Green Mile, carrying the

 mouse cupped in his hands as we

 MATCH DISSOLVE TO:

 INT. NURSING HOME - DAY

 Young Paul transforms into Old Paul in the dissolve, the

 corridor of the Green Mile becoming the corridor of the

 nursing home. He's walking along, holding the little 

              mouse the same way he did over sixty years ago.

 

The blending of the past and present.  

 

 

WHAT I LEARNED:  To read, read and re-read text to gain a better understanding of where its coming from, where it is going and the motivation behind it AND which skills the author applied to the text to make it meaningful.  

Dialogue Scene from JERRY MAGUIRE

INT. LIVING ROOM -- NIGHT

Jerry enters.  Dorothy is seated toward the back.

Hello.

 I'm looking for my wife.

** Jerry has acknowledged the place Dorothy has in his life. **

Dorothy looks up, robbed of words.  Stunned, she does not move.

(continuing)

Alright.  If this is where it has to happen, then this is where it 

has to happen.

** He's willing to say what he has to, even if it means rejection 

from her sister's women's group.  **

Dorothy says nothing.

(continuing)

I'm not letting you get rid of me. How about that?

** He's not going to give up. **

He shares a look with some of the other women.  She's not going to 

say a word.  Neither do they.

(continuing)

This used to be my specialty. I was good in a living room.  Send me 

in there, I'll do it alone. And now I just... I don't know... but on 

what was supposed to be the happiest night of my business life, it 

wasn't complete, wasn't nearly close to being in the same vicinity as 

complete, because I couldn't share it with you.  I couldn't hear your 

voice, or laugh about it with you.  I missed my wife.  We live in a cynical world, and we work in a business of tough competitors, so try not to laugh –

** Jerry's life and his view of life has changed since the beginning 

of the story. **

(directly)

I love you.  You complete me.

** He's found the half that makes him complete. **

DOROTHY

Aw, shut up.  You had me at hello.

** Dorothy never doubted her love. **

What I learned:  I learned that a lot of information can be given 

through the uses of effective dialogue.

Script Analysis from Alien

This is the scene where Ripley and the crew interrigate Ash after 

finding out he's a robot.  They want to know the what, why, where, and 

how of this Alien that's stocking their lives.  My comments are either 

in bold, or if your email doesn't support that, is in quoation marks 

just below the name of the Character talking.  I like this scene, 

because it's basically the second act turning point in the scene, and 

the point where the crew stops their fearful running and hiding, and 

finally decides to make their last stand against the Alien, even if it 

means blowing up the ship and losing everything.

They set to work.

         Begin to reassemble the wiring in Ash's head.

                                  RIPLEY

"I've suspected something was wrong from the start of this.  Something 

was wrong with him.  I should have never let them back on board."

                   Ash let it on board.  Ash let it

                   grow inside Kane.  Ash blew the

                   warning signal.

                                  LAMBERT

"This really doesn't make sense.  What makes us so special?"

                   Why.

                                  RIPLEY

"We work for a screwed up company, that's why.  They use us like 

litter."

                   Special Order 937.

                                  PARKER

                   What's that.

                                  RIPLEY

"I'm tired of the games.  Half this crew is dead, and we could be 

next."

                   That's what I want to know.

         Ash's head is placed on the table.

         His eyes flicker into consciousness.

                                  RIPLEY

"You better give it to us, or I'm ripping your head off -- again."

                   What is Special Order 937.

                                  ASH

"She will never learn.  I can tell them, but they'll never understand."

                   You know I can't tell you that.

                                  RIPLEY

"Just what I expected.  Okay, game over."

                   Then there's not point in talking

                   to you.  Pull the plug.

                                  ASH

"She's serious.  Fine, I'll tell her, but she still will not 

understand."

                   Special Order 937 in essence

                   asked me to direct the ship to

                   the planet, investigate a life

                   form, possibly hostile and bring

                   it back for observation.  With

                   discretion, of course.

                                  RIPLEY

"And leave us out of the loop?!  We sacrifice ourselves for that 

company, and then we get used like this!"

                   Why.  Why not tell us.

                                  ASH

"You stubborn fool.  They're smarter than you."

                   Would you have gone.

                                  PARKER

"I've got one job to do, and that's all I'm doing.  Nothing more, 

nothing less.  And I better get paid."

                   It wasn't in the contract.

                                  ASH

"You humans can catch on quite quickly."

                   My very point.

                                  RIPLEY

"Who gives a rip about the contract?  This is our lives at stake now."

                   They wanted to investigate the

                   Alien.  No matter what happened

                   to us.

                                  ASH

"You have to give them credit.  I'm probably the only one who can 

really see this from both sides."

                   That's unfair.  Actually, you

                   weren't mentioned in the order.

                                  LAMBERT

                   Those bastards.

                                  ASH

"Why does Ripley always feel she is right?  It's always black and white 

to her.  There's more to the universe than who she thinks she is and 

how she sees herself in her little sphere of life."

                   See it from their point of view.

                   They didn't know what the Alien is.

                                  RIPLEY

"I frankly couldn't give a rip about what they though it was or it 

wasn't.  I want to live."

                   How do we kill it.

                                  ASH

"I'm the one with the upper hand in this.  The secret lies in me, but 

she's too caught up in her pride to acknowledge that.  They will never 

learn how powerful that creature is.  Only I can fathom it."

                   I don't think you can.  Not

                   in this ship, given its life

                   support systems.  But I might

                   be able to.

                                  RIPLEY

"I don't want to hear what I can't do.  Tell me what can be done before 

I rip your head off and throw you into space."

                   How.

                                  ASH

"She thinks I'm going to just tell her?  I'm the superior being here, 

I'm the one who's not afraid of death.  You Ripley, are simply human, 

but you'll never admit to that."

                   I don't know quite yet.  I'm not

                   exactly at my best at the moment.

                   If you would reconnect...

                                  RIPLEY

"You just tried to kill me.  I'm not stupid."

                   No way.

                                  ASH

"Good.  Then we can all die together. It's only your stubbornness, you 

fool."

                   Don't be so hasty.  You'll never

                   kill it without my help.

                                  RIPLEY

"This is useless.  First he tries to kill me, then he has the audacity 

to tell me I'm gonna die like the rest of the crew.  I'm the one in 

control here, and I'm not going to take this."

                   We've had enough of your help.

                                  ASH

"She will never understand.  There's no way out.  I'm her only 

solution."

                   You've barely got any oxygen left.

                   If you don't go into hypersleep,

                   you'll die with or without the

                   Alien.

                                  RIPLEY

"You're programmed by the same company that has used us for bait up to 

this point.  You don't want us to survive.  You're programmed to do 

everything possible to make that creature survive.  You're part of the 

system, and I'm not going to stand for it any longer."

                   Nice try, Ash.

                                  ASH

"You're only hope of survival, if you can survive is in me.  Doesn't 

she understand that I know this ship better than anybody?  I know what 

it takes to survive if that is what consumes her so much.  Unplugging 

me will only seal her doom."

                   I will do whatever I can to help

                   you.  I swear it.

                                  PARKER

"I'm tired of this whining.  Who the heck does this droid think he is?  

We've been duped once, not any more.  Who's gonna die next, how are we 

going to kill that creature, that's what I want to know.  I want to get 

back to Earth in one piece, and Ash here sure isn't helping the 

situation."

                   Pull the plug.

                                  LAMBERT

"This was a pointless waste of time.  How does he know how to kill that 

thing if we can't?"

                   I agree.

                                  ASH

"The hardheadedness of these people is amazing.  Why can't they hear.  

I thought they loved their lives, and here I am, the solution to their 

problem.  If they would just see that I can't do anything for them 

unless they put me back together.  There is so much more to this alien 

than anything they could comprehend."

                   You idiots.  You still don't

                   realize what you're dealing with.

                   The Alien is a perfect organism.

                   Superbly structured, cunning,

                   quintessentially violent.  With

                   your limited capabilities you have

                   no chance against it.

                                  LAMBERT

"I thought you said that you wanted to kill it.  That you wanted to 

protect us.  You're so in love with your organism, even if it meant our 

deaths."

                   You admire it.

                                  ASH

"Of course I admire it. I'm the chief scientific officer. I'm designed 

to admire it.  But I can see that you also want to survive.  I've been 

programmed to help you."

                   How can one not admire perfection.

                   I will kill it because I am

                   programmed to protect human life

                   as you know.

                                  RIPLEY

"Are you sure about this?  Because after you tried to kill me and the 

rest of the crew, I have a hard time believing you."

                   Even if you have contempt for it.

                                  ASH

"She will never believe me, will she.  I'm PROGRAMMED.  I don't operate 

on human FEELINGS."

                   Even then.

         Bitter and angry.

                                  RIPLEY

"You spewed enough rhetoric garbage.  It's all lies."

                   Sorry Ash.  I don't buy it.

                                  ASH

"LISTEN to me!  You cant' survive without me.  It's too powerful, it's 

the perfect killing machine.  That's why we were sent to investigate 

it.  It's made so that mere mortals like you are powerless in it's 

stead."

                   You egocentric morons.  You'll

                   be ripped to shreds, destroyed

                   and...

         Ripley make a movement.

         Ash softens...

                                  ASH

"She has made her decision.  She can die with it.  Too bad I will not 

be there to watch."

                   I can only wish you well...

         Ripley pulls the plug.

                                  PARKER

"Why was he so desperate to survive?  I thought he was a droid, why did 

he care so much about living?  Are we the fools?"

                   He was probably right.  We do

                   need him.

                                  RIPLEY

"I knew it, I let the idiot talk too long.  I guess you're just as 

gullible as the rest of them.  Well I'm not going to die."

                   He was conning us.

                                  LAMBERT

"Ripley, I heard what he said.  Droids can't lie, they're machines, not 

you and me."

                   He was programmed to protect

                   human life.

                                  RIPLEY

"I'm ready to do away with this alien and everything associated with 

it.  Forget Ash, he tried to kill me.  He was programmed by the system, 

and in the system we mean nothing and that alien means everything."

                   He wasn't protecting our human

                   lives and that's all I care about.

                   Anyway it's done.

         Ripley exits to the bridge.

Scene from MIDNIGHT COWBOY 

when Joe first meets Ratso

 

INT. EVERETT'S BAR - DAY

Joe sits at the bar, staring morosely at his image in the

mirror, already quite drunk, oblivious to the assorted types

hiding from daylight in the barn-like saloon, waiting for

night to fall.

   RATSO'S VOICE 

Excuse me, I'm just admiring that

colossal shirt...

RATSO studies Joe across the corner of the bar -- a sickly,

child-size old man of twenty-one -- hopefully nursing an

empty beer glass, contemplating the money on the bar in front

of Joe.

 RATSO 

That is one hell of a shirt. I bet

you paid a pretty price for it, am

I right?

 

(Manipulative -- Ratso's engaging Joe in conversation with an ulterior motive)

Oh, it ain't cheap. I mean, yeah,

I'd say this was an all right

shirt. Don't like to, uh, you know,

have a lot of cheap stuff on my

back.

 

(Joe's naive, but also proud)

Ratso spits as JACKIE leans on the bar next to Joe -- a

feminine young person, heavily made-up, hair teased, wearing

earrings and a lace-trimmed blouse over shocking pink levis.

   JACKIE 

Got a cigarette, cowboy?

 

   RATSO

 (a stage whisper)

More goddam faggots in this town.

 

(Self-seriving -- Ratso doesn't want competition for the new guy)

Reaching for a cigarette, Joe glances at Jackie, startled as

Jackie twitches his pink levis angrily and turns away.

Shee-it...

 (shakes his head)

Kee-rist, you really know the

ropes. Wish to hell I bumped into

you before. I'm Joe Buck from Texas

and I'm gonna buy you a drink, what

do you say to that?

 

(Incredibly naive, but also generous)

   RATSO 

Enrico Rizzo from the Bronx. Don't

mind if I do.

 (slaps bar)

Same all around! For my friend,

too!

 

(Uh-oh.  Joe's a little too generous -- and makes "friends" too fast.)

The TV screen over the bar features a mating game program as

Jackie cruises down to join a tall farm boy with plucked

eyebrows. The TV HOST points to three young men, visible only

from the shoulders up, from whom a pretty DATE GIRL in

blindfold must choose an escort.

   TV HOST 

... and for the losers, who don't

get the girl, we'll give as

consolation prices -- a six month

supply of underarm deodorant...

 

(funny, but also foreshadowing Joe's future)

In a booth now -- the TV screen in the background, continuing

the game -- Joe is refilling Ratso's beer glass as he speaks,

loud over the laughter of the TV audience.

   JOE 

... you see what I'm getting at

here? She got a penthouse up there

with color TV and more goddam

diamonds than an archbishop and she

busts out bawling when I ask for

money!

(Joe's already confiding in his new "friend.")

   RATSO 

For what?

   JOE 

For money.

   RATSO 

For money for what?

   JOE 

I'm a hustler, hell, didn't you

know that?

 

(A hustler doesn't recognize a hustler.  That doesn't bode well for Joe's future success.)

 RATSO 

How would I know? You gotta tell a

person these things 

 (shakes his head)

A hustler? Picking up trade on the

street like that -- baby, believe

me -- you need management.

   JOE 

I think you just put your finger on

it, I do.

   RATSO 

My friend O'Daniel. That's who you

need. Operates the biggest stable

in town. In the whole goddam

metropolitan area. A stud like you 

- paying! -- not that I blame you --

a dame starts crying, I cut my

heart for her...

 

   JACKIE'S VOICE 

I'd call that a very minor

operation...

 

(great line, but Joe's not paying attention to the truth behind it)

Ratso grabs the neck of a bottle, sliding back in the booth.

Joe scowls as Jackie appears with the tall farm boy.

   JACKIE 

... in fact, you just sit comfy and

I'll cut it out with my fingernail

file. You won't even need Blue

Cross, Ratso.

   RATSO 

The name is Rizzo.

 

(Ratso reveals an Achilles heel -- he hates his nickname and wants respect)

 JACKIE 

That's what I said, Ratso.

   JOE 

 (suddenly)

Hey now, you heard him.

 

(Joe already feels protective of his new "friend.")

On the TV screen -- the Date Girl announces:

   TV DATE GIRL 

I pick Number Two! He's cool!

   RATSO 

That's okay, Joe. I'm used to these

types that like to pick on

cripples. Sewers're full of 'em.

 

(He's preying on Joe using the sympathy he earned when Jackie picked on him.)

 JACKIE

May I ask one thing, cowboy? If you

sit there and he sits way over

there, how's he gonna get his hand

into your pocket? But I'm sure he

has that all figured out...

 (to Ratso)

Good night, sweets.

 

(Great insight into Ratso and we've got to worry about Joe because he misses it.)

 TV HOST

May I present your chosen mate!

The TV host pulls aside the screen which has concealed the

lower half of the three young men. Number Two, her chosen

mate, is a dwarf sitting on a high stool. The girl's

spontaneous dismay starts everyone laughing hysterically,

including the dwarf.

(Ruh-roh.  More foreshadowing.  Joe's future looks grim)

 

What I learned from this assignment is how much subtext can be built into one scene.  We learned a lot about each character, not just from what they said, but from what Jackie said and even from the show being played on the TV.  Despite his plans to be a hustler, it's easy to like Joe because of his generous, trusting nature, but we feel uncomfortable in this scene watching him interact with someone who so obviously is going to use his nature against him.  It sets up tension because we realize just how clueless Joe really is -- he's going to have some tough lessons to learn. 

Dialogue scene from Fargo

INSIDE 

The bar is downscale even for this town.  Country music 

plays on the jukebox. 

Two men are seated in a booth at the back.  One is short, 

slight, youngish.  The other man is somewhat older, and 

dour.  The table in front of them is littered with empty 

long-neck beer bottles.  The ashtray is full. 

Anderson approaches. 

    

 ANDERSON 

 I'm, uh, Jerry Lundegaard - 

CONSTANT _EXPRESSION OF CHARACTER 

    

 YOUNGER MAN 

 You're Jerry Lundegaard? 

ATTACK 

 

 JERRY 

 Yah, Shep Proudfoot said - 

    

 YOUNGER MAN 

 Shep said you'd be here at 7:30. 

 What gives, man? 

ATTACK and 

CONSTANT _EXPRESSION OF CHARACTER 

    

 JERRY 

 Shep said 8:30. 

COUNTER ATTACK 

    

 YOUNGER MAN 

 We been sitting here an hour. 

 I've peed three times already. 

ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

    

 JERRY 

 I'm sure sorry.  I - Shep told 

 me 8:30.  It was a mix-up, I 

 guess. 

COUNTER ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

    

 YOUNGER MAN 

 Ya got the car? 

    

 JERRY 

 Yah, you bet.  It's in the lot 

 there.  Brand-new burnt umber 

 Ciera. 

CONSTANT EXPRSSION OF CHARACTER 

    

 YOUNGER MAN 

 Yeah, okay.  Well, siddown then. 

 I'm Carl Showalter and this is 

 my associate Gaear Grimsrud. 

    

 JERRY 

 Yah, how ya doin'.  So, uh, we 

 all set on this thing, then? 

    

 YOUNGER MAN 

 Sure, Jerry, we're all set.  Why 

 wouldn't we be? 

ATTACK 

DELIVERY ON MULTIPLE LEVELS 

    

 JERRY 

 Yah, no, I'm sure you are.  Shep 

 vouched for you and all.  I got 

 every confidence in you fellas. 

COUNTER ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

They stare at him.  An awkward beat. 

    

 JERRY 

 ...  So I guess that's it, then. 

 Here's the keys - 

CONSTANT _EXPRESSION OF CHARACTER 

    

 CARL 

 No, that's not it, Jerry. 

ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

PURPOSE 

DELIVERY ON MULTIPLE LEVELS 

    

 JERRY 

 Huh? 

CONSTANT _EXPRESSION OF CHARACTER 

                         CARL 

 The new vehicle, plus forty 

 thousand dollars. 

ATTACK 

 

 JERRY 

 Yah, but the deal was, the car 

 first, see, then the forty 

 thousand, like as if it was the 

 ransom.  I thought Shep told you - 

COUNTER ATTACK 

    

 CARL 

 Shep didn't tell us much, Jerry. 

ATTACK 

PURPOSE 

DELIVERS ON MULTIPLE LEVELS 

    

 JERRY 

 Well, okay, it's - 

CONSTANT _EXPRESSION OF CHARACTER 

    

 CARL 

 Except that you were gonna be 

 here at 7:30. 

ATTACK 

DELIVERS ON MULTIPLE LEVELS 

    

 JERRY 

 Yah, well, that was a mix-up, then. 

CONSTANT _EXPRESSION OF CHARACTER 

    

 CARL 

 Yeah, you already said that. 

ATTACK 

DELIVERS ON MULTIPLE LEVELS 

    

 JERRY 

 Yah.  But it's not a whole pay- 

 in-advance deal.  I give you a 

 brand-new vehicle in advance and - 

CONSTANT _EXPRESSION OF CHARACTER 

    

 CARL 

 I'm not gonna debate you, Jerry. 

ATTACK 

DELIVERS ON MULTIPLE LEVELS 

    

 JERRY 

 Okay. 

CONSISTENT EXPRESSSION OF CHARACTER 

    

 CARL 

 I'm not gonna sit here and debate. 

 I will say this though:  what Shep 

 told us didn't make a whole lot 

 of sense. 

ATTACK 

PURPOSE 

  

 JERRY 

 Oh, no, it's real sound.  It's 

 all worked out. 

COUNTER ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

    

 CARL 

 You want your own wife kidnapped? 

ATTACK 

PURPOSE 

  

 JERRY 

 Yah. 

Carl Stares.  Jerry looks blankly back. 

    

 CARL 

 ...  You - my point is, you pay 

 the ransom - what eighty thousand 

 bucks? -  I mean, you give us 

 half the ransom, forty thousand, 

 you keep half.  It's like robbing 

 Peter to play Paul, it doesn't 

 make any - 

ATTACK 

PURPOSE 

  

 JERRY 

 Okay, it's - see, it's not me 

 payin' the ransom.  The thing is, 

 my wife, she's wealthy - her dad, 

 he's real well off.  Now, I'm in 

 a bit of trouble - 

COUNTER ATTACK 

DELIVERS ON MULTIPLE LEVELS 

PURPOSE 

  

 CARL 

 What kind of trouble are you in, 

 Jerry? 

ATTACK 

PURPOSE 

  

 JERRY 

 Well, that's, that's, I'm not go 

 inta, inta - see, I just need 

 money.  Now, her dad's real 

 wealthy - 

COUNTER ATTACK 

CONSTANT _EXPRESSION OF CHARACTER 

DELIVERS ON MULTIPLE LEVELS 

    

 CARL 

 So why don't you just ask him 

 for the money? 

ATTACK 

PURPOSE 

Grimsrud, the dour man who has not yet spoken, now softly 

puts in with a Swedish-accented voice: 

    

 GRIMSRUD 

 Or your fucking wife, you know. 

ATTACK 

CONSISTENT _EXPRESSION OF CHARACTER 

DELIVERS ON MULTIPLE LEVELS 

PURPOSE 

  

 CARL 

 Or your fucking wife, Jerry. 

ATTACK 

CONSISTENT _EXPRESSION OF CHARACTER 

DELIVERS ON MULTIPLE LEVELS 

PURPOSE 

  

 JERRY 

 Well, it's all just part of this - 

 they don't know I need it, see. 

 Okay, so there's that.  And even 

 if they did, I wouldn't get it. 

 So there's that on top, then.  See, 

 these're personal matters. 

CONSTANT _EXPRESSION OF CHARACTER 

DELIVERS ON MULTIPLE LEVELS 

PURPOSE 

  

 CARL 

 Personal matters. 

ATTACK 

DELEIVERS ON MULTIPLE LEVELS 

    

 JERRY 

 Yah.  Personal matters that 

 needn't, uh - 

CONSISTENT _EXPRESSION OF CHARACTER 

    

 CARL 

 Okay, Jerry.  You're tasking us 

 to perform this mission, but you, 

 you won't, uh, you won't - aw, 

 fuck it, let's take a look at 

 that Ciera. 

ATTACK 

DELIVERS ON MULTIPLE LEVELS 

Dialogue scene from THE ABYSS

INT. COMMAND MODULE                                                     

 

TIGHT ON HIPPY, bathed in the light of the sonar display.  He is making

kissing sounds at Beany, who has his inquisitive nose right up to Hippy's lips.

 

 

 

                                LINDSEY

 

                Hippy, you're going to give that rat a disease.

 

(Shows an aspect of Lindsey’s character)

 

 

WIDER, as Hippy and Bud to see Lindsey leaning in the doorway.  She and Bud size each other up.  He opts for a jovial approach, his eyes wary.

 

 

 

                                BUD

 

                Well, well.  Mrs. Brigman.

 

(Attack)  (Also, foreshadows Bud’s dialogue when Lindsey and Bud are reunited at the end of the film)

 

                                LINDSEY

 

                Not for long.

 

(Counterattack)

 

Lindsey crossed past him, her eyes scanning the banks of equipment, almost unconsciously checking, checking... getting the pulse of her big iron baby.

 

 

 

                                BUD

 

                You never did like being called that, did you?

 

(Attack)

 

                                LINDSEY

 

                Not even when it meant something.

 

                     (looking through the front port)

 

                Is that One Night up in Flatbed?

 

(Counterattack) (This is great dialogue!  Not only is it poignant, but it’s clear that the relationship DID mean something.  The second line also points to Lindsey’s main character trait: she’s all business.)

 

                                BUD

 

                Who else?

 

(Show’s Bud’s matter-of-fact character)

 

Lindsey leans past Bud to the gooseneck mike on the console.

 

 

 

                                LINSEY

 

                Hi, One Night, it's Lindsey.

 

(a setup)

 

INT. FLATBED                                                            

 

 

 

One Night mimes a puking motion, finger down her throat.  Then she replies with sickening sweetness...

 

 

 

                                ONE NIGHT

 

                Oh, hi, Lindsey.

 

(The payoff)

 

INT. COMMAND MODULE                                                     

 

Lindsey gives the sonar shack the once-over.  She tweaks some knobs.

 

 

 

                                BUD

 

                I can't believe you were dumb enough to come

                 down.  Now you're stuck here for the storm...

                 dumb, hot-rod... dumb.

 

(Attack)   (Bud knows her -- she can be a hot-rod)

 

                                LINDSEY

 

                Look, I didn't come down here to fight.

 

(Counterattack)   (These two are equals -- she doesn’t disagree with him)

 

She crosses past Bud and exits into the corridor.  Bud bolts out of the chair to follow her and Hippy scrambles in to take over.

 

 

 

INT. CORRIDOR/LADDER-WELL/LEVEL ONE LANDING                             

 

Bud catches up with Lindsey in the corridor, and through the following keeps pace with here as she make here inspection.

 

 

 

                                BUD

 

                Then why'd you come down?

 

(Attack)

 

She stops abruptly to look at a leaky pipe.  He almost slams into her.  She moves on, climbing down the ladder to the lower level.

 

 

 

                                LINDSEY

 

                You need me.  Nobody knows the systems on this

                 rig better than I do.  What if something was

                 to go wrong after the Explorer clears off?  What

                 would have you done?

 

 (Counterattack & Attack)  (This is a great line because he does need her, but not for the reason she states.  It also highlights the possibility of problems aboard the Explorer.  Two porpoises for the price of one!)

 

                                BUD

 

                Wow, you're right!  Us poor dumb ol' boys might've

                 had to think for ourselves.  Coulda been a

                 disaster.

 

(Counterattack)  (This shows that Bud knows he is a good ol’ boy, an essential part of his character)

 

On the lower level landing, Lindsey opens a hatch into one of the machine rooms.  ROAR OF PUMPS AND COMPRESSORS.

 

 

 

INT. MACHINE ROOM                                                       

 

Lindsey enters and moves expertly through the dark labyrinth of pipes and roaring machinery.  Her eyes rove constantly over fittings, gauges, circuit panels.

 

 

 

                                BUD

 

                             (yelling)

 

                You wanna know what I think?

 

(Attack)

 

                                LINDSEY

 

                Not particularly.  Jeez, look where this is set!

                Morons.

 

(Counterattack)  (Shows Lindsey’s character and ability)

 

She scowls at a pressure gauge and turn a valve minutely.

 

 

 

                                BUD

 

                I think you were worried about me.

 

(Attack)

 

                                LINDSEY

 

                That must be it.

 

(Counterattack)

 

Lindsey's on the move again, and Bud scrambles through the pipes to keep up.

 

 

 

                                BUD

 

                No, I think you were.  Come on, admit it.

 

(Attack)

 

                                LINDSEY

 

                I was worried about the rig.  I've got over four

                years invested in this project.

 

(Counterattack)  (This shows an essential statement of Lindsey’s characteristic of being all business.  It also sets up the next two lines.)

 

                                BUD

 

                Oh, yeah, right... and you only had three years

                with me.

 

(Attack)

 

She looks up at him.

 

 

 

                                LINDSEY

 

                You've got to have priorities.

 

(Counterattack)  (This foreshadows their struggle for survival once everything goes to shit)

 

                                                                CUT TO:

 

 

 

INT. BUD'S ROOM                                                         

 

Darkness.  The door opens and Bud snaps on the light.

 

 

 

                                BUD

 

                My bunk's the only one I can guarantee won't be

                occupied.  You can grab a couple hours before

                we get there.

 

(Yeah, right!  Everyone knows this is a foreshadowing of disaster)

 

 

Lindsey slips past him into his tiny state-room, the only private bunk on the rig.  Rank had its privileges.  His hand on the door is just level with her eyes.  She notices his wedding ring, a massive band of pure titanium

 

(something your fiancee might have picked out if she had a degree from

 M.I.T.).

 

 

 

                                LINDSEY

 

                What are you still wearing that for?

 

(Attack)

 

                                BUD

 

                I don't know.  Divorce ain't final.  Forgot to

                take it off.

 

(Counterattack)  (This exchange also sets up the ring, which later saves Bud’s life)

 

Bud stays in the doorway.  Lindsey takes a heap of Bud's cloths off the

narrow bunk.  Starts unconsciously straightening the room.

 

 

 

                                LINDSEY

 

                I haven't worn mine in months.

 

(Attack)

 

                                BUD

 

                Yeah, what's-his-name wouldn't like it.  The

                Suit.

 

(Counterattack)

 

                                LINDSEY

 

                Do you always have to call him that?  The Suit?

                It makes you sound like such a hick.  His name

                is Michael.

 

(Attack)  (This line shows that she knows that he is not a hick, he just sounds like one)

 

Lindsey takes off her borrowed tennies and socks.

 

 

 

Bud eyes her, sounding too causal.

 

 

 

                                BUD

 

                So what about "Michael" then... Mr. Brooks

                Brothers... Mr. BMW.  You still seeing him?

 

(Counterattack)

 

 

                                LINDSEY

 

                No, I haven't seen him in a few weeks.

 

(This moment of sincerity is brought to you by, “setup.”  It also shows another side of Lindsey’s character)

 

                                BUD

 

                What happened?

 

(Attack)

                                LINDSEY

 

                Bud, why are you doing this?  It's not part of

                your life any more.

 

(Counterattack)

 

 

                                BUD

 

                I'll tell you what happened... you woke up one

                day and realized the guy never made you laugh.

 

(Attack)  (Again, a statement about both their characters)

 

                                LINDSEY

 

                You're right, Bud.  It was just that simple.

                Aren't you clever?  You should get your own

                show... Ask Dr. Bud, advice to the lovelorn

                from three hundred fathoms.

 

(Counterattack)  (Also highlights the incredible environment that they are in)

 

 

She closes the watertight door, forcing him out.  Locks it.  She turns and throws her shoe hard against the far wall.

 

 

 

                                LINDSEY

 

                AAAARRRGGH!

 

(Character)

 

She flops down on the bed, sitting... staring at the wall.  Her armor is gone.  She looks small and vulnerable.  A long beat.  She reaches over to the tiny sink.  Amid the clutter is a bottle of Bud's aftershave.  She unscrews it and takes a sniff.  Catches herself.  Tosses it.

 

 

 

                                LINDSEY

 

                Shit.

 

 

 

INT. QUARTERS/HEAD                                                      

 

Bud barges into the tiny head and puts some soap on his ring finger.  He pulls the ring off roughly and throws it into the toilet.  He reaches forward to flush.  Can't do it.  Now really pissed off at himself, he reaches into the toilet bowl, wrist deep in the chemical-blue water, and salvages the ring.

 

He puts it on and washes his hands.  The right hand stays faintly blue no matter how hard he scrubs.

 

 

 

                                BUD

 

                Shit.

 

(These two were made for each other!  This one word also foreshadows the disaster yet to come.)

 

Overall, this scene is filled with great dialogue.  It really establishes both Lindsey’s and Bud’s characters, as well as their relationship.  Almost every line is an attack/counterattack, but it sounds natural.  I also think it is very well paced.  It fulfills multiple purposes, and on several occasions accomplishes that with one line.  And, in the end, despite all their differences, the characters both have the same reaction.  “Shit.”  Good work, James!

 

I learned that great dialogue works with the action of a scene to create meaning beyond either the dialogue or the action in an entertaining yet natural way.  I also have a deeper understanding how dialogue can be an ACTIVE _expression of character.

Dialogue scene from SEVEN

INT.  PRECINCT HOUSE, CAPTAIN'S OFFICE -- EARLY EVENING

 The captain's office is filled with pictures, books and

 mugsheets.  Piles of paperwork abound, yet the office is

 meticulously well kept.  The CAPTAIN, 50, sits at his tidy desk.

 He wears a white shirt and conservative tie.

 He's a calm man, but whenever he is not speaking, without fail,

 he clenches his jaw over and over, causing the muscles in his

 neck and jaw to pulse.  Somerset and Mills sit before him.

 SOMERSET

 The bruises were caused by the muzzle of a

 forty-five.  So, there was a gun against

 his head and he was given a choice.  Eat,

 or get your brains blown out.

-- Note scene opens with no pleasantaries.  It jumps straight to the core of the matter with a brutally graphic description of events... just in the case the audience wasn't paying enough attention.

 Somerset gets up to pace.

-- If you could, you'd get up with him, the tension is that palpable.

 SOMERSET

 He ate his fill, and was forced to continue

 eating... till his body rejected the food.

 the killer held a bucket under him, and

 then kept serving.  He took his time.  The

 coroner says this might have gone on for

 more than twelve hours.  The victim's

 throat was swollen from the effort, and

 there was probably a point where he passed

 out.  That's when killer kicked him in the

 stomach.  Popped him.

-- Not quite a speech, but a lengthy piece of dialogue that's deliberately paced to deliver the full gore.

 MILLS

 This was one sadistic motherfucker.

-- Says what the audience is thinking.

 CAPTAIN

 That seems obvious.

-- Corroborates it further with a hint of levity (for those of us who think sarcasm is funny).

 Somerset picks up a photocopy of the NOTE from behind the fridge.

 SOMERSET

 (reads)

 "Dear Detectives, Long is the way, and

 hard, that out of hell leads up to light."

 It's the murderer's way of announcing

 himself.

 CAPTAIN

 Announcing what?

-- Captain is speaking on behalf of the audience -- wants to be brought

into the know -- what Somerset knows... basically, a tool for exposition.

 SOMERSET

 There are seven deadly sins.  Gluttony,

 wrath, greed...

 CAPTAIN

 So what?  This victim...

 SOMERSET

 ... envy, sloth, pride and lust.  Seven.

 CAPTAIN

 Hey, so gluttony is one of the seven deadly

 sins.

 But, this was a fat guy.  The killer

 may have felt this was the just best way to

 torture him.

 And, writing on the walls happens all the

 time.

 It's like the fashionable thing to

-- Again, captain's sarcasm brings humor to the seriousness of the

discussion and is a counterpoint to Somerset's somberness.

 SOMERSET

 One is gluttony.

 The captain is disgruntled, clenching his jaw, looks at Mills.

 MILLS

 This is his stuff.  I've been out in the

 cold all day.

-- Don't know if he means literal or metaphorical, but indicates resentment and maintains tension.

 SOMERSET

 This is a premeditated puzzle, and it's

 only the beginning.

 CAPTAIN

 Always working up there, huh, Somerset?

 Big brain's always cooking.

-- Disdainfully respectful.

 Somerset sits.

 SOMERSET

 I'm declining this case.  I want us

 reassigned.

-- The unexpected punchline.

 MILLS

 Whoa, whoa... what?!

 CAPTAIN

 What's this: "I'm declining this case?"  It

 don't work that way.

 SOMERSET

 This can't be my last duty here.  It will

 go on and on.

 CAPTAIN

 I know what you're thinking, okay?  You

 don't want to get in bed with this every

 night, but it's different now.  You're

 retiring.  In six days you're all the way

 gone.

-- Raises questions -- what happened before?

 Somerset shakes his head.

 CAPTAIN

 You've left unfinished business before.

-- Now Somerset doesn't look such a hero.

 SOMERSET

 Everything else was taken as close to

 conclusion as humanly possible.  Also...

 this shouldn't be his first assignment.

 MILLS

 This isn't my first assignment, dickhead.

 What the hell?

 Mills stands, furious.

 CAPTAIN

 I don't have anyone else to give this to,

 Somerset, you know that.  And nobody's

 going to swap with you.

 MILLS

 Give it to me.

 CAPTAIN

 How's that?

 MILLS

 There's nothing that says I have to work

 with him.  If Somerset wants out,

 "goodbye."  Give it to me.

 The captain considers this.

 SOMERSET

 It's too soon for him.

 MILLS

 (to the captain)

 Can we talk about this in private?

 The captain looks at Somerset, then at Mills.

 CAPTAIN

 That's not necessary.  You're in.

 MILLS

 Thank you.

 CAPTAIN

 Go start picking up the pieces.  We'll

 shuffle some paper and try to get you a new

 partner.

 Mills looks at Somerset, then leaves, closing the door.  Somerset

 seems deflated, staring at the floor.  He looks at the captain.

 CAPTAIN

 You win, Somerset.  You're out.

-- Of course we want to see what happens next.  There are so many questions that need answering! 

I'm all in favor of keeping dangerous weapons out 

of the hands of fools.  Let's start with typewriters.

Dialogue scene from Tin Cup

TINNY CHEATIN' HEART MUSIC, the dull GROAN of a TRACTOR,

CRICKETS CHIRPIN' love songs, sporadic ZAPS from BUG

LIGHTS, and an occasional random THWOCK as we —

FADE IN:

1      EXT. TEXAS - DRAMATIC ANGLE - SUNSET                      1

Out west where the sun descends gloriously over desolate

mountains.  A sense of timeless and incorruptible beauty

if you ignore the TWANG of the MUSIC, the SPUTTER of the

TRACTOR, the ZAPS, the THWACKS... and something else...

... MEN'S VOICES.  Garrulous with drink, fraternity and

amusement.

We PAN DOWN TO:

2      EXT. DRIVING RANGE - LATE DAY                             2

A man, JOSE, is on the roof, wrestling with a rickety

satellite dish, stringing wire, trying to get it to work.

(We get glimpses of him throughout the scene as he

struggles with what is assuredly a pirate operation.)

Four of six floodlights nailed to the roof cast pools of

yellow into the gathering darkness.  ROY "TIN CUP" McAVOY

stands under the swarm of moths crowding the brightest

light, hitting golf balls.  THWOCK...!  Launching them,

really, into the deepening night.  There's a beer between

his legs.  Behind him:

A group of men forms a semicircle, facing away from Tin

Cup.  These men are the range regulars:  CURT, CLINT,

EARL, and DEWEY.  Each man has money in one hand and his

preferred libation in the other.  They're all looking

back and forth between the bug lights hung on the back

wall, and muttering what sounds like bets to:

ROMEO POSAR — a smaller man, he stands at the center of

the group with a handful of cash.  Romeo is a part-time

bookie and full-time driving range man.  Born across the

river in Mexico, Romeo is Tin Cup's caddie, confidante,

best friend.

ROMEO

Okay, all bets are down !

NOTE: HOOKS US WITH THE FIRST LINE. WHAT’S THE BET ABOUT?

NICE SET UP TOO.

 

Their eyes rivet on the bug lights, edgy, hopeful,

until... ZAP!  A BUG is ELECTROCUTED.  And Dewey cheers

triumphantly while the other regulars mutter curses about

how they woulda, coulda, shoulda bet.

 

2.

ROMEO

Number one is the winner!  Dewey

has the winner.  Pays five to two!

NOTE: QUICK PAY OFF AND WE SEE THAT ROMEO IS THE LOCAL BOOKIE BECAUSE HE PAYS THE WINNER AND QUOTES THE ODDS.

 

Romeo quickly pays Dewey and more quickly takes money from

the losers.  It's fast-paced, inane, time-killing

gambling.  Tin Cup looks over.

TIN CUP

Don't you shitheels ever get

bored?

NOTE: NICE COLOR TO GET OUR ATTENTION WHILE EXPRESSING SOME CHARACTER

 

The regulars flap dismissive palms and mutter in the

negative as they turn back to Romeo and the action at the

bug lights.

TIN CUP

... 'Cuz I got a riddle.

NOTE: ANOTHER SET UP

 

Tin Cup leads the regulars inside.

 

A3     INT. DRIVING RANGE - LATE DAY                             A3

Tin Cup holds court.

TIN CUP

Takes about two ounces of brains

to figure it out.  Anyone think

they got a brain with two ounces

of brains in it?

NOTE: KEEPS THINGS ROLLING BY INTRODUCING A LITTLE SUSPENSE WHILE REVEALING SOME MORE OF HIS CHARACTER DURING AN ATTACK.

 

The regulars silently look at each other, reluctant to

reveal the heft of their brains.

TIN CUP

For Chrissakes, boys!  A little

self-confidence from the players'

gallery.  We ain't talking long

division.

NOTE: KEEPS THE PRESSURE ON . . .

EARL

(timidly)

How much we gotta lose?

 






NOTE: COUNTER-ATTACK WHILE REVEALING DEFEATIST CHARACTER.

TIN CUP

You want to liven things up. Earl?

That's a hell of an idea.  Say

everyone puts in twenty bucks and

the pot goes to whoever solves the

riddle.

 

NOTE: SUBTEXT IS TELLING US HE LIKES TO PLAY. ALSO, IT’S A CONTINUATION OF THE SETUP WHICH GENERATES MORE INTEREST WHICH KEEPS THINGS MOVING FORWARD.

DEWEY

You going to get the riddle. Tin

Cup?

 

NOTE: BY ECHOING EARL’S TONE OF IMPENDING DOOM, DEWEY TELLS US THE DRIVING RANGE GANG OF REGULARS IS ACUSTOMED TO BEING FLEECED BY TIN CUP.

TIN CUP

(patiently)

Dewey.  I'm the one asking the

riddle.  I already know the

answer.  I don't getta guess.

Although... We could say if I get

to five hundred bounces and no one

gets the riddle, I get the pot.

And I know what you're thinking.

It's an impossible riddle.  Well,

It's not.  It's an easy riddle.

And if somehow by the grace of

fluke luck I win, and you all

don't agree it was an easy

riddle, hell, I'll refund your

money.

 

NOTE: NOW WE KNOW HE’S GOING TO CLEAN THEM OUT BUT WE ALL WANT TO SEE HOW. THIS COMPLETES THE SETUP. TIN CUP’S SUBTEXT MESSAGE IS CLEAR: I’M GOING TO TAKE YOUR MONEY AND THERE’S NOTHING YOU CAN DO ABOUT IT.

EARL, CLINT & ALL

I'm in... We're in... Count us

in••• etc•••

 






NOTE: . . . CANDY FROM A BABY

TIN CUP

Okay, a man's driving down the

road with his son and they get

in a crash.  Two ambulances come

and take the man and his son to

different hospitals.  Son goes

into the operating room, the

doctor looks at him and says, 'I

can't operate on this boy.  He's

my son.'  How's that possible?

(beat)

The clock's ticking boys...

Tin Cup begins bouncing a ball on the face of his wedge.

 

NOTE: THIS IS GREAT STUFF HERE. THE TICKING CLOCK OF THE GOLF BALL  STARTS BUILDING TENSION WHILE MOVING THINGS AHEAD AT A METRONOMIC PACE. IN ADDITON TO THE TENSION, WE ARE TWISTING OUR BRAINS AROUND THE RIDDLE TOO; TRYING TO FIGURE IT OUT WITH THEM.

EARL

Father didn't sneak back in,

right?  He's still at the other

hospital?

TIN CUP

It ain't 'Star Trek,' Earl.  No

one beamed him aboard.

 

NOTE: NICE USE OF DIALECT TO HELP SET THE LOCATION WHILE CONTRIBUTING MORE TO TIN CUP’S CHARACTER.

 

That eliminates the most plausible theory in their minds.

The men think harder.

 

 

EARL

Well... if the father married the

son's daughter –

 

NOTE: YOU KNOW SOMEBODY IN THE AUDIENCE IS THINKING THIS TOO WHICH MAKES IT THAT MUCH FUNNIER.

TIN CUP

It's a family riddle. Earl.  Think

clean thoughts.

 

The regulars puzzle some more.

CLINT

Give us a little hint.

MOLLY (O.S.)

The doctor's a woman.

 






NOTE: KA-BANG! SHE STEALS HIS PAYOFF!

All heads turn to take in the arrival of:

3      MOLLY GRISWOLD                                            3

Standing just inside the door — she's a fresh-faced

beauty in her early thirties, and she's got all new

everything the sport of golf requires:  new bag, new

clubs, new shoes, new clothes, new visor... she looks

like she stepped out of an ad in Golf Digest.  And all

the men are asking themselves the same question:  what's

she doing here?  The silence invites Molly to supply the

riddle's answer.

MOLLY

The doctor is the son's mother.

Feminists pose the riddle to

reveal how deeply our sexual

stereotypes run.

(directly to Tin Cup)

I take it you're a feminist?

Tin Cup misses the ball he's been bouncing, breaking the

spell.  The regulars wait for Tin Cup's response.

 

NOTE: MOLLY’S DIALOGUE TAKES THE SCENE IN A WHOLE NEW DIRECTION.  HER ATTACKING SUBTEXT MESSAGE TO TIN CUP IS “I’M IN CONTROL NOW”. HER FEMINIST REFERENCE FORESHADOWS A FUNNY MOMENT AT THE END OF THE SCENE.

TIN CUP

Ma'am, I've been called a lot of

things — but no one's ever

saddled me with that one.

 

NOTE: OKAY, CONSIDERING HE WASN’T READY FOR HER TO STEAL HIS THUNDER, THAT WAS A PASSABLE COUNTER-ATTACK.

MOLLY

You might try being saddled

sometime — the smell of leather,

the sting of a whip...

 

NOTE: BUT SHE’S KICKING HIS ASS. SUBTEXT MESSAGE: I LIKE TO PLAY TOO; AND I PLAY TO WIN.

The regulars snicker, enjoying her one-upmanship.

TIN CUP

(slightly taken

aback)

I'm just a humble golf pro...

 






NOTE: SUBTEXT DIVERSION

 

 5.

MOLLY

You're Roy McAvoy the golf pro?  I

pictured something... different.

 

NOTE: SHE’S NOT BUYING THE ‘AW SHUCKS’ ROUTINE FOR A SECOND AND SHOWS IT BY TWISTING THE KNIFE A LITTLE BEFORE GETTING BACK TO BUSINESS.

I have a seven o'clock lesson..

 

TIN CUP

I thought I had a Doctor Griswold at seven.

 






NOTE: NOPE, NOT A FEMINIST.

 

 They hurry out to the range, Tin Cup oblivious to his gaffe.

And the regulars gather to look out the window —

 

THE DIALOGUE IN THIS OPENING SCENE ACCOMPLISHES EVERYTHING IT’S SUPPOSED TO. FIRST IT GRABS OUR ATTENTION AND SUCKS US INTO THE ACTION THAT’S VERY NATURAL AND INTERESTING.

CHARACTER IS CONSTANTLY REVEALED ABOUT MOST OF THE MAIN PLAYERS WITH EFFECTIVE DIALOGUE USING ATTACK/COUNTER-ATTACK, FORESHADOWING, SETUP & PAYOFF, SUBTEXT, SUSPENSE, COLORFUL LANGUAGE, AND LOCAL DIALECT.

KNOWING HOW COMPLEX A SUBJECT SUBTEXT IS, I’M BEGINNING TO SEE THE DEPTH TO WHICH DIALOGUE CAN GO SINCE SUBTEXT IS JUST ONE (OH YEAH BABY, AN IMPORTANT ONE) OF THE MANY FACTORS THAT COMPRISE GREAT DIALOGUE. 

THE DIALOGUE IN THIS OPENING SCENE ACCOMPLISHES EVERYTHING IT’S SUPPOSED TO. FIRST IT GRABS OUR ATTENTION AND SUCKS US INTO THE ACTION THAT’S VERY NATURAL AND INTERESTING.

CHARACTER IS CONSTANTLY REVEALED ABOUT MOST OF THE MAIN PLAYERS WITH EFFECTIVE DIALOGUE USING ATTACK/COUNTER-ATTACK, FORESHADOWING, SETUP & PAYOFF, SUBTEXT, SUSPENSE, COLORFUL LANGUAGE, AND LOCAL DIALECT.

KNOWING HOW COMPLEX A SUBJECT SUBTEXT IS, I’M BEGINNING TO SEE THE DEPTH TO WHICH DIALOGUE CAN GO SINCE SUBTEXT IS JUST ONE (OH YEAH BABY, AN IMPORTANT ONE) OF THE MANY FACTORS THAT COMPRISE GREAT DIALOGUE.

Chinatown.

the Barbershop scene

 52   CLOSE SHOT - NEWSPAPER

 DEPARTMENT OF WATER AND POWER BLOWS FUSE OVER CHIEF'S 

 USE OF FUNDS FOR EL MACANDO LOVE NEST.

 In the style of the Hearst yellow press, there is a 

 heart-shaped drawing around one of the photos that 

 Gittes had taken. Next to it is a smaller column, 

 "J.J. Gittes hired by suspicious spouse."

 53   INT. BARBERSHOP - GITTES

 holds the paper and reads while getting his haircut and 

 his shoes shined. In fact, almost all the customers 

 are reading papers.

 BARNEY

 (to Gittes)

 -- when you get so much publicity, 

 after a while you must get blast

 about it.

 A self-satisfied smile comes to Gittes' face.

>>> Gites non-verbal response to Barney's comment shows that Barney 

was spot on.

 BARNEY 

 (continuing) 

 Face it. You're practically 

 a movie star.

 In b.g., customers can be 0VERHEARD talking about the 

 drought. Interspersed with above, someone is saying, 

 "They're gonna start rationing water unless it rains." 

 Someone else says, "Only for washing your cars." Third 

 says, "You're not going to be able to water your lawn 

 either, or take a bath more than once a week." First 

 says, "If you don't have a lawn or a car, do you get an 

 extra bath?"

 54   Gittes has been staring outside the barbershop. A car 

 is stalled. The hood is up. A man watches his 

 radiator boiling over.

 GITTES 

 (laughing)

 Look at that.

 BARNEY

 Heat's murder.

 OTHER CUSTOMER

 (end of conversation) 

 Fools names and fools faces...

 55   Gittes has heard the word. He straightens up.

 GITTES 

 (smiling; to Other

 Customer)

 What's that, pal?

>>> the other customer is calling Gittes a fool and Gittes gets 

 OTHER CUSTOMER 

 (indicating paper) 

 Nothing -- you got a hell of a 

 way to make a living.

 GITTES

 -- Oh? What do. you do to make 

 ends meet?

 OTHER CUSTOMER 

 Mortgage Department, First National Bank.

 Gittes laughs.

 GITTES

 Tell me, how many people a week 

 do you foreclose on?

 OTHER CUSTOMER

 We don't publish a record in the 

 paper, I can tell you that.

 GITTES

 Neither do I.

>>> nice little set of volley-counter-volley. Both the other customer 

and Gittes don't think much of the other. Gittes shows that he is 

neither embarrassed by what he does nor by having it all over the 

paper. The other customer is embarrassed as he evades Gittes question.

 OTHER CUSTOMER

 No, you have a press agent do it.

 Gittes gets out of the chair. Barney, a little

               concerned, tries to restrain him, holding onto the  

               barber sheet around Gittes' neck.

>>> Gittes response shows that he is touchy at the implication that 

he is a publicity seeker.

 GITTES 

 Barney, who is this bimbo? He a

 regular customer?

 BARNEY 

 Take it easy, Jake.

>>> Gittes implies that Barney should take his side as, unlike 

Gittes, the other customer is not a regular customer.

 GITTES

 Look, pal -- I make an honest 

 living. People don't come to 

 me unless they're miserable and

 I help 'em out of a bad situation. 

 I don't kick them out of their 

 homes like you jerks who work in 

 the bank.

 BARNEY 

 Jake, for Christ's sake.

>>> Gittes justifies himself while Barney tries to defuse the 

situation.

 56   Gittes is trying to take off his sheet.

 GITTES

 C'mon, get out of the barber chair. 

 We'll go outside and talk this 

 over --

 The Customer is shrinking back into the chair.

>>> Gittes challenged the other customer, who has no stomach for a 

 BARNEY

 Hey, c'mon, Jake. Sit down. Sit 

 down -- you hear about the fella 

 goes to his friend and says, 

 'What'll I do, I'm tired of 

 screwing my-wife?' and his 

 friend says, 'Whyn't you do 

 what the Chinese do?'

>>> Barney continues to try and diffuse the situation

 Gittes allows himself to be tugged back to his chair.

 GITTES

 I don't know how that got in the

 paper as a matter of fact - it

 surprised me it was so quick.

 I make an honest living.

 BARNEY

 'Course you do, Jake.

 GITTES 

 An honest living.

 BARNEY 

 (continuing) 

 So anyway, he says, 'whyn't you 

 do what the Chinese do?'

>>> Gittes is too defensive, which indicates that he likely has his 

own doubts about what he does for a living. Barney continues to 

defuse.

What I learned is that non-verbals constitute a form a dialogue and 

that one can show inner conflict by having a character protest too 

much.

dialogue from aliens

ON VASQUEZ  wired and intense.

 VASQUEZ

 All right, we can't blow the fuck

 out of them...why not roll some

 canisters of CN-20 down there.

 Nerve gas the whole nest?

 HUDSON

 Look, man, let's just bug out and

 call it even, okay?

 RIPLEY

 (to Vasquez)

 No good.  How do we know it'll

 effect their biochemistry?  I say

 we take off and nuke the entire

 site from orbit.  It's the only

 way to be sure.

 BURKE

 Now hold on a second.  I'm not

 authorizing that action.

 RIPLEY

 Why not?

 Burke senses the challenge in her tone and backpedals

 flawlessly into conciliatory mode.

 BURKE

 Well, I mean...I know this is an

 emotional moment, but let's not

 make snap judgments.  Let's move

 cautiously.  First, this physical

 installation had a substantial

 dollar value attached to it --

 RIPLEY

 They can bill me.  I got a tab

 running.  What's second?

 BURKE

 This is clearly an important

 species we're dealing with here.

 We can't just arbitrarily

 exterminate them --

 RIPLEY

 Bullshit!

 VASQUEZ

 Yeah, bullshit.  Watch us.

 HUDSON

 Maybe you haven't been keeping up

 on current events, but we just got

 out asses kicked, pal!

 Ripley faces Burke squarely and she's not pleased.

 RIPLEY

 Look, Burke.  We had an agreement.

 Burke moves in, lowering his voice.  He takes her aside

 from the others.

 BURKE

 I know, I know, but we're dealing

 with changing scenarios here.  This

 thing is major, Ripley.  I mean

 really major.  You gotta go with

 its energy.  Since you are the

 representative of the company who

 discovered this species your

 percentage will naturally be

 some serious, serious money.

 Ripley stares at his like he's a particularly

 disagreeable fungus.

 RIPLEY

 You son of a bitch.

 BURKE

 (hardening)

 Don't make me pull rank, Ripley.

 RIPLEY

 What rank?  I believe Corporal Hicks

 has authority here.

 BURKE

 Corporal Hicks!?

 RIPLEY

 This operation is under military

 jurisdiction and Hicks is next in

 chain of command.  Right?

 HICKS

 Looks that way.

 Burke starts to lose it and it's not a pretty sight.

 BURKE

 Look, this is a multimillion

 dollar operation.  He can't make

 that kind of decision.  He's just

 a grunt!

 (glances at Hicks)

 No offense.

 HICKS

 (coolly)

 None taken.

 (into mike)

 Ferro, you copying?

 FERRO

 (voice over; static)

 Standing by.

 HICKS

 Prep for dust-off.  We're gonna

 need an immediate evac.

 (to Burke)

 I think we'll take off and nuke

 the site from orbit.  It's the

 only way to be sure.

 He winks.  Burke looks like a kid whose toy has been

 snatched.

 BURKE

 This is absurd!  You don't have

 the authority to --

 CLACK!  The sound of a rifle bolt snapping home

 truncates his rant.  Vasquez has a pulse-rifle cradled,

 not exactly aimed at Burke but not exactly aimed away

 either.  Her _expression is masklike.  End of discussion.

 Ripley sits behind Newt, putting her arm around her.

 RIPLEY

 We're going home, honey.

From Moonstruck:

BOBO IS CLEARING THE REMAIN5 OF MR. JOHNNY'S DINNER.  He's already cleared Loretta's.

BOBO

How's things?

LORETTA

Fine, Bobo.  We'll take the check.

I love this because it points up Loretta and Johnny's usual relationship--she's in charge...

MR. JOHNNY

No, I want to see the dessert cart.

...But for once, Johnny makes a decision

BOBO

Very good.

Bobo goes.  Loretta is surprised.

LORETTA

You never have dessert.

MR. JOHNNY

Never is a long time.

Mr. Johnny is uneasy.  He massages his head.

LORETTA

What's the matter?

MR. JOHNNY

My scalp is not getting enough blood sometimes.

This is so goofy, but it helps to characterize him.  He's a very superstitious guy with some odd ideas.

Loretta looks at him strangely.  Bobo rolls up the dessert cart.  WE SEE Loretta and Mr. Johnny through the frame of the dessert cart.  They turn and look at the desserts.

MR. JOHNNY

Have Something.

LORETTA

I shouldn't.

MR. JOHNNY

Will you marry me?

Of course, after all the build-up, he ends up just blurting it out.

LORETTA

What?

MR. JOHNNY

Will you marry me?

LORETTA

Bobo, take the cart away.

Again, Loretta's in charge.

He does.

LORETTA

(continuing)

Are you proposing marriage to me?

MR. JOHNNY

Yes?

He's not too sure about this!

LORETTA

You know I was married and that my husband died.  But what you don't know is I think he and I had Bad Luck.

I love this because it sounds kind of corny and hard to believe, but it gives a surprising twist to her character.  Up to now, she's been shown as the level-headed, logical one in her family and neighborhood.  But she believes in Bad Luck.

MR. JOHNNY

What do you mean?

LORETTA

We got married at the City Hall and I think it gave bad luck the whole marriage.

MR. JOHNNY

I don't understand.

LORETTA

Right from the start we didn't do it right.  Could you kneel down?

MR. JOHNNY

On the floor?

LORETTA

Yes, on the floor.

MR. JOHNNY

This is a good suit.

LORETTA

I helped you buy it.  It came with two pairs of pants.  It's for luck, Johnny.  When you propose marriage to a woman, you should kneel down.

I love this!  The fact that she's the one who helped him buy his suit (the implication is he wouldn't be able to do it on his own) and that it came with two pairs of pants not only characterizes Loretta and Johnny, but the culture as well.

MR. JOHNNY

Alright.

Mr. Johnny slowly gets out of his chair.  There's not enough room for him to kneel down.  He has to ask two off-duty PRO WRESTLERS who are eating dinner to move their chairs.  They do so with bemused expressions.  Their names are BOB and MOOK.

SHY WAITER BRINGS PERRY A FRESH GLASS OF VODKA 

ASKS THE SHY WAITER

PERRY

Is that man praying?

MR. JOHNNY ON HIS KNEES ADDRESSES LORETTA

JOHNNY

So.  Wi11 you ma...

LORETTA

(interrupting)

Where's the ring?

Again, Loretta's in charge!

MR. JOHNNY

(at a loss)

The ring?

BOB AND MOOK ARE WATCHING MR. JOHNNY'S PERFORMANCE

They are deadpan mugs.

BOB

(to Mr. Johnny)

A ring.  That's right.

MOOK

I woulda sprung for a ring if it

was me.

BOBO AND EDDIE STAND NEAR THE KITCHEN WATCHING

BOBO

She's got him on his knees.  He's ruining his suit.

LORETTA AND MR. JOHNNY

LORETTA

You could use your pinky ring.

MR. JOHNNY

I like this ring.

LORETTA

You propose to a woman you should offer her a ring of engagement.

Mr. Johnny takes off the ring and holds it out to her.

MR. JOHNNY

Loretta.  Loretta Castorini Clark.

On my knees.  In front of all these people.  Will you marry me?

She meekly accepts the ring from him and takes his hands.

LORETTA

Yes, Johnny.  Yes, John Anthony Cammareri.  I will marry you.  I will be your wife.

Mr. Johnny slowly stands up, brushes off his knees.  The restaurant has fallen utterly silent.  Loretta smiles.  They embrace.  Loretta kisses him quickly.

Moonstruck is one of my all-time favorite movies.  I have the tape and love to watch it over and over.  I come from a New York (Brooklyn) Italian family and this movie shows the culture so well.

What I learned from this assignment is to think about what I'm enjoying in a movie when I'm enjoying it.  Also, that dialogue is an excellent way to show character. 

Dialogue Scene from Shakespeare in Love

These are a couple of the early scenes.

INT. DE LESSEPSES' HOUSE. VIOLA'S BEDROOM. NIGHT.

 The NURSE is undressing her, though VIOLA tries 

 intermittently to push her away. She is still bright with 

 excitement.

 VIOLA

 Did you like Proteus or Valentine 

 best? Proteus for speaking, Valentine 

 for looks.

(WE CAN SEE ALREADY THAT VIOLA IS AN EXPERT ON PLAYS)

 NURSE

 I liked the dog, for laughs.

(ALTHOUGH THE NURSE DIDN'T HEAR THE COMMENT HERSELF, THIS REFERS BACK TO THE FACT THAT ALL PEOPLE WANT IN THEIR ENTERTAINMENT IS 'LOVE AND A BIT WITH A DOG'  EVEN IN SHAKEPEARE'S TIME THERE'S ARGUMENT OVER HIGHBROW VS LOWBROW)

 VIOLA

 But Silvia I did not care for much. 

 His fingers were red from fighting and 

 he spoke like a schoolboy at lessons. 

 Stage love will never be true love 

 while the law of the land has our 

 heroines played by pipsqueak boys in 

 petticoats! Oh, when can we see 

 another?

(THIS IS GREAT FORESHADOWING -- VIOLA AND NOT A 'PIPSQUEAK BOY' WILL GET TO PLAY ONE OF THE GREATEST HEROINES OF ALL TIME)

 NURSE

 When the Queen commands it.

 VIOLA

 But at the playhouse. Nurse?

 NURSE

 Be still.

 Now the NURSE is cleaning VIOLA'S ears, one by one, of 

 course. She has an ear-cleaning implement for this. VIOLA 

 submits.

(CLEANING OUT HER EARS IS GOOD SUBTEXT FOR THE OVERALL THEME OF PLAYWRIGHTS AND THEIR PLAYS)

 NURSE (CONT'D)

 Playhouses are not for well-born 

 ladies.

 VIOLA

 I am not so well-born.

(ANOTHER CLUE THAT SHE WILL DO SOMETHING UNLADYLIKE AND RASH)

 NURSE

 Well-monied is the same as well-born 

 and well-married is more so. Lord 

 Wessex was looking at you tonight.

(A MAJOR SUBPLOT CONCERNING VIOLA'S HER MARRIAGE TO LORD WESSEX IS INTRODUCED)

 VIOLA

 All the men at court are without 

 poetry. If they look at me they see my 

 father's fortune. I will have poetry 

 in my life. And adventure. And love. 

 Love above all.

(HERE WE LEARN OF HER NATURAL INCLINATION FOR BAD BOYS WHO WRITE AWESOME POETRY)

 NURSE

 Like Valentine and Silvia?

 VIOLA

 No . . . not the artful postures of 

 love, but love that over- throws life. 

 Unbiddable, ungovernable, like a riot 

 in the heart, and nothing to be done, 

 come ruin or rapture. Love like there 

 has never been in a play.

 (beat)

 I will have love or I will end my days 

 as a . . .

(AND HERE IS A FORESHADOWING OF THE BET ABOUT LOVE THAT QUEEN ELIZABETH SETS INTO MOTION AND THAT WILL SHAKESPEARE WINS BY VIRTUE OF HIS PLAY 'ROMEO AND JULIET')

 NURSE

 As a nurse.

 VIOLA

 (kissing her)

 But I would be Valentine and Silvia 

 too. Good Nurse, God save you and good 

 night. I would stay asleep my whole 

 life if I could dream myself into a 

 company of players.

(HERE AGAIN IS GREAT FORESHADOWING -- VIOLA WON'T BE ABLE TO HAVE IT ALL.  WE AUDIENCE MEMBERS ALREADY SUSPECT THIS, ESPECIALLY THANKS TO HER USE OF THE PHRASE 'IF I COULD DREAM MYSELF INTO A COMPANY OF PLAYERS'.  HER INTERLUDE WITH THE PLAYERS AND PLAYWRIGHT WILL ULTIMATELY END UP LIKE A DREAM)

 VIOLA goes over to the window.

 INT. DE LESSEPSES' HOUSE. VIOLA'S BEDROOM. NIGHT.

 The NURSE thrusts a twig to her face.

 NURSE

 Clean your teeth while you dream, 

 then.

(THE NURSE IS FORBIDDING VIOLA TO DREAM, BUT SHE IS URGING HER TO BE PRACTICAL)

 Automatically, VIOLA takes the twig and begins brushing 

 her teeth, all the while looking downriver towards the 

 Rose. The NURSE attends her with a beaker of water, and a 

 bowl.

 NURSE (CONT'D)

 Now spit

       VIOLA gazes longingly towards the Roseâ¬₦ And, there and 

       VIOLA gazes longingly towards the Roseâ€¦ And, there and 

       then, she makes a plan.

       then, she makes a plan.

(BUT WE KNOW SHE WON'T TAKE THE NURSE'S ADVICE)

(BUT WE KNOW SHE WON'T TAKE THE NURSE'S ADVICE)

       EXT. SQUARE IN FRONT OF THE ROSE THEATRE. DAY.

       EXT. SQUARE IN FRONT OF THE ROSE THEATRE. DAY.

       HENSLOWE is making his way from the theatre to⁴桥⁭慲

o the market 

 place when FENNYMAN and LAMBERT appear at either shoulder 

 and propel him back the way he came. FREES follows 

 behind.

 FENNYMAN

 This time we take your boots off!

(THIS REFERS BACK TO THE FIRST SCENE, WHERE THE MONEYMEN TORTURE HENSLOWE OVER {WHAT ELSE???} MONEY.  NOW THEY'RE REALLY GOING TO GET DOWN TO BUSINESS)

 HENSLOWE

 What have I done, Mr. Fennyman?

 FENNYMAN

 The theatres are all closed by the 

 plague!

(AND THEY'RE BLAMING HENSLOWE FOR SOMETHING THAT'S COMPLETELY OUT OF HIS CONTROL!)

 HENSLOWE

 Oh, that.

 FENNYMAN

 by order of the Master of the Revels!

 HENSLOWE

 Mr. Fennyman, let me explain about the 

 theatre business.

 (they stop)

 The natural condition is one of 

 insurmountable obstacles on the road 

 to imminent disaster. Believe me, to 

 be close by the plague is a bagatelle 

 in the ups and downs of owning a 

 theatre.

(THIS IS A GREAT SPOOF ON MODERN DAY MOVIEMAKING)

 FENNYMAN

 So what do we do?

 HENSLOWE

 Nothing. Strangely enough , it all 

 turns out well.

(AGAIN, THE WAY A LOT OF BUSINESS IS DONE IN HOLLYWOOD SINCE 'NO ONE KNOWS ANYTHING')

 FENNYMAN

 HENSLOWE

 I don't know. It's a mystery.

(THIS BECOMES A GREAT CATCHPHRASE THROUGHOUT THE MOVIE)

 LAMBERT

 (dumbly)

 Should I kill him, Mr. Fennyman?

 At this point din is heard in the background. a 

 messenger, ringing a bell, is running though the street.

 MESSENGER

 The theatres are reopened. By order of 

 the Master of the Revels, the theatres 

 are reopened

 FENNYMAN is intrigued.

 FREES

 Mr. Fennyman! Mr. Tilney has opened 

 the playhouses.

 FENNYMAN

 Yes I heard.

 HENSLOWE plays his temporary advantage modestly, 

 shrugging himself free of LAMBERT'S grip.

(JUST LIKE HOLLYWOOD, ONE MINUTE YOU'RE DOWN IN THE PITS AND THE NEXT YOU'RE MIRACULOUSLY SCALING THE HEIGHTS)

 HENSLOWE

 (to LAMBERT)

 If you wouldn't mind

 HENSLOWE continues on his way. FENNYMAN watches HENSLOWE, 

 curious.

 FENNYMAN

 Where is the play?

 HENSLOWE

 Oh, it's coming, it's coming.

(IF HE CAN ONLY GET HIS PLAYWRIGHT TO GET MOVING)

 INT. WILL'S ROOM. DAY.

 It is. WILL is writing furiously. A burnt-down candle is 

 still alight, although it is day outside the window. He 

 has been writing all night. He has written about ten 

 pages. Pleased with himself and excited, he gathers them 

 up and leaves the room like a man with a mission.

 EXT. WILL'S HOUSE. DAY.

 Leaving the house, pages in hand, WILL nearly knocks down 

 HENSLOWE who has come to see him.

 HENSLOWE

 Will! The theatres are

 Before he can finish, WILL brandishes the pages in his 

 hand.

 Romeo and Rosaline. Scene One! God, 

 I'm good!

 HENSLOWE

 Rosaline? You mean Ethel.

(ALREADY THE CHANGES TO THE PLAY ARE BEGINNING)

 WILL has gone.

Going through the script slowly, line by line, I could see even more clearly what a great, multilayered piece of writing this is.  What made it so much fun is the fact that the more things change, the more they remain the same as far as dealing in entertainment for the masses goes.  So many threads are set up at this early stage of the game and yet it never ceases to be entertaining, lively fun.  Obviously it pays to be thoroughly aware of your main plot, subplots, theme and everything else in your script as you go along.  It's clear the writers here were thorougly steeped in every detail of character, setting, and story.  There's nothing extraneous, nothing that doesn't relate to something else.  This is really great writing all around.

Dialogue scene from Shawshank Redemption

86 2ND TIER 86

Norton arrives, makes a thin show of picking a cell at random.

He motions at Andy on his bunk, reading his Bible. The door is

unlocked. Norton enters, trailed by his men. Andy rises.

 Good evening.

====>Character: Andy doesn't see himself as a convict.  He continues to

practice good manners to maintain the illusion that he is not totally

cut off from civilisation.

Norton gives a curt nod.

====> Counter-attack, Norton is above that.   he does pretend.

Hadley and Trout start tossing the

cell in a thorough search. Norton keeps his eyes on Andy,

looking for a wrong glance or nervous blink. He takes the

Bible out of Andy's hand.

 NORTON

 I'm pleased to see you reading

 this. Any favorite passages?

====>  Attack:  The bible is Norton's domain.  He is challenging Andy.

 "Watch ye therefore, for ye know not

 when the master of the house cometh."

====> Counter-attack:  Andy's not bad with them chapters and verses.

Misdirection 1: Andy fakes a religious interest in the bible which in

fact hides his rock-hammer.

Misdirection 2: Andy pretends to be meek.

Misdirection 3: Andy is testing Norton.

Subtext:  Andy's making fun of Norton.

 NORTON

 (smiles)

 Luke. Chapter 13, verse 35. I've

 always liked that one.

====> Character: Norton is too dumb to notice he is being made fun of.

Funnily enough, the exact reference to the verse Andy quotes is Mark

13:35.

 (I actually checked it to decide whether Norton really knew his

stuff) and not Luke.  Close enough for government work I guess.

===> Character:  Norton wants to impress Andy.

 (strolls the cell)

 But I prefer: "I am the light of

 the world. He that followeth me

 shall not walk in darkness, but

 shall have the light of life."

====> Character/subtext: Norton is so full of it.  He sees himself as a

Christ figure whose mission is to bring the light of life to the

inmates.  Self-righteous bastard.

 John. Chapter 8, verse 12.

====> Character:  Andy is smooth.  And methodical.  (I checked the

reference and it's correct ;-))  If he is going to carry a bible with

him, he's got to convince his entourage he is reading it.

 NORTON

 I hear you're good with numbers.

 How nice. A man should have a skill.

===> Character:  Norton is derisive.

 HADLEY

 You wanna explain this?

Andy glances over. Hadley is holding up a rock blanket, a

polishing cloth roughly the size of an oven mitt.

 It's called a rock blanket. It's

 for shaping and polishing rocks.

 Little hobby of mine.

Mislead:  Andy's digging a tunnel.

Hadley glances at the rocks lining the window sill, turns to Norton.

 HADLEY

 Looks pretty clean. Some contraband

 here, nothing to get in a twist over.

Norton nods, strolls to the poster of Rita.

 NORTON

 I can't say I approve of this...

====> Subtex - irony: Of course not.  It's hiding the entrance to the

tunnel.

 (turns to Andy)

 ...but I suppose exceptions can

 always be made.

Norton exits, the guards follow. The cell door is slammed and

locked. Norton pauses, turns back.

 NORTON

 I almost forgot.

He reaches through the bars and returns the Bible to Andy.

 NORTON

 I'd hate to deprive you of this.

 Salvation lies within.

====> Dubtext - Irony:  "Salvation" has of course two meanings.  All

this is hidden from the viewer until the end.  You can only appreciate

this scene second time around as the true meaning of the dialogue is

revealed. That's what makes you want to watch the movie again.

Norton and his men walk away.

What I learned from this assignment:

1) I find it interesting to read what other participants find is good

dialogue. They often notice things I don't.

2) How simple and, on the surface, innocuous lines of dialogue in fact

work at many levels.

3) Attack-counter attack can be beneath the surface.  It doesn't have to be "in your face".

"THE USUAL SUSPECTS"  

Written by Christopher McQuarrie 

 INT. CELL BLOCK

 Keaton is brought in to a holding where he joins 

 Fenster,Hockney, Verbal, and McManus. He sits in a 

               corner and keeps to himself.

 Fenster is in mid-tirade.

 FENSTER

 Somebody should do something. What 

 is this shit - getting hauled in 

 every five minutes? Okay, so I did a 

 little time, does that mean I get 

 railed every time a truck finds its 

 way off the planet?

 McManus is silently staring at Keaton, who sits on a 

               bench, looking away.

 HOCKNEY

 These guys got no probable cause.

 FENSTER

 You're fuckin' A right, no P.C. Well 

 screw P.C. No right. No goddamn right.

 You do some time, they never let you 

 go.  Treat me like a criminal, I'll 

 end up a criminal.

 HOCKNEY

 You are a criminal.

 FENSTER

 Why you gotta go and do that? I'm 

 trying to make a point.

 KEATON

 Then make it. Christ, you're making 

 me tired all over.

 McManus looks at Keaton.

 MCMANUS

 I heard you were dead, Keaton.

 KEATON

 You heard right.

 Note: Opening salvo in the war of words btwn Keaton and 

McManus. Of course,we know Keaton's dead...we saw him shot in the 

opening sequence...we want to know WHY he died.  This scene in the 

holding cell and the intro of these five characters makes us want to 

know how we got to the point at the beginning of the film.  

Anticipation to find out where this is going.

 HOCKNEY

 The word I got is you hung up your 

 spurs, man. What's that all about?

 Note: now Hockney is getting into the fray.  These guys know 

a lot about each other.  Hockney's character is the 'funny' guy--

language is more colorful, expressive.

 MCMANUS

 What's this?

 HOCKNEY

 Rumor has it, Keaton's gone straight -

 cleaning house. I hear he's tapping 

 Edie Finneran.

 MCMANUS

 HOCKNEY

 She's a heavy-weight criminal lawyer 

 from uptown. Big-time connected. She 

 could erase Dillinger's record if 

 she tried. I hear she's Keaton's 

 meal ticket.

 (To Keaton)

 Is it true?

 MCMANUS

 What about it, Keaton?  You a lawyer's 

 wife. What sort of "retainer" you 

 giving her?

 Keaton shoots McManus a fiery glare.

 FENSTER

 I'd say you've gotten on his main 

 and central nerve, McManus.

 KEATON

 Do your friend a favor, Fenster, 

 keep him quiet.

 NOTE: All Keaton wants is to be left alone, but these other

 characters are not about to let that happen.

 MCMANUS

 You're clean, Keaton? Say it ain't 

 so.  Was it you that hit that truck?

 FENSTER

 Forget him. It's not important. I 

 was trying to make a point.

 KEATON

 (Ignoring McManus)

 This whole thing was a shakedown.

 MCMANUS

 What makes you say that?

 KEATON

 How many times have you been in a 

 line-up? It's always you and four 

 dummies. The P.D. pays homeless guys 

 ten bucks a head half the time. No 

 way they'd line five felons in the 

 same row. No way. And what the hell 

 is a voice line-.up? A public defender 

 could get you off of that.

 FENSTER

 So why the hell was I hauled in and 

 cavity searched tonight?

 KEATON

 It was the Feds. A truck load of 

 guns gets snagged, Customs comes 

 down on N.Y.P.D. for some answers - 

 they come up with us. They're grabbing 

 at straws. It's politics - nothing 

 you can do.

 NOTE: Again, Keaton tries to stay out of things, "nothing you

 can do".

 FENSTER

 I had a guy's fingers in my asshole 

 tonight.

 HOCKNEY

 Is it Friday already?

 FENSTER

 Fuck you. I'11 never shit right again. 

 So who did it? Own up.

 KEATON

 I don't want to know.

 MCMANUS

 Nobody asked you, workin'-man.

 HOCKNEY

 Fuck who did it. What I want to know 

 is, who's the gimp?

 ALL EYES suddenly turn on Verbal. He has been quietly 

 listening the whole time without uttering a word.

 KEATON

 He's alright.

 NOTE: Keaton's involved now.  Verbal's presence finally 

drags him into it.  He could have remained silent, but he vouches for 

Verbal.

 HOCKNEY

 How do I know that? How about it,

 pretzel-man? What's your story?

 KEATON

 His name is Verbal Kint. I thought 

 you guys knew him.

 NOTE: Keaton defends Verbal, answers for him.  We think that 

maybe Keaton isn't really one of these guys--he shows some 

kindness.

 MCMANUS

 Verbal?

 VERBAL

 Roger really. People say I talk too 

 much.

 HOCKNEY

 Yeah, I was gonna tell you to shut 

 KEATON

 We've met once or twice. Last time 

 was in...

 VERBAL

 County. I was in for fraud.

 KEATON

 You were waiting for a line-up then, 

 too.  What happened with that?

 VERBAL

 I walked. Ninety days, suspended.

 HOCKNEY

 So you did it?

 VERBAL

 To your mother's ass.

 NOTE: Another side of Verbal--maybe he's not as 'lame' as he 

 appears.

   

 Verbal looks away from Hockney, awaiting a violent 

response. Everyone slowly starts to laugh. Hockney looks as if 

he is about to boil in his own skin.

 KEATON

 (To Hockney)

 Let it go.

 Verbal smiles at Keaton appreciatively.

 McManus stands and walks to the toilet in the corner 

of the cell. He starts taking a leak;

 MCMANUS

 Look, we've all been put out by this, 

 I figure we owe it to ourselves to 

 salvage a little dignity. Now Fenster 

 and I got wind of a possible job -

 KEATON

 Why don't you just calm down'

 NOTE:

 Keaton still wants to stay out of things.  Wants to 

get back to his new life...

 HOCKNEY

 What do you care what he says?

 MCMANUS

 Yeah, I'm just talking here, and 

 Hockney seems to want to hear me 

 out. I know Fenster is with me -

 (TO VERBAL)

 How about you, guy?

 McManus finishes pissing.

 VERBAL

 I'm interested, sure.

 MCMANUS

 There, so you see, I'm going to 

 exercise my right to free assembly.

 McManus taps the bars of his cell and the others 

LAUGH.

 KEATON

 I'm not kidding. Shut your mouth.

 MCMANUS

 You're missing the point.

 KEATON

 No, you're missing the point. Shut 

 up. I don't want to hear anything 

 you have to say. I don't want to 

 know about your "job". Just don't 

 let me hear you. I want nothing to 

 do with any of you. 

 (BEAT)

 I beg your pardon but all of you can 

 go to hell.

 MCMANUS

 Dean Keaton, gone the high road. 

 What is the world coming to?

 NOTE: McManus and Keaton really don't care for each other.  

Attacking. 

 McManus and Keaton stare at one another for a long 

and tense moment. Finally McManus turns to the others.

 MCMANUS

 Forget him then.

 (Whispering)

 Now I can't talk about this here in 

 any detail, but listen up...

 Everyone but Keaton gravitates toward McManus's cell 

as he begins to speak in low, hushed tones.

 VERBAL (V.O.)

 And that was how it began. The five 

 of us brought in on a trumped-up 

 charge to be leaned on by half-wits. 

 What the cops never figured out, and 

 what I know now, was that these men 

 would never break, never lie down, 

 never bend over for anybody.... 

 Anybody.

 What I learned from this is really well-written dialogue 

pulls you into the story, helps define the personalities of the characters, and either sets new action in motion or carries earlier action along as it goes.
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