Directing
-above all skills needed to be a director, is the need to be a down to earth doer

-a screenplay needs to be thoroughly felt, comprehended, and believed in

-a director must have an understanding how to fulfill the intellectual, psychological, and emotional needs of an audience

-he must understand the actor’s frame of reference and the various states of consciousness the actor must control

-must make each individual working on the project feel valuable to the whole

-self-knowledge, humility, and the toughness to be a good leader are all necessary characteristics

-patience, perseverance, and faith in self that distinguishes craftsman and artists

-the newcomer cannot help but underestimate the filmmaking process

-a script is always a literary blueprint that by its nature is unfulfillable except through intelligent (which means flexible) translation

-all low-budget productions must set different priorities and proceed differently than the studio system
-you must travel by a road that uses trial and error as a developmental process

-the director must in turn be ready to adapt and transform the script to capitalize on cast members’ individual potential

-the low-budget filmmaker enters the fray as a guerilla combatant using cautious, oblique, and experimental tactics.  This principle of organic, mutual accommodation must be accepted so that the rest of the process follows logically and naturally

-the film director’s main and often misunderstood task is to remove a myriad of psychological obstacles.  Effective screen acting lies in being relaxed, honest to the emotions, able to over come common misconceptions

-even common psychological defenses are a major obstacle to naturalness

-the novice feels he must produce something heightened to deserve attention and to entertain the audience.  This kind of player, instead of simply being, tries to discharge his responsibility onscreen by signifying, or telegraphing thought and emotion, and activity so thought-laden and artificial that it precludes any true experiencing.

-he becomes a self-conscious and disunited being; one part of him performing and another anxiously watching and planning the next phase of the performance

-modern audiences now expect screen characters to be no less natural than their realistically photographed settings

-we have come to expect real people on the screen in real settings behaving realistically

-given the screen’s bias towards verisimilitude, realistic performances should be the student director’s first goal
-the best actors seem to come from strong theatre backgrounds, where the continuity of performance and the closed loop of communication with an audience guide and instill confidence in the actor’s instincts

-acting for the camera is like being watched by a voyeur.  The camera sees everything, spying at close range 
-searching within for an “unpopular” emotion, the actor may confront an aspect of himself he finds hateful

-a far-ranging, “effortless” performance onscreen will be the result of an extraordinarily disciplined mind drawing widely on its owner’s emotional experience

-a cinema does not really go to see the film, it goes to see into itself, or more precisely, to imagine
-to participate in a structured, waking, and intensely personal dream

-film at its best, with its hypnotic appeal to the senses, has also been constantly likened to dreams and dreaming
-an art form must not just give us sight and sound, it must evoke our imaginative co-creation

-films seem to connect us to the mythological, to the human traditions constructed over time that unfailingly stir us at the deepest levels

-any progressive cinema form must work to activate the audience’s imagination, opening up interior spaces to be filled from the hearts and minds of the viewers

-here we are talking about richness and ambiguity in character and theme, and of a cinematic language that must further develop to show less and imply more so it can direct the audience toward something of greater worth than the superficial and the sensational.  We are talking about looks, glances, averted profiles, turned backs, enigmatic silences, the suggestive voices of nature, and of primeval landscapes inhabited or abandon by humans.  We are talking of a cinema with the power to make us conscious of what exists at the dim edges of our perception, or beyond

-the more the cinema encourages the audience to bring its own experience and its own buried culture to what is on the screen, the more it will offer the emotional release of music and match the intellectual power of literature
Preproduction

On the Screenplay
-one needs to avoid spreading oneself to thin

-if you must write and direct you own film, make it a short one

-in a story of your own that you strongly believe in, allow much time and effort for the writing process, and repeatedly seek out touch criticism.  This is really exposing your hypothetical film to an audience for its reactions

-you film must embody some issue with which you identify

-the object is to produce a film that is neither a confessional nor a lesson, but a film dealing in a suitably displaced way with something you really care about and through which you can express concern for others.  This is the key to communicating with an audience

-one’s validity as a storyteller lies with the resulting scars

-the emphasis should be upon some corner of existence that reflects what it feels like to be alive and alive now, what it is perhaps that afflicts us or binds us in compassion and empathy for each other

-ideally you should find a film subject that is inviting because you want to learn more about it

-writers write to discover what they truly think, feel, and know

-filmmaking demands both creation and contemplation, an outward doing, and an inner growth

-a well written script is purposely a minimal blueprint.  The astute scriptwriter leaves a great deal unspecified.  A screenplay therefore consists of dialogue, very sparse stage directions, and equally brief remarks on character, locations, and behavior (initially there will be no directions for camerawork or editing)

-the reader must supply what is missing from his imagination

-the screenplay is a verbal blueprint designed to seed a nonliterary, organic, and experiential process.  A screenplay also gives no ready access to the thematic intentions behind the writing 

Screenplay Format
1. Each scene begins with a full page-width capitalized scene heading that lists


-number of the scene


- interior or exterior


-location


-main characters involved


-time of day or night

2. Body copy (action description, mood setting, stage directions) is double-spaced away from scene headings and dialogue, and runs the width of the page

3. All character names outside dialogue are capitalized

4. Dialogue sections are


-within narrow margins


-preceded and followed by a double space


-headed by the speaker’s name in capitals and centered


-accompanied when strictly necessary by stage directions inside brackets

5. Shot transitions like “Cut to, “Dissolve,” used only when strictly necessary, placed flush left or flush right

-good screen drama is primarily behavioral

-after first reading a screenplay, examine the imprint it left on you


-what did it make you feel?


-who did you care about?


-who did you find interesting?


-what does the piece seem to be dealing with under the surface events?

-note down those impressions, and read the screenplay several more times looking for evidence of what you picked up


-what is the screenplay trying to accomplish


-how is it accomplishing its intentions?

-make a list of scenes, giving each a brief functional description

-this should give you a much clearer idea of the intended film’s dramatic language
-because a screenplay is a blueprint, not a literary narrative, it is important to exclude embellishment, it should not be over written

-a good screenplay:


-doesn’t include any author’s direct thoughts, instructions, or comments


-avoids qualifying comments and adjectives that will too precisely condition what the reader imagines


-leaves most behavior to the reader’s imagination and instead describes its effect


-never gives instructions to actor unless a line or action would be unintelligible without them


-contains little or no camera or editing instructions

-the experienced screenwriter is an architect supplying the shell for a building knowing that the occupant will build his own walls and interiors, and select his own color and furnishings.  The inexperienced screenwriter feels compelled to specify everything done to the doorknobs and the pictures on the wall.  This makes the building uninhabitable to everyone but himself
-very detailed descriptions condition your reader to anticipate particular hard-edged results

-an open script challenges cast members to input their own input

-to challenge actors means to getting each to work from his own, different, and distinct personal identity

-the good screenplay leaves the director and players to work out how things will be said and done

-the good screenplay is still predominately concerned with behavior, action, and reaction.  It avoids static scenes where people talk about what they feel

-screen drama must be structured so that characters’ inner thoughts, and emotions communicate to outsiders through the characters’ outwardly visible behavior.  Drama is doing.  What matters on the screen is what people do

-a simple test of a script’s screen potential is to ask how much of it the audience would understand with the sound turned off

-dialogue should be used when it is necessary, not as a substitute for action

-we judge an unknown person’s character by looking first at physical appearance, body language, clothes, and how the person wears them.  We look at the person’s belongings and surroundings, and watch how he or she handles common situations.  We begin to see background, formative pressures, assumptions, and associates
-most of all we draw conclusions about character from the moral quality of a person’s deeds.  Unexpected actions often modify or even subvert what has hitherto appeared to be true, perhaps totally contradicting what the person says and believes

-personal character is not just a product of personal history, it also is an active component in shaping a person’s destiny.  The astute dramatist is selective, showing only those acts, situations, and environments that will power the protagonists’ forward movement in the plot

-growth and change is the lifeblood of true drama

-what we need is a dynamic conception of character, one concerned with flux, movement, and mobilizing the potential for development

-a simple way of regarding character focuses upon a character’s will


-what is the character moving toward?


-what is this character moving away from


-what does this character want to get or do?


-what specifically is stopping him?


-how does he adapt to this obstacle in order to overcome it?

-the most vital function of the questions is in defining the phases of development in a single scene, moment by moment

-when you access a script’s potential, you should be able to extemporize on each main character’s volition and know every step of the way what he or she is trying to accomplish

-vital to any story is that at least one character grows and changes

-most important is that the main or “point of view” character goes through significant changes that add up to a growth in awareness

-at its most eloquent the screen is a behavioral medium, one that shows rather than tells

-if the issues reach only a verbal level it will need translating by the screenwriters into action 

-must be able to externalize as action, the conflict between the characters
-too little margin for imagination is stultifying; but too open, static, and empty a text may demand an undue level of inventiveness from the filmmaker

-every issue must find its counterpart in action of some kind.  It may be minimal facial action, it may be movement and activities of a revealing metaphorical nature, or it may be movement that the character thinks will cover rather than reveal his true feelings

-action is the manifestation of will

-will is frequently in conflict with what a character actually says.  Through contradictory speech or action a person reveals both his inner and outer dimensions, the conscious and the unconscious, the public and the private

-even between people who like each other there is always tension and conflict
-by rewriting a scene to include behavior, action, and interaction, one could prune the dialogue by 80 percent and end up with something animated by a lot more tensions

-in the cinema, dialogue follows the vernacular speech of the type of person depicted

-dialogue in movies is different from dialogue in life.  It is more succinct though just as informal and authentically “incorrect.”  It must also be written to allow for what the camera and the microphone make clear, to avoid getting redundant information

-each character should have his or her own dialogue characteristics; vocabulary, syntax, and verbal rhythms should be special and unlike another’s 
-good dialogue is hard to write, an art in itself

-in real life silences are often the real “action” during which extraordinary currents are flowing between the speakers

-good dialogue is really a form of action because each line aims to accomplish something.  It is active and structurally indispensable to the scene, never a verbal arabesque or explanation of what is visible

-the best way to assess dialogue is to repeat lines out loud.  Listen to the sound.  Is there a balance of words or sounds?  Can it be briefer?  Is what it hides interesting?  Does it carry a compelling subtext (that is, a deeper underlying connotation?  Does it promote calculation or emotional response in the listener?  Is it in character with the speaker?

-the plot of a drama is the logic and energy that drives the story forward, taking the audience’s interest with it.

-what makes the cinema so powerful is that the settings, moods, objects, and actions often function as metaphors for the hidden inner experiences of the main characters, or as a revealing arena for a particular issue

-symbols and symbolic action have to be artfully chosen.  Metaphoric settings, acts, and objects need to be organic, that is, drawn from the world in which the characters live.  They must not be imposed from outside or they can easily looked contrived

-though a screenplay shows that quality of the dialogue writing, it offers little about point of view, that is, what subjective attitudes and inferences remain to be conveyed through acting, camerawork, and editing

-in a step outline, the writer summarizes in short story, third-person, present tense form only what the audience will see and hear from the screen, allowing one numbered paragraph per sequence.  It should read as a stream of consciousness summation that never digresses into production details or into the author’s philosophy
-write no dialogue, just summarize in a few words each conversation’s subject and development

-each numbered sequence is a step in the story’s progression.  The step outline is a concession to the busy reader who wants a compact, narrative overview and is an extremely effective way of getting a bird’s eye view of the balance and progression of the material

-neither the screenplay, treatment, or step outline articulates the ideas underpinning the film’s dramatic structure and development.  This is directly defined in the dramatic premise.  This expresses the dramatic idea behind the scene or even behind the whole movie

The Director Prepares the Script
-since the screenplay is skeletal and open to a wide spectrum of interpretation, you need to further assess your script’s potential and to build upon it methodically and thoroughly 
-first impression are intuitive, so makes notes so that you have a reference once you become thoroughly familiar with all the details

-make a step outline showing each sequence’s function and define the film’s concept

-reread the script and determine what is given.  This is your hard information, which includes locations, time of day, character details, and words used by characters.  All these givens are fixed and serve as the foundations determining everything else

-what is visible (that is, in the script) allows the actor to infer and develop what is “below the water line” (the character’s biography, motives, volition, fears, ambitions, vulnerabilities, and so on)

-next, divide the script or treatment into workable units by location and scene.  This helps you to plan how each unit of the story must function and initiates the process of assembling a shooting script

-in storytelling, one is always looking for ways to create a sense of contrast, change, and development

-you should devise your screen presentation as if for a silent film.  This way you will tell your story cinematically rather than theatricality – through action, setting, and behavior rather than through dialogue exchanges

-the notion that every good text is a lifelike surface hiding deeper layers of meaning or subtext is invaluable.  Always search out the submerged stream of heightened significance flowing beneath life’s surface

-in life, people rarely deal directly with the true source of their tensions.  Instead what takes place is displacement
-intelligent drama exploits the way each character consciously or otherwise tries to control the situation, either to hide his underlying intentions and concerns, or should the occasion demand it, draw attention to them
-once we know the subtext, we can contrive behaviors for each character to indicate the contradictions between his inner world and his outward self-presentation

-ambivalence in the characters is the cinema audience’s main evidence of a characters hidden and underlying tensions.  When actors begin to act upon (not merely think about) their character’s conflicts and locked energies, scenes move beyond the linear, superficial notion of human interaction and we begin to truly feel the characters’ emotions

-the dramatic work now begins to imply the pressurized water table of human emotion below the aridly logical top surface

-the thematic purpose or “superobjective” of the piece describes the authorial objectives powering the work as a whole

-it is mandatory that you define a thematic purpose for a work in script form if you are to truly capitalize upon the script’s potential.

-a script’s thematic purpose is to some degree a subjective entity derived from the author’s outlook and vision.  In a work of some depth, neither the subtexts nor the thematic purpose are so fixed and limited that interpretive choices for the director and cast are fixed and limited

-whatever you choose as your thematic purpose, it must be articulated, consistent with the text, and eventually acceptable to your creative collaborators
-make a flow chart of the movie’s content, with each sequence as a block

-in the box name the scene, and under “contributes” write two or three lines to describe each scene’s dramatic contribution to the story line

-this goes further than the step outline because it is predominantly concerned with dramatic function rather than content.  What you write might be predominantly factual (information that is part of a larger exposition) character defining, or the building of mood and atmosphere

-you will be surprised how much you learn about its structure and its strengths

-among weaknesses to look for:


-expository scenes that are flat and static releases of information


-the repetition or delayed appearance of important factual information


-confusions in time progressions


-bunching of similar events or actions


-disappearances of important characters for long periods


-characters suddenly appearing to serve a limited dramatic purpose


-a lack of alternation in mood or environment


-excitement too early leading to anticlimax


-similarity (and therefore redundancy) in what some scenes contribute 


-multiple endings because of indecision over what the story must resolve

-another way to dig below a script’s surface is to graph out the changing emotional pressure or temperatures of each scene

-before you begin shooting, make a “barometric” chart for your whole film’s emotional dynamics.  It will not be easy because you will have to invent graphing coordinate to reflect the issues in your particular film, but again you will be surprised at how much your homework reveals

-a visual of this kind is useful for the clarity it brings to changes in the dominant emotions.  It shows the need to create distinct rising and falling emotional pressures within the characters, pinpoints where characters undergo major transitions, and focuses director and actor on the need to externalize these through action
-the concept of subjective and objective points of view is enormously important to sophisticated storytelling

-point of view is harder to shift in film because the camera records so impersonally and objectively
-acting to a series of clear goals within a scene is effective acting while acting to a generalized average is its enemy

Casting

-good casting contributes massively to the success of any film, but it is a process that beginning directors often do poorly

-the object of auditioning is to find out as much as you can about the physical, psychological, and emotional makeup of each potential cast member so you can commit yourself confidently to the best choices

-the director is concerned with a potential actor’s


-physical self (features, body language, movement, voice)


-innate character (confidence, outlook, reflexes, rhythm, energy, sociability, imprint made by life)


-intelligence (sensitivity to others, perceptiveness of environment, degree of self-exploration, and cultivation of tastes)


-grasp of acting (experience, concept of the actor’ role in drama, craft, knowledge)


-directability (interaction with others, flexibility, defenses, self-image)


-commitment (work habits, motivation to act, reliability)

-do not cast based on ideal notions of the character.  Make casting a developmental process
-the human presence on the screen is what most directly and continuously commands the audience’s attention

-the embarrassed newcomer settles to early and too easily for actors who look right

-inadequate casting arises from two main sources: lack of confidence in one’s right to search far and wide, and lack of knowledge about how to put actors through their paces in order to discover underlying potential

-actors well suited to specific part can always be found, but it takes ingenuity and diligence.  Never forget that your film’s credibility comes not from your film technique, but from how believable the human presence is upon the screen

-be direct and realistic about the project and about the unit’s level of experience

-it is patently reprehensible to exploit someone’s weaknesses for an audience’s amusement

-when you have multiple contenders for a lead part, try them out in different permutations so you can assess the personal chemistry each has with the others

-it is extremely important that actors who are cast to play lovers be tried out extensively with each other because antipathy could spell disaster

-review the overall advantages of each actor, taking into account:


-impact


-imprint on the part


-rhythms of speech and movement


-quickness of mind


-mimicry ability, especially if he is to maintain a regional or foreign accent


-voice quality (extremely important)


-capacity to hold on to both new and old instructions


-pattern of development, whether intuitive and immediate or slower and reflective


-commitment to the project and to acting as a profession


-patience with filming’s slow and disjunctive progress


-ability to enter and reenter an emotional condition for several takes and camera angles


-compatibility with other actors

Rehearsal and Development

-a much better word would be development
-in truth every piece of good theatre grows out of a radical and organic rehearsal process, even improvisatory theatre

-the director must understand the importance of tapping into the actors’ creativity
-allow time for development, truth has a value that transcends popularity

-encourage actors to use as much natural movement as they can both during the read through and subsequently, even though the primary force is upon the meaning of the words

-have a list of fundamental questions ready for the actors.  Give little or no direction; you want to see ideas and individuality each spontaneously brings to his role and to the piece.  Show that you expect actors to be partners in seeking to problems, for problem solving is at the heart of creativity

-be receptive to your actors’ input and individuality

-a touch pat of directing is holding on to important impressions during a rehearsal

-through probing questions you can guide the cast to discover what you may already know.  Learning becomes a two-way street

-asking challenging questions is always a more effective way of briefing and coordinating a group than simply reeling off instructions.  Orders, not least because of their authoritarian nature, are easily resisted or misunderstood

-people seldom forget what they discover for themselves

-focus upon the thematic purpose of the piece

-a theme represents an authorial system of values or beliefs that lies within the director’s interpretation of the screenplay.  Stating the thematic purpose of one’s piece really means defining the steps and focus of this argument

-telling a story is really a way of constructing a working model of one’s beliefs

-modest, solid, specific, and deeply felt aims are the most practical

-by taking a small truth and deeply investigating it, you can invest it with life and indicate larger truths of wider resonance.  A thoroughly absorbing and convincing microcosm will effectively create the macrocosm

-actors must learn no line until interpretations, meanings, and characters have been explored and agreed

-after the cast has some time to review the script
1. ask the players to discuss the purpose of the whole story

2. ask the cast to formulate the “backstory”

3. ask each actor to describe his character and to prepare a brief character biography

4. turn the cast’s attention to successive key scenes and ask the players to develop the subtext of each

5. ask the cast to review the main themes of the piece, say what you think is their hierarchy

On Acting

-the most useful knowledge any director can acquire apart from basic filmmaking is of acting

-most cinema demands realism of actors rather than the more stylized playing of the theatre.  Audiences expect screen characters no less credible than those in a documentary

-a thorough rehearsal process is the best assault on the obstacles that prevent an actor from relaxing.  Freedom from tension is what permits an actor to be instead of to perform

-the camera should capture life taking place just as it does in a documentary

-actions are the escape from this because doing is the gateway to being

-the paradox is that focus leads to relaxation, the kind that accompanies complete mental involvement

-the actor avoids paralyzing self judgment by maintaining a flow of physical tasks (think of all that compulsive house cleaning in the suburbs).  The experienced actor works hard to invent just the right action or task that resonates the character’s present state of mind

-the truest actions also release powerful, authentic emotion during performance

-a person’s body invariably expresses his or her state of mind to anyone who can read it

-remember out article of faith, that no inner state exists without outward evidence.  We show what we feel, and when an actor’s mind is correctly occupied, when his actions are appropriate, his body will unconsciously express all his character feels
-conversely, when an actor’s action feel false, it is either poorly chosen or he has lost focus.  The actor who loses focus (that is, stops experiencing his character’s thought and emotions), shows it in his whole physical being in everything he says and does

-in everyday life we carry on actions and relationships upon a foundation of assumptions about who we are and how we appear to others

-the film director’s work centers on reproducing the process and feel of real life

-actor and director must generate plenty of “business” or appropriate action while preparing each role

-to realistically be, you must have your attention fully occupied by your character’s thoughts, memories, inner visions, and outward actions

-unless desperate, the director should never step forward and demonstrate what he wants

-give your actor an external focus

-avoid negative instruction of all kinds

-act as if nobody is present

-get your actor to develop her character’s interior process through improvising an interior monologue or “thoughts voice”

-fully inhabiting his character, that character speaks and acts out of genuine consciousness

Director and Actor Prepare a Scene
-before trying out a scene together, director and actors should each work alone on the text if forthcoming collaborative work is to be truly effective.  Their preparatory work will overlap, creating a situation of checks and balances in which action, motivations and meanings are examined from multiple perspectives

-the director’s vision should be nonpartisan, more embracing, and holistic, a surrogate for the future audience

-know the script so you’re quite certain what locations, time frame, character details, acts, etc, are exactly specified, and what other detail is only implied or must be supplied by director and cast

-using your intimate knowledge of the script, infer what took place prior to the script’s action

-it is vital to go beyond what a character “is” and to know what he or she wants

-with an active scene, a character has a series of definite ends to gain, each one specific to the moment

-a succession of small, precise goals utterly transforms a person’s acting by releasing his character’s inner life into visibility

-by naming an action, it gives quality and meaning immediately assimilated by the players, something memorable, specific, and valuable

-3 main sources of conflict:


-tension within each character of interest


-conflict between characters


-conflict between characters and their situations

-for any conflict to exist, a pattern of oppositions must emerge, build tension in stages (rising action), climax, and then resolve (falling action).  When a scene’s resolution leads to harmony, this is usually only a temporary lull before a fresh set of tensions develops, starting a new cycle.  This cyclical movement, takes place within the scene as beats
-each moment of impact alters the balance of power and puts the outcome of the situation in a new light

-a scene’s nature and apparent premise change at each impact moment, or beat

-the beat is a heightened moment or “crisis adaptation” for which the scene has been working.

-the space between one beat and the next contains the winding down from the last beat and the rising action leading to the crisis of the next

-every character has his own rhythms for speech and action.  These vary according to his mood.  It is an actor’s responsibility to keep the character’s rhythms distinctive and varying according to the character’s inner state, which is likely to change at a beat point.  Monotony is a invariable indicator of performing by rote, so know where to expect rhythmic changes

-the obligatory moment is the fulcrum point of the whole scene, the moment of change for which the whole scene exists.  Subtract is and the scene is disabled or redundant

-like a single cog in the gear of a clock, each scene in a well constructed drama has its correct place and function.  Defining this enables one to interpret the scene confidently and to make it feed impetus into the larger pattern.  Giving a name to the scene helps transfer this information rapidly and forcefully to someone else

-know the events that brought the characters to the script’s present

-know at every point what circumstances, time, place, pressures, and other people are contributing to your character’s physical and mental state

-by creating a full life biography, supported by the details in the script, it ensures you know a great deal about the character and that everything your character says or does is rooted in the patterns created by his or her past
-be able to justify everything your character says and does, you must know the pressures motivating your character’s every action and every line.  The biography you created in turn governs your character’s choices and decisions

-actions are the most eloquent expression your character ever makes.  Make every description of behavior by using active verbs that serve to illuminate the behavior and its motivation

-to perform action in general, that is, without a specific motivation, is false to life.  Giving them tags is a way of investing each action with specific meaning

-using a tag to give each action a clear quality and motivation will help an actor remain emotionally consistent

-what is my character trying to get?  In everyday life most of us are unaware of how unceasingly inventive we are in getting what we want.  The actor must actively adopt a strategy characteristic of your character alone, as he tries to realize the desire of the moment.  As circumstances alter, the character’s needs change and adapt

-what are the other character’s trying to get from me?

-know where the beats are.  An actor, sustaining a single consciousness, sometimes sees peaks of consciousness in his character that have been overlooked by the director

-how and where does my character adapt?  A character who has goals to pursue or defend perceives changes that signal either victory or defeat, to which he or she must make strategic adaptation

-keep you character’s interior voice and mind’s eye going

-the good actor keeps up his or her character’s stream of consciousness or “interior action.”  In your mind, hear or even speak your character’s conflicting thoughts, summon up mental images from your character’s past, remember and imagine in character, and you will be continuously convincing and interesting to an audience.  Additionally, the pace of your actions and reactions will automatically be consistent and true.  The actor’s art is really that of developing a disciplined consciousness, which is why acting is so difficult and so psychically demanding

-not only must you know your character’s objectives but you must know on a larger scale what the scene is supposed to accomplish and what your character contributes to the piece as a whole

-to understand the meaning of the whole (the thematic purpose) so that his characterization can merge effectively with the thrust of the whole work

-your dramatic breakdown and definition of thematic purpose should clearly indicate the turning points in the piece.  Work on these will provide a sure framework for other scenes that link them by developing the issues that come to a head in the key scenes
-running through each scene from the book (actors reading from the script), you should concentrate on each actor’s conception of his or her character and of the nature of the scene itself.  Learning the scene is much more important than learning lines.  Early rehearsal work will mainly be geared toward acquiring the focus and interpretation you believe is correct

-as soon as you are satisfied that character, motivation, and the right kind of ideas for action are agreed in outline, instruct the actors to learn their lines for a scene

-character development requires the surrender of the actor’s whole body to the character’s internal and external movements

-the common approach – learning lines and superimposing movement afterwards – is wrong because it assumes that behavior will follow is actors know what to say.  Actually this violates the natural order, for in life words arise out of ongoing action, either interior (that is, within the mind) or exterior, physical action

-I cannot emphasize too strongly that speech should be seen as the outcome of purposeful inner action and is therefore a form of action

-actions that manage to accompany lines will have that curiously superimposed quality so dismally familiar in amateur dramatics

-hollow acting usually results from the players and their director treating the dialogue as the body of the scene.  Words are only the surface outcome of something happening deeper inside the speaker.  As we have said, there is a displacement principle at work impelling each character to mask his vulnerability by using conversation and action that is deliberately more trivial

-intelligent drama recognizes that, as in life itself, people almost never deal directly with what really matters to them.  Instead, they tackle their problems obliquely or analogously and very seldom in direct terms

-we must stress the importance of thoroughly understanding a scene and its subtexts before anyone commits lines to memory

-encourage the actors to approach the scene from a behavioral rather than textual standpoint

-the true power behind both speech and action is will

-in effect, we no longer have words as neutral information or words initiating action.  We now have action culminating in words that themselves seek an effect.  Driven by conscious needs, words are themselves a kind of action seeking gratification of a reaction

-this is why a line loaded in this way is called a verbal action.  In good writing, all dialogue is specific and has this potential for acting upon the person addressed.  

-good actors, good directors try to develop pressures in the characters, pressures that produce dialogue.  Then the dialogue itself becomes a further applied pressure energizing further action in the person addressed

-developing a scene therefore means not just knowing the words and where to walk at such and such line, but working out a detailed flow of action that evidences the internal ebb and flow of each character’s being

-proof of success is when an audience knows what is going on without hearing a word

-how characters use space in this flow of action becomes highly significant

-all the action has been created to turn implication into behavior – behavior being the ebb and flow of will.  In an overwritten scene you will find that some dialogue now becomes redundant and can be cut.  So much the better

-a single moment of inner movement in a character can be broken down into four definite steps


1) Feels Impact – words or an action enter his consciousness


2) Sees Demand – this perception, filtered through his temperament, mood, and current assumptions, is seen as a demand (“She wants….”)


3) New Need Arises – feels a new need form (“Now I must get….)


4) Makes Counter-Demand – the new need is expressed through an action (physical or verbal) that he expects will get fulfilling results

-the man does not signal his feelings, but instead makes a direct, action-oriented leap between what he perceives to be happening and what he must do to cope with it

-in general our feelings are internalized and only require conscious examination when we are in internal conflict

-of course, not all human interaction is of overt disagreement, but it often happens in drama because drama centers on conflict

-since inner states always find outward expression, it is important to find a fresh, subtle action to accompany what the character is experiencing inside

-there are and must be constant changes for which they must both compensate, each according to what one judges to the other’s strategy.  In this movement there are many feints, experiments, surprises, and mistakes

-so that actors maintain their characters’ inner lives, you may need to demand inner monologues; that is, the conscious internal enunciation of the characters’ thoughts and perceptions.  A well trained actor will have internalized this habit but signs of its absence are clear. 

-the character seems to lack a thought process and the actor drops into an expression of trance between lines.  The character comes to life when he or she has something to say, and promptly goes dead while the actor waits for the next cue

-the best way to shift an actor out of this mode is to ask him or her to improvise a thoughts voice between lines

-that characters remain internally active is the only way to capture reactions that are alive.  Another benefit is that having reliable interior action to carry out, an actor is more likely to stay in focus and carry out actions at a consistent rate from take to take
-subjective errors of perception arise out of a wide range of causes.  There are emotional obstacles – such as fear, misplaced confidence, wrong expectation – any of which cause a character to read a protagonist wrongly.  Other misapprehensions may arise out of being unfamiliar with the culture or personality of the antagonist, inattention, preoccupation, partial or distorted information, or habit, to name just a few

-misperception is a fertile source for comedy and it is equally productive of dramatic tension, provoking actions that instead of neutralizing a situation drive it forward to new developments revealing of differences and the inner lives of the characters

-an actor must develop not just an idea of the subtext, but the physical expression of it, entering an intensive, created world where he or she lives the thoughts and feelings of the character.  

-the actor creates the character, yet also is the character and can speak for the character and be guided by a growing sense of intuition about what works, what action (given and received) is sustaining the flux of the character’s emotions or what conversely is going against the grain and needs to be examined and changed

-resistance to the work at hand is remarkably constant and takes many forms.  However frustrating, it must be treated with understanding and respect, since it almost always arise from insecurity rather than ill will

-being over reliant on keeping to the text or to “what we already decided” is also a resistance.  The actor who is afraid to think, feel, and explore in character will often take refuge behind a structure of perceived “rules”

-sometimes the request to alter the performance in some way, or to change something previously set, triggers an irrational unwillingness to adapt

-an actor who doggedly carries out what he or she has prepared regardless of the nuances of other performances is too un-relaxed to listen, watch, and work from life going on around them 

-the tendency to intellectualize is another way an actor puts off the fearsome task of experiencing the character’s (and his or her own) emotions.  The actor who wants to debate every point feels safer discussing than doing.  These are really delaying tactics, or a bid to wrest control from the director, or both
-the anti-intellect actor scorns discussion and the search for underlying structures, and may be someone intellectually insecure (lacking formal education, for instance) or someone unusually intuitive.  Results will reveal which

-the actor who tries to control scenes, manipulate other actors, or resist directorial criticism is probably afraid to place trust in working partnerships of any kind.  If you do not set limits this person, may absorb a disproportionate share of everyone’s energies.  This actor often tries to direct other actors or to challenge the director’s authority in public

-genuinely creative personalities sometimes overflow their territory and may need a firm hand to contain them

-Playwriting - this behavior plays against the flow of either a scripted or improvised scene, manipulates other actors, introduces inappropriate material, or in other ways undermines the validity of what others are doing

-jokes or other diversions that disrupt the working atmosphere are often a means of delaying and diffusing a situation the actor finds threatening
-the actor who often deals with problems by withdrawing may be asking for special consideration, or may habitually evade the responsibility for solving problems

-these are of the utmost seriousness, and conditions for retaining the actor should be spelled out early and without compromise.  An unreliable person who remains in the company gains increasing leverage daily as he or she gets more difficult to replace

The Advantages of Taping Rehearsals

-once your cast is off book and beginning to be reasonably confident, try regularly covering the rehearsals with a video camera.  The most useful coverage is the documentary style called direct cinema.  This is a continuous take by a handheld camera, moving close for close-ups, and backing away and panning as the action requires.  This treats the rehearsals as a happening to be recorded without any intervention on behalf of the camera.  Because it tries to be in the right place at the right time, the camera coverage needs no editing

1) You see a dramatically complete version of the scene within minutes of calling Cut

2) You learn in advance of final shooting which camera placements and movements are most likely to show the scene to advantage

3) The mobile camera gives priority to the actors’ freedom of movement
4) The camera is choreographed into the process, rather than appearing later as an inhibiting newcomer

5) The cast gets over its camera neuroses early, and will soon neither see nor think about the camera, resulting in natural and unstrained performances

6) The director, able to privately run and rerun rehearsals, gets an early warning of mannerisms, clichés, trends, and subtleties that would otherwise only make themselves known in postproduction

7) The camera crew goes to work early, looking for each scene’s appropriate form in terms of camera angles, movement, lenses, and lighting

8) Not only do they get to know each scene intimately, but the operators become familiar with the little physical indications each actors gives when he or she is going to move, and with the sightlines and movements to be expected

9) Repetitions suggests ways to cover stretches of action using fewer angles and longer takes

10) The crew is in a position early on to tell the director what compromises an actor must make in speed or destination to overcome a camera or microphone problem
11) By the time formal shooting arrives, everyone is an old hand and there is little of the regression that normally accompanies the first shooting

12) Your first shooting is the dynamic version from a living reality, instead of something based on the static, heroic concepts of the storyboard approach

-never use a camera during rehearsals leads inevitably to performances developed in a live performance mode that become unavoidably theatrical.

-tape can be a constant feedback source, and is a marvelous way for a director to develop an acting company

-the cycle of performance and critical viewing is a superb way of getting people to accept who and what they are, and seeing where there obstacles lie

Final Rehearsal and Planning Coverage

-as the action unfolds, it is best to move around, adjusting your position to gain the most involved and privileged view, either of the whole or of the significant parts.  This leads naturally to your deciding a point of view for the scene itself and the camera angles to reveal it.  Your mobility also prevents actors from relating to one flat plane, that of the audience.  Now the action becomes in turned and enclosed as they play to each and for each other
-we tend to think of stories as subjects, but actually what often makes them fresh or memorable is not what is told, but how it is told.  This is form as opposed to content

-the question of form – what options exist for best presenting a story’s particular world – is at the very heart of original cinema, indeed of art itself.  The arts, of which cinema is the most advanced synthesis, really function
-Blocking – the director encourages the actors to freely develop movement and action without initial regard to filming restrictions.  

-where each character moves and why comes from what is in the script, what each actor feels the character needs, and what the director sees as necessary.  With repeated rehearsal this organic and experimental development will eventually settle into a tacitly agreed pattern of actions that express the flow of characters’ internal movements (perceptions, thoughts, feelings, will)

-however, the exigencies of filming inevitably impose change on the action developed

-rehearsing beforehand in the scene’s actual location and involving the camera crew can both keep blocking changes to a minimum

-if rehearsals take place in the chosen location from the beginning, then actors can interact with their physical surroundings in a highly specific way

-your aim in filming should be to make each location as expressive as the characters and not a mere container for words and action.  Try to see setting as a character, worthy in itself of loving portrayal.  This way you will set up an environment that makes the spectator imaginatively inhabit the movie, and maybe leaves him haunted by it long after

-if rehearsal time means digging down into deeper and deeper layers of meaning within the scene, of developing perceptions and restrictions that flow back and forth between the characters, of creating links and resonances with other parts of the script, then it can be unendingly productive

-not all scenes merit such intensive work since some exist merely to supply an uncomplicated story point

-such a scene may require little or no rehearsal.  Others are a goldmine of possibilities that richly repay persistent exploration.  Which scenes are key scenes needing special work is decided during the director’s preparation and by the ensemble’s growing ability to focus upon problem areas and discover solutions.  

-this aspect, really a consequence of good leadership and good casting, can be the most rewarding aspect of collaborative work

-when you reach your threshold switch to another scene.  One can seldom fully develop a scene on its own because of its dramatic dependency upon others.  Give time, therefore, to related scenes in a rotation rather than concentrating exhaustively upon one

-unsuccessful films usually look as if they are trying to milk the longest possible film from available money and story content.
-a good way to arrive at screen length is to decide on the basis of a bare story outline what is the shortest screen time in which the story can adequately be told, and to budget time for each sequence accordingly.  This requires a professional economy in the writing.

-though miracles can be wrought in the cutting room, it is unwise to rely on them for more than minor savings, and certainly not unless you have provided sufficient coverage and cutaways.  Resolve now that you will never leave a scene without shooting all valid cutaways

Production
Mise-en-scene Basics

-planning to shoot a scene involves carefully considering the dramatic intentions, whose consciousness the audience should identify with, and how to carry out one’s intentions in practical terms

-the shooting script is a plan to make the most of known resources, human and material. It is the last stage after considerable rehearsal, location reconnaissance, conferring with the director of photography, checking whether financial resources allow special lighting or camera equipment, and so on

-decide what coverage is desirable for a scene, and then in consultation with your script supervisor, pencil in lines to bracket portions of the scene.  Each represents a camera angle and each has a brief identifying description.  To make editing possible, remember that there must be an overlap from shot to shot

-the design for a scene, while it must compromise with the limitations of cinematography, really proceeds from the scene’s underlying function in the script

Basic questions about function need to be asked:

-What is the scene’s function in the script?

-What does the audience need to know about the scene’s geographical layout at the outset of the scene? What later?

-What are the relationships in terms of physical space?

-What are each character’s expectations in the scene?

-How much does each character know about his predicament?

-What is the relationship between the watchers and the watched?

-Is there anything the audience but not the characters should learn?

-point of view attempts to relay to the audience how a character in the film is experiencing particular events
-there remains an additional and more detached way of observing events, that of the omniscient storyteller.  This point of view is a resource you will want to use to relive pressure on the audience before renewing it again.  
-sustained and unvarying pressure would be self-defeating because the audience either adapts or opts out.  Notice how Shakespeare uses scenes of comic relief in his tragedies

-point of view is an entity that naturally migrates from person to person

-the only guide to deciding point of view is asking what makes dramatic sense.  This can be decided only within the complex pattern of the entire script
-there could be other factors – using foreground and background, the sides of the frame, different camera heights and different levels of lighting – any combination of which might predispose the audience toward interpreting the scene in a particular way or from a particular point of view

-because in filmmaking everything is relativistic, there are almost no formulae: compositionally you are always showing the specifics of relationship between one object and another, one person and another, and implying the relationship of one idea, principle, or judgment to another

-a scene’s lines of tension are the invisible connections or lines you would draw between the most important people and objects in a scene.  Often they are also sightlines.  They have great dramatic potential (changes of eyeline, for instance) and they often dominate the composition
-lines of tension legitimize particular camera angles but also imply the emotional connections (and therefore points of view) associated with these characters

-no matter whose point of view your film favors, point of view itself will move, and changes in lines of tension are your prime clue as to how and where this happens

-the concept of the involved observer is important, for his or her impulses are the model of for how the camera or the editing moves us from angle to angle

-the combination of camera work and editing in fact always mimics the way an observer’s eyes and psychological focus moves around an environment, following stimuli and pursuing a line of logical inquiry based on predisposition and the unfolding events

-this observer, whether a character within the film or a storyteller directing our attention, tends to vary in intensity; the observer’s detached attention is objective, while a more involved, identifying intensity leads him or her to become subjective.  A film will “breathe” between these two extremes

-the closer the camera is to a line of tension, the more subjectively involved the audience will feel. 
-when complementary angles are used the audience is switched rapidly between each protagonist’s subjective experience, so the aggregate effect may be to enter the fray without necessarily identifying with one contestant over the other

-the camera must not cross the axis if screen direction is to be maintained.  If you cross this axis with your camera, your characters begin to look in the wrong screen direction

-a change of screen direction might be the way to handle a beat point where contestants each adopt the other’s position, something that happens often in situations of argument

-movements that lead to regrouping must be shown onscreen.  They are the transitions that precede new compositional phases of the scene.  Movements should also be dramatically significant, so you will want to show them anyway

-plan to use any definite movement in the scene as the cutting point between angles.  This is called an action match cut.  The best guide is to initiate a little of the movement in the outgoing scene, and to complete the bulk of it in the incoming shot.  Fast movements need two or three frames of repeated action on the incoming shot since the eye does not register the first two or three frames of any new image
-to “cover” a scene means shooting varied enough footage to show it to advantage on the screen

-the long-take method requires either a mobile camera or careful blocking of camera and actors to avoid a flat, stagey appearance, while the short-take method is inherently more likely to look manipulated because at the extreme it barrages the spectator with fragments from which he must infer the whole

-cutting between different angles is a way of renewing the perspective of the spectator, showing different points of view, and invoking different kinds of experiencing.  If the angles stayed close to the axis we should remain subjectively involved, so for variation we cut to a more objective angle, causing us to step out of the firing line and see more from an outside perspective
-a juxtaposition of impressions that interrupts what has become normal pushes us to interpret from another intellectual or emotional angle

Questions to ask yourself:

Geography

-what must the scene show to establish the environment satisfactorily?

-does this orientation come early, or is it delayed for dramatic reasons?

-what combination of distance and lens will you need for the widest angle?

-will you have enough lighting to shoot the most comprehensive shot?

Movements by Characters

-at which points do characters physically move from one point to another?

-how will you show it? 

-what axis does the character move alone at each stage of his movements?

Point of View

-at each significant moment, whose point of view are we sharing?

-whose point of view overall?

-when and why does point of view change?

-is it subjective or objective?

-what emotion, thought, or preoccupation might the point of view convey?

Eyelines 

-what are the significant eyelines in the scene? (these significantly motivate what the audience wants to see, and therefore motivate where the camera may be placed from shot to shot)
-where do eyelines change?

-where should the camera look along an eyeline?

Camera Movement

-when and why should the camera move?

-what feeling does its movement create?

-at what speed should the movement be?

Compositional relationship

-at what significant moments will it be necessary to show relationship?

Isolation

-what or who might legitimately be isolated from surroundings?

Space

-what is the significance of space between characters?

-when you have defined the story points to be made, and have nailed down what you need from each sequence, you are directing from a plan of campaign instead of waiting to recognize success when it somehow appears

-vital story points or important transitions should be covered in more than one way so you later have a choice and can exercise maximum control over the telling moment

-covering several of these reactions allows for a variable richness in defining the moment.  Our principle of abundance in which one habitually collects more than strictly necessary to allow choice and therefore control

-draw a floor plan to help consolidate your intentions for blocking and to use the fewest and most effective camera angles.  On it show the characters’ movements and the camera angles necessary for the edited version you want

-as always in a true collaboration, the whole can be greater than the sum of its parts

-whatever the original intentions, the storyboard plan often goes out the window when you shoot

-the most comprehensive wide angle lens only has one quarter of the eyes angle of acceptance.  This translates to a very restricted field of vision indeed and this has a resounding consequence for dramatic composition
-we compensate for such limitation by rearranging compositions to trick the spectator into the sensation of normal distances and ordinary special relationships.  For instance, people holding a conversation may have to stand unnaturally close in order to look normal onscreen; furniture and distances between objects may need to be “cheated” apart or together to produce the desired appearance onscreen; and ordinary physical movements like walking past camera or picking up a glass of milk in close-up may require slowing by a third or more.  

-note, however that comedy dialogue (though not necessarily movement) often needs to be played considerably faster than normal pacing if it is not to look slow onscreen.  Screen testing helps you make all such decisions

-packing the frame, achieving the illusion of depth, and arranging for balance and thematic significance in each setup’s composition can all compensate for the screens limited size and its tendency to flatten everything

-there is the normal sense of perspective as perceived by the human eye, and then there are departures on either side of normality

-the same shot taken with a wide angle lens changes the apparent distance between foreground and background stretching it out

-a telephoto lens does just the opposite, squeezing foreground and background close together.  If someone were to walk from the background truck up to the foreground, the dramatic implications of their walk would be very different in three shots, all of which have the same subject but a different formal treatment through choice of lens

-wide-angle lenses appear to magnify distance while telephoto lenses appear to squash different distances into the same plane
-if you keep the camera static and zoom in on a subject, perspective does not alter, although apparent closeness obviously changes.  With a fixed lens and a camera that dollies in close, you not only get closer, but see a perspective change with the move, just as in life

-the telephoto version has the rest of the image in soft focus, isolating and separating the subject from its foreground and background.  This is because the telephoto lens has a very narrow depth of field and only the point of focus is sharp
-conversely, a wide-angle lens allows a very deep focus.  This can be very useful, or it can produce a picture that drowns subject in a plethora of irrelevantly sharp background and foreground detail.  The telephoto has a “soft” textured background, the wide angle is “hard”

-avoiding shots at characters’ eye level simply because they are dull

-unconsciously perhaps, the audience feels itself intruding upon the action, just as we should feel threatened by standing in the path of a duel.  Being above or below eye level renders our observation safely out of the firing line

-apart from zooming, panning, and tilting, most camera movements spell trouble unless you have an expensive dolly and tracks, and a highly experienced team to operate them

-the best justification for camera movement may be to avoid the inherent fragmentation of cutting.  Other camera movements are necessary to preserve composition and framing when characters are on the move, or to reveal something or someone formerly out of frame

-filmmaking is always a serendipitous activity and often one’s vision must be jettisoned and energy redirected to deal with the unforeseen
-it represents a challenge to their inventiveness and insight.  Nonetheless, you have to make plans, and sometimes things even go according to intention

-any departure from the simple in cuts and camera movements should be motivated by the needs of the story if the audience is to feel it is sharing someone’s consciousness

-treat the camera as a thoughtful observer and imagine how you want the audience to experience the scene

-ask yourself whose point of view the audience is mostly sharing.  Where does the majority of the telling action lie?

-the two kinds of camera presence, the one studied, composed, and controlled, and the other mobile, spontaneous, reactive and adaptive to change, each give a quite different sense of observing presence.  Each implies a relatively subjective or objective observation of the action

-maintaining either mode becomes unremarkable, while shifting justifiably between them can be very potent

-composition and framing alters a scene’s implications drastically

-another camera positioning issue is deciding what part background must play in relation to foreground

-the camera must not be a passive recorder, but should be used as an active instrument of revelation

-more subtle and convincing is to build this multileveled consciousness into shooting itself.  Exploiting the location as a meaningful environment and being responsive to the actions and sightlines of participants in a scene can create a vivid and spontaneous sense of the scene’s hidden dynamics unfolding

-this is sharing the consciousness of someone intelligent and intuitive who picks up all the underlying tensions as opposed to sharing that of someone dull who merely stares passively at whatever moves

-to know how to best shoot any particular scene, study the way good directors have shot analogous situations

Getting Ready to Shoot
-normal practice is to shoot in convenient order and to take into account cast and crew availability.  During shooting, lighting setup or changes take up the most time, so a compact shoot conserves on lighting changes and avoids relighting the same set.  For all these reasons and more, it is unusual to shoot in script order

-a film which depends on a long, slow development (say a decline into insanity by the main character) might require this degree of progressive control by the actor playing the part

-schedule key scenes early.  Such key scenes must neither be filmed too early when the cast has not yet peaked, nor too late, when failure or change might render weeks of work useless.  If the scene is successful, it will give a lift to everything else you shoot

-scheduling should take account of the demands some scenes make upon the actors.  Such scenes should also be the last of the day because they are so emotionally draining

-schedule exteriors early in case your intentions are defeated by unsuitable weather

-you might expect to shoot anywhere between two and five minutes of screen time per eight hour day

-traveling between locations, setup, or relighting in the same location all massively slow the pace of shooting

-be prepared for the first few days of shooting to be alarmingly slow because crew are often still developing an efficient working relationship with each other

-Golden Rule Number One: Foresee the Worst

-the pessimist, constantly foreseeing the worst and never tempting fate, is tranquilly productive compared to your average optimist

-Golden Rule Number Two: Test it First

-arrive early and test every piece of equipment at its place of origin

-the clapper board ritual has three main functions.  Visually it identifies the shot number and the production for the film laboratory; aurally the operator’s announcement identifies the track for the sound transfer personnel; and in the cutting room the closing bar provides an exact picture frame against which to sync the bang on the recorded track
-you will still need a video shot numbering system to identify setup and take numbers even on a modest production

-for film use a clapper board with announcement and for a video production use a number board with announcement only

-the setup is the apparent position of the camera, which can be altered by a simple lens change as well as by physically moving the camera to a new position.  There are two philosophies of numbering

Scene/Setup/take: numbering is based on the script scene number.  The more elaborate a system is, the more susceptible it is to error to breakdown if you depart from the script

Cumulative Setup/Take: shooting simply begins at one and each setup gets the next number (i.e. 142 take 2)this system is preferred for the overstretched small crew because it requires no liaison to coordinate numbers with the script, and needs no adaptation when the inevitable script departures come up

-on a film shoot the camera assistant keeps a camera log for each film magazine’s contents by slate, take, and footages

Directing the Actors

-the director’s occupational hazard is sensory overload

-the director is the sole audience and must try to give each actor the sense of closure normally acquired from an audience.  Actors are not fooled by empty gestures

-try to bring the cast and crew together for a picnic or pot luck party before production begins, to break the ice

-warn actors that all filming is slow

-your appreciation, public recognition for even small achievements, and astute catering work wonders for morale in both cast and crew
-be better prepared than anyone else, and keep everyone busy.  Your authority rests mainly on being able to recall and communicate what actors have just given, and to point the way forward

-finding a productive working relationship with the subtle personalities of your actors is really discovering how best to use your own temperament
-if it comes to a choice, you should always aim to be respected rather than liked.  Liking comes later if things go well

-the director stands at the crossroads to all important relationships in the making of the film, and must do whatever it takes to keep everyone focused on the good of the common enterprise

-but if you are to direct the human presence on the screen, directing the crew should be entrusted to the DP and the AD
-be sure everyone is well prepared

-while the crew sets up the next shot, take your cast aside and rehearse intensively

-that magic word: “Action!” The word is actually your last direction because it can communicate something of what you expect to the actors.  It can be said loudly, softly, intimately, aggressively, - a hundred ways

-as soon as you have an acceptable take, brief the DP what the next shot is to be, and turn to the cast and give them what they need, both positive feedback about the last shot and preparation for the next

-try to instill in yourself the artist’s creative dissatisfaction with every first appearance.  Treat is as the brilliant surface of a deep pool, a reflective facade with a teeming, complex life underneath to be found by diving deep

-always pushing for depth means expecting to be moved by the players, and feeding back to them how you were moved and to what degree.  When the players deliver a real intensity, you are creating as you go and not just placing a rehearsal on record

-if you are to draw us beneath the surface of normality and make us see the poetry and conflict under the raw material of life, you will have to challenge your actors in a hundred interesting ways

-feeding the unknown into the process, by building in little stresses and incompatibilities, you can reestablish the tension that is missing

-when a scene goes static and sinks to a premeditated appearance, try to side coaching to inject tension.  This means you interpolate at a dead moment in the scene a verbal suggestion or instruction

-side coaching is useful when directing simple reaction shots.  The director provides a verbal image for the character to spontaneously see or react to, or an idea to consider, and gets an immediacy of reaction by feeding in something the actor does not quite expect

-usually the best reactions are the actual

-reaction shots are enormously important, as they lead the audience to infer (that is, create) a character’s private, inner life.  They also provide vital, legitimate cutaways and allow you in editing to combine the best from all available takes.  Always make sure you have thoroughly covered the reactions and cutaways for each scene

-as knowledge of each other’s limitations grows, actors become critical or even hostile to each other

-criticism by the crew should be discreet and kept out of public earshot

-giving credit and giving appropriate attention to all members of the team is the best way to create loyalty to the project and to each other.  Good leadership trickles down

-a simple insurance is to take special care of creature comforts

-you are the director.  Your seriousness and intensity set the tone for the whole shoot.  If you are sloppy and laid back, others will outdo you and no film may get made

-during the shooting period, spend time outside the actual shooting with your cast

Monitoring Progress

-for a video unit a daily rushes session should be obligatory
-the best level of quality monitoring results when the editor is employed from the first day of shooting

-moment to moment, each scene by its action should impart what each character is trying to get or do.  The audience needs a sense of each character’s will as he or she strives under ever-changing conditions to realize one desire after another

-keeping these currents alive and flowing is your major goal.  Doing so allows the audience to experience the screen’s most tangibly dramatic element.  Effective performances make you feel what the audience should feel while you are directing.  It is something you can recognize, not something you have to struggle to see

-it is extremely important to pre-establish with your actors the detail in each moment of their performances

-professional directors acquire so much preparatory experience along the way that their approach is internalized, like the reflexes one uses to ride a bicycle.  For beginners, success lies in developing clear detail, and during the shoot, making sure the detail and clarity of performance is sustained and emotionally moving

-there remains something fundamental but less definable to assess.  After every scene has been played, there is an elusive imprint left on the observer, on that interests your cast more than anything else.  To capture it, ask yourself questions:

1. What life roles die the character adopt?

2. What truth has played out here?

3. What metaphor sums up how the scene emerged?

-such metaphysical questions make one transcend the tunnel vision that prevents the director from seeing beyond plot details and the intended physical movements.  These answers are quite typical and reveal subtle differences between the two takes, signaling that a different subtext is spontaneously emerging from each.  It arises from variables in the consciousness of the players at the time

-relationship on or off the camera is alive and always in flux.  All takes on all angles of all learned scenes are unpredictable of outcome and require this special sensitivity of interpretation

-if as a director one has narrow expectations, such impressions, though immediately available to an audience, are hidden and evasive; hidden unless he or she deliberately digs them out

-be aware of the dialects in each scene and make sure they are well evidenced.  By dialects, I mean the paradoxes and opposing polarities of opinion and will that set person against person, movement against movement, idea against idea, and the parts of a person against himself or herself.  These are the spars, pressures, and tensions, often insoluble and irresolvable that stand out like majestic bridge construction in a fog of banality

-keep nothing in your head that can be dumped in list form on a piece of paper.  Lists are a godsend when one is too tired to think – a condition that descends rapidly during sustained shooting.  At each juncture you may now assess whether you have won or lost each of the individual battles
-seeing the rushes generally reveals that there is more present on film than one realized at the time

-the point at which a film moves beyond the literalness of recorded realism, is the point at which cinema links up with its sister arts like music, dance, theatre, and literature.  There is no set formula for achieving this and you cannot know if you are succeeding until the film is fully edited.  

-your film’s inner life comes from the juxtaposition of materials, from assembling them into a provocative antiphony, from the life of the players, from the mood of the company’s life together.  It is also expressed through sound composition, expressionistic lighting or settings, or by other approaches germane to your piece.  It’s something you hope for, but not something over which you can have total and conscious control

-artistic control means paradoxically that at a certain moment of conviction you actually give up your control to some intuitively felt sense of truth

-if nothing like it hose itself during the shoot, it is usually manifest in the editing room, when an assembled piece will begin to make its own insistent demands, dictating to you and to your editor, its creators, what it wants its final form to be.  Like one’s children, each of one’s films turns out to have its own nature, its own imperfections and integrity, and each will start making its own autonomous decisions.  What a shock and delight it is to begin assisting one’s film make itself

-directing is never free of moral and ethical dilemmas, nor of compromise

Aesthetics and Authorship

Making the Visible Significant

-curiously, the auteur exists both at the beginner level and at the pinnacles

-wanting to produce more sophisticated work, he or she soon specializes in one of the crafts.  Competently handled, that craft becomes the bridge into the film industry

-a sense of access to a fellow spirit’s inward and outward vision, the cinema through which one recognizes unfinished business in one’s culture or even in one’s personal life

-“literature often has the problem of making the significant somehow visible, while film often finds itself trying to make the visible significant”

-making what is apparent – the film’s actions and its events – also function as a more probing, metaphysical inquiry

-film has the uniquely modern mission of finding and validating the spiritual underlying the material world

-by its nature, film is not ideas but sensory impressions that take root in the memory and imagination, inhabiting and haunting us for days or even years

-like all entertainers, the filmmaker has a precarious economic existence, and either understands his audience or goes hungry

-making a film is exciting precisely because it demands that one expose one’s perceptions and judgments, for an audience and for oneself.  Its power to make an audience see from someone else’s point of view; we see communally through different eyes and experience visions other than our own

-the best cinema is relativistic, that is, it allows us to experience related but opposing points of view in juxtaposition.  Used responsibly this is an immensely civilizing force to offset the conformity imposed by merchandisers striving to normalize us in every imaginable sphere

-as a filmmaker, then, you will need to concern yourself not only with self-expression (which untethered can be a narcissistic display of conscience or feelings) but with serving your society through entertainment that has an underlying seriousness of purpose

-to give access to another person’s subjectivity, to communicate the poignancy and transience of his separate existence, and to outline the tragedy implicit in his limitations

-filmmaking must always be experimental, always pushing toward metaphysical meanings

-ideas about how to reveal subjectivity, and about the way an audience inhabits and explores the main characters’ reality, must therefore permeate any useful theory uniting the elements of filmmaking

On the Process of Writing

 -a screenplay is a blueprint, not a complete form of expression.  Screenwriting must be tempered by knowledge of the film medium and the process by which films reach the screen.  Films are much less a transcription of language and ideas from the paper than they are a self-referential stream – sights and sounds attuned to an audience’s sensibility
-as a scriptwriter one tries to put on paper the movie one runs in one’s head; but only what can be written down from that mental composition

-the act of writing is really the mind contemplating its own workings

-set aside regular periods and make yourself write whether the results are good, bad, or indifferent.  The first draft is the hardest so do not wait to feel inspired just keep hacking away

-write scenes that interest you, rather than writing scenes in order
-you can develop and connect what you have written.  Try always to write for the silent screen

-to make you characters’ inner lives accessible, keep in mind that a person has no inner experience without an outward sign in their behavior

-write any way, anywhere, anyhow – just write

-the most common block results from the writer trying to write in a linear fashion – beginning, middle, and end in that order
-where the pedestrian intellect fails, the exuberant subconscious will obligingly run rings around it

-take a large sheet of paper and put down a central idea in the middle.  As fast as you can write, surround it with associated words, no matter how far removed or wacky.  The circle of words should look like satellites around a planet.  Now around each of these individual ideas put a ring of words you associate with it.  Soon your paper will be crammed with a little solar system

-now look at what you have and start making lists classifying the ideas into families, groups, hierarchies, systems, anything that speaks of relationship.  While doing this you will find all kinds of solutions to your original problem taking shape

-writing is circular, not linear.  Finished writing is of course linear, but the process is anything but

-writing a step outline and a dramatic premise is a vital part of gaining control over what the script is truly about.  Need to discover the themes and meanings in his or her own work, but the creative imagination functions at several different levels, some of the most important activity taking shape well beyond the reach of the conscious mind.  The summarizing, winnowing process of making outline and concept statements helps raise the submerged into view

-the amended step outline and concept following each new draft will point the way to further revision and rewriting.  It is thus an important way station between drafts that makes analysis unavoidable and development inevitable 

-settings that are bland or unbelievable compel the audience to struggle against disbelief with every scene change, something the theatre makes us do each time the curtain rises.  Using locations and sound composition intelligently will provide a powerfully emotional setting, and thrust the audience into the heart of a situation

-to avoid a theatrical film, turn conversations into behavioral exchanges comprehensible to a foreigner.  Where you are forced to use dialogue there is probably real need, and in any case a screenplay with sparse dialogue raises words to a higher significance.  We are impressed most by a person’s acts because the verbal is abstract and uncommitted until endorsed by acts

-to write for an audience means, trying to conceive works that participate in modern thought and modern dilemmas, and the prompt questions and ideas cutting across conventional thinking

-the author writes from experience, imagination, and intuition as well as from assumptions stored in the unconscious

-writing creates spaces that the audience must constantly fill in from its own values, imagination, and life experience

-a film audience does not have to visualize the physical world of the story, but it does constantly decide on characters’ motives and morals.  Just as painting implies life going on beyond the edges of its frame, so does a narrative work have characters and ideas that extend beyond what we see and hear
-for the writer, anything that is to be implied must first be named, if there are not to be counterproductive ambiguities and contradictions.  Then the writer must figure out how to make each intention reach the audience, and to make event or implication fit into the character’s logic

-a piece of fiction, though it is a self-contained world with its own set of rules governing the characters’ lives, cannot capriciously violate what the audience knows from life.  It must be interesting, representative, and consistent if it is to suggest the depth of real life

-it also means withholding just enough of that information to keep the audience guessing and involved, but not baffled or confused

-if “the unexamined life is not worth living,” the unexamined story idea is not worth filming.  Hearing yourself telling your own story is the very best way to see your ideas from another’s point of view.  Repeatedly exposing your ideas to skeptical listeners also makes one confront the clichés in one’s own thinking

-after all, one’s first thoughts are the same junk as everyone else’s.  Originality is not innate talent but something that appears only when you repeatedly reject the conventional

-never make changes hastily or impulsively.  Let the criticism lie for a few days, and see what your mind has filtered out as valid

-do not show your work to family or intimates until it is finished because, knowing you so well, they will want to save you by hiding your many faults and naiveté from public view

-be ready to keep changing the script all the way up to the day of shooting.  A script is not itself an artwork that finds a final form; it is like the plan for an invasion that must be altered in the light of each day’s fresh intelligence

-before you cast a script, assemble a scratch cast to read the whole thing through
-Rewrite, Rewrite, Rewrite

-rewriting is frequently omitted or resisted by student production groups out of inexperience or because it threatens the writer’s ego

-the director must be ready to independently follow up lines of development by rewriting as the need arises.  By this I do not mean just the fine-tuning of dialogue, but the addition, deletion, and substitution of whole scenes, should the need emerge

-filmmaking is an organic, physical process that must adapt to the unfolding reality of cast and shooting  - both in negative and positive implication

-if you are preparing to direct from your own script, work hard to distance yourself by treating it like someone else’s work

-by carrying out all available analytical steps you can with difficulty gain an objective understanding of your own work

Self-Expression, Subjects, and Adaptation
-the work of the storyteller is to interpret what is personal, to project it to more embracing conclusions, and to place it in the mainstream of human experience.

-it is now a matter of confronting the mysteries, discovering what is significant, and connecting causes and effects to find the order and inevitability that underlies your life

-having a comedy on your hands that you no longer think funny is the loneliest feeling in the world

-we are each, invisibly marked by life in unique ways and there are always a handful of issues that arouse us to strongly partisan feelings

-your own true subjects lie within the imprint of your life has left on you.  Nobody is without drama in his life to draw upon

-the artist invests his life with meaning by finding and imposing an order on it, by identifying what would otherwise seem chaotic.  The resulting work is usually displaced from the original experiences

-one can only make good films by making each attempt for people like oneself.  One cannot do more than make hack commercial work by talking down or by cynically trying to fulfill a market, for it requires isolating oneself from self-inquiry.  

-to tell stories as a means of inquiry, to have one’s purpose grasped by an audience, are steps that renew energy and bring focus for the next project

-avoid following the herd by rejecting all fashionable subjects or approaches unless you can subvert them

-to find your own life issues means to confront yourself impartially and honestly and to reject everything that is alien to what you see

-to find your issues and what you can give to others, make a nonjudgmental inventory of your most moving experiences.  The human mind retains only what it finds significant
-character, they say, is destiny.  Because we unconsciously participate in designing our own destiny, there are always hidden patterns and propitious images waiting in the wings to be recognized and developed

-this is the artist’s journey: at the beginning you get clues, clues to lead to discoveries, discoveries lead to movement, and movement leads to new clues.  

-a piece of work is therefore both the evidence of movement and prime mover in further progress

-you explore that fascination by producing something external to your own thoughts: the piece of work.  You might take two opposing parts of your own character during a trying period of your life and make them into two separate characters

-very important is to finish projects.  Work left incomplete is a step taken sideways, not forward

-“you can’t show this to other people, it isn’t good enough, the real you is better” is your internal censor at work

-your work is not you

-remember that your work is only an interim representation.  Truffaut, admitting late in his life that it was just as difficult to make a bad film as a good one.  The integrity and perseverance of the explorer is what matters.  Keep going, no matter what

-stories are never really “original.”  The truth is that we borrow incessantly –from sources in life and from other creators

-in a good story, the parts fuse together into a whole, but if you take the framework and change one or two of the elements, the meaning and impact of the entire work will be affected, probably beyond recognition

-maybe the writer’s gratification, even the main purpose of authorship can be to make happen what did not happen, to project situations and conflicts into the confrontation and change you need

-keep a journal and note down everything that strikes you, no matter what its nature

-there is nothing like real life for a profundity of outlandish and true tales

-we have entered an age that admits once again that humans have more questions that answers

-look back over an accumulation of entries and you will see a pattern of recurring motifs and archetypal characters.  Here are your deepest concerns expressed in surreal action and imagery.  What more could a filmmaker ask?

-avoid anything that is “typical”(nothing real is typical, so nothing typical will be interesting or credible

-avoid preaching or moral instruction of any kind 

-try taking what you know from your own life and applying it elsewhere to say something about the human condition
-if you make any adaptation that bears any identifiable likeness to its original make sure you have the legal right to use it

-effective literature never automatically contains the basis for a good film.  Questions to ask: does it tell its tale through visual, behavioral means?  Does it have interesting, well developed characters?  Is it contained and specific in settings?  Are the situations interesting and realizable?  Is there an interesting major conflict and is it dramatized?  Does it imply interesting metaphors?  Does it have a strong thematic purpose?  Is the thematic purpose one you can relate to strongly?  Can you invent a cinematic equivalency for the story’s literary values?  Can you afford to do it?

-the implication that inventive, original cinema takes what it needs from anything and everything, while “great” novels or plays processed for the screen are diminished, as paintings are when reproduced as tapestry

-as soon as one admits that one is surrounded by rich resources for storytelling, and that one may legitimately borrow and adapt from any source, provided the new entity gains its own identity and purpose, the emphasis is no longer “I don’t have any stories to tell” but becomes “what is the basis for my choices and adaptations?”  and “Why do I like this particular story so much?”

-self-knowledge should enable you to further build into the story whatever else fascinates you, and permit you to design a vehicle so freighted with personal significance that you become possessed by it, drawing out characters, events, and situations that impel themselves forward to their own conclusion

-the credibility and quality of that human presence will make or break your film
-careful and lengthy rehearsal is a must, but intelligent improve work exploring ideas and emotional transitions in the script can bring that magic quality of spontaneity to the screen

-people are quite unmoved by the representational styles that audiences accepted years ago.  Unless an actor finds an adequate emotional identification with his character, we reject his performance and with it, much or all of the film
-actors’ qualities and limitations should influence the way you realize your authorial means

-if “character is fate,” let your characters develop their fates.  By getting each to generate an absorbing character and by letting situations grow out of the clashes and alliances of these characters, themes and issues inevitably suggest themselves

-as everyone knows, there are only so many plots.  But there is no limit to the interaction possible between characters

-to be such a social analyst or prophet is an exciting job to give yourself

Point of View

-if the movie is good, we pass vicariously through these conditions and come away expanded in mind and heart from all we have felt
-to make us participate in other realities, the cinema must be able to project us into a main character’s emotional condition, for our main and perhaps only desire is to be transported into another’s world

-the point of view of a film controlling the story is usually that of a central character, but point of view is switched in film as in literature whenever it usefully augments the audience’s perception.  This might be done through parallel action, through a choice of angle, or by subjective coverage placing us with the alternate character

-the controlling point of view is generally rooted in the consciousness of the person or persons at the center of the work

-a film’s apparent vantage point may come directly from a character within the film itself who directs us through the main events by narrating them

-the perceptions of a narrator make us aware of his or her subjectivity and limitations

-limitations and distortions of vision make us painfully aware of the narrator’s vulnerability and create a sense of rising dramatic pressure

-the film demonstrates how a person’s destiny is the outcome of a subtle balance of environment, chance, and character

-point of view can be likened to a set of Russian dolls: the audience’s point of view encloses the film’s point of view, the film’s contains the point of view of character’s, which embraces that of the subsidiary characters, each of whom is holding up a mirror to the others.  It is the most difficult aspect of narrative art to conceive and control, and in films often emerges by default, resulting from the subject in hand and the idiosyncrasies of the team that made the film

Auteurism and Genre

-the cinema exploits our consciousness so successfully that a recently seen movie can afterwards feel more like personal experience.  Through the screen we enter an unfamiliar world or see the familiar in a new way

-we assume other identities and live through the trials of a different reality

-this cathartic contact with the trials of the human spirit is a human need

-in our daily live either excess or poverty of emotional movement will send us to the arts in search of reflected light.  The arts nourish us in spirit by allowing surrogate emotional experience and by implying patterns lying behind that experience.  They help us prepare for the future, make sense of the present and the past, and turn what seems isolatingly personal into a part of shared human experience

-genre simply means kind, type, or sort, and is a convenient way of referring to films that can be grouped together

-the antithesis to genre is said to be the auteur film; one bearing a recognizable personal signature in its style and content.  In reality no film belongs entirely at either extreme

-screen archetypes have their roots in a cultural history infinitely longer than that of the cinema

-it is a nice paradox that scientific and industrial progress provides an excuse for Odysseus, Penelope, Hercules, Bluebeard, and Merlin to return in new outfits

-comedy’s underlying purpose is perhaps to create catharsis by making audiences laugh at their own deepest anxieties and trauma.  Comedy relieves the pressure that, like geological stress, lies as a threatening substratum to social change

-perhaps secular middle class living has so effectively banished fear and uncertainty that we recreate the primitive and supernatural to allay that worst of all bourgeois ills: terminal boredom
-in every age, art supplies a surrogate experience to exercise hearts and minds

-life is like a pond; calm on the surface but containing all the forces of warring nature below the surface

-moves like a flying insect, a zigzag pattern in response to a series of conflicting needs and random conditions

-what is fascinating is that because there is a similar pattern of conflicts in an individual, the dramatist can take what is internal to a human subject and make of him something like an exploded diagram, dramatizing each aspect of personality as a separate character and setting him in conflict with the others.  This makes visible a struggle that would otherwise be largely internal and mental

-for dramatic legibility the interior has been made large scale and exterior, the microcosm into the macrocosm

-conversely, when a diffuse, complex situation needs to be presented coherently, it can be miniaturized and personalized by making the macrocosm into a microcosm

-drama and propaganda handle duality differently: drama sees the live organism of the sea battle while the propagandist knows before he starts where the truth lies and drives his audience single-mindedly through a token opposition to arrive at a prescribed truth.  His drama is not a process of exploration but of jostling the spectator into accepting a predetermined outcome, as a salesman’s stories might be directed not toward celebrating understanding but to selling encyclopedias
-the dramatist, valuing the complexity, integrity, and organic quality of struggle and decision, treats the protagonists more evenhandedly.  Truly dramatic writing evolves from exploring unknowns and represents to some degree a journey to an unknown destination by the author.  
-the viewer is treated as a jug to be filled with information, a passive receptacle and not an active partner in discovery.  The educator with a closed mind wants to condition us, not to invoke free-ranging intelligence.  That is why art under totalitarianism comes from the dissidents, never the establishment

-what we face is a range of dialectical oppositions between which any film will be suspended.  Here are those we have mentioned as well as a few extra

Auteur (personal, authorial stamp)
vs.  
Genre (film archetype)

Subjective (character’s) pov

vs.
Objective (storyteller’s) pov

Realistic



vs.
Nonrealistic

Duality requires audience judgment
vs.
Conflicts are generic and not analyzed

Conflicts are interpersonal

vs.
Conflicts are large scale

Stylized Environments and Performances

-the stylized environment makes a passing appearance either to reflect a character’s temporary unbalance (euphoria, fear, insecurity, etc) or to represent a storytelling inflection and share confidential information with the audience much as an author does in a literary aside.  Withheld from characters, this privileged information (symbolic objects, foreshadowing devices, special inframe juxtapositions) places us ahead of the characters in some way and gives us a broader perspective

-because film is such a relativistic medium, practical definitions of a visual or aural device can only take place in their context

-a character’s environment, the way he perceives it and interacts with it, serves to explain him to us and illuminate his temperament or mood

-by occasionally sharing the intensity of a character’s subjective vision we can enter his or her reality without giving up our observer’s immunity, that comparative objectivity against which we measure the character

-a storyteller’s purpose is occasionally to raise the audience’s sense of an enveloping destiny above and beyond that of the characters themselves

-while the switch to a subjective point of view catapults us into vulnerable perspectives at times of peak emotion, it is important to reiterate that an audience’s empathy builds through identifying with the character’s general situation, and not just through eyeline-dominated impressions

-using this principle in a film needs an ominous setting means that no radical transformation of an environment is necessary; all you need do is select from it.  By showing only what a character thinks is ominous assembles physical externals to sketch psychologically or emotionally skewed vision

-film art constantly makes us compare by creating heightened awareness and moving us between sensations unavailable in normal experience.  It does this by editing between different size shots, cross-cutting, parallel storytelling, and through juxtaposing events, periods, places, objects, and people

-any film profits from being removed in time and place from the present, for the audience applies less stringent standards for credibility and more readily grants artistic license to anything filtered memory.  Legend is, after all, only unauthentic history and the cinema enthusiastically extends the oral tradition

-another way to achieve a tension between figures and environments is, instead of transporting them in time, to place them in a specialized or alien setting

-wherever you have a confrontation between different values, it allows the film to be impressionistic and to create powerfully subjective moods

-some films construct a completely stylized world

-in the expressionist film, the audience is thrust into a subjectively distorted cosmos, and must hold on to its own sanity.  In each work the central characters tend to be people like ourselves challenging the normality of a world gone mad.  We are invited to identify with them and to protest against a system peopled by characters who neither reflect nor doubt.  Secondary characters are often no longer psychologically individualized, and tend to be the flat archetypes of genre

-music itself, when its use goes beyond conventional mood intensification, can impose a formal patterning upon the life onscreen

-perhaps the only truly unstyled performance is the one caught, documentary fashion, by a hidden camera

-performers know they are performing, and make choices over what they present, consciously and unconsciously adapting to the situation.  All performance is therefore stylized to a greater or lesser extent

-the performance that strives for realism – the art that hides art

-often these peripheral characters have an allegorical function and correspond to roles in a morality play.  Some characters remain uniform in purpose (threatening, demanding, manipulative, lifesaving, generous, teasing, good, evil) while some might appear hostile but turn out to be benevolent saviors

-it is the director’s job to set the levels of heightened characterization and to determine the nature of the pressure each spoke must transmit to the hub, or point-of-view character

-the personification of human qualities implied by the stylized performance points back to the early theatre’s masks and its stock characters

-nonrealistic or flat characters are especially likely to function as metaphors for the conflicting aspects in the round character’s predicament, and so draw our attention to a metaphysical subtext that might otherwise be elusive to the point of invisibility

-if characters play metaphorical roles in an allegory (and it is always revealing to scrutinize drama as if this were true) then finding potent metaphors to describe each is an important tool of clarification

Plot and Structural Alternatives

-the largest concerns in determining a movie’s structure – the handling of plot and time

-the plot of a drama is the design that arranges or patterns the incidents befalling the characters

-a film selectively puts on the screen only certain incidents and actions.  By concentrating our attention, a film’s plot therefore acts as a useful frame within which to focus authorial intentions

-the emphasis on plot may be light or heavy, and heavy plotting tends to place a stress upon the logical and the deterministic side of life.  In modern drama, plot may be deemphasized in favor or a looser and more episodic structure where chance and randomness can legitimately play a larger part. 

-type and degree of plotting may therefore be a clue to a film’s underlying philosophy

-though a film may ardently promote a theory of randomness in life, cause and effect in the language it must use is fixed and inescapable.  The relationship between shots, angles, characters, and environments in film language is fashioned precisely the way that most of the audiences will best understand

-it also maintains the tension that makes us keep actively watching

-since a character’s temperament largely determines his actions, plot must be consonant with character.  Conversely, characters cannot be arbitrarily plugged into a plot, since again plot and character must work hand in hand so that as the story advances, each episode stands in logical and meaningful relationship to what went before

-failures in the plot will be those weaknesses or breaks in the chain of logic that cause a breakdown in credibility.  The audience will in consequence feel confused or even cheated

-common weakness found in plotting are an excessive reliance on coincidence, or on the dues ex machina, the improbable action or incident inserted to make things turn out right

-audiences know when drama forces a development that is untrue to life, so you must ask a great many searching questions when writing to ensure that your plot is as tight and functional as good cabinetry.  

-the well crafted plot has a sense of inevitable flow, because it is unimpeded by anything gratuitous or facile.  It generates a sense of energizing excitement, each step arousing the audience to actively speculate on what can happen next

-when directing a play or film, one needs to be well aware of its thematic design

-audiences crave the resonance that deeper meanings bring

-a helpful tactic is for the filmmaker to invent a graphic image or diagram that represents the movement of elements and characters in the story.  This brings the film’s underlying statement to the surface through posing a problem that can only be solved by deep and sustaining thinking

-in choosing a thematic design, one may be trying to describe a journey that is emotional and metaphysical rather than one purely physical and actual

-each work’s full redesign only emerges at the end of postproduction.  A problem in editing turns out to be a misjudged scene that subtly disrupts and negates the overall pattern, and must either be changed, moved, or eliminated

-in developmental work following the initial script, produce a graphic representation of the whole film along the lines above, and then write about it.  As always, the act of writing will further develop an analysis that has initially seemed complete

-finding and illustrating the thematic progression in a script is of course a large step toward identifying the right structure for your film; the two are so closely related

-for every potential film there is an optimal structure, one that best presents the content and fulfills the film’s underlying purpose.  As with all design, the simplest solution is usually the strongest

-the most straightforward structure is a film whose sequences jump forward through time in a linear fashion.  Chronological sequencing is likely to produce a relatively cool, objective film because the narrative flow is least interrupted or redirected.  Effect follows cause in predictable but potentially unchallenging rhythm

-chronology may be broken up and the blocks of time rearranged in response to the subjective priorities of a character’s attention or recall, or because the storyteller has a narrative purpose for reordering time

-a scene from the future can be a useful foreshadowing device

-because the ending is known in the film, our attention focuses on human aspiration and fallibility rather than on the outcome

-a favorite device in comedy is to cut to an imagined or projected outcome
-all narrative art must select and compress in the interest of intensification, juxtaposition, and brevity.  Film does this supremely well

-a number of fragments could be jumped together and that a world was inferred from them by the audience, both the one beyond the edges of the frame, and one imagined from the dialectical tension between images, compositions, and subjects

-cinema films have matured into becoming longer, more reliant on mood and emotional nuance, and less tied to the laborious plotting associated with formulaic attitudes to screen narrative

-the danger with too much narrative compression is the risk of distancing the audience from a developing involvement with personalities, situations, and ideas, and of generating a generalized, even ritualized drama

-the expansion of time onscreen allows a precious commodity often missing in real life – the opportunity to reflect in depth upon the significance of something as it take place

Form and Style

-form is really the manner in which content is presented.  For a film to have a coherent and provocative outlook on life that it shows, the story must be shown in a particular and purposeful way; that is, the makers must find the story’s own unique form

-designing form involves more than figuring out where to put the camera and what lens to use before shooting.  It means articulating a clear and provocative purpose for telling the tale

-so, in considering form, the chosen point of view can usefully limit and shape your decisions.  Subsequent choices of lens, camera positions and angles, and lighting all contribute to the cumulative impression you want to build up in the audience.  This adds up to a progression of distinct moods and to a particular way of seeing

-we must also consider the structuring of time

-chronology is really another facet of point of view

-the controlling point of view and the limitations inherent in the story’s structure largely determine the form of any film, but good formal choices are seldom obvious nor can they be made without analysis and insight

-a quite average audience is already subconsciously aware that good fiction is not a reproduction of life but an enactment of ideas about it

-your audience expects you to reveal something fresh socially, culturally, and emotionally

-every human being has a character and that character is a mix of innate temperament, environmental influence, and what his or her peculiar history has instilled.  Almost all of what is visible about people’s characters – what moves them to act the way they do and what causes them to forge their own destinies – arises from their personal baggage of unresolved conflicts, both internal ones they carry everywhere and the external ones they confront, or cause

-they are your unfinished business in life

-you are stigmatized in certain ways, and within yourself there are buried memories of events that still smolder, whose cause and effect you feel very deeply, and whose significance, once grasped, you can work out through telling analogous tales.  By this token, the storyteller tells a tale not just to entertain, but to grow in spirit

-form, therefore, derives first from knowing what you want to show, and then from finding the best framework and visual/aural language to impart it

-elements of form you should take into consideration:

Visual Design
-this is the aspect of a film that people most readily notice, and it can be affected by lighting, choice of lenses, camera height and movements, costuming, set dressing, and by the locations and terrain themselves.  A film gains power when it finds visual equivalencies to its thematic concerns
Soundtrack Design

-too often film sound is diagetic, that is, something that merely provides the logical and realistic accompaniment to what we see on the screen

-“the eye sees, but the ear imagines”

Rhythmic Design

-a list of elements in a film that can supply rhythms


-music


-sound effects


-speech patterns (and breathing)


-frequency of shots
-frequency of picture cuts
-inherent rhythm of shot (affected by content and its movement, movement of camera, and less definable by composition)
-inherent rhythm of action itself

-cinematic rhythms are being simultaneously generated from several sources at any given time.  A good editor can and experienced director are acutely sensitive to their combined effect, and know as instinctively as any musician when the combined effect is not working

-an audience’s involvement, as any showman will tell you, is best sustained by variety

-while there is a continuous thematic development through these varying orchestrations, there are very different textures and rhythms juxtaposed

-good film technique aims to refresh the ear and eye with variations and comparisons that cause us to keep experiencing differently, to pass through a succession of perspectives and moods

-linked to variations in rhythm is the idea of changes of dramatic pressures.  One can increase or relax the audience’s sense of pressure by ringing the appropriate rhythmic changes.  It is for this reason that Bergman insists films is a musical rather than literary medium: “Film is mainly rhythm; it is inhalation and exhalation in continuous sequence”

Motifs

-these devices placed by the storyteller alert the audience to recurring thematic aspects.  Any repeated formal element, aural or visual, can be a motif

-Aural: most films using specially composed music also use the leitmotiv principle, that is, a special instrumentation and/or special musical theme running through the film assigned to a character, situation, or sentiment

-Visual: certain repeated camera movements

Brechtian Devices 



-wanting to stimulate his audience into thinking about the dialectics of political and social life, rather than getting them to dream their way through the fate and fortunes of a unique individual, Brecht devised a theatre of mixed and constantly changing forms, to keep the audience aware it was watching a dialectical show, not an imitation of it

-films with this purpose may employ an authorial narration, titles, songs, musical interludes, or surreal events peopled with bizarre, allegorical, or historical characters.  Often using elliptical forms, such films disrupt the audience’s ever present desire to lapse into that waking dream of identification which Bretch, surrounded by incipient fascism, saw a suicidal escapism.  Though mass audiences have yet to be drawn by Brtetch’s rather demanding alternative to traditional narrative form, his work and that of filmmakers influenced by him can be immensely moving and intellectually invigorating

-to keep an audience consciously thinking and entertained – not just feeling – is a rare skill in the cinema that awaits development on a wider scale

-to eliminate the need for editing, the long take needs astute blocking and rehearsal.  In conventional technique, editing and mobile camerawork inject nervous excitement into events shown that enable the point of view to constantly migrate around a central character, both classical ways of seducing the spectators into identifying

-in the long take, the audience sees the whole picture, so far as practicable, and close-ups are produced by blocking actors to move close to the camera.  In the conventionally shot and edited scene, the audience will more often than not be shown only enough important fragments (i.e. for a room) to infer the whole

-the act of imagining the result of the environment seems to make us enter the reality of the person whose experience the scene represents.  In so doing, says the theory, we yield intellect to sensation

-surely there is a place for both the emotions and the intellect in any intelligent film, if not in every single scene it contains

-the short film is actually closest to poetic form, for it requires deft characterization, a compressed narrative style, and something original to say
-the short film is essential for beginners because it is economic in outlay and forces the filmmaker to come to terms with the essentials of one’s craft

-what makes a good short subject?  It requires much the same qualities as a good short story: a limited but evocative setting, characters engaged in a significant form of struggle, and a resolution that opens the audience’s eyes in some way to a hidden aspect of the human condition

-once made, a good short film stands as a superb advertisement for what you could do with a bigger canvas

-the key to the short film lies in defining what situations most test and reveal a given character.  This is almost always at some turning point, where pressures have built up and the character is forced to take action.  When he or she acts, there follow the inevitable consequences to which he or she must adapt.  Since the turning point marks the onset of change, it is the true starting point of the story, to which the buildup is a necessary prelude, to be kept as a brief as practicable

-the word “style” is often and confusingly interchanged with ‘form.’ Goddard said, “To me, style is just the outside of content, and content the inside of style, like the outside and inside of the human body – both go together, they can’t be separated”

-style is really the visible influence on a work that is characteristic of its maker’s identity.  This is complicated in film by the fact that it is a collective, not individual, art form

-because personal identity at any meaningful level is neither chosen nor manipulated, you should let style take care of itself

-my feeling is that setting out to develop a style or an artistic identity only leads to superficialities and attention-demanding gimmicky.  More important is to work at finding one’s deepest interests and at making the best possible cinema from the imprint left by formative experience

-working sincerely and intelligently at the level of integrity is what really makes a director available to an audience

-how far you get and how long it takes depends on your ability, tenacity, and to a smaller degree, your luck

-film is such a dense and allusive language that a director must develop two separate kinds of ability.  One is the slew of human and technical skills to put a well conceived, well composed series of shots on the screen and make them tell a story.  The other is hardest to acquire; that of knowing oneself, what one has of value to offer the world, and the capacity to remain true to oneself even when one’s work comes under attack

-a beat is a moment of fulcrum in a scene when the pressures that have been building produce a changed balance.  This may be a subtle change, or it may be a massive one; either way it represents a step up the developmental  stairway that drama always aims to be

-the buildup of forces – of establishing the situation, building pressure, increasing that pressure, then of change to a new set of circumstances that produce new pressures – can only be accomplished if the characters have mismatched volitions, and therefore the potential for conflict.  Conflict may be between characters, internal to a single characters, between characters and a system, or between characters and a natural force  

