 SEQ CHAPTER \h \r 1Screenplay
-screenwriting is a craft that occasionally rises to the level of art

-movies are a combination of art and science; the technological revolution has literally changed the way we see movies and therefore, by necessity, has changed the way we write movies

-a screenplay is told with pictures, in dialogue and description, and placed within the context of dramatic structure
-that’s what it is; that is its nature.  It is the art of visual storytelling

-the craft of screenwriting is a creative process that can be learned

-to tell a story you have to set up your characters, introduce the dramatic premise (what the story is about) and the dramatic situation (the circumstances surrounding the action), create obstacles for your characters to confront and overcome, then resolve the story

-all stories through all the constellations of civilization, embody the same dramatic principles

-Set Up, Confrontation, and Resolution
-I’ve learned there are two or three times during a lifetime when something happens that alters the course of that life.  We meet someone, go somewhere, or do something we’ve never done before, and those moments are the possibilities that guide us to where we’re supposed to go and what we’re supposed to do with our lives

-suddenly, I saw movies in a whole new light, as an art form to study and learn, seeking in the story and images an experience and understanding of life

-“art should offer the viewer the chance of merging with the creator” - Jean Renoir

-great films are timeless - they embody and capture the times in which they were made; the human condition is the same now as it was then

-when you write a screenplay, there are two aspects you have to deal with.  One is the preparation required to write it; the research, the thinking time, character work, and laying out of the structural dynamic.  The other is the execution, the actual writing of it, laying out the visual images and capturing the dialogue

-the hardest thing about writing is knowing what to write

-I can’t teach anybody how to write a screenplay.  People teach themselves the craft of screenwriting.  All I can do is show them what they have to do to write a successful screenplay

-what people are looking for is a style that explodes off the page, exhibiting a quality of raw energy

-when you read a good screenplay, you know it - it’s evident from page one, word one.  The style, the way the words are laid out on the page, the way the story is set up, the grasp of the dramatic situation, the introduction of the main character, the basic premise or problem of the screenplay - it’s all set up in the first few pages of the script

-a screenplay is a story told with pictures.  It’s like a noun; it has a subject, and is usually about a person, or person’s, in a place, or places, doing his, or their “thing.”  The person is the main character doing his thing is the action

-talent is god’s gift; either you’ve got it or you don’t.  But writing is a personal responsibility; either you do it or you don’t

What is a Screenplay?
-how we look to the outside world, of course, is a lot different from who we really are behind closed doors

-you’d be surprised how many decisions are made in Hollywood by the way a screenplay looks - you can tell whether it’s been written by a professional or by someone who’s still aspiring to be a professional

-a screenplay is not a novel, and it’s most certainly not a play

-in a novel, we are privy to the character’s thoughts, feelings, emotions, words, actions, memories, dreams, hopers, ambitions, opinions, and more.  The character and reader go through the action together, sharing in the drama and emotion of the story

-in a novel the action takes place inside the character’s head, within the mindscape of dramatic action

-a play is different.  The action, or story line, occurs onstage, under the proscenium arch, and the audience becomes the fourth wall, eavesdropping on the lives of the characters, what they think and feel and say

-in this case, the action of the play occurs within the language of dramatic action; it is spoken in words that describe feelings, actions, and emotions

-film is a visual medium that dramatizes a basic story line; it deals in pictures, images, bits and pieces of film

-the nature of the screenplay deals in pictures

-what do all stories have in common?  They have a beginning, middle, and an end, not necessarily in that order, as Goddard says.  Screenplays have a basic linear structure that creates the form of the screenplay because it holds all 

the individual elements, or pieces, of the story line in place

-structure is like gravity: It is the glue that holds the story in place; it is the base, the foundation, the spine, the skeleton of the story.  And it is this relationship between the parts and the whole that holds the screenplay together.  It’s what makes it what it is

-it is the paradigm of dramatic structure.  A paradigm is a model, example, or conceptual scheme

Act I is the Set Up
-one page of screenplay is approximately one minute of screen time.  It doesn’t matter whether the script is all action, all dialogue, or any combination of the two 

-Act I, the beginning, is a unit of dramatic action that is approximately twenty or thirty pages long and is held together with the dramatic context known as the Set-Up

-context is the space that holds something in place - in this case, the content

-the context is what holds the content in place

-the screenwriter sets up the story, establishes characters, launches the dramatic premise (what the story is about), illustrates the situation (the circumstances surrounding the action), and creates the relationships between the main character and the other characters who inhabit the landscape of his world

-as a writer you’ve only got about ten minutes to establish this, because the audience members can usually determine, either consciously or unconsciously, whether they do or don’t like the movie by that time.  If they don’t know what’s going on and the opening is vague or boring, their concentration and focus will falter and start wandering

-ten minutes is ten pages of screenplay.  I cannot emphasize enough that this first ten page unit of dramatic action is the most important part of the screenplay

-the dramatic premise is what the screenplay is about; it provides the dramatic thrust that drives the story to its conclusion

Act II is Confrontation
-Act II is a unit of dramatic action approximately sixty pages long, and goes from the end of Act I, anywhere from pages 20 to 30, to the end of Act II, approximately pages 85 to 90, and is held together with the dramatic context known as Confrontation

-during the second act the main character encounters obstacle after obstacle that keeps him from achieving his dramatic need, which is defined as what the character wants to win, gain, get, or achieve during the course of the screenplay.  If you know your character’s dramatic need, you can create obstacles to it and then your story becomes your character, overcoming obstacle after obstacle, to achieve his dramatic need

-Act II is where your character has to deal with surviving the obstacles that you put in front of him or her. What is it that drives him forward through the action?  What does your main character want?  What is his dramatic need?

-all drama is conflict.  Without conflict, you have no action; without action, you have no character; without character you have no story, and without story, you have no screenplay

Act III is Resolution
-Act II is a unit of dramatic action approximately twenty to thirty pages long and goes from the end of Act II, approximately pages 85 to 90, to the end of the screenplay.  It is held together with the dramatic context know ad resolution.  I think it’s important to remember that resolution does not mean ending; resolution means solution

-does your main character succeed or fail?

-Act III resolves the story.  It is not the ending; the ending is that specific scene or shot or sequence that ends the script

-beginning, middle, and end; Act I, Act II, Act III.  Set-up, confrontation, resolution - these parts makes up the whole.  It is the relationship between theses parts that determines the whole

-in order to get from Act I to Act II, and Act II to Act III, you must create a Plot Point at the end of both Act I and Act II

-a Plot Point is defined as any incident, episode, or event, that hooks into the action and spins it around in another direction 

-a Plot Point is always a function of the main character

-Plot Points serve an essential purpose in the screenplay; they are a major story progression and keep the story line anchored in place

-Plot Points do not have to be big, dynamic scenes or sequences; they can be quiet scenes in which a decision is 

made

-it is the form of the screenplay that is important, not the page numbers where Plot Points occur.  There may be many Plot Points during the course of the story line: I only focus on Plot Points I and II because these two events are the anchoring moments that become the foundation of the dramatic structure in the screenplay

-both Plot Points are a way to move the story forward; it is a story progression

-the paradigm is a form, not a formula.  Structure is what holds the story together

-a formula, however, is totally different.  A formula never varies; certain elements are put together so they come out exactly the same each and every time

-story determines structure; story doesn’t determine story

-the dramatic structure of the screenplay may be defined as a linear arrangement of related incidents, episodes, or events leading to a dramatic resolution

-how you utilize these structural components determine the form of your screenplay

-the paradigm is a model, an example, or a conceptual scheme; it is what a well-structured screenplay looks like, an overview of the story line as it unfolds from beginning to end

-screenplays the work follow the paradigm (whether intentionally or not)

-every movie you see is a learning process, expanding your awareness and comprehension of what a movie is: a story told with pictures

-you should read as many screenplays as possible in order to expand your awareness of the form and structure

The Subject
-you need a subject to embody and dramatize the idea.  A subject is defined as an action and a character.  An action is what the story is about, and a character is who the story is about

-the screenwriter must know who the story is about and what happens to him

-knowing your subject is the starting point of writing the screenplay.  And make no mistake: Every screenplay has a subject

-the writer must exercise choice and responsibility in determining the dramatic execution of the story

-every creative decision must be made by choice, not necessity

-fleshing out the action and focusing on the character broadens the story line and accentuates the details

-research is absolutely necessary.  All writing entails research, and research means gathering information

-the information you collect allows you to operate from the position of choice confidence, and responsibility.  You can choose to use some, or all, or none of the material you’ve gathered; that’s you choice, dictated by the terms of the story

-there are two kinds of research.  One I call text research.  That means going to the library and pulling out books and newspaper and magazine articles and reading about a period, a people, a profession, etc

-if you’re writing about a subject that you don’t know much about, you need to get information to make your story line real, believable, and true

-the second form of research I call live research.  It means going to the source - doing live interviews, talking to people, getting a “feel” for the subject

-the principle rule of storytelling: the more you know, the more you can communicate

-the character’s need determines the creative choices he makes during the screenplay, and gaining clarity about the need allows you to be more complex, more dimensional, in your character portrayal

-the key to a successful screenplay is preparing the material.  Dialogue is “perishable” because the actor can always improvise lines to make something work.  But, the character’s need is sacrosanct.  That cannot be changed, because it holds the entire story in place.  Putting words down on paper, is the easiest part of the screenwriting process; it is the visual conception of the story that takes so long.  Picasso said “art is the elimination of the unnecessary”

-research gives you ideas, a sense of people, situation, and locale.  It allows you to gain a degree of confidence so you are always on top of your subject, operating from choice, not necessity or ignorance

-when you think subject, think action and character

-there are two kinds of action - physical action and emotional action

-emotional action is what happens inside your characters during the story

-first, define the dramatic need of your character.  What does your character want?  What is his need?  What drives him to the resolution of your story

-the need of your character gives you a goal, a destination, an ending to your story.  How your character achieves or 

does not achieve that goal becomes the action of your story

-if you know the need of your character, you can create obstacles to fulfill that need.  How he overcomes those 

obstacles is your story

-conflict, struggle, overcoming obstacles, both inside and outside, are the primary ingredients in all drama.  It is the writer’s responsibility to generate enough conflict to keep the reader, or the audience, interested.  The job of the screenwriter is to keep the reader, or the audience, interested.  You must keep the reader turning pages.  The story always has to move forward, toward its resolution

-action is character.  What a person does is what he is, not what he says
The Creation of Character
-in the Art of Fiction, Henry James poses a literary question: What is character but the determination of incident?  And what is incident but the illumination of character?

-an incident is a specific occurrence or event that occurs in connection or relationship to something “else.”  Screenplays are usually about a key incident, and the story is the character acting and reacting to it.  It is the major source of all action and character

-all good movies, focus on the unfolding of a specific incident or event; and it is this incident that becomes the engine that powers the story to its completion

-sometimes incidents and events in our lives bring out the best in us, or the worst.  Sometimes we recover from these events and sometimes we don’t - but they always impact us.  At other times how we act and react, or deal with a particular situation, reveals out “true” nature and tells us who we really are

-events in a screenplay are specifically designed to bring out the truth about characters so that we, the reader and audience, can transcend our ordinary lives and achieve a connection, or bond, between “them and us.”  We see ourselves in them and enjoy a moment, perhaps, of recognition and understanding

-James says that the incidents you create for your characters are the best ways to illuminate who they are - that is, reveal their true nature, their essential character.  How they respond to a particular incident or event, how they act and react, what they say and do is what really defines the essence of their character

-the elements within the character really determine the incident; how the character reacts to that incident is what illuminates and truly defines his character

-Plot Point I is the true beginning of the screenplay and it swings the story around into Act II

-in mythic terms, the first part of any journey of initiation must deal with the death of the old self and the resurrection of the new.  Campbell says that the hero, or heroic figure, “moves not into outer space but into inward space, to the place from which all being comes, into the consciousness that is the source of all things, the kingdom of heaven within.  The images are outward, but their reflection is inward”

-character is the essential internal foundation of your screenplay.  The cornerstone.  It is the heart and soul and nervous system of your screenplay.  Before you can put one word down on paper, you must know your character

-in a screenplay, the story always moves forward, from beginning to end, whether in a linear or nonlinear fashion

-the way you drive your story forward is by focusing on the actions of the character and the dramatic choices he or she makes during the narrative story line

-action is character; a person is what he does, not what he says.  Film is behavior.  Because we’re telling a story in pictures, we must show how the character acts and reacts to the incidents and events that he confronts and overcomes during the story line

-he is the main character because the story is about him

-who is your story about?  Separate the components of his life into two basic categories” interior and exterior

-the interior life of your character takes place from birth until the time your story begins.  It is a process that forms character

-the exterior life of your character takes place from the moment your film begins to the conclusion of the story.  It is a process that reveals character

-film is a visual medium.  You must find ways to reveal your character’s conflicts visually
-it’s important to make the distinction between knowing your character as a thought, notion, or idea in your head and revealing him on paper

-the character biography is an exercise that reveals your characters interior life, the emotional forces working on your character from birth

-when you begin formulating your character from birth, you begin to see your character build

-continue to trace your character’s life until the story begins.  Examine his career, relationships, dreams, hopes, and 

aspirations.  Many times reality collides with dreams and fantasies and generates a sense of conflict within the character’s life

-remember, you are not your character

-you may share certain similarities with the character, but if you think you’re going to use yourself as the model, it’s not going to work.  Writing is the ability to ask yourself questions and wait for the answers

-so try to phase any questions using the word what: What causes my character to react in this manner (not why).  What is the purpose of this scene?

-I call writing a character biography, creative research.  You’re asking questions and getting answers.  You’re building the interior life of your character, the emotional life, on a firm foundation so that your character can move and evolve in a definite character arc through the story, can change and grow through certain emotional stages of the action

-the exterior aspect of your character takes place during the actual time of the screenplay, from the first fade-in to the final fade-out.  It is important to examine the relationships in the lives of your characters, as they have the potential of becoming a resource for greater depth of character, including subplots, secondary actions, and any possible intercutting you may want to do to build the relationship between characters and story

-separate your character’s lives into three basic components - their professional life, their personal life, and their private life

-the clearer you are, the more believable your characters become.  Are they sad or happy with their lives?  Do they wish their lives were different?

-finding ways to illustrate and reveal your character’s relationships are challenging, but rewarding.  Think about conflicts; he may want one thing, she another

-all these aspects of your character’s relationships should be explored, thought about, written about

-define the personal relationships of your character in a page or two.  In free-association or automatic writing, just throw down all your thoughts, words, and feelings, on the page, and don’t worry what it looks like or read like

-private: what you’re your character do when he is alone?

-your character has to be active, had to be doing things, causing things to happen, not just reacting all the time

-film is a visual medium, and the writer’s responsibility is to choose an image, or picture, that cinematically dramatizes his character

-film is behavior.  We can know a lot about characters by how they react, or behave, in certain situations.  Pictures, or images, reveal different aspects of character.  Whereas character reveals the deep-seated nature of people who are, in terms of values, actions, and beliefs, characterization is expressed in the way people live

-character is expressed in who they are, by their actions and reactions, by their creative choices.  Characterization, on the other hand, is expressed in their taste and how they look to the world, what they wear, the cars they drive

-form your characters by creating a character biography, then reveal them by showing who they are in the professional, personal, and private aspects of life

-if you want to write a screenplay, decide what you are writing about

Building a Character
-building character is part of the mystery and magic of the creative process.  It is an ongoing, never-ending, continuing practice.  In order to really solve the problem of character, it’s essential to go into your characters and build the foundations and fabric of their lives, then add ingredients that will heighten and expand the portrait of who they are

-four essential qualities that seemed to go into the making of good characters: (1) the characters have a strong and defined dramatic need; (2) they have an individual point of view; (3) they personify an attitude; and (4) they go through some kind of change, or transformation
-dramatic need is defined as what your main characters want to win, gain, get or achieve during the course of your screenplay.  The dramatic need is what drives your characters through the story line.  It is their purpose, their mission, their motivation, driving them through the narrative action of the story line

-there are times the dramatic need will change during the course of the story.  If your character’s dramatic need does change, it will usually occur at Plot Point I, the true beginning of your story

-point of view is defined as the way a person sees, or views, the world.  Every person has an individual point of view.  Point of view is a belief system, and as we know, what we believe to be true is true

-it is our mind, how we see the world, that determines our experience

-we all have points of view, singular and unique, individual to the personal experience and expression of each person.  Point of view is acquired through personal experience
-look for ways your characters can support and dramatize their points of view.  Knowing your characters’ points of view becomes a good way to generate conflict

-attitude is defined as a manner or opinion.  An attitude, differentiated from a point of view, is an intellectual decision, so can be classified by a judgement: right or wrong, good or bad, positive or negative, etc

-judgments, opinions, evaluations, all stem from attitude.  It’s an intellectual decision one makes

-sometimes it’s difficult to separate point of view from attitude

-change, transformation, is a constant of life, and if you can impel some kind of emotional change within your character, it creates an arc of behavior and adds another dimension to who he is

-the main character must be active, he must cause things to happen, not let things happen to him.  It’s okay if he reacts to incidents or events some of the time, but if she is always reacting, he becomes passive, weak, and that’s when the character seems to disappear off the page

-in the Theory of Illumination, James said that if your character occupies the center of a circle and all the other characters he interacts with surround him, then each time a character interacts with the main characters, the other characters can reveal, or illuminate, different aspects of the main character

-writing is always an adventure; you never really know what’s going to come out

-when you’re writing you’ll find it may take you about sixty pages before you make contact with your characters, before they start talking to you, tell you what they want to do and say.  Once you’ve made contact and established a connection with them, they’ll take over

-dialogue is really a function of character.  If you know your character, your dialogue may very well flow easily with the unfolding of your story

-writing dialogue is a learning process, an act of coordination.  The more you do it, the easier it gets

-dialogue serves two main purposes.  Either it moves the story forward, or it reveals information about the main character.  If the dialogue does not serve either one of these functions, then take it out

-the end result of all your work and research and preparation and thinking time will be characters who are authentic and believable, real people in real situations

Story and Character
-creating character is a process

-there are really only two ways to approach writing a screenplay.  One is to get an idea, then create your characters to fit that idea

-another way to approach a screenplay is by creating a character, then letting a need, an action, and, ultimately, a story emerge out of that character

-create a character and you’ll create a story

-use your own experience as a guide in creating character

-we’re always searching for ways to generate tension in our material

-the writer always operates from the position of choice and responsibility

-through a process of trial and error, we’re going to be searching for a theme, or dramatic premise: something that will generate a dramatic action

-we’re building a character, creating context and content, searching for a story that will soon appear.  Create a character and a story will emerge

-this is a creative process, and confusion and contradiction are a part of it

-when writing a screenplay, we need a character who is larger than life

-there are different kinds of endings.  In “up” endings, things work out.  In sad or ambiguous endings, it’s up to the audience to figure out what happens to the characters.  In a “down” ending, not everything works out

-if you are ever in doubt about how to end your story, think in terms of a positive ending

-people walk away from the theater uplifted, fulfilled, spiritually aligned with their own humanity

-I believe the silver screen is a mirror, reflecting our thoughts, our hopes, our dreams, our success, our failures

-the best ending for your story is an ending that’s real, believable, and true

-the two things that run Hollywood are fear and greed.  Everybody wants to be associated with a “winner”

-resolve your stories any way you want, but be true to your story and characters

Endings and Beginnings
-there are a myriad of different ways to begin your screenplay

-there are two kinds of action - physical action and emotional action

-direction, your story moves forward from point A to point Z, from set-up to resolution

-remember that a screenplay is a “linear progression of related incidents, episodes, and events leading to a dramatic resolution”

-that means the story moves forward from beginning to end

-what’s the best way to open your screenplay?  Know your ending

-resolution means solution; how is your story resolved?

-the ending is the first thing you must know before you begin writing

-your story always moves forward - it follows a path, a direction, a line of progression from beginning to end. 

-direction is defined as a line of development, the path along which something lies

-in the same way, everything is related in the screenplay, as it is in life.  You don’t have to know the specific details of your ending when you sit down to write your screenplay, but you have to know what happens and how it affects the characters

-life is choice - personal choices, creative choices - and learning how to take responsibility for them

-understanding the basic dynamic of a story’s resolution is essential.  By itself, resolution means “a solution or explanation”

-when you are laying out your story line, building it, putting it together, scene by scene, act by act, you must first determine the resolution.  What is the solution to your story?

-good films are always resolved one way or another

-the resolution must be clear in your mind before you write one word on paper; it is context, it holds the ending in place.  To write a strong opening, you must know your ending

-your story is really a journey, the end its destination

-it seems that one of the major difficulties screenwriters deal with is the problem of endings; how to end your screenplay so it works effectively, so it’s satisfying and fulfilling, so it makes an emotional impact on the reader and audience, so it’s not contrived or predictable, so it’s real, believable, not forced or fabricated; an ending that resolves all the main story points; an ending, in short, that works

-a good teacher is someone who “shows people the connections between things”

-the ending of one thing is always the beginning of something else

-don’t worry about where to put the credits.  The credits are usually a filmic decision, not a writing one

-the screenwriter’s job is to keep the reader turning pages.  The first ten pages of your screenplay are absolutely the most crucial

-an opening can be visually active and exciting, grabbing the audience immediately.  Another kind of opening is expository, slower paced in establishing character and situation

-your story determines the type of opening you choose

-the opening of your screenplay has to be well thought out and visually designed to illustrate what your story is about

-before you write one shot, one word of dialogue on paper, you must know four things: ending, beginning, Plot Point I And II.  In that order.  These four elements, these four incidents, episodes, or events, are the cornerstones, the foundation of your screenplay

-the reader must know three things within these first few pages of the script: the character - who the story is about; the dramatic premise - what the story is about; and the situation - the circumstances surrounding the action

-no loose ends.  Everything is resolved dramatically, in terms of action and character; all questions raised are answered.  The story is complete

-the resolution is the seed of the ending, and if planted and nurtured correctly, it can sprout into a full-fledged dramatic experience.  That’s what we all strive for.  Endings are manifested in the resolution and the resolution is conceived in the beginning

-so what makes a good ending?  It has to work, first of all, by satisfying the story; when we reach the final fade-out and walk away from the movie experience, we want to feel full and satisfied, much as if we were leaving the table after a good meal.  It’s this feeling of satisfaction that must be fulfilled in order for an ending to work effectively.  And of course, it’s got to be believable

-what you want in your screenplay is the best possible ending that works. You want to be true to your story line and not have to resort to any tricks, gimmicks, or contrived elements in order to make it work

-the ending comes out of the beginning.  Someone, or something, initiates an action, and how that action is resolved becomes the story line of the film

-“the longest journey begins with the first step.”  As in the concept of yin and yang, two concentric circles joined together, forever united, forever opposed

-every film you see becomes a learning experience; if you examine it, it will generate a process, giving you an extended awareness of the screenplay

-see whether you can isolates its structure; see whether it fits the paradigm or not

-endings and beginnings: two sides of the same coin

Setting Up the Story
-“for every action, there is an equal and opposite action.”  Which means, basically, that everything is related.  We exist in relationship to each other, we exist in relationship to earth, we exist in relationship to all living things, and we exist in relationship to the universe

-in a screenplay the same principle holds true: Everything is related

-if you change a scene or a line of dialogue on page 10, it impacts and influences a scene or a line of dialogue on page 80.  A screenplay is a whole, and it exists in direct relationship to it parts

-setting up your story by explaining things through dialogue slows down the action and impedes the story progression.  So it is important to set up your story visually

-the reader has to know what the story is about and who it’s about

-approach the first ten pages of your screenplay as a unit, or block, of dramatic action.  It must be designed and executed with efficiency and dramatic value because it sets up everything that follows

-the first question Robert Towne asks himself in approaching his character is “what is this character afraid of?  In other words, what is his deepest fear?

-these visual descriptions convey character traits that reflect his personality

-the dramatic premise sets up the direction of the screenplay.  And direction is “a line of development”

Two Incidents
-incident: a specific occurrence or event that occurs in connection to something else

-a visual “grabber,” an opening that grabs you by the throat and seizes your attention

-this opening/sex murder scene is the incident that sets the story in motion and directly draws the main character into the story line

-you can’t reveal a character dramatically unless you have him react to a particular incident; the nature of drama, after all, is to show the universal connection between all humans, regardless of race, color, gender, or cultural differences

-the inciting incident, sets the story in motion; it is the first visual representation of the key incident, what the story is about, and draws the main character into the story line

-using an opening sequence to draw the main character into the story line is pure cinema

-the inciting incident serves two important and necessary functions in the craft of storytelling: 1) it sets the story in motion, and 2) it grabs the attention of the reader and audience.  Seeing the relationship between this first incident and the story line is essential to an understanding of good screenwriting

-Hegel maintained that the essence of tragedy derives not from one character being right and the other being wrong, or from the conflict of good versus evil, but from a conflict in which both characters are right, and thus the tragedy is one of “right against right,” being carried to its logical conclusion

-nobody is right or wrong in this conflict, because both men’s actions are determined by their point of view, the way they see the world

-depending on the kind of story you’re writing, the inciting incident will either be action-driven or character-driven.  It does not have to be a tense action or dramatic action - it can be a scene involving a situation

-the inciting incident always leads us to the key incident, which is the hub of the story line, the engine that powers the story forward.  The key incident reveals to us what the story is about

-once we’ve established the inciting incident, the story begins

-many times the key incident and Plot Point I are the same

-American Beauty is a story of resurrection and rebirth, of finding a reason, or purpose for living.  Lester’s loaded little statement is what sets the story in motion, it is the inciting incident.  Seeing Lester’s fantasy is the incident, episode, or event that hooks into the action and spins it around in another direction, in this case Act II

-the inciting incident and key incident are related, but not always in the same way.  It all depends on the story you’re telling.  There are no magic formulas in screenwriting

-the dramatic premise could be said to be a conceptual description of what the story is about, while the key incident would be that specific scene or sequence that is the dramatic visualization of what the story is about

-the force of the key incident affects both the internal and external aspects of your character

-the inciting incident sets the story in motion and the key incident establishes the story; it is the dramatic premise executed.  If the key incident is the hub of the story, then all things - the actions, reactions, thoughts, memories, or flashbacks - are tethered to this one incident

-even non-linear stories like Pulp Fiction are structured as a whole, in linear fashion; it starts at the beginning of the action, goes into the middle, then proceeds to the end.  Each section is like a short story, presented from a different character’s point of view

-no matter what form a film takes, whether linear or nonlinear, there is always going to be an inciting incident and a key incident

-structuring a nonlinear movie means defining each part, then structuring each section, whether in present time or past time, from beginning to end, at which point the screenwriter can build and arrange the parts in any order he desires

-it’s important to remember that structure is not something embedded in concrete, or something that is unbending, or unyielding; rather, it is flexible, like a tree that bends in the wind but doesn’t break.  Understanding this concept allow you to play with the plotline so you can tell your stories visually, with narrative action rather than explanation

-we’re expanding the craft with stories that are more visual, while unfolding with clarity and simplicity.  It is a clear sign of evolution at work

-though the form may be evolving, the simple tools of storytelling remain the same.  What you write is just as important as how you write it

Plot Points
-the hardest thing about writing is knowing what to write

-you need a road map, a guide, a direction - a line of development leading from beginning to end.  You need a story line.  If you don’t have one you’re in trouble.  That’s why it’s so easy to get lost in the maze of your own creation

-that’s why the paradigm is so important - it gives you a direction, a line of development.  It’s like a road map

-when you’re in the paradigm, you can’t see the paradigm.  That’s why Plot Points are so important.  As defined, the Plot Point is “any incident, episode, or event that hooks into the action and spins it around in another direction”

-the function of Plot Point I is simple: It moves the story forward.  Plot Point I and II are the story points that hold the paradigm in place.  They are the anchors of your story

-if you look at the screenplay as a series of story points, or story progressions, your story line begins at the beginning and ends at the end

-structure is the foundation, the base, the blueprint of screenplays

-if you don’t know the basic structure of your story line, you’re not really ready to start writing

-this does not mean that there are only two Plot Points in your screenplay.  That’s not the case at all.  We’re dealing with the preparation you need to make before you begin writing.  Once you know what these two Plot Points are, they will anchor your story line, hold it in place so you can begin the writing process with freedom and creativity

-when the screenplay is completed, it may contain as many as ten to fifteen Plot Points, most of which will be in Act II.  The purpose of the Plot Point is to move the story forward, toward the resolution.  That is its purpose

-each Plot Point is geared by both the emotional and physical forces working on the character; the outside events affect the interior, emotional life of the character and move the script to its next level of action

-Plot Point is a function of the main character and moves the story forward.  It amps up the action and underscores the arc of the character

-the choices your characters make may very well determine the course and outcome of the story

-the connections and interplay between the characters, of course, are essential to the movement and plotline of the story

-every film you see will have definite Plot Points; all you have to do is find them

-the hero can only become heroic if he chooses to.  Only when we give up the concepts of our limited self can we attain enlightenment and liberation.  The reluctant hero must accept the challenge of being who he really is and must choose to honor themselves and accept their destiny

-as Joseph Campbell states “the true hero has to die in order to be reborn”

-it portends a future direction in movies: technology integrated into a classical, mythical story line that is larger than life

-it’s not dharmic, meaning it’s not the “right action” based on the moral and ethical principles of the universe.  In other words, it’s uncool

-a plot point does not have to be a dramatic moment, or a major scene or sequence.  A Plot Point can be a quiet moment, or an exciting action sequence, or a line of dialogue, or a decision that affects the story line

-a Plot Point is whatever you choose it to be - it could be a long scene or a short one, a moment of silence or of action; it simply depends on the script you’re writing.  It’s the choice of the screenwriter, but it is always an incident, episode, or event that is dictated by the needs of the story

-knowledge and mastery of the Plot Point is an essential requirement of writing a screenplay.  As you approach the 120 blank sheets of paper, the Plot Points at the end of each act are the anchoring pins of dramatic action; they hold everything together.  They are the signposts, the goals, the objectives, the destination points of each act - forged links in the chain of dramatic action

The Scene
-Campbell says “a hero is someone who has given his life to something bigger than oneself”

-characters who have overcome their doubts and fears, then pushed them aside and acted.  It is this action that elevates them into the realm of “heroic figures”

-his stature, his personification of the nobility of the human spirit, stands as a beacon of humanity that crosses all barrier of time, culture, language

-good scenes make good movies

-the scene is the single most important element in your screenplay.  It is where something happens - where something specific happens.  It is a particular unit, or cell, of dramatic action - the place in which you tell your story

-the way you present your scene on the page ultimately affects the entire screenplay.  A screenplay is a reading experience before it becomes a movie experience

-the purpose of a scene is twofold: Either it moves the story forward or it reveals information about the character

-if the scene does not satisfy one, or both of these two elements, then it doesn’t belong in the screenplay

-a scene can be as long or as short as you want it to be.  It can be an essential story beat (progression), or it can be a transition, a way to bridge the elements of place and time

-the scene can be anything you want it to be.  That’s the beauty of it

-it is the story that determines how long or how short your scene is.  There is only one rule to follow: Tell your story.  The scenes will be as long or short as they need to be; just trust the story and it will tell you everything you need to know

-it is the form of the screenplay that’s important - beginning, middle, end - not the numbers on the page

-the paradigm is only a guide, not an absolute

-writing a screenplay that way doesn’t work - trust your story to tell you what you need to know, what scenes you need to write, or what scenes not to write

-first, the form.  Two things are necessary in every scene - place and time.  They are the two components that hold things in context.  Every scene occurs at a specific place a specific time

-if you change either component, it becomes a new scene

-the word CAMERA is always capitalized in the screenplay

-scene changes are essential to your screenplay.  The scene is the cell, or kernel, of the action, where it all happens - where you tell your story in moving pictures

-a scene can be constructed in several different ways, depending on the type of story you’re telling.  For many types of scenes you can build the action in terms of beginning, middle, and end; a character enters the place and the scene unfolds in linear time much the same way a screenplay unfolds

-many times one might show a snippet of an action at the beginning, a major portion of it in the middle, and another part of it at the end.  Or you can begin a scene, cut away to a flashback, and then bring it back to the present and end it in real time

-there is no rule - it is your story, so you make the rules.  Sometimes, in certain situations, it’s good to lay out the action line of the scenes in terms of beginning, middle, end, and then use only portions, or bits or pieces, of the action line to present the scene

-rarely does a scene provide more than one piece of information. Many times I’ll read scenes where the writer includes two, sometimes three pieces of information, and it’s way to much.  It bogs down the narrative line and can be confusing

-generally there are two kinds of scenes.  One is where something happens visually, like an action scene.  The other is a dialogue scene between two or more characters

-most scenes are a combination.  In a dialogue scene, there’s usually some action going on, and in an action scene, there’s usually some dialogue

-since one page of screenplay equals approximately one minute of screen time, most dialogue scenes need to be longer than two or three pages.  That’s two or three minutes of screen time, and believe it or not, that’s an enormous amount of screen time

-this is a general rule, of course, and there are always exceptions

-withing the body of the scene, something specific happens - your characters move from point A to point B in terms of emotional growth or reaching a decision; or your story links Point A to Point B in terms of the narrative line of action, the plot.  Your story always moves forward, even if parts of it are told in flashback

-the flashback is a technique used to expand the audience’s comprehension of story, characters, and situation.  The purpose of the flashback is the same as the scene - either it moves the story forward or it reveals information about the characters

-how do you go about creating a good scene?

-first find the context of the scene, then determine the content, what happens.  What is the purpose of the scene?  Why is it there?  How does it move the story forward?  What happens within the body of the scene?  Where has the character just been before he or she enters the scene?  What are the emotional forces working on the character during the scene?  Do they impact the purpose of the scene?

-as a writer, it’s your responsibility to know why your characters are in a scene, what the purpose of the scene is, and how the characters’ actions, or dialogue, are relevant to the story.  You’ve got to know what happens to your characters in the scenes, as well as what happens to them in between the scenes

-by creating context, you determine dramatic purpose and can build your scene line by line, action by action.  By creating context you establish content

-how do you do this?  By finding the components or elements within the scene. What aspect of your characters professional life, personal life, or private life is going to be revealed?

-actors often play “against the grain” of a scene; that is, they approach the scene not from the obvious approach but from the unobvious approach

-when you’re approaching a scene, look for a way that dramatizes the scene “against the grain” or a location that could make it visually interesting

-when you’re preparing to write a scene, first establish the purpose, then find the components, the elements contained within the scene.  Then determine the content

-let something happen that could possible impact the characters.  Look for any ingredients you might use that could generate some form of conflict

-the content of the scene now becomes part of the context

-this allows you to stay on top of your story, and not let the story be on top of you.  As a writer, you must exercise choice and responsibility in the creative decisions you make and in the construction and presentation of your scene.  After all, it’s the character’s choice within the narrative that determines the flow of the story line

-within the context of the scene you can influence tone, feeling, and mood by the descriptions you write

-“someday exists on in the mind, not in reality” - Jean Renoir

-comedy creates a situation, then lets people act and react to the situation and each other.  In comedy, you can’t have your characters playing for laughs; they have to believe what they’re doing, otherwise it becomes forced and contrived, and therefore unfunny

-comedy and tragedy are two sides of the same coin

-Woody Allen says “acting funny is the worst thing you can do”

-comedy, like drama, depends on “real people in real situations”

-you don’t always need to show the entire scene.  You can choose to show a few parts from the beginning, or just the middle, or maybe only the end

-William Goldman once remarked that he doesn’t enter the action until the last possible moment - that is, just before the purpose of the scene is revealed

-you, as writer, are completely in control of how you create your scenes to move your story forward.  You choose what part of the scene you are going to show

-your story always moves forward, step by step, scene by scene, toward the resolution

The Sequence
-“synergy” is the study of systems, the behavior of systems as a whole, independent of their working parts.  The concept of synergy as the relationship between the whole and its parts, that is, a system

-the screenplay is comprised of a series of elements that can be compared to a system, a number of individually related parts arranged to form a unity, or whole

-a screenplay is really a system of sorts, comprised of specific parts that are related and unified by action, character, and dramatic premise.  We measure it, or evaluate it, in terms of how well it works or doesn’t work

-the screenplay, as a system, is made up of specific elements: endings, beginnings, scenes, Plot Points, shots, special effects, locations, music, and sequences.  Together, unified by the dramatic thrust of action and character, the story elements are arranged in a particular way and then revealed visually to create the totality known as the screenplay

-as far as I’m concerned, the sequence is perhaps the most important element of a screenplay

-a sequence is a series of scenes connected by one single idea with a definite beginning, middle, and end.  It is a unit, or block of dramatic action unified by one single idea.  It is the skeleton, or backbone, of your script and, like the nature of structure itself, holds everything together

-a sequence is usually expressed in a word or two (a wedding, a funeral)

-the context of the sequence is the specific idea that can be expressed in a few words or less

-once we establish the context of the sequence, we build it with content, the specific details or ingredients, needed to create the sequence

-the sequence is a key part of the screenplay because it holds essential parts of the narrative and action in place, much like a strand holds a diamond necklace in place.  You can literally string or hang a series of scenes together to create chunks of dramatic action

-it’s an important concept to understand in the writing of a screenplay.  It is the organizational framework, the form, the foundation, on of the major building blocks of screenplay

-the contemporary screenplay might be defined as a series of sequences tied together, or connected, by the dramatic story line

-sometimes, but not always, the four main story points are sequences

-sequences can be written any way you want; they are a creative, limitless context within which to paint your picture against the canvas of action.  It should be noted that there are no specific number of sequences in a screenplay.  It is all dictated by your story

-most action films are held together by a series of sequences that keep the story moving forward

-some writers have a natural ability to write action, and others are more comfortable writing character

-when you’re writing an action screenplay, the focus must be on action and character; the two must reside in and interact with each other

-what usually happens is that the action overpowers the story and diminishes the characters, resulting in a screenplay that, no matter how well written, is flat and uninteresting.  There has to be an appropriate balance of peaks and valleys, places in the material where the reader and audience can pause and catch their collective breath

-writing an action sequence is a definite skill, and good action scripts are written with color, pacing, suspense, tension, and in most cases, humor

-what makes a good action film great?  The electricity of the action sequences

-the key to writing a great action sequence is the way it is designed

-what’s nice about designing a sequence is that you can play with many different elements to make it catchy, exciting, dynamic

-David Koepp writes “the reader is sometimes forcing their eyes along because what’s tremendously entertaining to watch on film is not necessarily so thrilling to read.  I think the challenge is to make that stuff fly by at the pace you would like it to fly by in the movie.  So you’ve constantly got to find ways to make the action sequences readable and easy for the reader to picture in his mind”

-design it; choreograph the action from the beginning, through the middle, and on to the end.  Choose your words carefully when you’re writing.  Action is not written with a lot of long and beautifully styled sentences.  Writing an action sequence has got to be intense, visual

-notice how visual it is, and how short the sentences are, almost staccato in their presentation, and how much “white space” is on the page.  This is the way a good action sequence should read

-the reader and the characters experience the same thing at the same time.  We are bonded together, “one on one” so we can experience what the characters are experiencing

-so far everything remains unseen, which heightens the fear and causes us to expect the worst.  Generally, a good action sequence builds slowly, image by image, word by word, setting things up, drawing us into the excitement as the action gets faster and faster.  Good pacing allows the tension to build upon itself

-at other times you may want to weave a narrative line through a sequence that illuminates the character

-action and character joined together, sharpens the focus of your screenplay and makes it both a better reading and a better viewing experience

Building the Story Line
-how do you build the story line?

-by using 3 by 5 cards

-take a pack of 3 by 5 cards.  Write the idea of each scene or sequence on a single card, and a few brief words of description (no more than five or six) to aid you while you’re writing.  You need fourteen cards per thirty pages of screenplay.  More than fourteen means you probably have too much material for Act I; less than fourteen means you may be too thin and need to add a few more scenes to fill out the Set-Up

-this is a simple summary of the action, and not the way the screenplay will look, but it is a process that lays out the story line; it is an effective way in which you can build, or put together, your story

-understanding that building the screenplay is different from writing the screenplay.  They are two different processes

-building the story line can be done easily and effectively with cards.  You can use as many cards as you like

-I suggest fourteen cards per approximately thirty pages of screenplay.  Why fourteen? Because it works

-the cards really become a sort of “psychic” guide to laying out the scenes and sequences you’ll need to build your story line

-the cards are an incredible method. You have absolute freedom to change, add, or delete.  You can arrange or rearrange them, any way you want, adding some, omitting others.  It is simple, easy, and effective and gives you maximum mobility in building your screenplay

-when you first lay down your story line, I suggest you simply write down all those scenes you know you want included in the script

-just scribble a few word that will identify the scene and throw them down in no real order; free association style.  You already know your beginning and Plot Point I: cards 1 and 14.  That means you already have two cards, the beginning point and end point.  All you need are twelve more to lay out the action line of Act I

-first you must know the dramatic need of your main character.  What does your main character want to win, gain, get, or achieve during the course of your screenplay?  This can apply to each scene as well.  Once you establish your character’s dramatic need, then you can create obstacles to that need

-action-reaction - it’s a law of the universe.  If your character acts in your screenplay, somebody, or something, is going to react in such a way that your character then reacts - thus creating a new action that will create another reaction

-action-reaction, reaction-action, your story always moves toward that Plot Point at the end of each act

-many aspiring and inexperienced screenwriters seem to have things happen to their characters, and as a result, the characters are always reacting to their situations, rather than acting in terms of dramatic need

-the essence of character is action; your character must act, not merely react

-if the script is not set up correctly, there is a certain tendency to keep adding characters and events to the story line to make it move faster

-many writers approach their screenplays without doing enough preparation

-preparation and research are essential to the screenwriting process

-if you haven’t spent enough time doing the required research, then you run the risk of inserting incidents and events into the story line just to try to make it work, and then the narrative thread of the story usually goes awry; the stuff just isn’t working

-sometimes a problem exists because the story line is too thin, but the solution is not creating more characters or interesting incidents to put into their screenplay.  Creating more events, or more obstacles to confront, is not the answer; it doesn’t do anything except expand the problem

-in terms of setting up the story, this approach might work, but the tendency might be to explain rather than reveal
-if all the backstory information had been executed through dialogue, there would have been way too much explanation in the story.  It would have been too wordy, the characters passive and reactive, the scenes too long and expository, with the result that the narrative action would not move the story forward

-step by step, scene by scene, build your story from the beginning to the Plot Point at the end of the act

-in the fourteen cards you’ve indicated the flow of dramatic action

-within the context of the story, “the things you try that don’t work will always tell you what does work”

-it’s a classic rule in film.  Many of the best cinematic moments happen by accident

-don’t be afraid to make mistakes

-the card system allows you maximum mobility in structuring your screenplay

-the Mid-Point is a story progression point, an incident, episode, or event, that occurs around page 60.  It could be a scene or sequence, a major event, or an understanding or line of dialogue.  Its function is to move the story forward

-another way is to write a treatment - a narrative synopsis of what happens in your story, incorporating little dialogue

-you know your story from start to finish.  It should move smoothly from beginning to end, with story progressions clearly in mind so all you have to do is look at the cards, close your eyes, and see the story unfolding

Screenplay Form
-screenplay form is unique and precise.  It’s so simple it’s difficult

-the writer’s job is to write the screenplay and keep the reader turning pages, not to determine how a scene or sequence should be filmed.  You don’t have to tell the director and cinematographer and film editor how to do their jobs.  Your job is to write the screenplay, to give them enough visual information so they can bring those words on the page into life, in full “sound and fury,” revealing strong visual and dramatic action, with clarity, insight, and emotion

-the screenwriter is not responsible for writing in the camera angles and detailed shot terminology.  The writer’s job is to tell the director what to shoot, not how to shoot it

-the writer’s job is to write the script.  The director’s job is to film the script, to take words on paper and transform them into images on film

-a shot is the cell, the kernel, of the action; a shot, basically, is what the camera sees

-scenes are made up of shots, either as a single shot or a series of shots

-the first line describes where we are.  It is called the Scene Heading or slug line, and it’s written in capital letters

-we skip a line, then write, single-spaced, from margin to margin, the description, or action, of the scene.  The description paragraph should deal only with what we see

-if we can’t see it through hand or facial gestures, or hear it through dialogue, don’t write it

-the character’s name, placed in caps is located in the center of the page; if you want to describe some kind of physical or emotional action, use parentheses

-the dialogue is located in the center of the page, single-spaced, and it is what the characters says

-Line I - called the slug line, or scene heading it states the general or specific locale

-Line II - double-space, then, the action is single-spaced; your description of people, places, or action, from margin to margin.  Descriptions of characters or places should not be longer than a few lines.  And descriptive paragraphs, describing the action, should be no longer than four sentences.  That’s not a hard rule, it’s only a suggestion.  The more “white space” you can have on the page, the better it looks

-new characters introduced are always capitalized

-the character speaking is always capitalized and placed in the center of the page

-sound effects, or music effects are always capitalized

-don’t ask for specific songs by specific recording artists, but offer suggestions: We Hear something like....  You want to propose the feeling of the way you think songs should look and feel

-the rule is: Find the Subject of Your Shot!  Then describe it

-what does the camera, the eye in the middle of your forehead, see?  What takes place within the frame of each shot?

-once you determine the subject of the shot, you’re ready to describe the visual action that takes place within the shot or scene

-examine the form; look for the subject in each shot, and how each shot presents an individual mosaic within the tapestry of the sequence

-read as many screenplays as you can to familiarize yourself with the form

Writing the Screenplay
-writing a screenplay is an amazing, mysterious phenomenon filled with joy, frustration, sometimes even sorrow

-writing is an experiential process, a learning process involving the acquisition of skill and coordination, like riding a bicycle

-my favorite form of resistance is sitting down to write and suddenly getting an idea for another screenplay - a much better idea so unique, so original, so exciting, you wonder what you’re doing writing this screenplay

-we all do it.  We’re masters at creating reasons and excuses not to write; it’s simply a barrier to the creative process

-the first ten pages are the most difficult.  Your writing is going to be awkward, stilted, and probably not very good

-writing is a learned coordination; the more you do the easier it gets

-the purpose of dialogue:


-moves the story forward


-reveals information about the characters


-communicates necessary facts and information to the reader


-establishes character relationships, making them real, natural, and spontaneous


-gives your characters depth, insight, and purpose


-reveals conflicts of the story and characters


-reveals the emotional states of your characters; and


-comments on the action

-inspiration is measured in moments, a few minutes or hours: a screenplay depends on diligence, and is measured in weeks and months

-writing is a day-by-day job, two to three hours a day, five days a week, either during the day or on weekends, three or more pages a day, ten pages a week.  Shot by shot, scene by scene, sequence by sequence, page by page, act by act.  And some days are better than others

-when you’re in the paradigm, you can’t see the paradigm

-the card system is your map and your guide; the Plot Points your checkpoints along the way, the “last-chance” gas station

-dramatic conflict can be either internal or external

-so what is conflict?  If you look up the word, you’ll see it involves “opposition”; and the hub of any dramatic scene is having the character or characters be in opposition to someone or something.  Conflict can be anything: a struggle, a quarrel, a battle, or a chase scene; fear of life, or fear of failure, or success; internal or external - any kind of confrontation or obstacle, and it really doesn’t matter whether it’s emotional, physical, or mental

-if in doubt, write

-there’s only one rule that governs your writing - not whether it’s “good” or “bad,” but does it work?  Does your scene or sequence work?  If it does, keep it in, no matter what anybody says

-if it works use it.  If it doesn’t, don’t 

-problems in a screenplay can always be solved.  Just know that if you’ve created the problem, whatever it is, you can solve it

-writing is the ability to ask yourself questions and get the answers

-there will always be one or two scenes that don’t work the way you want them to, no matter how many times you rewrite

-if your in the dilemma of writer’s block, and this veil of doubt and negativity is smothering your creative voice, then it’s time to give the critic a voice
-the critic always says the same thing: “You suck”

-that’s the nature of the mind: to judge, to criticize, to evaluate.  The mind can be either our best friend or our worst enemy

-give the critic a voice.  If you don’t give the critic a voice, it’ll turn inside and begin to fester, getting worse and worse until it bursts.  It’s easy to let yourself become your own victim

-recognizing and acknowledging that voice is the first step through the block

-one of the things we have to accept is that we always get lost within the maze of our own creations

-see the ordeal as part of the writer’s experience

-the art of screenwriting is finding places where silence works better than words

Adaptation
-when you adapt a novel or any source material into a screenplay, you must consider your work an original screenplay based on other material.  You can’t adapt a novel literally and have it work

-adaptation is both a skill and a challenge.  The verb to adapt means “to transpose from one medium to another.”  Adaptation is defined as the ability “to make fit or suitable by changing, or adjusting” - modifying something to create a change in structure, function, and form

-it’s a general rule that if you’re adapting a book or an article to fit the needs of a screenplay, you may have to shift, omit, or add scenes in order to follow the main story line

-“The last thing your concerned with is invention for its own sake.  If it ain’t broke, don’t fix it”

-an adaptation starts to develop it own logic and meaning once you’re writing the screenplay

-the hub of adaptation is finding a balance between the characters and the situation, yet keeping the integrity of the story

-if you’re writing a historical screenplay, you do not have to be accurate about the decisions or emotions of the people involved; but you do have to honor the historical events and the results of those events

-in order to adapt a play into a screenplay, you’ve got to visualize some of the events that are referred to or spoken about

-biographical screenplays dealing with people, either alive or dead, must be selective and focused in order to be effective

-choose only a few incidents or events from your character’s life, then structure them into a dramatic story line

-you have only 120 pages to tell your story.  Choose your events carefully so that they highlight your script with good visual and dramatic components.  The screenplay should be based on the dramatic needs of your story.  Source material is, after all, source material.  It is a starting point, not an end in itself

On Collaboration
-film is a collaborative medium.  The filmmaker depends on others to bring his vision to the screen.  The technical skills required to make a movie are extremely specialized.  And the state fo the art is constantly improving

-the revolution of today is the evolution of tomorrow

-film is both an art and a science

-the upside of writing alone is obvious: There will be no one interfering with what you want to write and how you want to write it and when you want to write it.  In other words, it is your vision and yours alone

-it’s important to establish the three stages of the collaborative process 1) establishing the ground rules of the collaboration; 2) the preparation required to write the material and 3) the actual writing itself

-collaboration is a relationship.  It’s a fifty-fifty proposition.  Two or more people are joining together to create and end product

-if you want to collaborate, you must be willing to find the right way to work - the right style, the right methods, the right working procedure

-just as in a marriage, you’ve got to create it, sustain it, and then maintain it

-there are four basic and equal positions in collaboration: writer, researcher, typer, and editor.  No position is more important than another

-don’t be afraid to try something that doesn’t work.  Just do it!  Make mistakes.  Create your collaboration by trial and error

